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ABSTRACT 

This thesis examines some aspects of the analytical approach to 

poetry which is associated with such critics as I.A. Richards and F.R. 

Leavis. It also examines the resemblances between this approach and that 

which in eighteenth century literary criticism appears as a preoccupation 

with "propriety" in poetic language. 

I.A. Richards is discussed first and �t greatest length since he is 

the most persistently theoretical of the critics with whom this thesis 

deals, and consequently affords an opportunity for an exposition of the 

principles which underlie tbis analytical approach. 

This exposition is followed by an account of some fundamental 

features of the doctrine of "proprietyn, illustrated chiefly from Dr. 

Johnson's Shakespeare criticism. It is suggested that key ideas of 

Richards', such as "complexity" and "realisation" correspond with 

central ideas in eighteenth century liternry criticism. This corres­

pondence reveals itself as an interest in the fact that words in poetry 

interconnect with each other in complex ways. I .A. Richards' term 

( developed most thoroughly in Coleridge on Imagination ) for such 

interconnection is "interinanimation". The corresponding eighteenth 

century term is ;'propriety". 

The thesis then examines the literary criticism of T.S. Eliot, 

F.R. Leavis and W. Empson. The ideas they hold in common with I.A. 

Richards are outlined, and then what may be called the distinctive 

features of their respective approaches are disc�ssed. 

The emphasis, throughout the thesis, is upon some methods of 

analysing poetic language and upon the principles which underlie such 

methods. The thesis does not attempt to give a complete account of the 

critics with whom it deals, nor to examine the question of what influence 

they may have exerted upon each other, 



PREFACE 

I n  the followi ng thesis I an, broadly speaking, intere sted i n  

sane ne thods of a nalyzing poe t i c  l anguage and in the principles whi ch 

li e behind such enalysis . I e:xaeine the work o f  I .  11. Richo.rds , 

T . S.  Eli o t ,  F.R. Leavis and l'l. Eopson, who s e  naBes aro ass oc::.a te d 

wi th what ni ght be callE; d ,  for the s ake of c onve nienc e ,  the 

" C anbridge school of cri tici sn". 

I b egin w i th an account of I . A. Richards , because he is the 

oast persi stently theorotict�l of the cri ti cs I have nen ti oned, a nd 

thus aff o rds the best oppor tuni ty for a basi c outline .  I exm1ine his 

work at sane length, sinc e  I d i s agree with the nai n co nclusi o ns of 

Dr. J. S chiller1s I . A. Richards 1 Theory o f  Li t erature , and, t o  a 

l esser extent, wi th \•l. H. N. Hot opf 1 s detailed e xar:1i n2.ti on o f  Richards 

i n  Language, Thought and Conprehension. A Case Study of the Writings 

of I.A. Ri chard s .  I argue thE>.t the notion of " i nteri nani:o.o.ti on" , 

d e vel o ped chiefly in C o leri dge on Inngi nation, i s  Richards 1  nost 

useful co ntribution to thinking about the analys is of poe tic language , 

and that his work be fore and after Col eridge o n  Ioagination i s  less 

s ati sfactory. 

I then try t o  show the s i nilari ti es beh;e e n  Richards 1 not i o n  

of " i nt erinani nati on" and t he eighteenth century conc ept o f  "pro priety 

of di c ti o n" , and t o  sugge st th at these sinilari ti es are fundaBent al . 

I rely for evide nce chiefly o n  Dr. Johns o n1s Shakespearean cri ti c is o. 



iii. 

A cor:rp,'J.rison of Richnrds 1ri th Johnson is, I think, useful because it 

illuninates the "traditiono.lity" of the nodorn critics and the 

11I!loderni ty'1 of the eighteenth century cri tics. I nlso hope� though 

I do not deal nt greo..t length cvith Johnson's Shakespearean criticisn, 

to have done enough to show th,"lt the doninant nodern view, which 

finds Johnson unperceptive, noeds to be revised. 

I then use the core of opinion, 'vhich I have argued is cannon 

to Johnson and Richards, to look at Eliot, Lenvis and Enpson. In 

each case I outline first the presence of that conuon core, and then 

discuss the distinctive features which nccor::tpnny it. 

I should like here to Rdd a brief prelininE'.ry corment on the 

n coDDon core" and the "distinctivu features11• 

The eighteenth century doctrine of 11propriety of diction" and 

Richnrds' concept of 1'intorinanimation" both refer to the ideal of 

interconnoctednoss in poetic language; in the work of a good poet 

all the aspects of a given word should interconnGct to an unusual 

degree Ni th all the aspects of the other vwrds in the context. 

"Aspects" here noans the senses, the connotntions and the physical 

qualities of the words. In the language of nodern criticisn, this 

is a "conplex" use of words, which constitutes n 11realizationn of 

whatever the poet is talking about. In the lnnguage of eighteenth 

century cri tic ism, "propriety of clic tion" ensures thn t the verbal 

oediun attracts no attention to itself--that it becones transparent, 

so that the reader feels he is in the presence not of words, but of 

things and experiences. That is what I have called the "cannon core". 



iv. 

The " distinctiv e features" of nodcrn criticiso revolve largely 

nround whnt one micht cc.ll tho idee. cf fruitful conflict, 1-rherecs 

the bir�s of eight e enth century cri ticiso r-:..:vcc:.ls itself in ·"- hv�vy 

enphasis upon consonance. One cc.n bri0fly illustrate this by 

conlX',ring nodorn Sh,.,_kespeo.ruan cri tic isi!l with eighteenth century 

Shakespearec.n criticis::1. For the oodc:rn cri t ic 9 Shakospcctrc 1 s 

11bold" use: of lr..ngungo is .�. c cntretl point for nck.ir[�tion; wor•Js aro 

interconnect ed in such a vmy that their 11nomal;' uc:mings n.re 

s lightly nodified. Tho o ld neaninc nnd the nov1 context reGct upon 

each other in a vm.y vihich resEmbles the process of notaphor, but 

vlithout any of the fornal feo.tures of netaphor. This conflict 

behmen the old neaning and the now gives Shnkcspcare 1 s lr.ngu::cge its 

vitetlity, or, to revert to the l::.ne;ur.gc I used 11bovo, the \'lOrds o.re 

pn.rticulclrly complex (sinc e; they involve a subtle interplay bet1won 

the nor context :end the old LtOD.ning ) nnd thus "rcnlize" their subject. 

The e iehtoenth century critic is loss c.dniring thnn hj_s noclcrn 

counterpnrt; he is anxious ( and somctioes over-anxious) to detect 

the point at �vhich "boldness" becones "license11-at v1hich the new 

context so dis locntos the old nco.n ing thc�t t he vlOrd disintegrc:.te s. 

Nevertheless, the eighteenth century and the nodorn critic h?.vc a 

consid ero.ble comuni ty of interest in 11inturimmination", n.nd in 

relnt e d  issues. I have tried to bring out this coumunit y of interest 

not only in ny chnpters on some :1-spects of "propriety", but also 

in occasional ref eren ces , througho ut the thesis, to Dr. Johnson. 



v. 

Richarc:.s is tho cri tic 1vi th -vrhon I (leo.l nt greatest leneth and 

I hnvo attenpted to trace the dovelopoent of his ijoas. Hy accounts 

of Eliot, Loavis and Johnson �re briefur ani nore general, ancl I do 

not nttcnpt to describe nny rlovelopocn t in thoir critical thinking. 

In the cnse of Er.1pson I restrict o.y discussion to Seven Types of 

Anbiguity. In vievr of the fnct that the chronology of the vrorks 

I discuss has not been nt the ce:ntre of interest, I ha.vo arrnnged 

all the entries in oy bibliography alphabetically. 

Since oy approach, though it does not enter into the question 

of nutual inf'luence, involves coopnrisons bot1-roen the crit ics with 

whoTI I deal, I have set out a rather rletc.ilocl table of contents, 

describing briefly the sections into 1vhich I have divided oach chapter. 

I hope that this vrill oa..."k:e cross-reference :uore oo.sy. 

I vTOuld like to thnnk Professor R. G. Frean, of the English 

Department at Massey University, for his m1stinted assistance and his 

unvarying patience. I woulll also like to thank Mrd. "f.iaureen 

11acDonald for her typing, and !lirs. Margaret Brogden for invaluable 

help in getting the nanuscript into its present foro. 
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CF.APTER 1 

'ri-lE rmAlHNG OF rm.ANING 

I. 

The ?'leaning of Meaning is a foray into the problem of language 

and reality. Its villain is "verbal superstition", the mistaking 

1 
of verbal fabrications for the real world. Its burden is that �-;e 

must firmly and consistently distinguish between two uses of 

language, the referential and the emotive. The former points to 

the world, the latter arouses or expresses feelings. 

'The con text theory of meaning, used to explain the operation 

of referential language, should be outlined, because it recurs at 

later points in Richards' vTork. The theory is an associationist 

one, presented in causal terms. A condensed summary from 

Principles of Literary Criticism offers itself most conveniently 

for quotation: 

On a number of occasions Gil word is heard in connection 

\vi th objects of a certain kind. Later the word is heard 

in the absence of any such object. In accordance with 

one of the fei'T fundamental laws known about mental 
process, something then happens in the mind which is 

1 .  C.K. Ogden and I.A. Richards, The Meaning of :r.leaning, tGnth 
c<li tion, 1.949, p. 36 • . , Tl:int Richards, though not the sole 
author of The Meaning of N:eaning, agreer� with its main 
tendencies, I assunc throughout. 



like what vwuld happen if such an obj ect were actually 

present and engaging the attention. The word has become 

a sign of an object of that kind.2 

2 

As the phrasing there implies, this account is part of a general 

theory of signs, vrhich Hotopf summarizes as follo�<rs: 

whenever an obj ect , which has been experienced together 
with or ,just before another obj ect , causes us to think 
of that other, then it acts as a sign of t he other . 
These obj ects are then said to form a context; supply 
one part of the context, and thought of the other 
follovTs. 3 

In The Meaning of Jieaning this is i llustrated by saying that a 

4 match-scrape may become a sign of the ensuing flame • . 

The co ntext theory insists that there is no direct relation 

between words and things. The triangle of meaning is offered as 

a diagrammatic model of referential meaning.5 

2. I.A. Richards, Principles of Literary Criticism, London, 1926, 
p.127. 

3. \l.H.N. Hotopf, Language, Thought and Comprehension. A Case Study 
of the "tlri tings o f  I. A. Richards, London, 1965, p. 21 • 

4. The !-'leaning of Fleaning, pp. 52-54. 

5. ibid., p.11; ny version of the diagrnn is simplified. 



'l'hought or reference 3 

SYJ...:ibol 

In referential langu<lge uses, the uord (symbol) occasions a thought 

(reference) of an object of n certain kind (referent). 

occurrence is called a 11symbol-situation". 

Such an 

But in most verbal utterances there n.re two kinds of sign-

situation involved: 

One is interpreted from symbols to reference and so to 
referent; the other is interpreted from verbal signs 
to the attitude, mood, interest, purpose, desire, and 
so forth of the speaker, and thence to the situation, 
circumstances and conditions in 1-rhich the utter11nce is 
made. 

The first of these is a symbol situation • • .  , 
the second is merely n verbal sign-situation like the 
sign-situations involved in all ordinary perception.6 

Tho words "attitude, mood, interest, purpose, desire" here link 

directly with the division of meaning into a number of different 

aspects, or functions. Five functions are enumerated: 

( i). 
(ii). 
( iii). 
(iv). 
(v). 

Symbolization of reference; 
The expression of attitude to listener; 
The expression of attitude to referent; 
The promotion of effects intended; 
Support of reference.7 

6. The Meaning of !'leaning, pp. 223-4. 

7. ibid., pp.226-7. 
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The fifth function here is little used after The Neaning of Neaning. 

It is described as follows: 

Besides their truth, or falsity_ references have a 
character i'lhich may be called, from the accompanying 
feelings , Ease or Difficulty. T�m references to the 
same referent may be true but differ 1·1idely in this 

8 ease, a fact which may be reflected in their symbols. 

The first four functions are commonly referred to, in Richards' s ubsequent 

't' t f 1' d . t t' 9 wr1 1ng, as s ense, one, ee 1ng an 1n en 1on. In a later es s ay, 

11 To.-mrds a Theory of Comprehendine, u, a s cheme of seven functions 

appears, in which "indicating11 and "characterizing" corres pond with 

"sense"; "realizing" corresponds with "support of reference"; "valuing" 

and "influencing" correspond ivith "feeling" and "tone"; and "controlling" 

and "purposing" correspond viith "intention". 10 This sugges tion of 

corres pondence is not intended to be exact, but merely to s h ow that 

there is, in the later schema, nothing essnntially ncm. 

Such, then, is a brief sumrr,a.ry of ·.:.Uchc:.rds' contozt theory of 

meaning and the distinction beh;een referential nnd emotive language. 

For present purposes, the only other important point to be 

remembered from The Meaning of Meaning is that from the basic account 

8.  The Meaning of :r.ieaning, p. 2 2 5 

9. I.A. Richards, Practical Criticism, London, 1929, pp. 181-183. 

10. I.A. Richards, Speculative Instruments, London, 1955, p. 26. 
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of meaning are derived a number of rules for determining w·hether 

or not a given statement is emotive or referential and, so far as 

is possible, w·hat sign-situations its references actually involve. 

These rules are called "Canons of Symbolism". 
1 1  

By reference to 

them 2 word or statement is translated into the various sign-

situations 1·1hich it might possibly involve. The relevance of this 

procedure to modern analysis of poetry may be most easily pointed 

to with reference to Empson, whose analysis of, 

Bare ruined choirs, v1here late the sweet birds sang, 

consists of an enumeration of tho sign-situations that may lie behind 

the words, together with an assertion that the line involves all of 

12 them. Thus, although 11ambiguity11, or multiple-meaning is, in 

The Neaning of Meaning, regarded as one of the villains of the piece, 

the insistence upon its ubiquity opens a r.·my for a demonstration of 

the part it plays in poetic language. 

11. The Canons of Symbolism , The I>leaning of Neaning, pp.87-108. 

12. w. Empson, Seven Ty3es of Ambiguity, Third Edition (Revised) , 
London, 1953, p p . 2= . See also below, p.420. 
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II. 

The foregoing brief outline, of course, raises questions in 

psychology and philosophy Hhich go beyond the scope and competence 

of this account, but there are several other points which should 

immediately be noted. 

The first of these concerns the aspect of meaning called 

"intention". In general this aspect is heavily stressed and the 

supplement by Halinowski gives it a central place in a.n account of 

language as a tool by which "�ore achieve our ends rather than a 

picture of reality;13 but there is no pf1ychological account of it 

in the le.nguage model which is the key-stone of the book. Further, 

in Practical Criticism and Coleridge on Imagination, Richards is 

able, though vd th some hesitancy, to discuss the relations between 

"sense" and 11tone", or "sense" and "feeling", but is unable to deal 

with "intention" in the same way. "Intention", in fact, is not in 

the same category as "tone11 and "feeling". It may well be a 

function of reference rather than emotion. Something as purely 

referential as a raih;ay timetable has an "intention". Richards 

was to realize this and, in an Appendix to Practical Criticism says 

that "intention" has the function of controlling the relations 
14 between the other three aspects. Later, in Speculative Instruments, 

13. For example, The Meaning of Meaning, p.312. 

14. Practical Criticism, p.356. 
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he says: "Purposing, if you ask for a theory about it • • •  can hardly 

be made more than a puzzle. It is too central. 1115 This point 

becomes of importance in a discussion of Schiller's interpretation of 

Richards 1 ideas about poetic lnnguages 1-lhich lays great stress on 

"purposing" 16 

The second point concerns the vlidespread misunderstanding of 

what Richards meant by calling the language of poetry "emotive" re.ther 

than "referential''· Krieger, for instance, says that Richards made 

a "complete denial to poetry of the rational and meaningful. 1117 

Against this should be set out cl8arly both what Richards � saying, 

and what he was n£1 saying. He was not saying that poetry does not 

employ referential language. Again a summarized version of the 

point from Principles of Literary Criticism offers.itself for 

convenient quotation: 

A statement may be used for the sake of the reference, true 
or false, which it causes. This is the scientific use of 
language. But it may also be used for the sake of the 
effects in emotion and attitude produced by the reference 

18 it occasions. This is the emotive use of language. 

15. Speculative Instruments, pp. 172-173. 
16. See below, p.151. 
17. M. Krieger, The New Apologists for Poetry, Minneapolis, 1956, 

p. 142. 

18. Principles of Literary Criticism, p.267� Richards' italics. 
Cf. The Meaning of r-Ieaning, p.239. 
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What Richards �vns saying may be illustrated by the follmving: 

Only occasionally will a symbolization be available 1-vhich, 
without loss of its symbolic nccuracy9 is also suitable 

(to the author's nttitude to his public), appropriate (to 
his referent), ili,dicious (likely to produce the desired 
effects) and personal (indicative of the stability or 
instability of his references). The odds are very strongly 
against there being many symbols able to do so much. 19 

To put it in another way, the differences between "referential" and 

"emotive" uses, 11are due simply to the fact that an arrangement of 

symbols which will re-instate a situation by evoking emotions 

similar to those originally involved >'Till, as things happen, very rarely 

be an adequate symbol for it. 1120 Richards was, in fact, noting no 

more than vrhat Dr. Johnson noted when discussing the 11familiar" 

style, 1>1hich he thought should be the staple of epistolary literature: 

But it is natural to depart from familiarity of language 
upon occasions not familiar. rfuatever elevates the 
sentiments will consequently raise the expression; 
whatever fills us with hope or terror uill produce 
some perturbation of images, and some figurative 

21 distortions of phrase. 

Johnson's phrase "raising of the expression11 is equivalent to Richards' 

"emotive aspects of language", and his "perturbation of images" is 

equivnlent to Richards' "loss of symbolic accuracy". Both Richards and 

Johnson are noting an obvious truth: obvious, that is, if one has in 

mind a rigorous notion of symbolic adequacy. 

19. The r<Ieaning of r!leaning, p. 234. 
20. ibid., p.239. 
2 1. Johnson, Ramblc;r (No.152), The Vlorks of Samuel Johnson, Yale 

University Press, 1969, v ,  46. 
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III. 

I agree 1 therefore with Hotopf 1 s vim; that those who have 

attacked Richo.rds 1 insistence that the lc.nguage of :poetry is emotive, 

have commonly misunderstood him, 
22 

There is, however, a 1'/eakness 

in these early formulations by RichD.rds which may have lent colour 

to those 'ITho misunderstood him. 

This vTeaknoss may be des cri bed as an implicit assumption that 

Swinburne is the standard for discussing the language of poetry, 

and it involves a heavy stress on what Richurds vtas later to call 

the "tied imagery11, which consists of "articulatory imagery" and 

"auditory imagery", produced by the physic2.l process of speaking 

and hearing the 1'l'ords, both of these effocts being heightened by 

metrical arrangement.
23 

In The Meaning of Moaning it is said, for 

instance: 

One of the chief distinctions . . •  betweon poetry and strict 

scientific prose is that in poetry vre must consciously 

attend to the sensory characters of the words, whereas 

in prose 1ve need not do so. This conscious attention 

to words as sounds does, however, tend to impede our 

further interpretations.
24 

22. Language, Thought and Comprehension, pp.186-187. 

23. Principles of Literary Criticism, pp.118-121. 

24. The Meaning of Meaning, p.210. 



1 0  

The theme is picked u p  again a little later, in the remark that the 

"moans by I'Thich words may evoko feelings and attitudes are many", 

f ollovrod by a list of means headed by tied imo.gery and rhythm. 

It is added here that 11rhythms, and especially metres, have to a 

small degree an hypnotic effect11
25

: 

Emot i onal i ty, exaggeration of belief-feelings, the occulting 

of the critical faculties, the suppression of the questioning 

--' Is this so as a matter of fact?'--attitude, all these are 

charncteristics of metrical experiences and fit in well vri th 

h 
. t' 1126 

a ypnos�s assump �on. 

These remarks involve more than a view that strictly referential 

truth is irrelevant to poetry. They suggest a general relax ing of 

the mind, of the kind that some modern critics have ocen to be 

deleteriously inculcated by poetry like Svrinburne's. 
27 

This under-playing of mental activity in the reading of poetry 

may partly spring from the viev; that there are hw sign-situations 

involved in a verbal utterance, as described above by Richards.28 

It seems likely that this view of the emotive aspects of meaning, 

as diffe rent in kind from the referential aspect, inhibi ted a real 

interest in the relations beh•een the aspects. These relations v1ere 

to interest Richards more, as his thinking developed , and his ponderings 

on them in Practical Criticism are an important step on the r.:ray to the 

ideas expressed in Coleridge on Imagination.29 

25. The Jtleaning of �1eaning, p.239. 

26. ibid., p.240. 

27. See, for example , T.S. Eliot, Selected Essays , London, 195 1 , 
pp.325-327. 

28. See abo�e, p.3. 

29. See below, pp.90-95. 
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This separation of the referential and the emotive aspects is 

further apparent in the comments on metaphor in The f.Ieaning of 11eaning. 

Netaphor is divided into tv10 broad kinds-- 11emotive11 and 11symbolic". 

I�ich:trds says of the fori:,cr: 

[it is J usod not, nn in strict sy.J.boHzing, to bl'inG out • • •  

a structural feature in a reference, but rather to provide, 

often under cover of a pretence of this elucidation, nevr, 

sudden nnd striking collocations of references for the sake 

of the compound 0ffects of contrast, conflict, harmony, 

inter-inanimation and equilibrium �vhich may be so c..ttained. 
30 

The latter involves "the use of one reference to a group of things 

between which a given relation holds, for the purpose of facilitating 

31 
the discrimination of an analogous relntion in another group." 

Principles of Literary Criticism uses the same formulation as 

The Heaning of Moaning. A symbolic metaphor is "illustrative or 

diagrammntical, providing R concrete instance of a relation which 

would otherwise have to be :Jtated in abstract terms."
32 

.An emotive 

metaphor is a "semi-surreptitious method by which a greater variety 

of elements can be wrought into the fabric of the experience."
33 

In Practical Criticism, hovTever, there is a change of emphasis. The 

distinction between the two metaphoric modes is drawn once again, but 

it is now stressed that one usually finds a combination of the �vo 

30. The Heaning of �·leaning, p. 240. 

31. ibid., p.213. 

32. Principles of Literary Criticism, p. 239. 

33. ibid., p.240. 
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and that most "descriptions of feelings, and nearly all subtle 

descriptions, are metaphorical and of the combined type.1134 

Richards, by this time, had beco!'le more interested in the inter-

weaving of the referential and emotive aspects, and therefore unable 

to separate them. 

There is a further 1-reakness in The I�eaning of Neaning, 1>1hich 

runs through Richards 1 vmrk, and vlhich will be discussed in more 

detail 1vhen ue come to examine Richards' thinking after Coleridge 

on Imagination.
35 

This weakness is an excessive f�ith in the 

po>-rerful knowledge vihich may be relec,sed by a mastery of the laws of 

language, and it is one of the central topics of Hotopf's critique 

of Richards. Hotopf contends that Richards over-estimates the 

benefit to be derived from a heightened avmreness of how language 

works and neglects such obvious ways of increasing understanding as, 

for instance, a growing familiarity >-rith a given subject. 3
6 

Insofar 

as the study of literature is concerned, Richards' procedure, and his 

high ambitions, aro clearly stated in The Philosophy of Rhetoric. 

Here he defines "rhetoric", vlhich he sees as the central discipline 

of the humanities, as "a philosophic discipline aiming at a mastery 

of the fundamental laws of the use of language",
37 

and adds that "the 

34. Practical Criticism, p.222. 

35. See below, pp.167-69. 

36. Language, Thought and Comprehension, p.7. 

37. The Philosophy of Rhetoric, Neu York, 1936, p. 7. 
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v.rho l e  bus ine s s  of Rhe t o ri c  c omes do1m to c ompari s ons b e twe en the 
38 meanings of words1 ' . Engl ish l i t erature , as n sub j e c t ,  o r  given 

body of wri ting ,  f o r  s tudy, has a.hvays b e en of interes t for Richt:>.rds 

primarily as a s ource of ma teri:;;.l for an enqui ry into 11 the funda-

mental l mvs of the u s e  of langun.ge" . I t  i s  hard t o  think of any 

o ther Engli s h  cri ti c ,  Hho might be des cri b ed as " ma j o r" , 1vh o s e  

int ere s t  i n  l i t era ture i s  so peripheral . Thi s  domin:::. ting punmi t 

of an unders tnnding o f  language <vhi c h  wi l l  provi de the key t o  

l i t eratur e ,  and to l i f e ,  and th0 co rres ponding abs enc e o f  any dee p 

or pro l onged s tudy o f  a given b o dy of literature , have two c ons equence s  

for Ri cha rds ' thinking about the enalysis of po e tic language . In the 

firs t pla c e ,  i t  leads him t o  over- e s tima t e  the s c ope o f  th e annlysi s 

of lingui s t i c  compl ex i ty . Thi s happens , as we shall s e e , in 

Col eridge on Imagi na t i o n .  La tor,  hmvever , there i s  a certain 

d i s i l lus i onmen t ,  whi ch appears in the ext reme modes ty of hi s recent 

c omme ntary on a po em by Ern ps on .39 A l though Richards deve loped n 

sa.tis fac tory idea of complex i ty in the langungo of poe try ,  and a 

satisfac t o ry me thod o f  analysi s ,  he s e ems unsure of their pro per 

s c o p e ,  at one moment h o lding out fantes tic hopes , at ano ther 

advo c a t ing oz treme cau t i on . 

38. The Phi los ophy o f  Rhe t o ri c ,  p . 37 . 

39 . S e e  below, p. 1 73 .  



CHAPTER 2 

PRINCIPLES OF LITERARY CRI TICISJ-'1 

I .  

The points s tressed in the above bri ef discus s i on of The �-feaning 

of Meaning are points about l anguage: the c ontext theory of meaning, 

the four as pec t s  of meaning, and a heightened mmrenes s of the 

ambieui ty of language . In Principl es of Lit erary Crit i c i sm there 

is very littl e  about l anguage , and ou� firs t concern is wi th Richards ' 

general notion of 11c omplexi ty" . To il lus trat e  thi s noti on an extended 

quo tation is neces sary : 

The ex tent to which any activi ty is c onscious s e ems t o  

depend very l argely upon how complex and hovT novel i t  i s . 

The primi tive and in a s ens e natural out come of s timulus 

is a c tion; the more s imple the s i tuat i on with which the 

mind is engaged ,  the closer is the connec tion b e tween the 

s timulus and s ome overt res ponse in ac t i on, and in general 

the less ri ch and ful l is the c ons c i ousness a t tendant . A 
man walking over uneven ground , for exampl e ,  makes wi thout 

reflecti on or emotion a continuous ad j us tment of his s te ps 

t o  hi s foo ting ; bu t l e t  the ground become pre c i pi tous and , 

unless he i s  used to such plac es , b o th reflection and 

emo tion llill appear . The increasGd c omplexity o f  the 

situation and the gr eat er deli cacy and appropria tene s s  of 

the movement s  required for conveni enc e and saf e ty, call 

forth far mo re complica ted goings on in the mind. Bes ides 

his percepti on of the nature of the ground , the thought 
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l!lD.Y occur that a false move uould b e  perilous and difficult 
to retrieve. This , whon acconpaniod by enotion, is called 
a ' realisati on ' of hi s situation. Thu ndjus tnent to one 
another of vo.riod inpulsos-to go fonmrd c�:.rofully, to lie 
dOim and grasp sonothing with the ho.nds , to go bnck, cmd so 
fortb.--nnd their co-ordinntion into useful behnviour c..lters 
the whole character of his oxporienco. 1 

Rich<.lrds was an enthusias tic clinber, nnd porho.ps the spectnculnr nature 

of the exnnplo is n little dis tracting,  but tho nain features nro clear. 

First ,  the conploxity of response produced by unfo.Dilinrity creo.tes a 

richer consciousness ; second, when this is ncconpaniod by emoti on, 

thoro is n realisati on of the experience. Evidently, this is the 

2 point that lies behind Richards 1 olnboro.tion of " stock-responsosl l . 

The " s tock-respons< " is thnt of the mm unthinkingly >'lnlking over uneven 

ground. Conversely, the des cription of the unfnnilinr si tuation onploys 

-v;ords which are recurrent in the school of cri ticisrn thn t B.icho.rds 

helped to  found : " coBplexity" , " ro:::tliso.tionH , " dolicacy11 , " rich nnd 

full. • •  cons ciousness ;: , o.nd so  on. Richo.rds 1 essential point is 

connonplnce enough. His s tress on the inporta.nce of 11novelty" is like 

thnt which appeo.rs for oxa.nplo , in Johnson ' s  defini ti on of "wit" or 

Coloridge ' s  definition of thu in�ginntion. 3 As Richnrds hinsolf says 

in the Profo.co ,  11 ono does not expect novel co.rds w·hon playing so  
4 trndi tiono.l o. go.ne . " 

1 • Principles of Literary Criticisn, p. 1 09. 

2 .  See below, pp. 51-53 . 

3 .  See below, p. 256 o.nd p .25 .  

4 .  Prin£iples of Litera.� Criticisn, p. 1 .  
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Two further points about thc t acc ount of c onpl exi ty should be 

made . Firs t , i t  supposes .::.. high l evel of dis criraination of s timuli .  

Second , nei ther hers , nor a t  any o ther point in Principl es of. 

Li terary Cri t i c ism,  is there nn account of the c ompl ex i ty of poe t i c  

language . The f i rs t  of th o s e  i s  of impor tanc e ,  b ecau3 e Ri chnrds , 

a t  c ertain points , puts for-vmrd a vi evf of po e try whi ch i nvo lves a 

low l evel of di s crimin� tion . This vi et-r , as we have s e en ,  is 

prominent in The r--Iecming of !<leaning, o.nd I vdl l  refer to i t  hence-

forth, for the sake of c onvenienc e ,  as Ri chards ' "hypno ti c theory" 

of po e try.
5 

The s e cond is of importance becaus e Ri chards ' e s s ential 

a chievemen t ,  in Co leridge on Imagination ,  was t o  formulate the general 

i dea of compl ex ity in such a '!tray thn. t i t  could be c onveni ently harnessed 

to hi s ideas about the c ompl exi ty of poetic language .
6 

Having quo ted tha t c.ccount of " c omplexi ty" we s hould now outline 

i ts o bvious bearings on s ome other key ideas in .ll'_inc ipl es of Li terary 

C ri t i cism .  Firs t ,  " impersonali ty" , which i s  defined i n  terms o f  

c ompl exity of respons e . Rich�rds de s cribes. our r0�ct ion to cer tain 

vie cease to be oriented in one d efini te direc tion; more 

facets of the mind are ex po sed and ,  what is tile same 

thing , more aspe c t s  of things are able to affect us . To 

res pond , not through one narrow channel of int eres t ,  but 

simul tane ous ly and c oherently through many , is to be 

5 .  See above , p .  1 0  f o r  Richards ' phrase " hypnos i s  assump t i on" . 

6 .  See bel ovr ,  pp . 93-94 . 
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di sintere s ted in the only sense of the vwrd w·hich conc erns 

us here • • •  And to say tha t ue nre inpers onal i s  merely a 

curiou::; vm.y of saying thn t our persono.li ty is noro 

completely involved.
7 

The chief s tres s here i s  upon the 1tray in 11hi ch such poems m.::.ke us 

feel that vre o.ro in close touch wi th a c tunli ty. T·Jhcm vre are 

res ponding to things or experiences in the c onplex uay jus t des cribed, 

" vw s o  e n  to s e e  1 all round thes 1 ,  to see then as they reo.lly c.re ; vm 

s e e  then apart frow. any one parti cular intere s t  vJ'hi ch they nay have 

8 
for us . 11 

" Impers ona.li ty" , thus defined ,  is closely related to Ri chnrds 1 

well-known defini tion of " irony" . Ho offers hi s defini ti on in terms 

of hvo c ontras ted groups of poems , Qnd says : 

A poem of the first group is bui l t  out of sets of impulses 

v;hich run pare.ll e l ,  1vhi ch have the sane direc t i on. In a 
poee of the second &roup the r:1o s t  obvi ous fenture i s  the 

ex traordinarily :
-
s i6] hcterogonei ty of the dis t inguisho.bl e  

iupulses . But they o.re r::J.ore th:-.n he terogene ous , they are 

oppos ed. 'rhey are such thnt in ordinary, non-poeti c ,  non­

iiJaginativo experienc e ,  one or o thor s o t  1vould be supp:;.�es sed 

to give as i t  night appear freer development t o  the o thers .
9 

The quality whi ch the s econd group possesses is called " irony11 , 1 0  
which 

is a sonewha t t e chni cal torn, having o nly a tenuou..s link vli th the 

7. Principle8 of Li terary Cri ti cism, pp. 2 5 1 -2 52 . 

8. ibid . ,  p. 252 . 

9. ibid . � p . 2 50 .  

1 o .  ibid.  
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ordinary use of the word . Ri chards i o  hero talking ir.JLlGdia tdy 

of the 1 1 e q_ui libriun.11 whi ch rG8ults from tho resolution of such 

oppo::>ed inpulses , but this equilibrium itself i s  described in 

terus of a f eeling of increased avmreness of nc tua1i ty, n.nd the 

account of " irony11 bl onds Ni th tho account of " iraporsonD.li ty" ,  l'l'hich 

vle ha.ve already des cri bed. The s ame is true o f  the account of 

" synaos thes is" in The Found0.tions of Aesthetics , of which the clos ing 

words are : 

In concluaion , the reas on why equi librium i s  a justifi­
cati on for the preference of one experi ence before ano ther, 
i s  the fac t  that i t  brings into play all our facul ti es . 
In virtue of whnt 1.ve have cnlled the synaes the tic 

character o f  the experi enc e ,  r;.ro are enabled, as 1. m  hnve 
seen,  to appre ciate relationships in a �my ivhich vTOuld 
not b e  possible under normal circumstances .  Through no 
o ther experi ence can the ful l  ri chness nnd complexi ty of 
our environment bo reali sed . The ul timate value of 
equi l ibrium is that it is b d t.:;r to be fully than 
partially alive . 1 1  

Thus , bo th "impersonnlity" and " irony" nre defined in terms of a 

complex res ponse which produces n heightened c ons ci ous ness of 

ac tuality . 

The idea of a complex respons e through uany channe ls i s  

elabo rated i n  Richards ' account o f  the poet ' s  memory . l1emory i s  

described a s  " that apparent revival of pas t experi ence to whi ch the 

. hn d 1 ' t  f . . 
d 

" 1 2  r1 c ess an c omp ex1 y o exper1ence 1 s  ue � As a r.10del of the 

1 1 . C . K .  Ogden , I . A .  Richards and James i'Jood , The Founda tions of 
Aesthe ti cs , London 1 922 , p . 91 . 

1 2 . Principl es of Li terary Criticis�, p. 1 03 .  



v1orking of TIOillo ry Richc..rds give s , ins toad of Betaphors froB 

telephone c;;:::: cho.ngcs or s tores of records , this :  

an energy sys ton of prodigi ous c ompl exi ty and ex trer;w 

deli cacy of organis:t tion,  whi ch has :::.n indefinitely 

1 9  

large nUl!lber of s tn.ble poi ses . Imagine i t  thrown froTI 

one poi s e to another with greot facili ty, each pois e 
being the resul tan t of 2.ll the energies of the sys tem. 

Suppos e  now that the partiel return of '-· situati on 

v1hi ch hc.s forBerly caused i t  to ussuoe a s tebl o po i se , 
throws i t  into an uns table c ondi tion from whi ch i t  mos t  

et:.s ily re turns t o  oquilibriun by reassuming the fo rmer 

poi s e . Such 8. sys t eu vwuld exhibi t the phenomcms. of 

meaory ; but i t  would keop no reco rds though n.ppon.ring 

to do s o .  1 3 

\·[o are invi tGd, as an aid t o  comprehens i on, t o  think of this sys tem 

as s. polyhedron " vTi th a large nunber of facets upon nny one of vThich 

0 t t" 1 4  � can res • 

ThiB oodol i s  put to use in Chapt er XXI I ,  1 1 Tho Poe t ' s  

Experi ence" . 

'rhe argur1ent of thi s chapter runs ns follows . The po e t ' s 

experi ence i s  unusually ri ch and c oupl ox , becnuso he j_s unusually 

able to connect di sparate creas of experi ence . Ho can do s o  

becaus e hi s P<:'l.S t  experienc e i s  a t  easi er recall .  Richards here 

quo tes Dryden ' s description of Shalwspec.re as a r:tan to whom " all the 

il:mges of nature were still present . " 15 Ono might als o here remember 

1 3 . Principles of Li terary Cri tici sB , p. 1 04 . 

14. ibid. , p . 105 . 

1 5 . ibid . , p. 1 81 . 
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Bosvw l l 1 s ac count of J ohnson 1 s mind , vlhi ch Loavis quotes vrhil e 

des cri bing the vi teli ty of Johnson ' s  poe try :  

li.s he I'TI-'.S general and unconfined in his studio s ,  he 

cannot bo c ons i dered as 2. nas ter of any one par ticulc>.r 

science ; but he hed acc1m.ulatod a vast and various 

c o l l e c ti on of l earning 2-nd lmoNledgo , vlhich 1-ms so 

arranged in hi s I:lind , as to be eve r in readiness t o  be 
1 6  

brought for th . 

Or one mf!.y equally �.,ell recal l Eliot 1 s des cription of the po e t  1 s 

nind as " a  recepte.cl e for sei zing and s toring up numberless feelings , 

phr.s.ses , image s ,  whi ch remain there until al l the particles I·Thi ch 

1 ..., 
can unite to forn a now c ompound e.re pres ent together . "  1 

In Ri chards 1 s chene � recnll of a complex s tructure of iJ;:.pulses 

1rrill b e  nore frequent than recnl l of e. simpl e  struc ture . In tems 

of the imaginary polyhedron, " the broader the face t the nore nune rous 

are the positions fron 'I'Thich the polyhedron v1il l  nettle down on that 

face t . 11
1 8  

Bu t the compl ex s truc ture mus t bu organis ed : " Experience which 

he.s thi s organised ch:1ra ctcr , it is r eRs onnblo to suppos e ,  has more 

chance of revival , is c10rc avnilable <J.s a vrhole and in po.rts,  than 

more confused experi ence . 11 
1 9  

This orgE'.ni sc� b. on depends upon 

" vigilance" ,  \'ihich term des cribes a st.::! te in whi ch " the nervous 

1 6 . F . R .  Lenvis , "Johnson and Augus tanisn" , 1h§.._Qoonon Pursui t ,  p . 1 0 1 . 
Cf. Boswell , Life of Johns on , ed . G . B .  Hill ,  revised by L . F .  Powe l l ,  
Oxford , 1 971 , i v ,  427-428. 

1 7. T . S .  Elio t ,  Sel e c te d  Essays , London, 1 95 1 , p. 1 9. 

1 8 . Principles of Literary Cri ticism, p . 1 82 . 

1 9 . i bid. , p . 1 83 .  
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sys tem ren c ts t o  s timuli <>Ti t h  highly adapted , dis crimina ting and 
20 ordered responses . "  In SUB.lilary the " point as regards revival 

can be put c onveni ently by saying that experi ences of high vigilance 

the mo s t  likely t o  be availeb le . n 2 1  nre 

Finally an example is given, 1-rhich is worth noting b e caus e  i t  

oo.y b e  s o t  [\longside c.. similar pas s age by Eli o t :  

The vTheeling o f  the pigeons i n  Tr['.fc.lgnr Square may s eem 
to hG.ve no re le. t i on to the c o l  out ihf the water in the 
bas ins , or to the t ones of a speaker ' s  voice or to the 
drift of hi s rer:mrks . A narrow field of s tir;:n:lat i on is 
all that r peop le loss vigilan t  than the nrtist] can 
manage ,  and we overlook the res t.  But the arti s t  does 
no t ,  and Nhen he needs it,  he has i t  at his disposa1 . 22 

Eli o t ,  in a l'l'ell-knovm passage , says : 

\r!hen a poet ' s  mind is perfe ctly equippe d  for i t s  vro rk,  
it i s  cons tantly amalgmnating disparate experienc e ;  
the o rdinary man ' s  experience is chaoti c ,  irregular, 
fragmentary. The l at ter fal l s  in love, or reads 
S pinoza, and thos e  two experi ences have no thing to do 
vd th each othe r ,  or Hi th tho noise of the typev<ri ter 
o r  the small o f  c o oking ; in the mind of the poe t  
th . 1 f . h l 

2 3 ese experl cnces are a ways orolng new '' o es . 

In thi s  insis tence upon vigilance as the condition of the conplexi ty 

of the poe t ' s experience , Richc,rds is clearly offering a pic ture of 

20. Principles of Li terary Cri ticism, p. 1 84 .  

2 1 . ibid. 

22 . ibid. , p. 1 85 .  

2 3 . S e le c ted Essays, p . 287 . 



2 2  

the poe t vrhi ch is direc tly oppo s e d  t o  the s tereotype of the po et 

as dreamer.  In this respect he i s  of th�t period in whi ch the 

idea of the po e t :-.1s 11 vri t" vms be ing vigorously rovi ved.  

In the above sur:m:'.ry o f  the ideas of " complcxi ty;; , " imporsonnli ty" , 

11 ironyn , r.md " vigi ln.nc e" , 1'le hJ.vc shoNn the heavy s tr e s s  uhj_ ch f::ll l s  

upon c. high l evel o f  dis crimin<l tion o f  s timul i ,  and a s  � final 

poi nter hero HG may rec o rd Ri chards ' r ennrk th.n.t the po o t is 

" pro-eminently ac cc s s i bl o  t o  ext crmcl inf luences cmd di s criminating 
24 vTi th regnrd t o  then" or,  fron the r o :J.dor ' s point of vi e1'i' ,  thn t in 

r eading poe t ry " vie seen to s e e  things as they ronlly [�re" . 2 5 This 

is no t ,  for Richards , a peripheral poin t ; mc.ny of his key s tat ements 

dopend upon i t. 

1 hcvo i llus tra ted i t  nt l ength because th0re are o ther 

importnnt elenonts in Principl e s  of Li t erary Cri ti cisn whi ch appea� 

to work in o. contrary dire c ti on. ThoS G  :>.re con tained in the 

" hypno t i c  theory" , l'i"hich , o.s I h :wo n.l rcndy sugge s te d ,  invol vos n 

l oH level of discrinin�: tion of s t inul i  o r  c. reducti on of 1 1 Vigi lance" . 

24 . Principl e s  o f  Li t ornry Cri t i c is m ,  p . 1 8 1 . 

2 5 .  ibid. , p . 2 52 . 
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I I .  

Th e  " hypno tic theory" , as devel oped in Principles of L i terary 

Cri ticisn, centres upon tho idea of ::m equil ibrium of oppos ed 

il:'.puls e s ,  and is thus involved •·ri th the vi ew which supposes a high 

l evel of vigi lnnce , though i t  i s ,  in fac t ,  contrary to i t .  I ,  

will look at this involveoent in some det ail . 

I will record firs t soLle points at lvhi ch a lou level of 

discriLlim:. tion is dis cussed and sho11/' ho�or this relates to the 

"hypno tic theory" of poe try, and to the idea of e quilibrium of 

opposed impuls es .  

I n  Chapter XI,  1 1A Ske tch for a Psychology" , we .::tre told tha t  

" experience hns t1vo s our ces 1-rhi ch i n  different cnse s hnve very 

d ' ff . . t " 2 6  
l eren � lnpor anco • \llhen vle e.re res ponding to things in the 

outside vrorld 11our behaviour in all probabili ty vrill only be 

appropriate • • •  in so far � s i t  i s  determined by the nature of the 

presen t  nnd past stiLluli and 1ve have received fron thos e  things and J> 
27 things like then . 11 tlhen, hmmvor, -vre nro 11 satisfying our needs 

and desires a ouch loss stri c t  conne c ti on between s tiLlulus and 

res ponse is suffi cient . " 28 

We arc given some oxaLlples of thi s less s tri ct conne c ti on :  

26 . Principles of Literary Cri t i ci sn ,  p. 87 .  

27 .  ibid .  

28 .  ibi d .  
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A baby howls a t  firs t in nuch the saJ:J.e Ttmy � whn tever the 
caus e of hi s unres t ,  and older persons behave no t unlike 
him. Any o c cas i on Day be suffi c i ent for taking ex o rcise , 

f 1 f f 11 . . 1 h . . d . nk 2 9 o r  or a quarre , or 2. J.ng J.n ove or llVlng .::� rJ. • 

This i s  a low l evel of dis cri11ine t i on indeed , o.nd Richa.rds cl early 

has in mind our c onduct during our l e s s  aware moments . And yet thi s 

idea o f  a l o o s e  conne ction betwe en s ti.oulus and res pons e ,  thi s 

inhi b i tion of awarene ss for sati s faction of a need, heavily c o l ours 

s ono areas of his 4i s cussion o f  po etry. 

Thi s  can be seen in Richards ' disagreement wi th C o l eridge about 

the a c ti on of me tre . He quptes Col eri dge ' s well-known des cription 

of the eff e c t  of ne trical rhy tb.n :  

I t  t ends to increas e  the viva ci ty and sus ceptibi li ty bo th 
of the general fee lings m1d of the attention.  Thi s  eff e c t  
i t  pro duces b y  the continued exci t emE:mt of surpri se , and 

by the quick re cipro cnti ons of curi o s i ty s till grP. tified 

and s ti l l  re-ex cited, whi ch are too slight indeed to be at 
any one moment ob j e c t s  of dis tinc t c ons ciousne s s , ye t b e c ome 
considerable in their aggregat e  inf luence . As a medi cated 
n tBos phore , or as wine during anina ted convcrs a.tion, they 
a c t  powerfully ,  though thonselves unnotice d. 30 

Richards praises thi s descrip tion but with such reservati ons that i t  

s e ems odd tha t ho should have s ingle d  i t  out in the firs t pla ce . 

Coleridgc obvi ous ly is here saying s pecifi cal ly of nctro vrhat he had 

said o f  inaginativc poetry in general , tha t it heightens bo th thought 

29 . Principl es of Li terary Criti c i sB, p. 87 .  

30 . i bid. , p . 1 43 . Cf . Bi ographia Literaria., cd. J .  Shm'lcross , 
Oxford , 1 958 , i i ,  5 1 . 
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and feeling in the reader.31 That it does both is, of cours e, 

c rucial to Coleridge ' s  clains for poetry. But Richards argues 

.:::s f o l lmlS : 

[nd:ro works J not c.s Colori<igo sugge sts , through the 

surprise olcnont • • •  , but through the absence of surprise ,  
through the lulling effects noro than through the mrakeniP..g . 
Many of the mos t characteristic SYffiptoms of incipient 
hypnosis are present  in a slight degree. Among these 
[ are] susceptibility and vivacity of emotion, suggest­
ibility, limitations of the field of a t t en t i on and marked 
differences in the incidence of belief-feelings closely 
analogous to those t-rhich alcohol and nitrous oxide can 

. d 32 
1n uce • • • •  

As was sugges ted earlier, to alcohol and nitrous oxide one might, 

amongst poets, particularly add Swinburno. The lulling process here 

d e s cribed is in odd contras t vri th the vigilance s tressed elsmvhere-

unless one is to argue that what is produced by the poet ' s  

heightened vigilance in turn decrease s  the reader ' s  vigilance . 

\vi th this treatraent of Coleridge on netre , oay.··.be cot1pared 

Ri chards ' treatment of Coleridge on inaginntion. Richerds gives 

an edi ted quotation frot1 Coleridge : 

imagine� tion • • •  revec..ls itself in the bc.l2nce or 
reconcili�tion of opposite or dis cordant qualities • • •  

the sense of novelty and freshness , vfi th old and 
ft.:milir'..r obj e cts ; o. more thc:n usuc..l stnte of emotion, 
with more then usuo..l order ; j udgement ever 0.1vc.ke and 
sten.dy self-possession with enthusiasn and feeling 
profound or vehement .

3 3 

31. Cf. Biogrnphia Literario., ii, 12. 
32. Principles of Literary Criticism, p. 1 43 .  
3 3 .  ibid. , p . 242. Bio�raphia Litcrnrie. i i , 1 2. 
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He us e s this to buttress hi s c l r .ir1 thr� t the e ssontic.l s igni f i c c.nc e  

o f  poe try l i u s  in i ts re c on c i l i e. t i on of oppo s ed f e e l i ngs , Here 

t o o  ho is ncgl 8 c t ing C oLcrid,-so ' s  s tress on ��\vc.renoss , on nen tr-.1 

::.c tivi ty . 

The c onne c t i on b otvrecn the :�bove ::-. c c oun t of notre , .J.nd the 

d e s cripti on of si tur'.ti ons ';;here there is r: l ov·r l evel of di s c r inin::c t i on 

of s t inul i  r:v:y be s tres s od by c. fur ther quot;"l ti on f ror1 Ch::. p t or XI : 

To thi s pc.rt i c;l inde pend enc e of beh:--,vi our ( from s t ir1ulus )  
i s  due the s ome t il:!le s d i s tress ing fn.ct th:1t views , o pini ons 
nnd bel i ef s  V1' ry so rmch vri th our differi ng mo o ds . Such 
v::.ri � ti o n  shows th� t the vi ew ,  b e l i ef or opinion is n o t  
c. purely intellec tu�l produc t ,  i s  n o t  due to thinking in 
the nnrrovrcr sens e ,  of response th::. t i s  gove rned by 
s tinul i , pre s ent or p:'.s t ,  bu t is c.n 2 tt i  tude <".dop ted to 
s a t i s fy s oce des i re , tenporn.ry or l�s ting . 34 

The " hypno t i c  theory" i s  geo.red to the i d eo. of equilibrium of 

oppos ed impu l s e s  c.nd h ence i s  promo ted t o  ::. c on trnl pl::. ce in 

Prin c ipl e s  of L i  t er.::.ry Cri t i c i su . Thi s  is done by as s e rting thn t 

tho equilibriun , or ro conc i l i '7. tion , i s  primrcrily br ought nbou t by 

the " ti e d  imngory" , lwightened by rhythL:J. . " T i ed iuagery" , whi ch 

we hc..ve al ready bri efly non t i om; d ,  35 i s  d e s cribed o.s fol lows : " The 

chi e f  of the s e  [the ti e d  ino.ges ] c.re the c..udi tory imnge-the s ound 

o f  the word in the mind ' s  ec.:r-r.nd the irn<:..ge of c.rti culCJ.ti on-the 

f e e l  in the l i ps , mou th ,  and thr o� t ,  o f  wh.:'. t the 1vo rds would be l ike 

36 to s peak. " I t  i s  fur ther s .::.i d  th::.. t the s e  1 1 f or11s o f  t i ed irl::.gcry 

34 . Princ i:El e s  of Litero.r:z Cri t i c ism, pp. 87-88 . 

3 5 . See c.bove , P• 9. 
36 . Prin c ipl e s  of Lit er.J.r;y Cri t i c i s e ,  pp. 1 1 8-1 1 9 . 
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might c.lso be ce.lled verbal imc..ges , CJ.Dd supply the eler.wnts of 

iihnt ms cc..lled the 1 fo ro1ll struc ture ' of poetry . "
37 

They forB, 

thn t i s , the ma teric,l upon which net re opero. tes. 

The inaccessibility of the " tied ino.gery" to inspection is 

iomedintely s tressed . Richnrds ,  c..tto.cking a crudely represent-

� tiono.l theory, insists thr>.t the H tied inngory11 does no t opernto ty ffilY 

reseub lance to s ensa ti o n �  

\"lb.[t t gives a n  ir:t".ge efficncy is less its vividness n s  nn 

ioo.ge thnn its ch<'..rac ter c.s n oent al event peculie.rly 

connected v.ri th sensation. I t  is, in o. vmy which no one 
yet knows how to explain , n relict of sensc::.ti on and our 
intellectual <'..nd emotional response to it depends far 

more upon i ts being ,  through this fact, a repres entative 
of n sons<'..ti on , thnn upon its s ensory re s eBblc..nce t o  one .

38 

The relr. tion between ino.ge �.md s onstltion i s  " at prc�sent hidden from 

us in the jungles of neurology . " 39 Ri chards i s  rc.nking the SD.BO sor t 

of point that Johnson oade when he denied Pope ' s  c lnim thc.t ne tricnl 

effects are capnble , in theoselves , of subtle expressiveness.
40 

Richnrds ' thinking hero is nlso in line vd th thc.t of The !'leaning of 

Menni�; j ust ns t here it was pointed out thnt there is no direct 

relntion be tween word nnd thing, so here it is pointed out thnt 

there is no dire ct rel.?. tion bc hmen 1 1  tied ionge11 nnd sensation. 
41  

37 . Principles of Literc..ry Criticism, p. 1 2 1 .  

38. ibid . , pp. 1 1 9-1 20. 

39 . ibid . , p. 1 20.  

40. Lives o f  the Poe ts, ed. G . B . Hill, Oxford, 1 90 5, i i i , 230-2 32 . 

41 .  S ee nbove , p. 2 .  
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'rhis o.ccount of the " tied imagery" looks directly forward to 

the key ch;:.pter on the " inc.gin.1. tion" . He discusses the experiences 

occo.sioned by the resolution of opposed inpu1ses , rmd o.dds : 

These opposed impulses fron the resolution of '·rhich such 
experiences s pring cannot usually be ano.lysod. �lhen, as 
is nos t  often tho c�se , they o.ro nrouscd through foroo.l 
menns , it is evidently impossible to do so . 42 

The " fornnl nee..ns"  o.re tho tied inagery and tho metre , o.nd Richo.rds 

is here attributing to them >vhnt he sees ns the most  c ruci[tl effect 

of poetry. At this point he o.dduces Coloridge � " To point out tho.t ' the 

sense of nusic['.l delight is n gift of the im::,gino.tion ' wets one of 

C l · d 1 t b ' 11 '  t f t n43  o er1 ge  s nos r1 1�n eo. s . This gift , tro.nslnted into 

Richo.rds 1 lcnguage, is the " pmror of combining all the several effects 

of fonml elements into a single response ,  11 .::tnd the node of operntion 

is "nost  intricate nnd nost inc..ccossiblo to observntion. "44 

Both Richo.rds o.nd Coleridge claim o. central plc..ce for netre , 

but the difference is tho.t for Cole�idge netre heightens vigilance , 

where;:.s for Richnrds i t  hns o.n hypnotic effect - .o. very lo.rge 

difference , ns Ri chnrds wo.s to renli ze . 45 

42 . Principles of Litero.ry Criticisn, pp. 250-2 5 1 . 

43 . ibid. , p. 245 . 

44 . ibid. 

45 . See below, pp. 95-97 . 
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I I I .  

Having outlined tho way i n  >·lhich the " hypno tic theory" to.kes a 

central plr'.ce in Principles of Lit erary Cri tic isn, we should nmv 

sugges t  why Richards wished so heavily to  eopha:si ze the iBporto.nce 

of the t i ed inGgery and its inaccessibility to obs erva tion. 

The chi ef rec.son is tha t ,  wi shing to deny thnt poetry uses 

lc.nguage referentially1 •·rhich, ns we htlve suggested, is in itself a 

fair denial , he i s  led into an atteopt to plnce the heaviest poss ible 

emphasis on those elements >vhich are .:1t the farthes t reoove froo 

reference . The reason, in turn, for this , i s  his wish to defeat those 

vlho go to poe try l ooking for c. "1:1essage11 , c. thought , idea , belief 

or opinion, whi ch nay be oxtrnc ted froTI i t .  Ho topf regards this , 

rightly I thinlc , as the chi c..-f oo tive in Ri chards ' ).nsis tence thnt 

poe try is conposed of " pseudo-s te.teoonts" , or that it is non-referenti.:-'.1 .  
46 

Richo.rds has c.lwnys ;mnted to insi s t ,  in vo.rying formulc.ti ons , thnt 

the "mce.ning" of c. poo!ll is  tho pro cess of involvement tha t one goes 

through in the reading of i t, nnd not s ono thi ng that can be 

extre.c ted and cont enplated in s epc.ration . In Principles of Li terary 

Criticiso messecge-hunting is cnlled the " subs titution o f  an intellectunl 

foroula for the poeo. or 1vork of art . 11
47 

Ri chards ' chief way of at tacking the message-hunters is to 

assert that poetry does not nake s tatenents but arouses " attitudes1 1 : 

46 . W . H. N. Hotopf ,  Language, Thought and Comprehension. A Cas e S tudy 
of the \'lri tings of I . A . Richards � London, 1 96 5 ,  p. 1 73 .  

47 . Principles of Li terary Cri ticism, p. 275 . 
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1 1 i t is in terns of ntti tudes , the resolution, in ter-innnioc. tion ,  and 

balancing of iupulsos--Aris to tl o ' s  defini t i on of Tragedy i s  an ins tance 

-th;::!t r,ll t he nos t valuable effec t s  of poe try :::1ust be described.  u
48 

In Science and Po etry, 1-rhi ch is l."..rge ly c. populrn:t"s �tion of Principles 

.2f. Literc.ry Cri ticisn, the terns n at ti tudes "  and " ps eudo-s tntenents" 

o ccur toge ther : 

A pseudo-s tnt onont i s  c. fom of words "�>rhich is j ustified 

entirely by i ts e ffect in rel ens ing or organi zing our 

is pulses c..nd o. tti tudos ( duo r·_:gc,rd being hu.d for the 

be tter o r  worse organi zati ons of thes e  inter s e ) ; n 
s to.t ement , on the o ther hand,. i s  jus tified by i ts truth, 

i . e .  i ts correspondenc e ,  in n highly technical s ens e ,  wi th 

the fac t to which i t  points .
4 9  

I t  mw b e ,  incidentally, renc.l1Cll(l ::tgnin here thn t ,  i n  denying th.:-:.t poe try 

i s  referential , Ri chnrds consis tently uses n rigorous no tion of referenc e .  

The forr.w.l defini t i on of " u.tti tudes" o c curs in Princ iples of 

Li terary Cri ti cisn. They nre " inf'.ginnl and incipi ent ac tivi ties 

t d . ' t .  1 1 50 or en enc1os �o ne 1 on. Thi s  s tress upon bodily re s pons e res ts on 

Ri chnrds ' sugges tion th�'.t " evory perc e ption probo.bly includ e s  o. res pons <:  

i n  the forn of inc i pi ent action .  vle cons tc:mtly overl ook the extent 

to which nll the whi l e  we nro nc�king prelimino..ry adjus tments , ge t ting 

d t t . th " 5 1  rGa y o a c  1 n  ono 1-rc.y o r  c.no er.  This i s  illus trated by a 

48. Principles of Li terary Criti cisn, p. 1 1 3 . 

49. I . A .  Richerds,  S ci ence o.nd Poetry, London, 1 926 . p. 59. 

50 . Principl es of Lit erary Cri tici so ,  p. 1 1 2 .  

5 1 . ibi d . ,  p. 1 07 .  
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bri ef account of hovr Ri chnrds w:.s caus ed to l eap out of his chair 

by n l enf f nlling on his head, c.s he snt out of' doors rending of a 

centipede tht'. t  bit Cc.ptc.in Slocun :.�s he vn:..s sailing �cross tho 

Atlnntic .  The s tress on bodily respons e appears also in Science 

and Poetry, where i t  i s  s:1id ,  for ins t:-�nco : 11 fuoti ons nre v1hnt the 

renction [ t o  n poeri] , ui th its reverbern tion in bodily chnnges , 

feels l ike . Att i tudes nre the ir;1pulses to>·mrds one kind of 

behnviour or nno thGr vrhi ch nre s e t  rendy by the response . 1 1 52 

Such, then, i s  tho }<:ey oo ti vo for Richnrds ' setting the " tied 

inagory" , tho dire c t  effects of s ound , arti culation :.�nd me tre ,  i nto 

1.1 central plnce in hi s account of the functi oning of poe try,, This 

primacy of the dire ct effects i s  the bas is o f  the " hypno tic theory" , 

v<hi ch lies in uno.-:_sy reln.tion >vi th the view that poetry involves o. 

high l evel of nwarene ss . 

Hi th the ul timt:.te notivos for the doc trine of " ps eudo-s tatenents " 

we are not directly c oncerned ,  s ince our business is vli th Richards ' 

enquiries into the complexity of poe tic le�gunge , but the obvious 

fnctors nay be nontioned . Ri cho.rds is attenpting to c ope , in the 

field of aes thetics , with the probleos occnsi oned by the genernl 

collaps e of belief in Chris tian dogma.. In Principles of Li terary 

Criticism thi s attoopt appears as tho following proposi ti on : 

52 . S ci ence and Poe try, p. 1 9 . 
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clea.:r c:.nd imp::�rt i o. l  c.wo.renes s of the nn ture of the world 

i n  uhi ch He l ive .-:.nd the dov e l opw.ent of ::'. t t i  tudes whi ch 

wi l l  c:no.ble us to live in i t  fine ly a.ro bo th ne c e ss i ti e s ,  

end nei thor c an be subordino. ted t o  the o th.::o r . They ::re 

nlno s t  ind ependent ,  such c onne c ti ons ::s ex is t in lve ll-
. . . . . . . 5 3 orgo.nl s ed lndlVl duo.ls b E nng ::dventl tl ous . 

Poe try i s  iopor tccnt b e cause i t  " c onc lus ively shoFs tha t oven tho mos t 

inportc.nt anong our o.t ti tudes c c.n b e  .:"rous e d  :::nd ;::c.intnined 1ri thou t 

cmy b e l i e f  ent ering in (: t c.ll . n 54 The thc o l o gi c o.l b o l i c:fs which onc e , 

for m.::ny peopl e ,  bu ttr es s ed tho Cllri s tit:m e th i c ,  nay hc.vo b e en 

undcrhli ne d ,  but the e thi c may , Ri ch::rds sugge s ts , be ful l y  j us tif i e d  

o n  experi0ntic.l grounds . At many points thi s uny be persuo.s ive , but 

it s e or1s tho.t Richards refus es to f :<.co squr>.roly up to the difficul ties . 

To sr:.y tlF'.. t s ooeono nay r0.:J.dily, wi thout , in s ooo � Ul1S e ,  1 1 b e l i oving" 

in, for i ns tc:,nce , the iu cort:' li ty of the s ou l , n.do p t  the 1 ' ;: tti tud e' 1  

1·rhi c h  o.c c oopnni o s  suc h  c. b el i ef , s e eDs .1. s orJ.cwho.t unrec.l c l c.iTI . No 

nn t t <Jr hovr subtly one tr::ms lntes a s tn teuen t s u ch n s  1 1 th e s oul i s  

illluortr.:l 11  in to a s e ri e s  o f  " ps eud o-s tn t..:monts n des igned t o  expre s s  or 

arous e nn " c. t t i tucle 11 , i t  s ti l l , ul t ioe tely , c lniDs to say s ome thing 

0.bout the ne. turo of renli ty ; souc thing �vhich one or.:ty .-:-,c c 8pt , rej e c t ,  

o r  rennin unde c ided o.b ou t ,  but whi ch one c ::cnnot s inply Hi sh a.wc.y . 5 5  

53 .  Princ iples of Li t erary Cri t i ci sm , p . 282 . 

5 4 .  Sci enc e and Poe t ry, p . 6 1 . 

5 5 .  S oe below , pp. 1 08-1 1 1 .  
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IV . 

I hnve de s cribed the " hypno tic theoryn , no tod i t s  c entral 

plnce in Principl es of Litornry Cri t icisn, and sugges ted the r..:o tives 

for i ts nppeQrance therG . I wil l  novJ exnmine bri e fly how Richnrds 

nannges to glo s s  over i t s  odd c ontrast wi th the vie1'T �>Thi ch s e e s  

po e try in terns o f  heigh t ened vigilance . 

Ho does so by ' ,  c ons is ten tly anbiguous use of ono of his 

bas i c  terr.1s - 11 iDpulso" . This D.Db iguity has been d e s cribed at length 

by Hotopf, who cal l s  the hm us e s  of the vrord the oi cros c opi c use 

and the nacroscopi c  use. 56 The nncros copi c us e is that which appears , 

to take exauple s  f r oB ordinc.ry usc.ge , in phrnses like " nn impul s e  t o  

lc.ugh" o r  1 1nn ir::J.pul s e  t o  floe " . Ho topf co.lls it na c ro s c opi c be cause 

it invo lves fn..r no re th,:m i s  c overed by the oicro s c o pi c  us e ,  vThi ch 

neans 2 pass age of e l e c trical and chenicnl chc.nge al ong n fuerve fibre . 

Ho topf c r i ti ci zes this anbigui ty on the grounds that Richards , by 

unfai r us e o f  i t ,  r:w.n£'.ge s  11 to ref e r  to ' large abs trn c t i ons 1 and 

ninu te events ,  [ and] so • • •  is abl e  to conbine large the o r e ti cal 

signif i ce..nce wi th �:� s tre s s  on ac tual expe ri ence c.s the t ouchs tone of 

value . " 57 

F o r  our purpo s e s , the ups ho t  of the a;::bigui ty is t h2. t when 

Ri chards is talking of the 11 ronl i zing" povTer of po e try , its power to 

rw.ke the reader feel in touch vri th ac tuali ty ,  he needs the ni cros c opic 

s ens e ,  but when he is propounding the doc trine of equi l ibriuo of 

oppos e d  inpuls e s ,  he shifts the oophas is to the oacr o s c o pic s ense . 

56 . Language, Thought and Comprehens ion, pp . 43-44 . 

57 . i b id . , p . 4 5 .  
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The micros c o pi c  us e i s  rol ev�nt to the illus trative situati ons 

vlhich vm hnve nlre['.dy quo ted . Tho poe t ,  lis tening, for exuople t o  

tho s peaker i n  Tr2.falge:.r Squo.re has observed no t only the drift of 

the s pe e ch, bu t the flight of the pigeons , the colour of the vm. ter 

in the fou..."lte:.ins , the tone of tho speaker ' s voice,  .::.nd so on. 58 

Hi s vigilance ho.s eno..bled hin to re ceive nn unusuc..l ly wide vc.ri e ty 

of s timuli , or, i n  plain language , he i s  unusuc.lly a t tentive nnd 

rec e ptive. This , it ��i ll be recalle d ,  makes him, a ls o ,  unusu.:tlly 

retentive of ex peri ence . That the response should be ninute and 

det1liled, and not c.utor:w. ti c �  i s  als o  the basis of the general 

acc ount of conplexi ty wi th "\'fhi ch vm opened our dis cussion of 

Principles of Li terc.ry Criticism. 59 The poet is open to a large 

nunber of incoming " impulses11 (nicroscopic sense ) . 

That in the d o c trine of e quilibriun the er:1phasi s  i s  on the 

nacroscopi c  sens e ,  is evident in Richards ' nost oeoorable exanple--

Aris to tle ' s  accoQ"lt of trngody . Here , Richards claio� are 

re c onciled tvm e l ooental " iupuls os11 : Pi ty ,  tho 11 inpulse11  to approach, 

and Four, the " inpulse11 to turn c.-vmy. 
60 

Richards ' dcfini tion of the tern 11 inpulse" nakes it c lear ho-v; 

thi s anbigui ty aris es . lin u inpulse" is the " process in the cours e 

of which a oental event nay o c cur , a process apparently beginning in 

a s timulus nnd ending in c.n ac t. "
6 1  

The Bi croscopi c sense c oncentrc.tes 

on the receiving part of the process , the nacroscopic sens e on the 

reacting part. 

58. See above, p. 2 1 . 

59.  See above , pp. 1 4-1 5 .  

6 0 .  Principl es of Li terary Cri ticisn, pp. 245-246 . 

6 1 . ibid. , p . 86 . 
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I have a.rgued that this aobigui ty alloi-TS Ri chards to coobine 

the " hypnotic theory'; wi th the theory whi ch pre-supposes n high degree 

of 8.Wareness in po e t  and in r eader. I t  also allows him to harness 

to po e try the general theory of vdue whi ch is set forth in 

Principles of Li terary Critic isu . 

The simpl e basis of thi s theory of value is contained in the 

renark the..t nnything " is valuabl e  v;hi ch 1-:ill se.tisfy c-.n appe tency 

wi thout involving the frus tra ti on of s oLJ.e equal or Llore iLlpo rtnnt 
6 2 appe t ency. "  Throughout the chapter called 1 1A Psychological Theo ry 

of Valuo11 in 1-1hi c h  thi s renark occurs , " impul s e" i s  us ed synonYLJ.ously 

\-;i th " a  ppe tency" • That las t quo tation, for ins tr..n c e ,  i s  followed by 

a sentence beginning , " There are certain evident priori ties anong 

. J 11 6 3 l!i!pu . s e s  • • • • " Snti sfac tion" i s  a key word in this chapter . 

highes t  values , f o r  ins tance ,  are said to b e  attained by " thos e  

The 

fortunate people • .  • [ whose] free , untrannelled ac tivi ty gains for 

then a LJc..xirJUiil of varied satisfc.ctions and involves a L1inioun o f  
. d . f . ., 64 suppress1on an sacr1 1c e . · 

To thito Iilacro scopic use of n impul s e 1 ' Richards then B.t taches the 

c lain tlu'lt poetry arouses " at ti tudes " . Froo this junction i t  

f o l l ows that poetry affords opportuni ties of attaining the highes t  

value s ,  because i t  can satisfy a greater nuob er of s iLlul taneous , 

and even opposed,  iopulses . I t  cen do s o  because " the different 

62 .  Principl e s  o f  Literary Cri ti cism, p . 48 . 

6 3 .  ibid. 

64 . ibid . , p .  53. 
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iopulses which have t o  be rc·concil ed nro s ti l l  a t  an i nc i pi ent or 

ioaginnl s tage11 , and the poetic s i tuati on i s  no t "conplico.ted by 

the i rr e l 0vant ac cidents Hhi ch a t tend overt respons os . t t 6 5  

Such then i s  tho way i n  whi ch the " hypno tic theory" , through 

i ts connec t ion -v;i th the theory of n ps oudo-sta tenents1 1 , \Ji th the 

theory of equili briu_"l, and the genoral th eory of value , is ingrained 

int o the s truc ture of Principl es of Li terary Cri t i c i so . 

v .  

That thoro are , i n  effec t , t'iw the ori es o f  po e try i n  Principles 

of Li terary Cri t i c i sB o.r.cy be i l lus tra t e d  by t he fc,ct that Ri ch<-;.rds , 

without ree. l i z ing vrha t he i s  doing, pos tul -. t 0s two kinds of po etry 

whi ch c o rres pond t o  the two theo ri es . The r cpresent� tive s of the 

two kind s  are S1vinburne Ctnd Hardy. 

In a di scus s i on of the vc:..rying inpor tanc c of the s.anso of the 

lwrds in po G try S1·1inburne :i. s  quo t e d : 

�lore glowing ghos ts of f l owers 
DrP...VT down, draw nigh ; 
And wings of swift s pent hours 

Take flight and f l y ; 
She s e os by fo rnles s gl eans 

She hears acro s s  cold s treams 
f d th t . d . l 66 Dead uouths o oany reans o. S lng an S lg 1 . 

6 5 .  Princ iples of Literary Cri t i c i sm, p . 1 1 2 . 

66 . ibi d . , p. 1 2 9 .  
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Richnrds conments :  11 Li t tle beyond ve.guo though ts of the t}lings 

the \wrds s t,'Cl1d f o r i s  here requir e d .  They do n o t  h2,vo to be 

brought into int2l l igiblo conne c t i on ''Ii th 
67 

o the r .  u 

contras t i'ii t h  thi s s or::,.e feiJ l ine: s  of Hardy ::.re quo t ed : 

1 1 \lfho ' s  in the next ro ou.? --who '? 
I soc;;::.cd t o  s e c  

Sonebody in the do.vming pr, s s i ng through 
Unk�1o:m to ne . "  

In 

" I1ny : you s c..w nough t .  He pas s e d  invisibly . " 68 

Generali s ing fron thi s ,  Ri chrcrds sugge s ts th;::;. t H;::;.rdy " would ro.rely 

reach his ful l e ff e c t  through s ound P.nd s ens o o.l one ,  n 6 9  and th::ct ,  

i n  his cas e ,  no r e  " iraportr.n t :J.re th e further th oug11 t s  caus ed by 

the sens e ,  the n e twork o f  int erpr c ta tion �:md conjec ture whi ch 
. 

th f 11 70 o.rl scs e r e  ron . 

differen c e  nnd ndds : 

Ri chnrds s e e s  this as n fundarJonto.l 

A t euptntion to whi ch few do no t suc cw:J.b is to suppose 
th?L t there i s  s ono " proper r e l a tion" for th ese different 

p n.rt s  o f  tho e xperi ence , so th" t a pocu who se pi.lrts r1re 

i n  thi s relat i on rms t  th,Jreby b e  2. gron t er o r  b e t te r  

p o eu thnn nno thcr who a o  pnrt 3 nre d iff eren tly dis po s ed 
• • •  A dog i s  n o t  n def e c t ive kind of c a t , nor i s  
Swinburnc a. defec t ive kind o f  Harcly . 7 1 

As wo shc�ll see 1 hovever, Ri ch[•rds ' thinking bc·ca:rao increc.singly 

geared to poe try whi ch d euo.nds CL " nG twork o f  interpretation ;::.nd 

c onj e c tu re 1 1 ; the kind of po e try vhi eh o p ere .. tes through o. nini:rao. l 

67 .  Principl es of Li te rary Crit icis�,  p . 1 2 9 .  

68. ibid.  

69.  ibid. 

70.  ibid.  

7 1 . ibiQ. , pp. 1 2 9- 1 30 . 
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action of the s ens e and cl t1D.Xir.-ml ac tion of the direc t effec t s  

gradually di sappeared fron h i s  field o f  s erious int orest . 72 

This sugges ti on tha t  there are two d iff sront kinds of po etry 

c orresponds t o  a s ioil�r divi sion in Ri chards ' account of ne tre . 

Richnrds s tres s e s  the h:ypno tic ac tion o f  netre , and in this respect 

vle have already seGn hiB di sE'.groeing wi th Col eridgo . 73 Thi s ::tc tion 

i s ,  in terns o f  the whole s truc ture of Principles of Literary 

Cri t i cisn ,  by far the uore important because of i ts connections 

wi th the doc trine of equi librium nnd wi th the general theory of 

value . But , Ri chards adds , in his chnpter on " Rhy thn nnd Iole tre" , 

" ne tre has another node of action no t hi therto nentioned . 11 74 He 

us e s  the tom " movenent" 75 to describe this oode of action and 

s pe culates nb out prini tive connections bet1v-een notre and dtmcing. 

As an exnnple hG gives : 

And now the nunerous trnnplings quiver lightly 
Along a hugG c l oud ' s  ridge ; and nmv w·i th s prightly 
�(:heel downward c one they into fresher skies . 76 

Here,  there i s  said to b e  " a  very c l o se c onnection b e tvfeen the 

sense and the netrical uove:wen t . " 77 Further exanpl es of this type 

of connec ti on are given , end Richards then adds : 

72 .  See below, pp. 95-97 . 

73 . See above , pp. 24-25 . 

74 . Principles of Literary Cri ticisn, p . 1 44 . 

7 5 . ibid. 

76 . ibid. 

77 . ibid . 



No r i s  i t  c,lw2ys the c::, s o  thc.t the uovenont tnkes i t s  
cue fron the s e ns e . I t  is of ten c. connentD.ry on tho 
s ense o.nd s ono tioos ne.y qu-::lify i t ,  o.s when the 

resis tle s s  s trength o f  Cori o lrmus in b c. t t l e  i s  gi von 
.<:en nppoc.r.<:m c e  of dreadful ec,so by the l ei sure liness of 
the d e s c r i p t i on ,  

De2. t h ,  thr.t d :rk s :9iri t ,  in ' s nervy CTD doth l i e  
�hi ch b e i ng advanc ' d  declines , nnd then nen di e .  

HoveLJ.ent i n  po e t ry  des erv e s  c, t l ens t n s  rauch s tudy !'.S 
t ' 78 

onor::n o p o ol n .  

3 9 

Cl early, in Ri ch2rds ' ac c oun t  o f  thi s s e c o nd r.1odo of ac t i on of ne tro , 

the euphnsis i s  very f1:.r mvo.y fron anything sugges ted by the i den 

that ne trG has a " lulling", i ncipi ently hypno t i c  tendency . In i t s  

sugge stion thn t n profi table r1re:n o f  s tudy i s  the intcnmc.ving of 

the eno tive aspects Hi th the s ens e ,  i t  is ooving in the sane 

d i r e c tion as the connont on Hrcrdy. At the saDo tiwe , the fac t 

that Ri ch.'.lrds c l a s s e s  i t , in inpor tanc o ,  only wi th onor.:::.. t o po e i o. ,  

nnd gives the hypnotic effec t th e c en t ral place , ind i ca tes th!?:.t h i s  

p o s i tion i s  s t i l l  very d ifferent fror:. t h a t  c onto.ine d i n  the a c count 

of uo tro in C o l eridgo on Iuagin2 t i on . 7 9  

The s e  conmonts on ootre , finally, aff o rd a c onvenient 

o pportuni ty t o  re-s tress n dis tinc t i on ·r;hi ch h;:cs o.lre£'..dy b o on made . 

In saying that Ri chards ,  in his romn.rks on Hardy 2.nd on tha t a c tion 

of metre whi eh oo.y be cal l e d  " movenen t" , i s  op ening the 1vay t owards a 

greater emphas i s  on the impo rtance of s ense , [md i t s  relati ons with 

78 . Princ iple s of Li terary Cri t i c isn, p . 1 4 5 .  

7 9 .  See b e l ow ,  pp . 95-97 .  
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o ther aspe c ts of r.wc.ning ,  I no no t sn.ying thc.t h e  is abr.cndoning 

tho cl12in thr:;t poe try h 1  non- reforcnt i c., l .  In the lines quo t ed 

above , for ins tanc e ,  words like: " tr2.uplings; ' , " quiver" cmd " s prightly" 

ar8 no t us ed reforontial ly . The re c,ro , in J ohns on 1 s uo rds , 

" figurntive distortions o f  phras o1 1  and there i s  1 ' sone porturb.:-.tion of 

ir1ngos u . 
80 

Richar<ls  never u.bandons this pos i tion . Uhtc t i s  open to 

change i s  Ri chr;rds 1 vi ew· of the role played by " s ens en . Froo the 

point of viel'r of "'- theory of tho cooploxi ty of poetic lo.ngunge,  and 

a oo thod of analysing th2t c onpl exi ty ,  such a change i s  nec e s sary and 

important . 

Tha t a chc.,nge was iiJD.inont i s  indica ted by tho following r e:wc.rk 

fron S ci ence and Poetry: 

L go o d  do2,l of poe try c:.nd even s ooe greo. t poe try Gxis ts 

( e . g . s ooe of Shnkespenre ' s  Songs , c.nd , in a different 
1:1:::y ,  uuch of the bes t of Swinburne ) , in whi ch the s ense 

of the words can b e  alnos t  entirely ni ssed or negl e c t e d  

\vi thout loss . 
8 1  

Here the word " even" c onfesses thr.t thi s is , o. t  leas t ,  c.n exc epti on'l l  

s tate of af fairs . But Sci ence and Poetry o.l s o  poroi ts us t o  

recapi tulate tho s e  f e n  tures of Richnrds ' thinking 1·rhi c h  enc ourage 

the lingering on of the " hypno tic theory" , and c.. cons equent negl e c t  

o f  the Iilental ncti v i  t y  'fThich poe try involves . An intrins i cally 

loose c onnec tion b e tween sens e �nd the emo tive aspe c ts of weaning i s  

inpl i ed by the idea that poetic experienc e has tvro s tre8J:l.s , an 

80. S ec above , p. 8. 

81 . S cience and Po e try, pp. 22-2 3 .  
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82 
1 1intellec tunl11 s trea2 and an " ac t iv e ,  or emo ti ono.l" s treau. In 

the s e  t erns Ri chards s ays that our " thoughts c..re point ers and i t  i s  

the o ther,  the o.c ti ve , s trea;J vrhich d eal s 1vi th th e thinGS vrhich 
a-

thoughts refl e ct or point t o " . ) Thi s  separati on o f  reference �nd 

el!lO t i on corres ponds •·vi th the s i Ei la r  s epara tion 1vh i ch �ere have n o t e d  

i n  The Heani ng of lknning, vrhere the ref erential and the eno ti ve 

func ti ons o f  l::mguace are s ai d  to inv ol ve two differe:r.. t kinds of 

. . 
t t

' 84 
s �gn-s� un � on .  I t  a l s o  corres ponds t o  the general f act , 

e l ab orn ted by Ho to pf, tha t  Ri chard s enploys two diL erent psycho logi cal 

theories for the ref erential and the enotive func ti ons .
85 

I f  we nay an ti cipa t e for a nohl.en t ,  1ve can s e e  how much Ri chards 

uas to change , by cotlparing rd. s ab ove couEent on the ttJo 1 1 s treans" 

>ri th the f o l l owi ng ,  fron C o l eridge on Inagina t i on ,  vrhi ch s tres s e s  

the prina.cy o f  s ense : " Th e  pa t te rns of our thought repre s ent , in 

vari ous ways , the wo rld we live in. The pa t t erns of our feelings 

repre s ent only !1 feH s pe cial fo rns of o ur coo.rae rce wi th i t. 
n 86 

And ,  if "'re may anti cipa t e even further , v.re can find , in Ri chards ' 

r e cent reis sue of Scienc e and Po e t ry, an a ckno>vlo dgelilent of the 

difficul t i e s  caused by the bas i c  s eparati on of the ref erential and 

the enotive aspect s : 

82 . Scien c e  and Poe try, p . 1 3 . 

8 3 .  ibi d . , p. 1 4  

84 . See ab ove , p . 3 .  

8 5 .  Language, Thought and Conprehensi on, p. 47 .  

8 6 .  Co leridge on Imagination ,  p. 89. 



42 

The author [ i. e. Richards ] does, it is true, nention 
"innunerable conne c tions " between his "intellectual" and 

his " active or ecw tional" strec..J.Us and speak of their 

separati on as n o  oore t_lan " an expositor ' s  artifice" . 

But the �vhole layout of the account fights agains t a 
sufficient recoeni tion of these mutual influences ; and 

it is this I oust now try t o  redress . 87 

VI 

Thus far, vli th regard to Principles of Literary Cri ticisn 

'\"Te have looked at the theory of poetry v1hich supposes conplexi ty, 

produced by a high level of mmreness ,  and at  the "hypnotic theory", 

Hhich has contrary tendencies. 1{e have also looked at  the uneasy 

relation betvreen then, and at the potential for change of eophasis . 

I shall sugges t nm-1 t-Thy changes >wre necess ary, with particular 

reference to those changes required by a theory of the conplexity of 

poetic language , and a technique for its analysis. But first, 

obvious general obj ections to the "hypnotic the ory" nay be uentioned . 

\ie have seen how the "hypnotic theory" is , through the assertion 

of the central inportance of tied iJ.Uagery, c onnected vTi th the 

doctrine of equilibriULl, and hence wi th the general theory of value. 

The weakness here is that the general theory of value is, in its 

application to poetr� fundamentally suspect. The point is decisively 

made by Hotopf , w"ho points out the dubiety of claiming that "inpulses" ,  

in the s ense of  needs and desires, nay be  " satisfied" by  the kind o f  

incipient or  inaginal action involved, in Richards 1 view, in  the 

87 . Poe tri es and Sciences, London, 1 970, p . 93 .  I have changed 
Richards ' special sys ten of notation to inverted connas in this 
quotation. See lily footnote on p. 1 60 ,  below. 
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88 
reading of poe try . To take an obvi ous ins tanc e ,  a sexual 

n inpuls e" t1ay vrell be arous ed by a poen , but i t  cen scarcely be 

11 satisfied11 by one . 

Ri chards hius elf s eens to be implicitly a1mre o f  the difficul ty, 

because when he is pres enting his general theory of value he talks 

s traightforwardly of the " satis faction of appetenci es" , but when h e  

is applying i t  to poe try h e  us es , no t " sati sfac ti on11 , but words l ike 

" balancing" , " re conci liation" , "adjus tnent" , " res oluti on" , and so 

on.
8 9  

That 1rreaknes s ,  important a s  it i s ,  does no t dire ctly concern us , 

since we are not evaluat ing the theory of the value of poetry 

presented in Principles of Li terary Cri tici sn . But i t  relates ,  

because i t  involves the anbiguous use o f  the -vwrd 11 iapulse" , discussed 

earlier,  to a general weakness -vrhi ch concerns us more . This is 

the awkwardness of the language of " s ti:c1ulus" nnd " respons e" , of 

" ac tuality" and " desire 11 , of " perceived" and " perceiver" , which 

c o l ours the whole of the book .. " Iopul s e11 , as he defines i t ,  is a 

useful tern for Ri chards because i t  enables hin, albeit unjus tifiably1 

to slide frot1 s tit1ulus to res ponse ru1d back again as the needs of the 

noment dictate ; but i t  brings hin intol erable difficulties . As 

we shall show, as his insights into the c omplexity o f  poetic language 

develop, he has to re-fornula te the general theory of complexity in 

88. Language. Thought and Conprehensi on, pp . 48-49 . 

89. See,  for exaraple ,  Principles of Liternry Cri ticistl, p . 1 1 2 ,  p . 1 1 3 
and p . 2 5 1 . 
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torms of a creativ e account of the mind, rather than a s tinulus­

respons e a c cou...'l.t . 90 It is only by do ing s o  t�w.t he is able to bring 

the general theory and the theory of l2.nguage us eful ly toge ther . 

A furthGr impor tant fac tor ne c essi t a ting chunge is th2. t Ri chards ' 

s tress on the iuportnnce of the ti ed imtcgery ,  toge ther wi th his 

account o f  the -vro.y i n  Hhich the tied imc::.gery func tions , pla c es the 

chi ef i'fay in vrhich poetry l·rorks benenth the s co pe of nYlo.lysis . I t  

is only , he sugge s ts ,  through an " accident " ,  tha t the " i ronic" group 

of poens lis ted in hi s chapter " The h:tagino. tion" , revoal for 

. t .  th . l t .  
9 1 

J.ns pe c J. on e1.r comp ex ac J. on . In the oaj ority o f  cases this 

conplex ac tion is suppos e d  to  go on in the nouro logical j ungl e  of 

the t i ed inagery . 

But an ins pe ct i on of the poeDs roveals no re as on to beli eve 

thr� t they nrc in any �ray po cul iar , nor does Richo.rds give any such 

reas on . I sh& l l  po.us o to c ons ider s one of then, part ly in o rder 

to show this , o.nd partly to s hovr the pa th o. long vlhich Ri ch<J.rds ' hint 

that they .:::.re cooplex ( " ironic ' ' ) load s . 

Ri chc.rds ' e s s ent ial s tat eoent about the hw groups o f  poens 

runs as f o l l oivs : 

A poem of the first group i s  bui l t  out of s o ts of impulses 

1vhich run pn.ro.l lel , which have the sane dire c ti on . In a 

p o en of the s e cond group the uos t  o bvi ous feature is th e 

extraordinary he terogenei ty of the dis t inguishab le inpulses . 
92 

but they are no re than h e t e rogene ous , they o.re o ppos ed . 

90 . See below ,  pp. 85-89. 

9 1 . Principle s  o f  Li ternEY Criti cism ,  pp . 2 5�5 1 . 

92 . ibid . , p . 2 50 .  



4 5 

My po int is that the conplexi ty of the s ec ond group offers i tself 

very readily for analysi s as conplexi ty of neaning of the kind 

>-Thi ch 1ve have seen Richards pointing out in hi s contras t of Hardy 

vli th Svrinburne ; the " ne t1wrk of interpre tation and conj e c ture" 

caused by the sen s e  of the 1wrds . 93 

One of the c omplex group is !-1arvell ' s The Defini t i on of Love , 

and here , to begin 1·1i th , it i s  noti c eable tlw. t Richards ' tern " irony" 

night eas ily be ext ended into i t s  nornal sense . This innediately 

lends one to feel that his tern, theref ore , would apply to any poen 

in vrhc'lt Dr . Leavis call s  " the l ine of w·i t" ; 94 and Elio t  had , of 

cours e ,  produced his well-known definit i on of " uit" , uhi ch resenbl e s  

Richards ' defini t i on o f  " irony" , before Pri nciples of Li terary 

Cri ti ci sn was 1vli!i t ten. 95 

The irony o f  Marvell ' s  poen hinges on the fact tha t the 

exal ted na ture of the l ove des cribed is no t entirely a natte r  o f  

inclination ; i t  i s  necessity 1·rhi ch bars it fror1 a mo re ear thy 

frui ti on. \'Jhi le ,  therefore , giving i ts exalted nature due 

re c ogni tion ,  Marvell io acknowledging that i t  is not qui te as s inpl o 

as that. The s i tuati on, in general ,  is c onoon and readily 

recognisabl e ,  and i t  is no defe c t  in the poen that Marvell does not 

expli citly s tate the nature of the barri ers be tween the wot1an and 

hins e lf .  The point about their inclinations i s  nade clear in , 

93 .  See above , p . 37 . 

94 . F . R. Leavi s ,  ' The Line o f  llfi t ' , Revaluation, London, 1 936 , pp . 1 0-41 . 

95 . S elected Essays, p . 303. 



And yet I quickly night arrive 

Where ny extended Soul is fix t .  

4 6  

But f or the accidents o f  fat e thoro would s oon b e  n no e ting of nore 

than Iilinds . This thene is carri ed on through s tanzq eight where 

the geone tri cal netaphors are also puns on the language of clandes tine 

assignation ( " oblique " , " angle" ) , and the s G  puns prepare the way for 

a sini lar a c tivity in the final s tan za :  

Therefo re the love which us doth bind, 

But Fate so envi ously de bn.rs , 

Is the conjunction of the oind, 

And oppo s i t i on of the s tars . 

" Conjun c ti on" , in the o rdinary s ens e of " union" , rJE.y have hw 

oennings . Firs t :  " Vle both have a nind t o  nake love , but , 

unfortuna tely, cn.n 1 t . "  Second : " Ours is n case of a marrin.ge o f  

true oinds . " The s e  two moru1ings e cho the c entral irony of the 

poen. Further, espe cial ly in view of tho s lightly rakish feel o f  

the puns i n  s tanza eight , i t  s e ens likely tha t " conjunc ti on" a l s o  

carri es the neaning " s exual union" , C OLll'JOll at the tine . In this 

cas e ,  " of the nind" takes on a s l ightly different s ense and the 

nenning of tho l ine is , "Vle are conpe lle d to re stri c t  ourselves to 

oerely inagining, nak:ing love" . The novenen t of sense i s  conplicnted, 

but it i s  nanaged wi th a fine eas e . Tho s a!ile is true of " rare" in 

tho firs t s tanza . I t  eas i ly c arri ed , at the tine , the derogatory 

s ense of " preci ous " , so that again there is reference to the bas i c  

i rony ;  Marvell i s  g lancing a t  the possib i l i ty that , i n  making such 

high c lains for hi s l ove , he may be partly indulging in " precious-ness" . 

Ri chards ' lis t nnkes i t  cl ear that the reflec tion of " i rony" , in 
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�1i c s ense , into conplcxi ty of sense is by no neans res tri c ted 

to " ne taphys ical "  poe try . Pn trick Spens shmm sinilD.r fen tures . 

For c onveni enc e ,  wo nny res tri c t  ourf>elves to the final four s tanzas : 

0 our Scots nob l e s  1ver ri cht lai th 

To vl"ee t  thei r  cor��-heild s choon e ;  

But lnng mHe a 1 the plny 1ver playd. 

Their ha. ts they Slvan e.b oo n e .  

0 lang, lang, nay thair l adi e s  s i t  

vli ' thair fans into thair hand , 

O r  eir they s e  Sir Patri ck Spens e 

CUD s ai ling to the land . 

0 lang, lang, nay the ladi e s  s tand 

�vi 1 thnir gold kens in their h1.1i r ,  

Wai ting f o r  their nin dear l o rds , 

For they ' 11 s e  thmne ne nair . 

Have ovrre ,  have 01-ITG to Aberdour, 

I t ' s  fift i e  fe.don deip : 

And thair lies guid Sir Patri ck Spense ,  

Vi ' the S c o ts l ords a t  his foo t . 

The c onplexi ty of feeling here c ons i s ts of a wizture of contempt and 

pi ty, s orrov1 and anger. The little j oke about the cork-heeled shoes 

nnd the floa ting hats touches a sardoni c no te . Co rk-heeled shoos 

were a luxury arti c l e ,  and this inplies tha t  the l ords were effete 

l and-lubbers . They c ontras t wi th the narrato r whos e  description 

of the '1-rhole thing as a " play" narks hin c.s a dour , dry charac ter . 

The note s truck about the lords and thei r fancy shoes is carried 

on in the reference to the futili ty of the fans c.nd golden c onbs mf 
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the i r  wai ting wive s .  But the ineff e c tuali ty i s  a l s o  p�the ti c ;  a 

feel ing o f  pi ty is brough t out by the reference to the combs in 

their hair .  The lns t s tn.nza o pens o n  n s imple anrl uccgnif i c ent 

o rgc.n- tone of do on, bu t the play of f e eling cL t the c l o s t� is couplex . 

"At hi s fee t11 ha s severs.l shndes of nocming Hhi ch intertwo.v e wi th 

each o ther . Tho lords are dead and buried a l one; wi th Sir Patri ck ; 

f o r  Hha tever they did they have paid the extreo e  pen<:. l ty ,  and blame 

i s  therefore superflu ous . They are als o " at his fGe t" in obe i s �mc e 

( c f .  " n t  the King ' s ri cht kne e11 , in the sixth l i ne of the poeo ) . 

They are l e s s er rc1en than he , and are a ckno>-rl o dging i t ,  whi ch gains 

our synpathy fo r th en, and thi s f ,�eling i s  re-inforced b e cnus e they 

are a l s o  1 ' at his f e e t "  asking forgivenc; s s  f o r  the " i l l  deid" d one 

to Sir Pa tri ck c..nd f o r  having been such ineff e c tual sail ors . The :re 

is s irml tano ous ly pre s en t  a s trong s ens e of their gui l t  and n s tr ong 

inpul s e  t o  f o rgive thon. 

As vfi th Narvel l 1 s poen it is ha rd to s e e  what is excepti onal 

about c ompl exi ty of meaning o f  thi s  kind , even allm'ling f o r  the 

fact tha t conplexi -b.f i s  a ouch nore familiar no tion novT than i t  1vns 

1vhen Ri charcls c onpi l e d  o. li s t  of po ens supp o s e d  to be ex c e p ti ons t o  

the rul e  that complexi ty o f  feel ing operates beneath the l ev e l  of 

obs e rva ti on. The saBe my b e  S Cl i cl .  to take from the l i s t  a pooo 

froo ano ther peri o d .  of S c o t t ' s  Proud Hai s i e :  



Proud Hai sie is in the vroo d ,  
�Talking s o  early, 

Svw o t  Rob in s i ts on tho bus h ,  
S inging s o  r�rely. 

" Te ll ue , thou bonny bird . 
Vlhen shall I uarry ne? "  

" 'tlhen s ix bravr gem tleuen 
Kirkward shall cD.rry ye . "  

" Who nakes the bri dal bed, 
Birdi e ,  s :-ty truly? " 

11 The gray-headed s exton 

That delves the grave duly. " 

" ':rho gl mv-\vorn o ' er grave r.md stone: 
She.ll ligh t thee s t e2dy ; 

The owl fron tho s teeple s ing , 
' 1,Jelcono , proud lc dy 1 , 11 
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The c onplox of feel ings here i s  nore pecul iar , and theref ore uore 

diffi cul t to des cribe in gcmeral terns , thc:m in the t>vo preceding 

peens . I t  revolve s  around the f[1 C t  tha t though the prophe cy is 

deadly, it is nado by a swe e t  ro bin singing on a bush . 'l' o  look at 

the verbal d o t ail s ,  the owl also " s ings11 , an odd vw rd to use of an 

owl ' s  cry ,  but c onple tely j u s t i f i e d .  The conplexity nay best be 

described by s pelling out the attitude to Hai sie ado pted by both 

robin and owl : "'de s i ng be caus e vTG o.re indifferent to your fate ; 1...-o 

do no t particularly c are for you .  vle are als o  singing because your 

pride is no t suff i ci ently important to us to provoke our anger ; we 

have s e en nany such , and renain s erene . Nonetheless ,  we are also 

singing becaus e your pe ttiness does offer a jus tifiable oppo rtunity 
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fo r a sad smi l e over your inevi table dmmfal l . "  The 01vl a l s o  s ings 

as par t of the funeral ri t o ,  in 1·1hich ri te the gl m-r-vrorn als o  figure s , 

and in pli e s : " Al though not particulc.rly concc;rne d for you 1:s an 

i ndividual , vr e do that whi ch cottwn hunani ty re(j_uires vle should do 

for anyone ; to tha t ex ton t •de are saddened by your death. " The 

t o tal a t t i tude , though i t  s oU11ds intol erably conpli catod when nn 

a t t empt is nade to des cribe it  in d e tai l , i s  eas i ly rocogn i sab l e .  

I t  i s  an a t t i tude of t en ained o.t by Eoro.li s ts ,  and is conpounded o f  

d otachnent , a s light tou ch o f contenpt , absenc e of aninus , and a 

steadines s fre e fron any preaching no to . Judgouen t is n.::td e  vri thou t 

any of the unpleasant erao tional con c oni trmts that usual ly ��t tend i t ,  

and nade , thc rc;foro , wi th �'. touch o f  sc-1.dne s s . 

Thnt i s  a cl unsy a t t o:1pt to spell out uha t S c o t t  sugc u s b; s o  

e cononi cally and deftly . The inpor tnnt point is that i t  is c. n,:-�.tter 

o f  c ooplexi t y  o f  ne::tning o f  .::>. kind that one vroul d expect in any g o o d  

dri:!.G: tic poen . I t  is evident tha t , havi ng given the os:;:; enti::..l cluo , 

Ri chards would have to turn his nttenti on increl:!.s ingly to conplex i ty 

of nerming and tha t ,  in doing s o ,  he Hould have to ::tb.::mdon the 

" hypno ti c theo ry" , with i t s  s tress on the pri n .. 'l cy of the ti ed ineg ery . 

This pro ces s nay have b een accel ern t ed by the experi ence the t  lies 

bo]Jind the n e x t  b o o k  thr'.. t we shall exe.:.-tine , Prc..cticul Cri t ic i sm ,  'V here 

Richards w2..s dis turbed , and vri th go o d reas on , by the l ow level of 

vigil8.I1co of the l'.verago poe try render of the time . The effe c t of 

po e try on nany of hi s " pro tocol" wri ters appc<::r s  to hnve been r::1ore 

tho.n inc ipi en tly hypno ti c . 



CHAPTER 3 

PRJI. C 'l'I C.A.L CRI 'l'I CISH 

I .  

I1y di s cus s i on o f  P r<lc ti c al Criticisn fal l s  in to thrGo p::tr t s . 

I shall consider,  fi rs t ,  the dove l opnen t of the view vrhich s e c s  

poe try a s  invo lving e. high dec-re e o f  vigilanc e ;  second, Ri chards ' 

wo rk on the language of poe try, Hhi ch ,  though inc onpl G tc in 

compnrison >·ri th the ::�cc oun t given in Coleridge on li 1ngi n2. ti on, 

cons ti tutos an inporto..nt s t ep fo ruar d ,  <�n d ,  thi r d ,  the lingering 

on of unh e:lpful elements fron tho ec.rlicr vrork . 

The nos t  obvi ous fct�. ture s  in the d evclopncnt of the vimv vrhi ch 

secs poc try 11s c ru.:1 tiTI£ an unusual degree of :::n-rareness arc the 

di s cussi ons of " s t ock-rc< s pons e s "  and of " s ontinental i ty" . Ri cho. rcls ' 

bP..s i c  clain i s  thc. t " good poe try ovres i t s  value in a l::trge neo..sure 

to tb.' cl osene s s  of i ts c ont;'!. ct vri th real i ty and • • •  nay the reby 

beconc a povrcrful v;enpon for breaking up unro�,l i deas and re s ponses . "
1 

The subj e c t  of s to ck-responses ha d already be en broached i n  

P rinc ipl es of Li t e rary Cri ticisn ,  �nd w e  will begin our nccoun t the re. 

Ri chards says : 

1 .  I . A .  Richards , Practical Criticism, London, 1 929 , p . 2 5 1 . 
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Tho nornal chi l d  und o r  the 2..ge of t en is probably free froc 

then, or at l o & s t  wi th hiu they have no fixity o r  privi lege d 

s tanding . But us general r e fl G c tion devel ops tho plac e of 

the f r e e  di r e c t  plo.y of exp erience is td:en by the delibora. t e  

orgo.nisati on o f  o. t t i tude s ,  <1 clunsy o.nd crude subG ti. tut 0 . 

I I dec:.s I '  o.s they rLre COIT.Jonly cr. l lcd , o..ris o . A b oy I �' ' I  do::'. ' 
of Fri e ndship or o f  Sunuc r o r  o.f his C ount ry i s  no t ,  though 

tho nane w·ould s eeTI to i11ply i t ,  priuari ly an i n tc;;l l o c tuc:l 

I t  is ra ther on a t ti tude , or s o t  of o.. t t i tudes , of 

tendencies to o..c t  in c e r tai n fashi ons rather thc:.n o thers . 

Now refl e c ti on ,  unless very pro l onged and very arduous , 

tends t o  fix tho ::1 t t i  tu de by n.':'.kin{;· u8 .�vrell in i t ,  b y  
. f . 2 renov�ng us ron expor�enc e .  

By •·ray o f  i l lus t rn ti on Richnrds o.nc.lys os a poon b y  Ello.. 1'n1eelor i•lilcox : 

Af t e r  the fi erc e  raidsun::10 r  all nbl i:!. z e  

H a s  burned i ts e l f  to ashes cmd expires 

In the intcns i  ty of i t s  ovm fi ros , 

Then c on; tho � .o l loH, :ci l d ,  S t .  :·iartin dnys 

Cr01.;rned uith the caln of pcP.co , but snd wi th hnze . 

So nfter Love has l e d  us , t i l l  ho tiros 

Of h i s mm throes o..ncl t o ruen t s , r, nd d e si res , 

C oues l arge- eyed Fri endship : with n r e s tful gnz e  

He be ckons u s  t o  follmv ,  nnd acro s s  

Coo l ,  vord.:mt val es w o  wande r  f ree froc c�:r0 . 

I s  i t  a touch of f ro s t  l i e s  in the air? 

T;lhy are we haunt e d  vli th c. sense of l o s s ?  

1•/c d o  n o t  Hish the pain bc:.ck ,  o r  tho hea t ;  

And ye t ,  and ye t ,  th o s e  days arc inc onpl ete . 3 

2 .  I .A .  Richnrds , Principles of Li terary Cri ticisn, 
London, 1 92 6 ,  p . 202 . 

3 . i bi d . , pp . 200-201 . 
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One nay accept Ri chnrds ' de s cri ption of s to ck-res pon se s ,  and agre o 

1'ii th hi s di sni ss ivo cor:L"1cnt on the poor.:, and ye t find h i s  c onnentary 

l e ss than s a ti s f�c t o ry . I ts uns at i s L-.c t o rine s s  sprinc;:J fron 

Ri chards t pre- o c cup2.ti on vri th the doc trine of e;qui libriun . 

why the po en is popul.2r and re plie s : 

The oxplru1a t i on i s ,  prob.2bly , in the s o o thing eff e c t  of 

al igning the vory ac tive Love-Fri endship groups o f  

impul ses H i  th s o  s e t tl e d  yet s o  r i ch a group n s  the 

Sumr:wr-Autunn s inilo brings in . The nind finds f or a 
nonont an a tti tude in >'lh i ch to c on ter,pla to n pai r  of 

s i tuati ons (Love and Fri endship ) togothu r ,  s i tuati ons 

whi ch are f o r  many mind s ,  particularly difficul t t o 

s e e  togethe r .
4 

Ho e>.sks 

This s e ens l e s s  than fnir to tho poen . vlhc.tever one DCJ.Y feel about 

i ts defects , i t s  las t four linos ere not aini ng [� t n s oo thing e ff e c t .  

N o r  e.re the l ov e  and friendship si tua t i o ns put toge ther ; one 

f o l l ow s  the o ther ,  nnd no i tho r  is s eem by the poet to be en tire ly 

sa t i s factory . Ri chards h.:.�s beon s ooov1hat unfai r t o  the poen b e c2.use 

he wishes to cl<'-in tha t i t  is noroly l �  s upe rfi cinl r e c onci l i �  t i on of 

oppos e d inpul s os . 5 The s e cond feature of Ri chards ' c otYlentary is 

nore s a ti sfa c t o �J but , in tho c ontext o f  Pri nc iples of Li terarY 

Cri ti c i sn, it s e eos alno s t  an acciden t : 

The heavy r egular rhythn, the dead s tamp of the rioos , 

the obvi ousn e s s  of tho des crip tions ( 1 ne llow, nil d ,  S t .  

�1artin 1 ;  1 c o o l  verdn.nt va les ' )  the i r nlli tera ti o n ,  the 

tri tenes s  o f  the c l o se , all thes e  acc entua t e  tho 

. . f 1 . 6 lBpress l on o c one us lvenos s . 

4 . Princiqlcc G f  Li_ternry Cri ti eL: ;: _:, -p . 201 . 

5 .  ibid. , pp.20 1 -202 . 

6 .  ibi d. ,  p� 201 . 
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More s atisfactory becaus e Richards ' c or�1ents on the tri teness of 

the language would elici t general agreeuent , but poss essing an 

accidental air b ecause there is , in Principl es of Li tere.ry Cri ticiso, 

no enquiry into poe tic langue.ge . There i s ,  certainly, not even a 

hint of a com1ec tion be tl·wen conplexi ty of language and the defeat of 

s took-respons es , a corL.'l.o cti on which i s  tho basis of Coleridge on 

Ioagination .
7 

How ouch conne ction there i s  behreen the two in 

Practi cal Cri ticisu I shall dis cus s later, 
8 

but firs t T lTill 

illus trate hov1 s to ck-res pons es and sentinentali ty are , in Prac tical 

Cri ti cisn, nore firo.ly elab orated in terms of the general idea of 

conplexi ty . As in the earlier book,  the " chief caus e of ill-

appropriate , s tereotyped r eacti ons" i s  sai d  to be " wi thdrawal froo 

cxperien ce " .
9 

There aro , according to Ri chards , several ways in 

whi ch this night happen, but the ones he wishes parti cularly to s tress 

are , firs t ,  " through convention and incul cati on , as when a child , being 

too easily persuaded 1vhat to thirLk and to feel , devel ops paras i ti cally" ; 
1 0  

s e cond , " intellectunlly, us when insuffici ent experience is theoreti cnlly 

elaborated into a sys ten that hides tho rec.l vmrld fro;J us . " 
1 1  

But in both c ases the bas i c  pro c ess is the sane and is defined 

in terns of s implification as agains t conplexity. vle subs titute 

i deas for experience e..nd " even the nos t  elaborate idea falls short of 

7. See belov-r, pp. 93-94. 
8. See belO>-I,  pp. 73-74. 

9 .  Practical Cri ticiso, p . 246 . 

1 o.  ibid. 

1 1  • ibid. 
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the c onplexi ty of i t s  obj ect" . 1 2 Furthdr ,  " we ony call up our idea 

1 '7 
by the mere use of a word" . 

) 
This is in direct descent fron the 

enphasi s ,  in The Moaning of �Ieanin_g_, on the dangers of " word-oagic" ­

the subst i tution of syr;1bolic phantons for rcali ty.
1 4  

The danger is to be avoided in ono of two ways . Either by 

" s cientific" thinking : 

a thorough attempt to compare all the aspects of Qn 

obj ect  or s i tuation s to analys e i ts parts,  to reconcile 

ono with ano ther all i ts various ioplications , to order 

it in one coherent intellectual fabri c wi th everything 

else we knovf about everything cormectcd vl'i th it • • • •  
1 5 

Or by having at  our disposal " a  wide available background of rel evant 

experi ence" , 
1 6  

which enables us to uni t e  " as pe c ts of  experience that 

ordinarily renain uncormectcd11 •
1 7 

On thi s view, " the s ecre t of genius 

is perha ps no thing el se than this greater availabili ty of all 

1 8  
experi enc e  coupled wi th larger s tores of experi ence to  draw upon" 

This clearly res ts upon the clus ter of ideas that we have s een 

in Principles of Li terary Cri ticism, and which are there drawn 

toge ther in
, 

the account of tho poet ' s mew.ory. 
1 9 

1 2 . Practical Cri t icisn, p . 247 . 

1 3. ibi d. , p. 246 . 

1 4 . See above , P• 1 .  

1 5 . Practical Cri ticisn, p . 249 . 

1 6 . ibid. 

1 7. ibid .  

1 8. ibid. , pp. 249-2 50.  

1 9. See above , pp. 1 8-22 . 
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Sentinentnlity, ns discussed in Practical Critici sn, has a 

sinilar re la ti on v:i th the genGral idea of c onplexi ty. 

Richards begins with various possible senses of the word 

" sentinental" and then offers the reonrk that a " response is 

sentinental if i t  is too great for tho occasion11 • 2° Clearly this 

does not lead very far , and Richards goes on to devel op a oore 

cooplex definition which eoploys the psychologists ' use of tho word 

" sentinent11 , oeaning " a Dore or less pernanent  arrangor:J.ent in the 

oind : a group of tendencies towards certain thoughts ancl onoti ons 

organis ed around o. central obj e c t" • 
2 1 T1w kinds of inappropria tenoss 

in such groups of tendencies are outlined. First when the obj ect 

changes but the tendencies persist ,  as when 2.. mm continues " living 

in a certain hous e although incrense in ootor traffic has oado life 
22 there aloost insupportable" ; second , when the situation ronains 

the sane but the sentinent ch.:mgos , as when 2. mm turns painful 

wat-tine experiences into a subject for nostalgic revarie . 23 These  

bra forns of  distortion are used to offer the following definition : 

20. 
2 1 . 
22 . 
23 .  
24. 

A response is sontinonto.l when, either through the over­
persistence of tendencies or through the inter-action of 
sentinents ,  i t  is inappropriate to the situation that 
calls i t  forth. I t  becones  inappropriate ,  as a rulo , 

either by confining itself to one aspect  only of the 
many that the situation cru1 present , or by substi tuting 
for it  a factitious , illusory situa tion that nay, in 

ex treoe cases , have hardly anything to do with i t .  We 
c an study these extreoe cases in dreans and in nsyluns . 24 

Practical Criticiso, p . 258 . 
ibid. , p . 260. 
ibid. 
ibid . , pp. 260-26 1 . 
ibid. ' p . 26 1 . 
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I t  i s  the sinplificati on by confinenent to one aspe ct whi ch, less 

extrene and noro c onoon, i s  the noro inportnnt . I t  is , c learly , a 

type of stock-respons e ,  and like the vic tins of s tock-respons e s ,  the 

" s entinentalis t ,  in brief, is not di s tributing hi s interest widely 

2 5  
enough" . Again the roo t  idea ia the i dea of conplexi ty, o f  the 

heightened and enri ched consci ousness produced by receptivi ty to an 

unusually wide varie ty of s tinuli . 

Richards ' s tress upon nul t iplicity of respons e ,  is  iuportant 

be caus e his recurrent dwelling upon i t  enables hin, eventually, to 

tr�ms late Co leridge 1 s  key tern " fusion" into the idea of nultiple 

. t t '  
26 

�n erconnec �on. This translation is the nos t  inpor tant single 

nove in Richards ' bringing together of the general idea of c onplexi ty 

�nd his acc ount of linguis ti c  conplexity. 

n .  

I 11ill. nov1 leave discussion of conplexi ty, as a general idea, 

and look at Richnrds ' work on poe ti c language in Pra c ti cal C ri ticisn. 

This work shows certain hesi tancies , and one reason for this i s  

Ri chards ' suspicion of analys i s ,  whi ch · I "\>Ti ll illus trate bri efly 

before looking at the work i ts elf . 

2 5 .  Prac ti cal Cri ticism, p . 270. 

26 . See bel ow , P• 90. 
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As we have s e en ,  the vi ows of poe try in The Heaning of Meaninp; 

and, though to a le sser extent , Princ iple s of Li t ornry Cri ti cis:J, 

inevi tnbly genernte suspi c i on of anc·.lys i s ,  be caus e they suppose thc. t 

the c s s ont i;:-..1 a c t i o n  of po e try lies bone:c th the l evel of obs c: rva tion.  27 

In P rn.cticD.l Cri ti cisn, vrhere thor8 is i ncre a s ed ouphns i s  on the 

inportanc e  of nenniD.g 1<1hich is  open to mwlys is , therEJ i s  s t ill D. 

cau t i onnry s train ,  of >vhich the followi ng i s  represonta tivo. ��i clcrrls 

s 0 vs 'm.".lys is o.s cure for ins"nsi tivo rc.'r.d ine , bu t re:_::rlw of - tho cure; : 

[ i {] nicht bo 1vorse th:�n the dis ,o;<.:.so . The ri sk of S1.1.:!Jposing 

tho. t the feelings >vhich the ldlgi c n l  expans ion of 11 po e ti c  

phrnse ex c i t e s  nus t  bo tho s e  ><fhi ch th e phras e >v.'1S created 

to conv ey is very gren t .  vk eas i ly subs titu te n bnd 

pi e c e  of pro s e  for the po en . 28 

Thi s cauti on:•.ry s tro.in is also pre s en t  in Colericige on Ina.gi na ti on ,  

¥rhere; , f o r  ins t.�:mc o ,  it is rc:Je.rkod thc.t no anount o f  analys i s  can 

c onvey the pre c i s e  feol o f  et poon and tha t vre nhn�ys run the risk of 

nL5 taking our ruwlyti cnl ins trunont for the phenonena tha t i t  is 

a t t enpting to d e s crib e .  
29 In la ter books , especially Spe:cul.3.tive 

Ins trunents nnd So Much Nearer , i t  i s  no t i ceable thnt ref erences t o  

fups on tend to be s ceptical , i!hile th o s e  t o  h i s  ini to. tors <'.re 

di sparaging . The foll owing i s  typi cal : 

27. Sea ab ove , p . 44 .  

2 8 .  Prac tical Cri ticisn, p . 2 1 6 . Cf. p . 39 . 

29.  I . A .  Richards , Coleridge on Inaginati on, s e cond e di t i on ,  London , 
1 950 , p. 97 .  
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Vli thin ny lif o tincr-I s o eLl nlno s t  to recnll n spe cifi c 

beginning---a. pro. c ti c c of oxpressing vlho..tever o. l ine ofl 

pns s�go coul d pos s ibly yield under s quee zing h2.s gro•m 

up. A t  firs t thee pr::wti tioners Horo fevr and s one of 

thora ( Laurc.l Riding end \'Jilli<:m Enps on, for exo..cple ) 

eo.rly becetao ronmmod for pouerful grc,s p ; but 

conpe ti tion soon jacks up s t�ndards . Thoro aro fashi onu 
in roo..ding as 'i!Oll E: s in 1·1ri ting . Perho. ps que s ti ons o f  

rclovo.nc e a r c  nm r duo fo r noro s oarching di scuss ion. 30 

'l1here i s ,  of cours e ,  nuc h  tru th in al l o f  thi s . But i t  e.lso relD. te s 

to tha t fenture of Ri cho..rds ' ,.ro rk ,.rhi ch I touched upon � � t  tho c l o s e  

3 1 of ny ac c ount of ThE: Henning o f  fk-uning. vfnon carried 2.1vay by the 

feeling that the koy to the laws of languo.go is 1-ri thin rG r.' ch , Ri ch< �rds 

can throw cauti on to the vrinds nnd embark upon proj e c t s  boyond the scope 

of hi s analyti cal te chni que, l:lhen not in this oood he tends to be 

ovcrcor:w by the nul ti tudo of diffi cul ties i n  the vray of o.nc..lysis . 

As I sugges t e:d oo.rlicr,  this i s  probably be cause Ri chards never 

hinsolf used analys i s  in ext ended li torary vrork,  1·ri th the: c ons c;quonco 

that he undorvc.lue:s its us efulne s s . 

Tho o th er hesi tnncies  in the Hork on lcmgue.ge in Pro.c_:ti ccl� 

QJj tic_� 1-ri ll be deal t wi th ns they ,-:ris e . The work L ix-:s od 

ess entio.l ly en the four nspe c tn of Deo..ning : s ens e , tone , 

feeling and intenti on. It has .'llretldy been noted tha t " int ention" is 

negl e c te d  because o f  i t s  centrali ty and ,  therefore , i ts difficul ty ; 

30 . I . A .  Ri chards , So Much Nearer, New York , 1 968,  pp . 1 99-200 .  
C f .  p . 1 00 . Cf . also I .  A .  Ri chc.rds , Speculntivc Ins trunen��. 
London , 1 95 5 ,  p . 1 84 . 

31 . See above , pp. 1 2-1 3.  
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i ts func tion i s  t o  cont r o l  11 the relo. t i ons ru::.ong thcus clvcs of the 

o ther three func ti ons" . 32 Ho t o pf hew 2dvors e ly com;ent ed on Ri chards 1 

relience on the s e  f eH b2..s i c  t erns : " One oi ss es very ouch the 

i lluuinc. tion thn t the di s tingui shing of varied us es by li ngui s ti c  

phil o s o phers has given to language . Ri chards ' ' use s ' arc n few old 

flags s e t  nbove a DO. SS of p er ci pienc e " . 3 3 Thi s  i s  not enti rely fai r ,  

since all de p ends on VIhat one wi shes to do . Ri cho.rd[� hiBS elf no t e s  

thi s in an oss ::1y on the prob leus o f  trnns ln tion,  parti cularly fror.1 

Chine s e  into Engli sh , whore , b orrowi ng frou Chctrles Norri s ,  he sugg e s ts 

s even aspects of l anguage : 

The lingui s t  • • •  wi l l  s e t  up ono s chem • • •  ; tho pedagogue 

• • •  will s o t  up anoth er. \•n1e1 t s cheun 1vill a tr.".nslr. tor s e t  
u p  to s erve u s  a theory o f  the s o r t s  and inter-relati ons 
of nennings to guide hiD i n  hi s own tnsk?34 

He goes on to sugges t  that ;:, trr:ns la t o r  wi ll ne ed " a  s chero.c. o.s 

parsiuonious as ttde quacy 1vill nllov>r" , 3 5  and anyone l'<ho he:.s o. t t cupted 

trc-.n s l a  tion vii ll egree thn t too o lc.b ora te a classifi c a t i on wi l l  put 

a s t op to tho w o rk a l t o gethe r .  A s  far as l i ternry c r i t icisu is 

conce rned e, 1 1 schena" ns simple as ED.ps o n ' s in 'I'ho S truc ture of 

Cocpl ex Hords , 1-rhich us e s  only bw be. s i c  terns ( 11 uo o d11 and 11 in pli cati on" ) 

32 .  See above , p . 6 .  

3 3 . W . H . N. Ho topf ,  Language, Thought and Conprohensi on. A Cas e S tudy 
o f  the Writings of I . A .  Ri chards , London , 1 96 5 ,  p . 2 50 .  

34. Spe culative Ins truQent s , p . 2 5 

35 . i bid . 



pe rni ts of n. subtle ty of analys i s  1-rhich nos t litorl:lry cri ti c s  

36 
would f ee l t o  b e  noro thun l:ldoquo. t e . 
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I 1-ri ll lo o}: first �� t Ri chc.rus 1 dis cussi on in tho chr'.p t o r 

In c oDpc:ri son vTi th th o earli er b o oks , the 

greator enphnsi s on the inport.'".nc a of s on s o  i s  [Lpparen t :  

In n o s t  p o e try the s ens o is as inportant 

as �1ything els e ; i t  is qui te �s sub t l e , and as 
dependant on the syntax: , r::.s in pro s e ;  i t  is the 

po E:: t 1 s  chi ef ins trunent to other nins 1-rh en i t  i n  

n o t  i ts e lf h i s  ain. H i s  c ontro l o f  our thoughts 

i s  ordi nnri ly hi s chi of ::1enns to the contro l of 

our f ee lings , end in the illi.H.ms e n.2.j ority of 

ins tanc es ile nis s nC;c.rly everything o f  value if 

uo ni s-read h i s  s on:::; e .  
But t o  s ny thi�nd hero i s  the dis tinc tion we 

he.ve to n o t � s  not to s ay th:.\ t we c c.n 1-rrench the 

s ens e f re e fron tlw poon , s cro'd i t  dovm in a pro s e  

p.::rc.phras o ,  and then take tho do c trine o f  our pros e  

passo.ge , n.nd tho f e e lings thi s doc trine oxci tas i n  us , 

37 
as the burden o f  the po ed .  

Here , again , ono n o ti c es tha t f e n  turo o f  Ri ch2.rds 1 '·rork over whi ch 

I have expre s s e d  2.greer�cmt 1-ri tl; H o t o pf ;  the chi ef Llotive i n  the 

do c tr i ne o f  " ps cudo- s tatc::Jonts 11 l'ras t o  defee1.t th os e l'l'ho s eek 

ne s s nges or i deas fron poe try. 
38 

Ri ch:wds 1 thinking did. not ,  in 

this respe ct , undergo any bns i c  change . But Hotopf negl ects the 

36 . 1·1. Eops on , The S tructure of Con pox Word s ,  London, 1 952 , PP• 1 5- 1 7 . 

37 . Practical Cri ti cis�, p. 1 9 1 .  

38 . S ee above , p. 29. 
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change that went on vri thin the be.sic frD.Dework o f  ideas . I t  has 

already been sugge s ted tha t the cho.nee oieht be des cribed c.s a 

novenen t avmy fron Swinburno ,  o.nd i t  is ::..roun'J Svrinburne thn t o. 

large pnr t of the discus s i on of s ens o ,  in Practi c2.l Cri tici sn, 

revo lve s . 

The context i s  0. di s cus s i on of poon rx3 9  and of C OD.nen ts on i t  

by the pro to c o l-wri t ers , one o f  whon sh�rply d e s crib e s  i t  cs 

" S•.;inburno-cun-uat e r" , 40 2.nnoyed by the s l[. ck "IWY in -vrhich ths 

s ens e s  of the worcls 2.re hand led. Ri ch<�rds tnkos up the d ef enc e on 

Svlinburne ' s behalf : 

He i s  inde ed n very s ui tn.ble poft in -vrhon to s tudy the 

sub ordino. ti on , di s t orti on o.nd o c cul t o. tion of sens e 
through the d oninrl tion of verbal f e e l i ng .  But the 

laps es of s ens e o.re very rare ly so f l o.gro.n t ,  s o  

und i sgui s e d ,  tho.t the reader , swe p t  o n  b y  the s 1vif t 

o.nd s pl endid roundabout of the vers e ,  i s  forced to 
4 1  

n o t i c e  then. 

It is no ti ccClbl o tha t  even tho clofence pr c s cn ts Swinbtlrne n s  a 

good s our ce of cu. s e-uatcriP.l f o r  th e  o.nnlys t , rather thc;.n CLS ,.  

po e t .  By vn:y of i l lus trn t i on Ri chards quo tes fron Atal o.ntD.. in 

Calydon ; 

39 . 

40 . 

4 1 . 

42 . 

Befo re tho b8ginning of yenrs 

TherG cane to the naking of nan 

Tine , wi th a gif t of tears ; 
42 

Gri e f ,  wi th CL gl ass that rnn. 

Prac ti c c.l Cri tici sn ,  p .  1 1 8 . 

ibi d . , p. 1 2 9 .  

i bi d. . ' p . 1 95 .  

ibid. 
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Ri chc.rds does n o t  mmt i on El iot , but h e  is , vrhether intenti onnlly 

or no t ,  defending Svrinburne c:.gc.ins t El i o t  1 o cri t i ci sn . In hi s 

G::l roJ ny upon Sv•inburne , vrhich i s  n po.r t of his Hho l o  o nrly cri tic r.::.l 

progra:or�o , Eli o t  had. s::tid of thu s c.ras chorus :  

Thi s i s  no t nere ly ' nu s i c ' ;  i t  i s  effoc tivo be caus e i t  

appeL:.rs t o  b e  .�. trcncndous s h-:tm1cmt ,  l ike s ta t encmts 

D<'.C!.e in our dro ::G s ; v;hcm \vo ·,m.k e up vre fi nd thE'.. t the 

' glc. s s  than rc.n ' would do be t t e r  for t ine thc.n for 

g-ri ef , and tlw. t thu gift of t e.::.rs v,rould b e  E:s 
. 43 appro pri a t e ly bes towed b y  grie f as by t1ce . 

I t  is , in f::tct pos s i b l e  to c-1-rguo thc. t the trans po s i t i on i s  no t 

en,;i ro ly :point l ess (nc:m 1 s sub j e c t i on t o  tine , f o r  i ns t anc e ,  is an 

e s s cm tic.l s ource of tonr s , and gr i e f  r:u:·.kes t iuo ho.ng h eavi l y) and 
��4 Ri chards do e s so . But hi s gon8r['.l c or.J:..:ont h.:::.s c.n a p o l og e t i c  

sound : 

Sono conne cti on [ b e hrc en the wo rds] , thou..sh it  nny b e  

t enuous or extr�:.vo.gc.nt ,  cr�'1 o.lno s t  ::2-hrc.ys b o  f ound in 

S1Jinburnc , porlcctps b c c .:' u.J o  of his predile c ti on f o r  tllo 

:;,bs trc.:ct e.nd tho vc,gue . V1,guc thoughtG nr ti culato one 

4 5  
\fi th ano thor nore r() lcdi ly thr.n preci s e  th our;h ts . 

And the phras ing hc;rc. ; my b e  us ed t o  r:C'..ke tho obvi ous poin t tha t 

Richards , in the; sc.r-,e chnp tcr , hiiJSc lf givuo the soundo s t po s s i ble 

cencral ground s fo r a.>;re oing wi th El i o t ' s  view that Swinburne ' s  us o 

of language i s  loss than s � ti s fn c t o ry :  

43 . T . S .  Eli o t , Selecte d Ess ays , th ird edi ti on , London , 1 95 1 ,  p . 32 6 .  

44. Practical Cri ti c i s� , p . 1 96 .  

4 5 . ibid . 
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The enj oyoent nnd understanding of the best poe try 
requires a s ensi tiveness and di s crininntion wi th words , 
o. nic e ty ,  in<.ginn ti venc::.;s and deftness in tnking thei r  
s ense which vri l l  prevent Po '.fl IX • • •  fror1 rece iving the 
approvn.l of the r_ost  o.ttentiv c  readers . To  set o.side 
thi s fine C(.tp['..ci ty too of ten nr•.y be a d�na.ging indulgence . 46 

The reo.de l' of Swinburne , by Rich.:.\rds 1 ovm 8.C c ount , " swe pt on by the 

m·rif t  c.nd s plendi cl roundc.bout of tlw vo rs oli , neclectn s uch nic e ti e s . 

And this c or.JJ:wn t on the rhytlm s e rve:s to recall thnt Ri chc:rds i s  

rapidly , in Prac tical Cri t i c i sn, noving <:�1my f roD .': · hypnotic ac c ount 

of ne tro . Thi s i s  clcc:r in hi s rerwrk on Poen XI I ,  a re:. thc;r eu.pty 

o.nd infl.c.tod description of cloud s .  When,  Richo.rds says , there Is,  

high-sounding gr[!Jlcli l oquent di ction nnd a very ccpc.1.bly 
hn.ndlecl Barch o f  vers e , when, above all , the uovenent 
is fnni lic.r rend. 1 hypnotic 1 ,  when there is no thing t o  
f o r c e  tho re:-ldor t o  1vork r.t i t ,  i'/'0 f e e l  so.fe i n  go ine; 
ahead , the poetic func tion sl ips l o o s e  and priva te pooiJS 

,Ar8 rcsul t .  

The defence of Sv1inburne is c. rn.ther d.osperil. to roc.r-gunrcl c.c tion,  whi ch 

nay easi ly be defe2. ted by Rich[�rds ' oHn o.rgunents . 

In general , then, subt l e ty of s ens e re ceives Dore attenti on i n  

PrE'..ctica l  Cri ticisn th:-'.n Richc.rds h.:"s given i t  hi thor to . Of noro 

particular intere s t  thnn thi s , hovreve r , nre s onc o thor points thnt 

arc nado in the dis cussion of P o en IX. The se oc cur in tho discus s i on4 9 

4 6 .  Pr['..c t i cal Criticisn, p . 1 98 . 

47 . ibid . , p . 1 95 . 
48 . ibi d . , p . 1 60 .  

4 9. ibid. ' pp . 1 96- 1 97 . 



of tho ce tnphor in : 

Unle s s  the sea were harp, ec:ch nirthful s tring 

vioven of the ligh tning of the ni Ght s of Spring . 50 

6 5 

Anongs t other ob j e c tions , the pro to c o l  ivri tcrs had c ri ti cizod 

" woven" , on tho ground s tho. t s tri n,;s [ere n::Jt 1 1 wovcnn , nnd tho 

wh ole on the gr ounds the. t it is n nixed no tnpho r ,  sinc e  the lw.rp 

is snid to be nade of s e a  cmd li:shtning . 5 1  Hi th regnrd to the 

latter point , Ri chc.rds a t ten:pts n rul e :  " Nixturos in Dot.J.phors 

( and i n  o thor f igures ) n.::cy v<ork wel l enough -vrhcn tho ingredients 

that .".ro nix: e d  pres erve this e ffi cacy, but not whon such o. fus i on 
52 

i s  invi tccl that the s everal part s  C<'.nc e: l onc c:mo thcr . " Richards ' 

account i s  c ondens e d ,  nnd he doos not oxplo.in what he noans by 

" parts11 , but the inplicati ons ccm be drawn out . As n b�ro pos s ib i l i ty 

the ne taphor is no t nons ens e ;  the lino s  o f  •nwos o n  the s ea are 

n o s t  vi siblo nocr � shore , end a curving sh ore DE:y be thought of £.s 

res enbling the shnpe of n lKlrp . Lightning ne.y readily be though t 

o f  ns a l ine in tho sky and , hence ,  no t ridicul ous ly ,  c.s E� s tri ng . 

But the ne ta pho rical ac ti on i s  very bar e and single , sinc e  none of 

the usual further ieplicn ti ons o f  the wo rds o.ro Gr::ployed . The 

contex t  can c e ls out the inplica ti ons of rapidi ty , expl os ivenes s , 

brightnes s  and so on 1-fhich ere par t  of the ' ;noaning" of " lightning" . 

The sane is the c:J.se with " sea" . Ri chcrd s then .<>.ppl ios the rul e to 

" woven11 , rmd arrives at a sioill-:'r conclus i on. The pmver to genera t e  

certain feol ings , 

50. PrGc ti cal Cri ticisn, p . 1 1 8 . 

5 1 . ibi d . , p . 1 27 . 

52 . ibi d . , p. 1 96 . 



thnt ' woven ' i n  a pro per c ontext cer tainly posses s e s ,  

i s  clanped ['.nd ccmc e ll c d c s  i t  bl ond s vli th the s e a  

6 6  

and lightninc; ingredi <:m ts , n o r  i s  tho r o anything else 
in the pas s .:J.c;e thc.t i t  c an see!( he l p  f ro�1 in }irc scrvin:; 

. 53  2. 11  ind ependent exls tenc e . 

Ri chc.rds i s  here , in f.'l c t ,  npp o al ing t o  tkct princ iple Hhi ch eigh t o cm th 

contury- c ri tics c�·,l l e d  " proprie ty"- the princ i pl e ,  s i n  ply , thc-. t  wo r ds 

in poe try should f i t  i n ,  or int orc on..."lc c t ,  �-s ri chly .J.S poss i ble wi th 

5L1 
the o ther wo rds in the c ontex t . • I t  i s , of cour s e , a pri nci ple that 

uay be abusod nnd ,  1vhcn \lO cone to di s cus G th e dc c trine of " propri o ty " , 

5 5 we sha l l cons i d er to whL-c t ex tent i t  rrc.s obused by Dr. Johns on . But 

i t  i s  no ncci dcmt tha t Ri ch::.:.rds s hould coo:10n t ,  uhilo dis cus s ing his 

pro to c o l-ivri ters ' obj e c ti ons to the son-harp no t:lphor :  ; 1  I t  i s  cloe.r 

thnt tlv spiri t of Dr . Jolm::wn has happily not :-.1 togo thc r v.mished 

fron l i ternry cri t i c i sn11 • 56 
Unfortuna tely,  it hc,d vnni shod t o  th e 

extent th::. t Ri chards , i n  The Phil o sophy o f  Rhdori c ,  c ould s e rJ only 

the oi gh t ecmth century Cl.buseD of the do c trine of " proprie tyl1 , f2i line; 

t o  point out i ts e s s ential siuilnri ty wi th hi s ovm the o ry. 
57 

Richc,rds 

nakos the follmving g one rrclis:�  tion fron hi s dis cussi on o f  " sensG "  in 

poe try :  

5 3 .  PrG c tical Cri t i cisn, p . 1 97 . 

54 . Soe belovr ,  pp . 204-206 . 

5 5 . S e e  bel ov1 , Chapter VII . 

5 6 .  Practic.J.l Cri ti cisn ,  p. 1 27 . 

57 . S e e  below, pp. 1 34-1 35 . 



I s  the pul l  exerted by the c on text ( c.nd in the s e  

cas e s  the 1vhole o f  the res t of the poen i s  tho c ont ex t ) 
suf f i c i ent to o ver conc what nay be d e s cribed as the 

nor;:1c.l s e pnra te f o o l ing of the quos ti onnb l o  word? • • . •  
Or do e s the uord resi s t ,  s t ["Y outsi d e ,  or wrench 

the rest of the poea into c rudity or c onfu s i on? To 

triunph over the r o G i s tcmc cs of wo rds nay s onot inos 

67 

be c o nsi dered the non.surc of ,� poo t 1 s pOI•Wr ( Shakespenre 
being the obvious exanple ) ,  but nore of t8n i t  is tho 

f , . d .  t •  58 neasure o nl s l S cr e  l on .  

J o hn s on 1 s n o t e s  o n  Shak e sr)enro c:.ro an extended enquiry into the points 

a t  whi ch Sh2ko speare 1 s  triunphs in thi s re s p e c t  are qu e s t i onab l e . 

\ilhnt is ve.luab l c ,  i n  the di s cus s ion o f  s ens e ,  for Ri chards 1 

further thi nking is s inply the no t i o n  of intc r c onno c ti on of " parts" 

of words . Hi s use of the >vo rd " fus i on" , in his rul e  about nix od 

nc to.phor ,  inclicc:tes that it has not yet o c curred to hiD to think in 

toms o f  nul tiplici ty of interconnec tion, but he hns novod n l ong 

way fron the vi ev-r v:x:pr<" s s ocl in the fo ll ovri:ng , fro!l The l'1eo.ning o f  

Moaning: 

the us e of w8 taphor invo lves t ho snne kind of c on tex t 

as 3bs tr::w t thought , the inpo rtant point being thnt 

the n eDbers shnll only pos s es s  the rel evo.n t fee: ture i n  

c oonon, nnd tha t  i rrelev<:>.nt o r  acciden tal f e:ctures shc.ll 

c an c e l  one o.no the r. 5 9  

Richards no1" s tress es the func t i on of the s e veral par t s .  }'urthor , 

the s e  are parts of ne e..ning and , therefor e ,  E c c e s s ible to analys i s .  

5 8 .  Practical Cri ti ci so ,  pp. 2 1 2-2 1 3 . 

59. C . K .  Ogdcn and I .  A .  Ri chnrds , Th e  I>leaning of Heaning, tenth 
e di t i on , Londo n , 1 949 , p . 2 1 4 . 
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If 1.re l o ok uore clos�ly into Ri ch,�:rds 1 work on lant,ru.c.ge in 

Prac ti cal Cri ticism "lm can s e e  Hhy i t  Hns diffi cult f or hiw to arrive 

at the idoo of nul t iplicity of int cr comK c ti on . The s e c ti on I 

shall l o ok a t  �1is dis cussion of tho rel;, ti ons bc ti-rocn sense nnd 

f ooling )is also of in trins i c  int ·: re s t . 

I t  i s  inportnnt to n ote that hi s intenti on hero , as in tho 

bulk of Pra c t i co.l Cri t i c iso,  is rrin��rily pedagogic : 

the nos t  curi ous and puzzl ine; c.::ses of LJ.utual 

dependonco be bvcon different kinds of noaning o c cur 

wi th sense (lnd f ee lint; .  They o.re , t:.s a rule , int er­

l inked c..nd conbinocl very cl o s ely, ;md the exac t 

diss e c ti on of the one fron the o the r is souetine s  

ru1 inpossible and nlways an ex trcuely delicote and 
p eri l ous oporG ti on. But the effo r t  t o  sepnrnto these 

f orns of nenning is instruc tive , and cc..n help u s  b o th 

t o  s eo why ni sunders tnndings o f  all kinds arc so 

frequ en t ,  ond to devise educnti onC'.l ne thods that wi l l  
60 

nake then les s  coonon . 

As will appear in the c ours e of tho analysi s , Ri chards s eens , in 

fac t ,  to be pursuing l i torn.ry cri t i cal rather thnn podagogi c ains , 

and thi s division of i n tenti on nay partly explain the confus ion that 

hc:ngs over s oue parts of hi s d i s cus s i on of tho problec.. 

Richc..rds sc..ys there �To thre._ bro�.·.d types o f  re la. ti on be two on 

s ense and feeling in p o e tic language� ( 1 ) "where the f o o linc; i s  

generated b y  and gove rned b y  the s Gnse" : ( 2 ) Hhore " th e  word firs t 

60 . Practical Cri t i ci sB,  p . 20 9 . 
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express es a fe eling , and such s ens e a s  i t  co nveys i s  d erived fron 

tho foe li ngn i ( 3 )  lvhere 11 sense .:end f e el ing nrc less cl o s ely kni t ;  

their all ianc e cone s about tllrough the c ontext" . The third type i s  

said t o  b e  " the usunl c ond i t i on i n  poe try11 , and Ri chc.rds c�ovo tes ;:_:o s t  

o f  hi s a t tenti on to i t . 6 1  

il. s ource o f  diff i culty throughout tho di scuss i on i s  the •·my in 

whi ch Ri ch<' rds uses the worcl " fe e ling11 • Ho conf e ss es tho.t he us es 

t1w wo rd vc..gue ly : " Under ' F ooling 1 I {;roup for convenience tlle 1rhole 

c onn tive-effectivo aspe c t  of life-enoti ons , eno ti onal ntti tudes , the 

wi l l ,  desire,  pleasure- unpleasuro , 2.nd the re s t . " 62 Thi s produces 

no re inconveni ence than convenience , because Richards ronlly needed 

to di s tinguish b o hmen " f oe ling 11 .'J.s in, s ny ,  " Thi s f oo l s  snoo th" , :::md 

1 1 f ce l ing" .:cs in,  s r-.y ,  " I  f oo l  pi ty for hin" . Tho s i  tu .'ition is sinil2r 

to tho.t produced by the r:nbiguous us e of the nicrosoopio and nacro s co pi c 

us es of " inpuls o" , and i t  hr,s o. sini lnr conso C}uonce ; Ri chccrds 

c �:rcloc;sly bundle�> together the iden o f  a heightened mmreno ss 

through re ceptivi ty to a nul tiplici ty of s tinuli and the idea of an 

e qui l ibriuc of oppo s ed f ool ings . 63 

In o rder to see hov1 thi s i s  done , and t o  bring out i t s  inplic o. ti ons , 

I shal l  l ook at Ri chards 1 d i s cus sion o f  tho thi rd type of relo. ti on 

b e hreen sense o..nd feeling w·i th reference t o  the fino.l s tan za of 

Po on X ,  a ple nsan t ly whins i c o.l account , by G . H .  Luc e ,  o f  the triunph , 

de cl ine and fr�ll of a cl oud o n  a sunne r ' s  day : 

6 1 . Practical Criticism, pp. 2 1 0-2 1 2 .  

62 . ibid. , p. 1 81 , foo tno t e .  

6 3 .  S e c  n.bov0 , p� 3 3 .  



0 sprmdinc dome s ,  0 to t tering tm.;ers , 

0 frail s te e l  tis sues of the sun--

vlhat !  Have ye numbered all your hours 
And is your empiro all fordone? 

70 

Ri chards 1 ano.lys i s  concentra t e s on tho s e c ond line , and I wi l l  

repr·odu.ce i t  i n  ful l n o t  only for the purp o s e  o f  pursuinG ny urgUBen t ,  

but al s o  t o  recall the n2 ture of Ri chards 1 c ontri but i o n  t o  modern 

cri t i cism; his ins i s tence on the close s crutiny of 1vha t the uord s  

in a poen a r e  do ing a11d hi s s houing horr such a s crutiny might 

pro c e ed. His analys i s  here is exce llent , and runs us foll mvs : 

' 'ri s sue 1 ,  to b egin 1vi th the noun , has a double s ens e ;  

fi:;_ns tly , I C l o th O f  S te e l 1 i n  ex tens i on frorJ I ClO th Of [SOld I 
or ' cl o th of s i lver ' ,  the c o l d ,  me tal li c ,  inorcnnic quali ty 

of the fabri c being p erhaps impo r tant ; s econdly, ' thin , 

s o f t ,  s emi- trans parent ' as vri th t i s sue-pc. per . ' S t eel ' i s  

also pres ent a s  a s ens e-ue taphor o f  Ari s t o tl e ' s  s e c ond 

kind , 1-rhen the transferl'm c e  is from spe c i e s  t o  genus , 

s teel a parti culc.r kind of s trong r:1a terial being usecl t o  

s tnnd f o r  any nat e rial s trong enoueh to hold toge ther , a s  

i t  appears , the imoensi ty o f  the c l oud-s truc ture . The 

colour sugge s ti on o f  ' s teel ' is als o r e l evant , ' Frai l ' 

e choes the s el!li-transparency of 1 t i s sue 1 ,  the diaph·nnous­

ne s s ,  and the impending di s s o lu t i on t o o . ' Of the sun ' i t  may 
be added runs parnl lel to 1 of the s :i.lk-vrorm 1 ,  i ,  e , , produced 

64 
by the sun. 

6 4 .  Practical Criticism, p . 2 1 5 .  
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This is .211 anc::.l ys is o f  the ::: ens es o f  the �rord s-the " fi brillar 

arti culations and corresponde::nces of the s en:-J e " ,  as RichL�rds co..lls  

therJ . He re stri cts hi s o..tt ention to the sens e b ecc:u�.:: e ,  vrhen we 

a t t enpt to ano..l yse Hords in poetry , <re " can t racl: dmm. their 

e quivoc ations of sense to sone extent ,  but we nre c omparatively 

6 5  
helples3 1vi th the i r  .::mbigui tiu of f e cline . " The an£:.lysi[3 , thc�t 

is , is so!ilething of c-. s e cond-b est ; He cmmot analyse f e e l ings in 

conplex l[lllguage , th erefore 11e mus t  b e  c ontent ui th 2.n analyr; i s  of 

the �J ense.  The r e  la ti v e  importo.nc e  o f  s ense o.nd feeling :1ppee.rs i n  

the fol loNinc; comment o n  " frai l  s t eel t i �wue of the sun" : 1 1  the 

s ens e here i s  intri cate , and • • •  ;rh en it is Lll.1alys e d  out it shm.rs o. 

r:1tion:1l correspondence wi th "the fe el ing -vrhi ch tho s e  resclors Hho 

o..c c ep t  the line as one of the feliciti e s  of the poem may b e  suppos e d 

to have e��:x;ri enc c d . n 66 " Feelings" cro still of the first importance . 

Al thoueh complexity of s ens e io re c eiving nuch more nttention , 

Ri cho..rcls ms still far fron the pos iti on indicat e o  by the quobtion n: 

have already ci tE:d fron Colori dge on Iuagina tion : 1 1  The pn tter:os o f  

our thougl: t represent, in w.riou8 w�yo , tll.J Hvi'lcl we li vc; in. 

_Th ;::: � c. tte rns of our fee lines repre s ent only a f ew s p e c i al forns of our 
coeme rce with i t .  u 67 

6 5 .  Prac tical Cri t i c i sn ,  p . 2 1 3 . 

66 . ibid . ,  pp . 2 1 4-2 1 5 . 

6 7 .  Coleridge on Imaginnti on, p . 89 . S e e  above , p. 41 .  
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The reas on why the mc.in eophasie, in tho ane.lys i s  of Luc e ' s  

poen , reno.ins on feelings , i s  thctt Tii chc.rds ' l o o s e empl oynent of 

the 1wrd per: li t G  a l i nc;oring tr �, c o  o f  the do c trine of e crD.i l ibriun. 

'l'hi s  i s  ind.ic.--:.t e d  by his c oD.:.:20nt on 1 ' spr:::n:li ng; r  in the s t&nza 

quo t e d  above; vihi ch he ·i:;<..ke c: as his ini tial ex<mple '·rhon {;i ving his 

general a c c ount of th e third type of reL_, ti on b e hrucn s ens e ::•.r.d 

feeling :  

I ts �:; ens e ( in Po Gu X) nay be indi cc. t e cl  as an abs ence 
of synne try , regu l ari ty, poi s e , nnd c ohorenc e ,  and c. 
s tre tched and l o o s e  di sp9s i tion of parts • • • •  The f e e l ing 
of 1 s praFl ing ' here i s r::. r.1ix ture of cood-hunoured nock ery 

and nff o c te d  c o�Ji s oration. 68 

" Feeling" here neans 11 c, t ti tude tu sub j ec t11 , o.nd rd c{i.arcls c c �;n:: to be 

rcf<:rrinr:; to the idea of c.: r c c onciliC', t i on of opposed ir.rpul o es ; 

in this cas e nockery and pi ty. Thi s  sugge s ti on that th e d o c tr ine of 

equi libriur:; is s ti l l  at the back of his si:1d may b e  su�)p orted by 

l ooking a t  his corrr.1ent ,  els ouhe re ,  on the l in8 of Luco 1 s po eu. in 

vrhi ch the shadm·r of the cloud , . oving in th e Hind , is s o.i cJ. to " s i d l e  

up the gc.rden s tc.ir" . Richc.rcls rono.rlcs : 

" s i dl e "  gives tho a c c i dental , ob l i que qunl i ty of the 
noverwnt of the shadov1 ,  <md give::; i t  in a s inr;l e vTOrd 
by means of a singl e particu lari sinc s c on e .  Co ndensa t i on 
and e c onony are s o  of ten ne cess2ry in po e try--in order thc. t 

eoo t i onal inpuls e s  sha l l  no t di s sipat e  thens elves-thc. t 
all neans to i t  are wo r th s tudy . 6 9  

6 8. Prac t i cal Criti cisn, p. 2 1 1 .  
6 9 .  ibi d . , pp. 200-201 . 
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I t  hc.s alre .cdy be en rEmarked th.:-. t the tone of Luc e  1 s poen i s  lic;h tly 

whinsi cnl or i roni cal , and thi s reinf orces Ri cho.rds ' appeal to the 

d o c trine of eg uilib:riun. The qunl i ty col-:cduci VG t o  oqui libriun i s  

c :-:.l l e d ,  i t  uil l  be reuo;::1b erecl1  " i r ony" , and i ts technic.:�l s ense 

eo. cily ove rlaps ui t h  the o rdina ry s enc e ,  o.s • I n o t e d  during r:y 

oxaciw1 ti on of Ho.rvell 1  s 'rhe Defi ni t i on of Love . 70 

Hovrevn r ,  in the anc::.lys i s  of " frc..,i l s teel ti ssue of the sun;: , 

" f eeling" d o e s  not mec.n " 2. tti tude to subj e ct" . Ri chc.rds 1 analysi s 

of the c onplexi ty of the s enses of the \'l"Or(ls does nothing t o  explain 

their f e e l i:qe, if we to.ke " f eel ing" t o  noan � : a t ti tude; t o  sub j e ct 11 • 

I t  i s  only in the vrord " frai l" th.:ct the f eeling of " good-hunoured 

oo cke cy and affe c t e d  c olucJ.i so rc.tion" appe:lrs-the c loud is s ooethinc 

of a back- s l i d er, fai linz to l i ve up t o  i ts proni s es---nncl Ri chc,rds 

d o e s  no t even nonti on this fun c t i on of the uord . � .The. t his analys i s  

brings out s o  l·rell i s  the 1my i:-1 ivhich the nul tiplici ty o f  rae aning 

" reali s e s "  the o bj G c t by c c.ll ing Uj_) a vivid ih<l)ro s s i on of the cl oud . 

" Feeline" , in this cas e ,  Beans no no re thc.n i t  does in phr;::�ses like 

11 I 1 vo recclly g o t  the feel of i t  DOl-la , implyiilg ::1. grcsp Nhi ch is 

surer than any given by a nerGlJT nbs trc..ct andc rs tnnding . Tllis i s  

.;.n the gcner.:llis�'.tion tht:t Riclwrds drmrs 

fron his analysi n : "no s t  readers vri ll ndni t that , as a rul e ,  the 

full s ens e ,  ann.lys e d  nnd c learly arti culated,  neve r  c ones t o  the 

c ons ciousne s s ; ye t they ge t the fe-:;l ing perf e c tlyn . 
7 1  Thc..t nay 

si tuation i s  al s o  des cribe d in the renark that Hhen o. " phrase s tr ikes 

70 . Sec ab ov e ,  p. 45 . 

7 1 . Prc..c ti c nl Cri t ic isn , p . 2 1 4  
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us a s  par t i culrrrly hc.lJPY , or pz.:.rti cularly unfo rtunn t e ,  vre can usu.J. l ly 

c o n trive ,  by e}�aninin;;· thu fnbri c of the s ens e into uhi ch i t  fi t s , 

to fi nd rnti onc:l grounds f o r  our approval or dislike11 • 72 l iJi'r'l.il 

s t e e l  tissue of the sun11 , ns o..nalys ed by P.i chards , is sinply a 

11 h.:1ppy phrase" , n.nd i t  contnins no 1 1 f e e ling s "  of the kind 1r1·' i ch 

could cone under the ho et d  of " c.t t i tud8 to sub j e c t "  nnd so find et 

p l e c e  in the d o c trine of e qui libriun . 

The lino do e s  contain opiJosi t i ons , or con tras t-effe c t s ,  1·rhi ch 

shc.rpen the iLlpac t , ns Ri chards brines out vlhen he n o t e s  the inorganic ,  

ue t al lic nature m f 11 s te el 1 1  .:u1.d the o rgani c qual i ty of i l  tis sue of the 

r:mn" ; this i s  of s o2e inporto.nc e ,  nnd the point even tunlly finds n 

place in Ri ch:..1.rds ' n c c ount of the func t i o n  of dispD.ri ty b e twe en 

tenor cmd vehi c l e , in The Phi los ophy o f  Rhe to ri c .  7 3  Bu t such 

c o n trnsts o.re not of the k in d  ne eded for the d o c trine of oqui libriun . 

RichD.rds i s  us i ng  the terc " s ense " e.s l oo s e ly J.S he is u s inc the 

tern "feeling" . That " s too l "  i s  s trone, no tnlli c ,  inoreani c , of n. 

c e r tain c o l our ; th<':. t 11 tissuc11 is thi n ,  s o f t ,  s oui- trans po.ren t ;  thn t 

" .S t e e l  tissue" ror.:inds one of cl o th-of-gol d ;  the. t 11 tissue11  r eninds 

one of tissue-pape r ,  nnd so on , may D.ll bo said to be a nn t t er of 

the " s ens e s n  o f  the uords . But 1 1foeling11 i s  also intinately involved,  

in that the words evoke 3. high de�ree of s ensory detai l ;  Ri chard s ' 

analysis s e cns t o  be .:clu.oo t c:m enunera t i on of the pro pert i e s  o f  the 

72 . Practical Cri tici sn, p. 2 1 3 . 

73 . See below ,  pp. 1 44-1 45. 
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obj e c ts . Ri chc,r(' s thinks tha t h i s  c,nalys is i s  ueroly of the 

'' s enp, o s '' of the words , be caus e he to.l::es ' ' fec; l inc;:n to two.n ' ' ::� t t i tude 

to sub j e c t" , and he s e ons t o  be unc.uare thr.t he ho.s in f: c c t  given a 

c o nvincing <:no.lys is no t ne rely of the ;; scms eG' '  ( Hhi ch o.re in s or_�e 

vague co rres pondence ui th the ovo rccl l '1 feol in;;11 ) but of the t o till 

eff e c t  of the lino . In C o l eridc:e on ID�ginc, t i on he drops the 

do c trine of e q_uilibr iun Hi th i t s  .:: ccoLj_Ymyinc s tress on " feel ing" , 

c,nd is cons equentl;>r able t o  offer s iuilo..r cmn.lys es not nerely o.s 

podo.gog i c  �Gvi ces o r  ,-:-,s sub s ti tutcs for �: Dore preferable but 

iupos s iblo rcn.'"'.lys i s  of " foelin.,?;;' , bu t .::�G 2- c on tr2l fecc ture of his 

the o ry of po e try. 74 In Pro.c ticc�l Cri tici sr::. the d o c trine of equili briUTI 

i s ,  as 1-;e hnve se2n,  i nhibi ting a fruitful cl ove l o poent of Ri clKlrcls ' 

uo r�: rlln p o e t i c  l :mgu8{;e . 

The no re isportan t  generetl point i s  that the confus i on here tends 

to conc eal the f�ct tl��t there o.re , in Ri chnr d s ' work o.s n t�1ole,  two 

di s t i n c t  versi ons of c ocploxi ty. The f i rs t version, 1-rhi ch takes 

" f eeling" to ne c.n " n t t i  tude to sub j e c t' t , involves the no t i on of 

" i rony" , or conplexi ty o f  c.tti tu2. e . The s e c ond versi on , 

Ri churds d e s c ribos in the phro.se " fi bril l2.r arti cula ti onG �cl 

c o rres poncenc es of the sense" , 7 5 do e s  not n e c e s s o.rily involve 

uhi ch 

c o0ploxi ty of atti tude . In this s e cond vers i on the 1vords b r ing 

h e ight ened mmrene ss o f ,  or real is e ,  their ob j e c t s  through 

nul t i pli city of m2nning . 

74 . See belo1-r, pp . 91 -94 .  

75 .  See above , p. 71 . 
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Thc t thi :; t\.;o-fold divi o i on i s  inport!:lnt nay be i l lus t rat ed by 

referring to Enp o on ' s S even 'l'ypos of 1-ircbir-;ui ty. fups on 1 s  firs t two 

types corres poml to the s e cond vers i on o.bovo , ;vhile his r enaining 

five types o.ll involv� in vccrying l eve l s  of c ons ci ousnG s s ,  

. . " 76 " conpl o:�i ty of o.ttl tude • Further ,  E:o.po:wn no tes tha t his f i rs t  

type (.:mcl hi s s econ,� type i s  neroly Gn extensi on o f  thi s ) " c overs 

Glno s t  everythinG of li tora.ry in:;;ort ,'J.nc e 11 • 77 Enps o;1 hins elf . in  o. 

discussi o:·: 1vi tll r . �!. Bo.teSOi.1 in the ' Cri ti co. l  Foru::l ' in Essays in 

Cri ti cisn, no.kos this s ane broctd dis tinc t i on of tuo versions o f  

11 o.nbigui ty11 • 78 Ho>vever, tl1e types >vhi ch involve coo1)lexi ty of 

atti tuclo o ccupy the bulk of t :t1e book, and thi s is re fo.ir refl e c t i on 

of tho pro-occupc,ti ons of ;::codern c ri ti c i m:: of the .::cn::tlyti c<:tl s c ho o l ,  

1·:ri t h  i ts heo.vy enpho.;�is on " c onplcxi ty of r.tti tude" <:md i ts rel:::. t i  vc 

neglect of the o ther anci , res E:1ps on c onfess es, oore iuportCLn t ,  type 

of conpl oxi ty. Thi s pro-oc cup:: tion e,r.d necle ct corres pond 11i th the 

increns Gcl il1te r u �; t  in the po e try of 11 Hi t" TJhi ch has Dt'.rkocl no rlern 

cri ticisn, since it is in the �oetry of Dom1e o.�1l1 his fol lowers 

th<:tt 11 conplexi ty of atti turle" is Dost rco.c�ily found . I t  hc�s been 

e asy to fall into the c.s su.nption thG t c oDplexi ty of lnngu:2ge whi eh 

" realises" obj e c ts and experience nuc t b e  nc conpo.niecl by " conplexi ty -

o f  c�tti tudc" , anc� , conversely, that po e try of s inplc ettti tudes c tcn 

76 . See below, p. 422. 

77 . F. Enps o n ,  Seven Types of Anbigui ty, third ec:i tion ( revi seC. ) , 
London , 1 953 ,  p. 3 .  Fo r Emps on ' s  defini t i on of the s econd type 
of anbigui ty , s e e  p . 48 . 

78. Essays i n  Criti cisn, ii i  ( 1 953) , 362 . 
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only at tain Cl l ow d ezree of ro �lis2 ti on. This has been espe c ial ly 

s o  where the s L1.pl c:  e. t ti tuJ.e 1wppens to b e  one vrhi ch tho clonin.:mt 

r.:oclc:rn tc.s tc: fin<ls u..nc onc,J:.1i �::l , 2s in the cCJ.so o f  the c. t ti tude 1>rhich 

used to go tnder the nr'.nc of ; ;  t;lc sub l i:10" . Thi s cr.�se po.rt i culnrly 

inv o lves I'H l ton o.nd his oi[;'hteenth c en tl�ry f o l l ovrers . 79 

I t  s o  ens unlikely the>. t b ooks 0:1 cri t i cal theory h<".ve cuch 

eff o c t  on t2s te--they foll ovr i t  rc:.ther thc:.n cli c tc.t e i t--but Pre. c t i cc.l 

Cri t i c i sn hc.s b e en .:.n influential vrork c.11c� i t  uc.y be tho.t tho fai lure 

to d i s t in£,Uish there b e tween tho tvTO d i s tinct vers i ons of couplexi ty 

the.. t hnve jus t b een dc s crib o c: ,  helped to reinf o r c e  ets sunp tions the. t ,,rere 

o..lready congenic.l . As He shall s e c ,  the s tres s on the iupo rtance o f  

" conpl oxi ty of c.t t i tucl e" di sapp eo.rs froD Ri chrcrcls 1 thin1£inr': in 

C o l cpi d,q:o on Inr,ginc.ti on, bu t t ha t  book novor n o ens to hc..ve hc.d the 

currency of Ri chc,rcls '  earli er uork. 

As c: final point L: �y Ct ccount of Ri ch:cr�ls ' thinking about 

the fhnc� , �orhi ch ;:: ctkes clear vrhy he th ought tho. t lltf e elint;'' in the 

s ens e o f  1 1 atti tud o to zub j o c t" , no.y ronc.in re l a tively un touched by 2.11 

analys i s of the 1t s0ns o" . Dis c uss ing the rel.:1 tions boh;eon s ens e cmd 

feclinc; in 1vo rds , Ri chards s o.y s : 

79. S ee belov1 , pp . 304-307 . 



\1/hen a word hets b e en ouch used vJi th n sense that i s  

nnturally c.s s o c iD. tcd wi th a s trong e.nd. rich euo tive 

reverberation, it frequently cnrri es this ges ture over 

78 

to senses thG. t give no nr. turc:.l support f or any such 

s ti rrings • • • •  The chief danger • • •  is that IJG nay ins i s t  upon 

giving a 1vorcl n fc.r uore e lab orate s ense than it really has , 

in o rder to jus tify i ts ges ture ,  bcct:.uso He have not no ti c ed 

v1ha t o ther s ens es i t  eay h:.:.ve on o ther o c casi ons fron vfhich 
. . . 80 

i ts s tirrir� quel�tl�S derlve. 

l!hntevor olse nay be s nid about tlu s ,  i t  clearly inpli es n 

rela tively lo�r level of language-us e--a l evel inv olving li t tl 8  

" vigi lance " . I t  � s  b ocnuso of hi f.l interes t in l inguis ti c dupl i c i ty 

that Enps on .in The S truc ture of Conpl ex l:Torcls , r..;j uctts Richc..rJ.s ' point , 

ins is t ing that tho fo oling snuggled in by a cliffe:cent sens e nus t  also 

bring tha t sense al ong Hith it ancl tha t , c onsequently , such us es do 

. l l 
. 

t f 
81 

lnvo ve c oop exl y o sens e . ETipson 1 s arguncnt is persuasive , but 

that does no t , of cours e ,  rai s e  the level of this use o f  lGngu.nge . 

Ri chc.rds i s ,  i t  no.y be no ted,  s t i ll giving high praise to Swinburne 

0 "  
in thi s  part of :ioncius on the Mind oc. nnd one re collects his po s tula-

tion of two kinds of po etry in Principles of Literary Cri t�. In 

Sl·linburne ' s  poe try " li ttle beyond vague thoughts of the things the 

vTords s tand for i s  • • •  required . They clo no t have to be brought into 

intelligible c onne ction v<i th one another" , wh8reas in Hardy ' s poe try, 

80 . I .  A .  Ri chc.rds , f.1:enc i�s on the Mind, London, 1 932 , p . 1 05 .  

81 . The S truc ture of Cooplex vlo rds ,  PP • 
56-57 . 

82 . I .A .  Ric hnrds , f.1encius on the Mind ,  London, 1 932 , p. 99. 
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11nore ir:.portan t  are the further thoughts caused by the sens e ,  the 

nohwrk of interpreto.tion and conj e cture Nhich ari ses thcrefron. 11
83 

Clce .. rly, i t  i s  in Svrinburnicm poetry that the process des cribed in 

IF�nciU:s on the Nind 1:1<-"l.Y nos t  readily o ccur. \'Jhen , as in reading 

Hardy, the nind is actively engaged in interpre tation of interconne c tions 

of the sens e ,  there is D.uch loss chnnce of f eelings being illicitly 

brought in. Ri ch�rds 9 in short , in �us on the Mind, is s till 

able to base his dis cussions of poe ti c le.ngunge on Sw-inburnian poe try. 

I I I .  

I vr;_;uld like , finally, t o  note tuo coneral fe::ctures of 

Prac tical Cri ticisn : Richard3 1 intention in vlri ting the book, and 

his continued us e in i t  of the language of s tinulus and res ponse . 

His continued use o f  the language of s tinulus and response 

can be illus trated fro:J his discuss i on of s to ck-responses . He 

co:c.tinually ir:rplios n situation in whi ch there is � hard-fact vrorld, 

given, out there , to vThich ue respond wi th varying degrees of 

appropriateness . This is v.pparent for instance in hi s renark that 

a s tock-res ponse 11 hides the renl v10rld fron us11 , or in hi s connents 

on tho · 1vo.y . in �rhich subj e ctive neods dis tort reali ty. 84 Hi s c le.in 

83 . PrinciEles of Literary Criticisn, p. 1 29. See above, p.37. 

84 . Practi cal Cri ti cisn, pp. 246-247. 
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i s  thr.. t go o d  po e try breaks cl m.-m s tock-r es pons es cmd thereby :ct tm1os 

us to rea l i ty . :lis evi dent c1 ifficul ty i s  tll[�t Hhr..t i s  :prcs entoc1 in,  

" real11 • Tllero iE> no thing unusuc�l �l bou t the ��iffi cul ty , cmd Ri eh '"'.rds 

giveo the usuc..l ansvrc r ;  t;oocl po o try hei:;htons our cnpc. c i  ty f o r  

a pproprin te res pons e .  Thi s o.nsuer nssWJes m1 i doc.l si tu2.. tion; a 

no.n co.y , c l .; r..rly, ree.d po e trJ f o r  n l i f e- tine Hi thout c.ny dis c ernib l e  

inprover_1.ent in his re s pons e to " ro al i  ty" y r.;:-1\1 n o b o dy i�1prove s ::.s 

nuch as they nigh t ,  but the i ·ie.?.l i s  a v.'"'.l.id one . vlhc. t is lli1Sa tis-

f0ctory is tha t Ri chc.rds 1 l anguc.ge of s tiuulus ::end ros1Jons e loo.ds 

hL1 to nnke hi:J ansHer in tr:or:·1c o f  the doe trine o f  equi l i  briuu, uhi cl: 

i!:lpor tant o l onont;:: in his thinl�ing . 

His c. c c ount of a:;;propricc. tG res ponsi vene ::;G i s  c oncluc te� 1·ri th 

reference to Confucius 1 c onc e pt of ' '  sincori ty1: . 85 For Confucius , 

t rc..ns l o. t e d  by Logge , s incori ty ; 1 i s  thc:.-t lvho roby :3 elf-c oiJ�) l CJ t i oJ.1 i s  

e ff e c t e d ,  and i ts way i s  tho.t b y  vrhich ncm nus t dire c t  hirlS e lf' 1 , �nd 

i l1 l i s olf- conpl o ti on th.e S'J.peri or IJr,n c oiJpl e t e f3 o ther uon cmcl things 

als o • • •  r:.n:l thL> i s  the u;:-,y by Nhi ch <:;. LLl'li on i s  eff e c te d  of the 

86 
ex t G rne.l :md the intern.:lln . Richr:.rcls glo sses t }-Ji s with : ii Being 

nor;:; c. t  one ui thin i ts e l f  the mind thorGby b e c omes moro c. pproprio.tely 

85 . Pr� c ti co.l Cri ticise, pp . 283-29 1 . 

86 . ibid. , p . 284 . 
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responsive t o  tllG outer world" . 
87 'l'his i s  in direct des c ent fron 

The Foundations of Aesthe ti c s ,  1·1hcre i t  i s  said o f  syne.e � tho tic 

experienceo ( i . e. experienc es charac teri zed by equilibriun of inpulses ) : 

our individual i ty be cones diff erentiD.ted or i solo.ted fron 
the indi vicluali tie:::; of things around us . i .ro becone loss 
1 nixecl into ' o ther thing ::.; . As wa becone nore ours elves 
they becone uore thenselve s ,  because \W c.re less depend2.nt 
upon the parti oulo.r inpu�s e s  \'l'hich they each urouse in us . 88 

The d. is cuss ion o f  Confucius rcvol ves 2.round the so..Be id ens : 11 Tl:e 

compl e te d  uind >vould be thnt perfect uind • • •  in whi ch no disorcler ,  no 

nutual frus t ro..tion of inpuls es renained" , �d , ths.t being the i deal , 

the hunan organisn ous t eff e c t  a " re-ordering of i t s  inpuls e s  s o  as 

to rocluce thei r  interferenc e s  with ono e.nother to a Dininun11 • 89 As 

noral exhorto..tion thi s IWUld e lici t general [',gre enen·(; , though, no 

c�oub t ,  di saereoncnt \Wuld quickly aris e  e.s to the order of priority 

of " inpulsos " , in cases of " interference11 ;  but in i ts application to 

poetry it is o pen to tho objections rai s e d  agains t the doc trine of 

' l ' b ' . d ' . f Pr ' ' 1  f L ' t c · t · ·  90 eqtu J. r1m1 111 ny J. S cuss J. on o .  1n c1p es o 1 erary rJ. J. CJ. sn, 

nnd. , as v<e have seen , vnri ous ele::.wnto in the doc trine are , in any cas e ,  

being undernined by the develcpnent of Richards 1 mm thiPl>:ing. 

One of the striking thing s ,  i t  nay inc identally b e  s D.id , D.bout 

Ri chards 1 quot�tions fron Confucius i s  thnt they night sugges t  an 

account of the nincl in c reative terns , rather than in ter11s of 

87. Practi cal Cri ticisn, p. 287 . 

88. p. 79. 

89. Prac ti cal Cri ticisn, p. 285 dnd p. 286 . 

90 . Seo above , Chapter III , Section II.  
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approprintc res ponse to s tinul i : " In s elf-conpl etion the superi o r  

nan CODlJle te s  o ther non r>.nd things als o 11 • 9 1 In Coleridge on 

Juag:innti on Ri chards onploys a "creative1 o.c c oun t 1  •·rhich ena.blos hin 

to �bandon the doc trine of e quil ibritu1 , end offers nn 0pportuni ty 

for bringing neatly toge ther his work on l o.ngua.go .::md his vi e1·r of 

t 1 . ht f 92 poo ry as 101g. enor o m-mreness . In Prccti ca.l Critic isn this 

aspe c t  of Legge ' s  vers i on of Confucius s inply fails to intere s t  hin. 

l1y final point ab out Prncti ca.l Cri t i cisn i s  tha t i t3 over-all 

inten t i on engenders sane c onfusion ns to the vr:::,y in whi ch poe try 

heightens mvo.rene s s  •. 

I t  has already been ron.::.rked tha t Ri chr,rds ' c�vm·recl: i nten tion, 

in analys ing the rel.::�ti ons be tviGon sens e and fee ling i n  1vo rd s ,  is 

pedagogi c . He thinks thnt training in such o.n0.lys is nieh t ,  if 

cautiously unde rtaken, lead t o  inproved reading , and thi s i s  a. 

ref l e c tion o f  ono of the chi ef ains of the v<hol e  book . In the 

introduc tion R i chards s ays : " I t  is as n s tep to't'rarcls . • •  training end. 

te chnique in discus sion that I Nould b:;s t like thi s b ook t o  be 

regnrded.11 • 93 mw.t he hns in nind nay be sum,nri zed ns f o llows . 

The various opini ons of the s tudents who expressed vi mvs on the poens 

9 1 . Seo above , p . SO .  

92 . S e e  bel ou ,  pp. 93-94. 

93.  Practi cal Cri ticisn ,  p . 9 . 
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in Pro..c ti c2.l C ri t i c i sn i l lus trctt c a vcri o ty of pos s i� ; l e  npproacho s  to 

th<:: po0: :;J , ;::nd , als o ,  shou thG s c: 2 ppro.':'_cho�: ['.t v;cryir.l£ leve l s  of 

c.,' •O l)hl' q tl' c :-. +l' o·J.1 . 94 Cll . f' . + ' .!.  t t . l f th 
� •• V l lilS o..::..�r�:y o_ Vl 8vlS con;:; v l.  uU CS D.:'. Grl::-, or 8 

�; tully of tlh.l e;ene s i s  .:cnll dc�ve l o p�·:e:n t cf (' pinions ill. unet Ri ch.�orr�s cGllc:.; 

m] -. " 0 8  r· rr, t�� - ,  su ' · J· � ct s  ( � ' lC]' " '' o thl· C ."' ,  .L-.. \V t . .> · - �  v _ ... t_: � •� t:,.; , ._. L.  _ t - .::.> ._, 

nctal;hysi cs c.nd r ol icion ) uhi ell rc;s oEL'J.o li -Lerr�ry cri t i c i c:F 1  i n  the:. t 

tl:.ey ��re; ne i th e r ,  on the one hc:nd, like �1n the�.c. t i c s ,  n o r ,  on the o tlHn' 

0 5  
hand , like conncr c o  c.ncl v-_,. . :; O f  tl:c ba:oefi t t o  : e  cl ..;ri vu .� fron such 

an r>..rray of vi mis , Richards sc..ys : 

Hhor: the firc t di z zy bev; i l J o r�wnt les �·lorn off, cs i t  very 

s o on doc�s , i t  is .�s thoUc<J;h uo 1;cre s tr o lling through c.nd 

nbout r:. 1 •ui ldine; thc' t hi tho rto uo 1iOre only c_�; l e  to s e e  fron 

ono or two d i s tr�nt s t <> .. nllpoi E-Gs . ; k, ::;rein '" ::2uch �.1o ro intin.:!. t e  

un.dors tnncling !Jo tll o f  tll2 poec <1.ncl o f  t h e  o pi ni ons i t  :provokes . 

So ne thing lil::G [l r)lnn of the r w s  t U3U!'.l O,):prO�'- Chos C /.:.!1 be 

c;h ; tcheC. .::.m1 vre- loorn '\"!h�l t to ex}Jc c t  Fhcm n mm o!: j e c t ,  n 
nm,r poeu ,  

. . ')6 
c o�os up for dls cus s l on . 

The int ent i o n ,  c.s 1·ri th tLe: c,nc. lys i s  of  the.: rclo. ti ons b c hr c en sense mL1 

fe e l i ng in l•ro rds , is to incroas r) uncL: ro h:.nd.inc:: of the v;�7s in >rhi ch 

lnnguc.ge wo rks . Hi chr�rds ' ·"-rcur.1ont by 2.nnl o::;y Hi l l  no t b ear c l o s e  

s crut iny. !lis pro cec�uro n.�,y Hc.:ll incroc.oc unc�ors tc.nd i nc of oo.ch � 

of th e poo;_ t ,  1)ut is res like ly t o  :l.:-�nago our ovm unC.ors tc:.nding of the 

p o eu as to iuprovo i t .  'l'o re;.::.d <":. poen 'Jhi l c  holdin::; i n  uinc� the 

various o ther ro<c c t i ons the. t i t  night �)rovoke soc::..;s Cl cer tain uay of 

94 . Practi cal Cri ti cise, p . 9 . 

95 . ibid. , pp. 5-6 . 

96 . ibid . , p . 9. 
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lLe s  troyi ng the fullne s s and genuinene s s  of one ' s  own rc �3 pons e .  The 

pro c e s s  in the recdinc; cf po e try •·rhich pr ovid es <:.: IJore nc curo.te 

nnnl ogy vri th vi m·ring c, l)Ui lclinc fron z:, nu:Jb cr o f  pointG , is  the pro c e s s  

c f  unders tc.nding the rolc: t i on t e tuc en the part s  of the po o:-r-of 

undcrs t:':ncling i t s c o herenc e .  

The kincl o f  m'lc:.reness invo l vod in o.n n ttoDpt to unders tmvl hoF ;:� 

poen provokes a vc.r i e ty o f  o pinions le; dif ferent f!'ou the kinG. of 

mmrene s s  invo lved in the reac'!.ing of poe try c•B poe try, "'ncl Ri chnrds 

i s  in danger of confus j_ne the t-Yro .  A t  s ooe points in his lcter work 

Ri chards does fall into the confus i on ,  becc:.use of his tend ency to 

07 
tren t  po e t ry priuarily <:s c:J.se-m:.terinl for the s tudy of l 0.ngun ge . -' 

C oloridgo on Iuaginc. tion, though it is , i n  my vi evr, rti chnrds ' mo st 

inte res ting contributi on to li t or:;ry cri ticism, i s  not en tire ly free 

from thi s confusion. I uoulcl like nex t to exnr.:.L1e this b ook. in do tc.i l .  

97 . See b elow, pp. 1 1 3-1 1 5 . 



CHAPI'ER 4 

COLERIDGE ON n,�GI�AT ION 

I .  

We now t urn t o  po leridge on Imaginat ion and wi ll l o ok first at 

Ri chard s ' account of t he mind in t e rms of creat ivity, or activit y .  

Thi s o c cupi e s  Chapt er 3 ,  whi ch i s 7 in effect , the first chapt er , the 

p revious two consist ing mo st ly o f  cast igations o f  tho se who have 

fai l ed t o  perceive how penetrating a psychologi s t  Coleridge was . 

Coleridge was ahead o f  hi s t ime , Ri chards says , but the key psycho logical 

ideas in hi s account of the mind c ont ain " l it t l e  • • •  which a modern 
. . 1 

p sycho logi st • • .  wi l l  t reat now as o ther than a' commonplace 11 • The se 

ideas are familiar and may bo s t at ed briefly . There are no sense 

dat a ,  only fact a ;  our percep t i on s  are creat i ons . In these act s o f  

creat i on we are a l s o  creat ing ourselve s ,  because the 1 1 sub j e ct ( the s e l f) 

has gone in t o  what it perceive s , and what it perceive s i s ,  in this 

s ense , it sel f " ; hen ce "the subj e ct i s  what it is through the obj e ct s  

2 
it has b e en " . Thi s equat es with the a s sumpt ion of the "modern 

p sycho l o gi s t " ,  whi ch i s  " the gove rning condit ion of hi s science 1 1 , t hat 

' 'the act ivit ies of the self • • •  are result s o f  past act ivi tie s " .  
3 

1 .  I . A .  Richards , C o l eridge on Imagination , Second Edit ion , London, 
1950, p . 6o .  

2 .  ibid . ,  p . 57 .  

3 .  ibid . ' p .  6 1 . 
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Col eridge further proposed that we must be come auare of this 

creative proce s s ,  by an act of "realizing intuit ion" , and that , even 

further,  one should become aware , by means of t he "inner sense " 9 o f  

one ' s  awarene s s . Thi s is an act o f  self-knowledge , and is  the first 

po stulate of philosophy . 4 The probl ems rai sed in philosophy and 

p sychology by Coleridge 1 s ideas are :Jeyond the scope and compet enc e  

o f  thi s e s say . T o  the que st ion of different l evels of awarene s s , 

in sofar as it affect s Hi chards ' ideas about poetic  language , we shall 

return in due course . 5 

The creat ive pro c e s s  itself i s  the "primary imaginati on" , whi ch 

cre at e s  the everyday world with whi ch we are all fa1:1iliar . 6 The 

relation of the " s e condary imagination"  and the 1 1fancy" to t he foregoing 

id.e':ls is dealt •ni th in Chapter 4 .  The " se condary imaginat ion" i s  

al so creat i ve ,  since it  breaks d0\111 , reforms and unifies the product s 

o f  the "primary imagina.tion 11 • The "fancy " work s , through the g,gency 

o f  memory , with t he product s of the 1 'primary imaginat ion " ,  but merely 

set s them into new arrangement s ,  wit hout essent ially modifying them . 7 

4 .  Co lori4ge on IuQginnti on, p.45 . 

5 .  See below , p. 1 1 5 . 

6 .  Coleridge on Imagination , p . 5 8 .  

7 .  ibid . , pp . 58- 59 · 



The importance of the "secondary imaginat ion" is thio : 

i t  gi vcs us not only poetry in the linited souse in 

which literary c ritics conce rn themselves with it -

but every aspect of the rout ine world in whi ch it is 

invested with other value s t han the se neces sary for 

our bare cont inuance as living beings� all ob j e ct s  

for which v e  can feel love , awe , admiration; every 

quality beyond the account of physi c s ,  chemi stry and 

t he physiology o f  sense -percept ion , nut rit ion , 

reproduct ion and lo comotion ; every awareness for 

whi ch a civili zed life is preferred by us to an 

. .  l .  d 8 unClVl l ze • 

87 

The e s sent ial mark of a genius i s  the po s s e s sion o f  a high degree of 

" se condary imaginat ion'' , or " ' an  unusual int ensity of the modifying 

p oner '  " .  
9 Richards illustra,t e s  t h i s  poYler with a quotat ion from 

Coleridge � 

The Heaven l ift s up "'lY soul , the sight of the ocean s e ems 

to  widen it . We feel the same force at work ,  but the 

differen c e , whether in mind o r  b ody that we should feel in 

actually t ravel l ing , horizont al ly or in dire ct as cent , 

that we fee l  in Fl�TCY . 

For what are our feelings of this kind but a motion 

IMAGINED , with the feelings t hat would accompany that 

mot i on , l e s s  dist ingui shed , more blende d ,  mo re rapid ,  
1 0  more confused , and , thereby , co-adunat e d .  

In effe ct , though Ric hards doG s  n o t  point this out , the " s econdary 

8 .  Coleridge on Imagination , pp . 5 8- 59 · 

9 .  ibid . , p . 74 .  

10 . ibid . , p . 7 3 .  
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imaginat ion" reformulat es hi s earlier version of the poet ' s  memory ; 

it re -forms the product s of the "primary imaginat ion" in such a "-:ay 

t hat t hey are free ly available for transfer t o  other experience s ,  and 

consequent ly the poet is unusually al)l e  to find conne ctions beh;een 

d . t f . 1 1  
l spara e areas o experlence . Thi s i s  part icularly evident in the 

poet ' s  gift for met aphor , of whi c h ,  "The Heaven lift s  up my soul " i s  

an example . Here l i e s  the force of Coleridge ' s  remark that 

" ' associat ion depends in a much great er degree on the re currence o f  

re sembl ing stat e s  o f  feelinG than on trains of  ideas ' " · 
1 2  

Here al so lies  Col eridge ' s  insist ence on increased livel ine s s  o f  

thought , a s  well a s  of feelinc , in the imaginat ive proce s s  - the 

eo-pre s en ce of "judgement ever awake anfi st eady self-po s s e s sion with 

ent husiasm and feel ing profound or vehement " .  
1 3 

The consequenc e s  o f  

a relaxing of thought are made cle ar i n  the follo;;;ing distinct ion 

betw·e en 11fancy a e.nd " imagination" z 

You may conceive the difference in kind b etTmen the Fancy 

and the Imagination in thi s vm .. y ,  that if the check o f  the 

sense s  and t he reason were ;·ri thdrawn , the first would 

become deli rium , and the last mania . 
1 4 

In the first case , the consequenc e  would be incoherent recall of p ast 

1 1 . See above , pp. 1 8-22.  

1 2 .  Coleridge on Imaginat ion , p . 68 . 

1 3 ,  Bi ographia Lit eraria,  ii , 1 2 . 

1 4 .  Coleridge on Ima�inat ion , p . 74 . 
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experience , in the se cond , ext reme distort ion o f  realHJ by 9 . .n 

emotion t hat has :run out o f  cont rol . In one o f  Col eridge ' s  ex!J.mpl e s , 

" ' an unusual intens ity o f  the mo d i fying l) o-. ·e r ,  • . •  dc::t c�ched f rom t he 

di sc riminat ive p or;er ,  might conjure a pl!? .t t e d  s t ravr int o a royal 

diadem ' " . 1 5 

Such are the key ideas up on "'hi ch Richards 1 sub sequent account o f  

t h e  compl exity o f  poeti c lant,ruage , and an ac compan -ing method of analysint; 

i t , depend . Before we look at the account and th'-' metho d ,  one furt her 

point should be mad e . Ri chard s b e l i eves that Coleridge 1 s "vie1rs o f  

the mind a s  an act ivi ty are a new chart e r  o f  l ibertie s " .  
1 6  

Co l e ri dge does not int roduce a " split bet·.-feen t he ingredi ent s o f  t he 

mind" :  

I n  hi s b e et analys e s  he t i·an sp o s e s  feeling s ,  thought s , 

ide;:,s , desires , imag2 s and p a s sions with a freedom whi ch 

d e s c riptive p sy chol ogy has only re cently regained . He 

t reat s al l the s e  element s in t he � sycholoci cal invent ory as  

forms o f  the act ivity of mind - di ffe rent , of  cours e , and 

wit h  di fferent funct ions - but not t o  be set over against 

one anot her in tvro . :,TOU) S  e i ther as products to be op)osed 

to t he pro ce s s :e: s  whi ch b ring them into being ,  o r  as 

p re sentat i ons t o  be set against t he reverb e : ·at ions they 

arouse and whi ch shift them about . 
1 7 

Thi s " chart er of libert i e s "  i s  ve ry welcome t o  Ri chards be cause it  

1 5 .  Coleridge on Imaginat ion , p . 74 .  

1 6 .  ib id . , p . 6 6 .  

1 7 .  ibid . , p . 56 .  
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f re e s  him f rom f e e linc:; t hat he has , in orde r t o  p ro gre s s  vri t h  a theory 

o f  comp l exity in poet i c  lar.guage , t o  s et t l e  first such probl ems as 

t he relat ions b ehreen s ense and fe e l i ng in words . He can , in 

a l abo rat j ng hi s theo ry ,  simply t re at the int e r- conne ct ion b ehveen the 

various aspe ct s of me aning as part o f  the creative ac t ivity v,rhi ch a 

p o em indu c e s  in t he rea_d e r . It may bo aclde d ,  h011eve r ,  that the 

prob lem had b e en o f  s e rv i c e  t o  him , b e cau s e  the i nve st it?;at i on of i t  

had h e lp e d  h i m  t o  deve l o p  his id eas about t h e  way s in '.-rhich poet i c  
1 8  

l anguage work s .  

I I . 

In h i s  ac count o f  t he comp l exity of poet i c  l anguage Richards ' 

e s sent ial move i s  to t r2.nslat e  t he id2a o f  " c o - adun2.t i on "  int o 

mul t i ):> l i c ity of int er- connect i or: , o r ,  as he t e rms it , "int er-

inanimat i on " ,  or "int e r- action " . 1 9  With r 2 sp: , c t  t o  l anguP.ge , the 

d i s t inct i o n  b et�·1een " fancy " and " imaginat ion" is  re-phrased as 

follovrs � 

t he s t ru cture or const itut i on o f  p o e t i c  m e anings may 

vary from ext reme fe("Leral i sm to the st ricte st 
cent rality - from a case • • •  where t he me anings of t he 

1 8 ,  See abo ve , pp. 68-7 5 .  

1 9 . C o l eridge on Imaginat ion , p . 79 .  
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separat e wo rds arc:: almost coLplet ely aut onomous ( and. their 

grouping i s  for a pur_;:Jo so vrhich do <::s not con cern t hem) to 

t he case  • • •  where the seve ral uni t s  of meaning s'..l:.-:render 

almos t  all their loc al independance in a cormrron co-operat i ve 
20 pur_;:Jos e . 

Richarcls i s  using the not i o n ,  11hich '." e have met in Practi cal Crit i ci sm , 

o f  "t :nmsacti ons b etwe cm t he part s o f  t he sense " ,  2 1  but it  nmr t ake s 

2. cent ral place in El. 5eneral ,-,ccoun t of poetry ,  inst ;:; .qcl o f  being an 

incident al pedagogi c devi ce . 

The dist inct ion , as regards complexity of l anguage , between 

" f ancy "  and "imaginat i on "  is i l lus t rat ed by di s cu s sion of two 

pas st�ge s whi ch Col eridge hims e l f  h2.d u s e d  as ex01np l8 s .  

I .  Ful l gent ly noY: she t a..l<e s  him by the hand , 

A l i ly pri s on '  d in r. gao l o f  snov1 , 

Or ivo ry in an al:J.bast er band ; 

So whi t e  a friend enc:;irt s s o  white a fo G ,  

I I . Look ! ho•:.- � b right st ar shoot Gth from t he sky 
22  So gl i •,'h:: s he i n  the n ight from Venus ' Gyc� . 

I n  "pri son ' d "  and "gaol o f  sn0\'! 1 1  Ri cha:::-ds notes an 1 1c:.bsence of i n t e r -

acti on betwGen the p:o..rt s of the compari son " ,  and expands the point as 

follow s :  

I n  cont r:::.st  to  the implied effort s o r  wi l l  t o  e s cape o f  

the pri son ' d h<:md , a l ily would b e  the mos t  pati ent o f  

20 . Col e ri dge on Imaginat i on , p , 8 1 . 

2 1 . See abo ve , pp. 68-69.  

2 2 .  Col eridge on Imagin�t i on , p . 7 7  and p . 82 .  Venus and Adoni s 
11 . 36 1 - 3 64 and 1 1 . 8 1 5- 8 1 6 ,  



capt ive s . And anything l e s s  re semb l ing a gao l o f  snow 
t ha.n Venus 1 hond could h.::.rdly be cho u en - exc eut in two 
uncombi:ncd ' po int s of li kne s s d i s t ingui shed ' ,  two 
ac cident al c oin cidence s , namely t h?.t the gao l and t he 

�land al'e bot h encl osure s and both whi t o . 
But Ve{lUS 1 �land i s  not a s t at i c  encl osure , e1nd t he 

w�it ene s s e s  wi l l  s e em l e s s  compat ibl e t he more we 
consi der then . 2 3 
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It rr.ay b e  imraodi ::1. t e ly ,  tr.ough inci dent ally , remark e d ,  that t�1i s bears 

a st riking re semb l ance to the style of analy:s i s  one fincl s in eighte enth 

century edi t i ons of Shake speare ; thi s wi l l  be lB.t er i l lust rat ed 8-t 

l engt h .  24 In co nt rast wi t h  the first pas sage , in the se cond , 'the 

more the image i s  fol l ou ecl. up , the mo re l ink s o f  re lev.3.nce bGtwoen 

The separab l e  mo aninc;s of ca.ch word , Look ! ( our surpri se 

at the met e o r ,  he r ' s at hi s f l i ght ) , s t a.r ( r� l i .;ht -e;iver , 
an influ ,mco ,  a remot e and uncon t ro l l ab l e  thing ), shooteth 
( t he sudden , i rremG diab l e , portentous fall or de .:c'c l-: o c..� 
what had been D. g1.�ide , C}. d e s t in,y ) , the sk;z: ( the source of  
l ight and no�;.; o f  ruin) , gl i d e s  ( not rap i dity only , but 
fat al ease to o ) , in the night ( the darkne s s of the s c -�nc 
and of Venu s ' Fo rld no\-r ) - al l t he s e s ep8.rab l G  mc; anings 

are he� re brought int o one . 2 5 

The ano.ly s i s  he ro resGmblc ;3 t h n.t of " frail s t eel t i s sue o f  t he sun ' 1  

2 3 . Coleridge on Imaginat i on ,  pp . 78-79 . 

2 4 .  See below , pp . 204-206 . 

2 5 . Col eridge o n  Ime>.r;inat ion , p . 8 3 . 
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in Pract i cal Cri t i c i sm , with t he imp ort ant differonc o that Ri chard s 

i s  no longe r •mrrying about t he relat i on s  bc=trrcen sense and fee l ing . 26 

T h e  various "meanings " l i s t ed in hit-: comm.ent ary could be cal led 

" fe e l ing s "  as �nuch as " sense s " ,  as was remarked of t h e  list of 

1 1meanings 1 1  in the analy s i s  of " fr2.i l steel t i s sue of t he sun 1 ' . 

C e rt e., inly , mo s t  of t he1'l e.:r.·o not " sen s e s " t h2 t  one nould find l i sted 

i n  a di ct ionary . 

The re lat i on bet·.veen tlw " inter i nanimat i on "  of t h e  me aning s 

hcre , and the cr e at i ve account of t h e  mind i s cont ained in the 

fo llowing : 

as t he re ade r ' s mind finds cro s s - connexion aft er cro s s ­

connexion be tv<een [ the m c, anings] , he se em s , in b e comine; 

more aware of them , t o  be di s covering not only 

Shake sp e are 1 s m e a..'1 ing , but somet hing whi ch he , the reader, 

is himse l f  making . Hi s understanding o f  Shake speare i s  

san ct ioned by his own 2-ct i  vi t y  i n  i t . A s  Co lo ridge 
s ay s :  "You f e el hiru t o  b e  a p o e t , inasmuch as for a 

t . h h d J • t '  ' . 1 1  27 · J.me e as ma e you one - an ac ·� J. ve ere a - l  ve o cnng • 

A furt her summari z ing remark by Ri chard s may be added ;  

Shakespeare i s  r?D.l i zing ,  and making t he reader real i ze -

not by any int ensi ty of e ffort , but by the fuln e s s  and 

self- coBp l e t ing growth o f  t he re sponse - Adon i s ' flight 

as it was t o  Venus ,  and t he s en s e  of l o s s ,  o f  increased 

2 6 .  See above , pp. 68-69 .  

27 . Coleridge on Imaginat ion , pp . 83- 84 . 
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darkne s s , that invade s he r . 2 8  

Thi s i s  a re fo rmulct i on o f  the vi ew whi ch we have out lin e d  in the 

form it t ake s  in Principl e s  o f  Li t er:tr,r Cri t i ci sm and Pract i cal 

C rit i ci sm , whe re the value of p o e t ry  i s  seen in i t s he ightening o f  

a::rarene s s  through complexi ty of re sponse . It i s  not i ceabl e thd i n  

t he key example , here , and i n  the analysi s of it , t her2 i s  n o  men t i on ,  

e ither inpli cit or expl i ci t , o f  comp l exi ty o f  a t t itude . 29 Now that 

Richard s can t alk simply in t erms of " act i vity " or " cref1t i vity " o r  

" :"_::t c:.:inanir;,at i on "  he can comfort ab ly drop t h e  doct rine o f  

e quilibrium . More import .:illt ,  he h:::.s novr brought toge the r  h i s  work 

on l angua.ge and hi s t heo ry of t he value o f poet ry ,  \d th ne atne s s  and 

simp l i c it y .  

I n  t h i s  ac count o f  poet i c  l anguage t he em) ha,s i s  fal l s  heavily 

on the import ance o f  sense , and I vri ll quot e in ful l  t he remark t hat 

I part ly rep roduced in -::;y d i s cus s i on of Pr .?.ct ic e.l Cri t i ci sm :  

the p e culi�:\r reference o f  thoughiB t o  t he t hings-t hey- are - o f  
giv e s  them mod e s  o f  int ernct i on with one anoth e r  whi ch are 
l acking in the case of feel ing s . And this int erplay i s  
s tudi ed as t h e i r  logi cal comp ':'.t i b i l i  ty o r  incompat i b i l ity , 

and o the r rel at ions . The pat t c�rns of our t hou[Sht 

repr e s ent , in vari ous •:;ays ,  t h e  world we l i ve in . The 
p at t erns of our f e el ings repre sent only o., few spe cial forms 
of our commerce with it . 3° 

2 8 .  Col eridge on Imaginat ion , p . 8 J 

29 . See above , pp. 75-77. 

30 . Col eridge on Imagi nat ion , p . 89 . See above , p .41 . 
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Ri chards 1 re cent re - i s sue of Science and Poet ry, under t he new t it l e  

Poet ries and Science s , confe s se s  t hat the defect of the original 

i s sue had been the fai lure to st re s s  t he import ance of the sens e in 

poetic languago .
3 1 

As we have seen , there was a change of emphas i s  

in Practi cal Crit icism ,  but not t o  t he ext ent that we now find in 

Coleridge on Imaginat ion . As I have said befo re , this do e s  not mean 

t hat Richards abandons t he es sent ial point of his do ctrine o f  

" p seudo- st at ement s " , 
3 2  

H e  cont inues to  insist t �1at p oet ry doe s  not 

present ext ractab l e  ideas , or beliefs , but now t he pro ce s s  which i s  

the poem i s  s een t o  b e  largely an act ivity o f  thought , whereas 

p reviously it was s een chiefly as an emot ional act ivity . Even in 

P ract ical Cri ti ci sm Richards ' int er2st in compl exity of sen s e  was 

prompted by the idea t hat it shows "a rat ional co rre sponden ce " with 

the "feeling " . 
33 

Hi s p o si t ion now may be further des cribed with refe:cence to hi s 

vi ews on met re . He complet ely accept s ,  indeed accentuat e s ,  the 

Coleridgean account of netre , with which we saw him in e s s ent ial 

d i sagreement in Principle s of Lit erary Cri t i ci sm .
34 

The cent ral 

3 1 .  I . A .  Richard s ,  Poet ries and Scienc e s ,  London , 1 9 7 0 ,  p . 9 3 .  

3 �. See above , p. 29 .  

3 3 .  See above , p. 71 . 

34 . See above , pp. 24-2 5 .  
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idea i s  that the "novmr:ent of the verse become s the covement o f  the 

mean ing " . 
35 

Practi cal Cri ti ci sm cont ain s ant i c ipat i o :.1s o f  this , p2.rt ly , 

perhap s ,  be cause Ri chard s was d i sturb ed by some wiClely canvas sed 

views nbout met re in h i s  student s '  pro t o co l s , as  when he remarks that , 

aft er tho in s i stence on c onformity t o  n met ri cal patt0rn, : : the 

not i on t hat p oe t i c  rhythm is indep endant of s cns e , i s the mo s t  hurtful " .
36 

Hi s own view in P ract i cal C rit i ci sm i s : 

The moveme nt or plot of the word -by-word development of the 

poem ,  as a st ructure of the int e l l e ct a'1d enot ion s , i s  

always , i n  go od poet :ry ,  in t he c l o s e st p o s s i b l e  rcl:::tt ion t o  

the movenent o f  the not re , not only giving it  it s t empo , 
but even di st o rt i ng it  - somet ime s vi olent ly .

3 7  

T hat the posi t i on in Col eridge on Imagi nat ion i s  e s sentially the s :.1.m 2  

is cl ear in such remark s as ;, "The p erceived rel at ions beh'!oen t em ,;ora.l 

p art s of an ut t err:mce , l·ihi ch S c Gm t o  the ear t o  const itut e good met re , 

deri ve froo rel at i on s  b etY'Oen V' .rt s o f  i t s  me ?.ning " . 3
B 

But t h e  

i d e a  of "movemont 1 1  i s  non given much r.1ore signific::mce and p r e c i sion by 

i t s  referenc:.J to the ici e?. of " inteiJ.nanimat ion" ; rhythm is a 

noving : pat t e rn  of subt ly int er- conne ct ed aspect s o f  !!182-ning . 

3 5 . Coleridge on Imaginat i on ,  p .  1 1 9 .  

3 6 .  I . A .  Ri chards , Pract i cal Crit i c i sm ,  London , 1 9 29 ,  p . 2 3 1 .  

3 7 .  ibid . , p . 2 30 . 

3 8 .  Coleridge on Imaginat ion, p . 1 20 .  

It i s  
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al so , of course , nm; v�:.:ry nc o..t ly t i e d  in with Hi chards ' general 

t h e o ry of p o et ry .  How f<:>..r Ri chard s h'ls t rave l l ed mg,y be shovm by 

s e t t i ng the s t e,t ()ment t h�"'.t "t he ooveGh:mt of tho verse becooe s t h e  

novGnent of the me anin,_s " , alon3 si d(� his e arl ier view t hat ";_-;ov ement 

' 
t d t l t h t d t ' � " 39 

ln poe ry e serves a eas as i.mc s u y as onoma opo elc.o . 

'l'his i s  not t o  sa.y t hJ.t Ri ch8.rd s has ;:::,bandone d  the vi ew t hat the 

" t i e d  images " , or d i r e ct s e n s o ry qual i t i G s  o f  words 5 ar0 inp o rt ant i 

their iL'lportan c e  i s  s t i l l  s t re s s e d ,  
40 

but hi ::; cent r·al ir:tcro s t  

h a s  now b een shi f t e d  int o t he realm o f  meaning . The change d  

imp ort ance , in Ri chards ' s cheme , o f  t he " t i ed image s " i s  a coro l l ary 

of the disappearan ce o f  the do ct rine o f  equilibriun , in  wh i c h  t hey 

played an import ant part .
4 1 

Such i s  t he c ent ral mat crial o f  C o l e ridge on l:J.B,gin,"'.t ion . 

Sinc e cert ain _pro b l ems rai sed by it , and by t he u s e s  t o  nhi ch Ri chard s 

put s i t , are t o  b e  de.:;.lt v,'itl:. at s ome l engt h ,  I should illll:le diat ely 

re c ord my opini on t hat i t  i s  an imiJ r e s s i  ve ?,chi evement . The nature 

of it s ir;llJ re s sivene s s  can be indi cated by a quot at i on from t he c l o sing 

p aragraphs of Seven T,ypos of Arab igui t,y , publi shed four years b e fo r e  

C o l e r i dge on Ir.1agin:0.t i o n :  

I supp o s e  t hat all pr2 s ent -day read e r s  o f  p o e t ry would 

agree t hat some modern poet s are charb.t an s , though 

39 . See above , P •  39. 

40 .  Coleri dge o n  Imaginati on , p . 88 .  

4 1 . See above , p .  31 . 
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different p eople would att ach thi s float ing suspicion t o  

different poet s ;  but they have no pos it ive machine ry ,  such 

as Dr. Johnson t�:wught he had , t o  a great ext ent rightly , 

by whi eh such a fact could be proved • • • •  The result i s  a 
cert ain lack of p o s it ive sat isfaction in the reading of any 

poet ry ;  doubt becoP.Gs a p er:r�anent background of t he mind , 

both as t o  whether the thing i s  b eing int erpret ed right ly 

and as to whethe r ,  if it i s ,  one ought to allow one self 

to feel pleased . Evident ly, in the lack of any machinery 

of analysi s ,  such as can b e  thought moderat ely reliable , 

to de cide whether one ' s  att itude i s  right , this l eads t o  

a st eril ity o f  emotion such as makes it hardly worth 

while t o  read the poetry at all . 42 

Thi s 1 in sot1e vmys 7 i s  o ver- st at e d ,  but it fo cuses the need felt at 

the time . Richards developed a "machiner-y- of analysi s ,  such as can 

b e  thought moderat e ly rel iable " ,  whi ch has r..tuch in cornnon wit h the 

analysis employed by Dr . Johnson , with the addition that it i s  

more comprGhensivG , more subt le , more firnly based i n  a general 

theory of po et ry 9 and vd thout thG excesses which cha:cact erized t he 

eight eenth century do ct rine of propriety . The idea of 

int er inanim "'l.t ion rcsenb lo s  the do ct ri ne of proprioty in it s con cern 

with the ways in which words in a poem fit t ogether , and here a 

further point by R�p son come s apt ly g  

I t  i s  not that such machinery i s  unknown so much that 

it i s  unpopular ; people feel t hat , because it must 

42 . W. Emp son , Seven Types of Amb iguity , Third Edit ion ( Revi sed) , 
London ,  19 5 3 ,  pp . 255-256 .  
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always be inadequat o ,  it mus t  always b e  unfai r .  43 

H.i chard s 1 cont ribut i on v;£ts a recal l  t o  vrhat sc3 sr.ts sl ement ar:r - a 

remin der rather t ha11 a di s cove ry ;  but i t  wa s a t imely rer.1indc r ,  and 

t o  re - st at e  in mode rn  t erms :t "raachine ry o f  ane,lysis " of t he 

J ohn s on i an t�rpe requi red a great and su st aine d  e ffo rt of enqu i ry . 

My u s e , abo ve , o f  Eup s on 1 s c or:unent s a s sume s that t he p roper 

funct i on of analyt i c  Dachins-ry of thi s  kind is t o  h e lp in d i st i ngui shing 

good p o e t ry from b ad . This is not what Ri chard s  int ended it for , and 

most o f  our remaining discus s i on o f  C o l e ri dge on Imaginat i on con s i st s 

o f  examin�t ion , and crit i c i sn ,  o f  t he u s e s  t o  whi ch Ri chards t hought 

it coul d be �ut .  T h e s e  u s e s  nre connect ed with some of Richard s 1 

c ent ral int erest s ,  but _Je rhap s t he chief re2.son why he fai l e d  t o  

st re s s  t he us e fulne s s  of analys i s  in incul cat i ng sound habit s o f  

judgement is that h e  hins e l f  s eem s to have had. n o  general lit e rary 

judgement s which urg ently needed exp re s si o n . Thi s i s  h '=',rdly 

surp ri s ing , since h i s  t ine h".d bi�en PD!:}ly o c cup i ed in cri t i cal and 

l ingui st i c  theory . It i s  � n c ri t i c s  l ike Johnson and Leavi s t hat 

one finds analys i s  being us ed to r .3fine and enfo rce j udgement s is suing 

from a sus t ained acquaint ance with Engl i s h  p o e t ry in it s ful l e xt ent . 

Eve ry  crit i cal i dea , o f  cours e ,  i s  open t o  abuse . In t h e  

eight e ent h century t he r e  v1ere r e a l  Dick Minims , as 'N e l l  as a Dr . 

Johnson or a Vfarburt o n ,  and ood e rn crit i c i sm has not fai l e d  t o  

4 3 .  W .  Emp son , Seven Type s  o f  Amb iguity , p . 2 55 . 
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produ ce i t s quot a. o f  Ili ck ?Tir:ims . Johnson , t o o , made hi s fl i st ake s , 

and h i s work on Shak o spea.ro i s  gene ral ly thought t o  enshrine soL1e o f  

t he worst o f  tha n .  Th:'-t nork i s ,  o f  course , f o.r fror.l perfect , but , as 

I shall l at er c1rgue , it i s  c s s ent i ?,lly a us eful model of the kind of 

t hing t hat ana.lyt i c al crit i c i sm oueht t o  b e , and it i s  far healt hi e r  

than the ho ly chorus o f  adub.t i on whi c h  current ly pas s e s  fo r 

" Shak e sp eare Cri t i ci sn " .  44 I t  i s , in short , far from a d e f e ct in 

Richards 1 analyt i cal metho d ,  t hat i t s  proper use is int ioately 

invo lved wi th value - judgement s .  

Eefore considc�ring sono o f  the prob lems rai sed by Col e ri dge o n  

Inagi nat i on , i t  na,y be he lp ful to i l lust rat 2 the ideas so fc'r out l i ned 

by l o oking at sor:e C!XN'l p l c: s  o t he r  than t he bri e f  one s gi ven by 

Richard s . This r;! ·'l.y help t o  c l arify t he imp l i cat i ons of the ideas , 

2.nd i s  especial ly in p la ce s i n c e  R i churds hims el f i s  ro.t he r  

pars imoni ous w i t h  example s . What i s  t o  b e  i l lust rat ed i s , first , 

Coleridge 1 s remark , quo tc;cl ec:.rl i er :  

The }leaven l i ft s UCJ my soul , the s i ght o f  the o c e an s e ems 
t o  l.'iden i t  . • . .  Fo r what are our feel ings of t hi s  k ind 

but a mot i on IMAGINED , with t h e  fe e l i ngs t hat would 
accompany t hat Da t i o n ,  l e s s  d i st ingui shed , :1ore b l end e d , 
more rap i d ,  more confuse d ,  and , t hereby ,  co - adunat ed . 4 5 

And , s e cond , Richards 1 i do::-.. that this act i on of the io-zgi:na:U oil ,  at t he 

44 . F o r  example , see b e l o w ,  pp. 205-207 . 

45 . C o l eridge on Iuaginat ion , p . 73 .  S e e  above , p . 87 .  
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l evel o f  l anguage 1 produ c e s  a groe.t degree o f  " in terinanim:tt ion " .  46 

t wil l  l ook first P.t t he d·2 s cri J t ion of the B.rang. ven f.JI'I'l at t he 

b eginning of Lawrence ' s  The Rainbow:  

The fnmers kne·.7 the int 2rcourse b et·.-reen heaven and 

e art h ,  sunshine dra>'m int o t he breo.st and b owel s . The 
rain sucked up in t l1.::;· <lay-t ine , nake dne s s  t hat coc.i e s  under 

t he wind in aut ur.m ,  shor; ing t he b i rd s ' nest s no l onger 

wort h hiding . Their life and int e r- relat i ons ':.'ere such ; 

feel ing t he pul s e  P�d body o f  t he soi l , t hat opened t o  

t h e i r  furrow f o r  t he grain , and became smo oth c:m cl  sup_;;Jl e  

aft e r  their p l oughing , and c lung t o  t h e i r  feet wit h  a 

yreight that pul l e d like de s i r e , lying hard and 

unre sponsive when t he c ro p s  wero to b e  shorn allay . The 

y oung corn waved and was s i lken , r:illd t h e  lust re s l i d  

along the linb s  o f  the nen who sa•.r it . 47 

The imaginat ive pro c e s s  i s  po.rt i cularly cl ear in vmrds l ike " su ck e d  

up H ,  " sl i d " , an d  1 1 d e si re " . The f e e l ings we actually h.•we in the 

exp r:; ri onc e s  point e d  to by t he words are he re pre s ent but are "r:J.Or e  

b l ende d ,  more rap i d , 1::1or e  confus e d ,  and ,  t he reby , co - adunat G d " . The 

l i f e  o f  t he febrm i s  " real i z ed" by an "unusual int en sity of the 

modifying pov-.re r" . 4B " Intcrinanir.J.at ion" i s  p rominent i n ,  for 

inst ance , "the lust re slid 1 1 ;  t h e  read e r  b egin s  by t eking " lust re " as 

the sheen of the c o rn ; wit h  1 1 s l id " he fuels t hat t ouch is involved , 

4 6 . C o l erid_ge on Imaginat ion , p . 7 9 .  S e e  above , p. 92 .  

47 . D . H .  La1'rrenc e ,  The Rainbow , PeDb.ru.in , 1 966 , p. a. 

48 . See above , p . 87 . 
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and so t ake s "lust re 11 :;.,::; 1 1 snoo t hness t o  the touch 1 1 , and this i s 

re- inforced by 1 1along the l inb s " . At "who saw it " he has t o  int e rpret 

back again in vi sual t erms , <:.nd the net result is a b lending o f  

vi sual and tact ile effect s ;  the men s e c  t he corn so kGenly that t hey 

f e e l  i t , and this gives ; ' slid  along t he limb s "  t he sense of a t remor 

runni ng along t he rms cl e s .  There i s ,  t o  gGnere.l i z e , a v2.rying 

exploi t e.tion of t he 11 0 s sibili t i e s  of the words as the r rtde r  mov e s  

t hrough the sent cnce , and it i s  ! 1  c2. s e ,  to use  Richard s ' politi cal 

analogy which rre hav.:; already quo t e d ,  of ext reme cent r2-l i sr.1 .  49 This 

i s  but ono inst an ce of t he ':'a::f in v1l1 i ch sexual feelings are , in  t he 

de s cript ion as a whol e ,  t r.-:n sforr:le d  and t rn.nsferred , and t he 

d e s c ri ption clGarly oxeopl ifie s t he vray in whi ch t he imo.ginat ion 

human i z e s  t he '.7o r l d ,  inve st in,s it vrith all the qualit i o s  for whi ch we 

can feel "l ove , avvo , e,dmira.t i on " .  50 

A s  a l e s s obvi ous ex2..upl c  X. will look at a st anza vrhich has a 

vri de ly at t e st ed p o11er t o  i.lOve and whi ch do e s not [e e l  part icularly 

conp l ex :  

My l ove i s  l ike a red red ro se 
That ' s  newly sprung in June : 

M:y love is l ike the melodi c 

That ' s  sv1eet ly p l ay ' d  in tune .
5 1  

49 . See above , pp. 90-91 . 

50 . See above , p. 87. 

5 1 .  R .  Burns , My Love i s  Like a Red Red Rose . 
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The s econd-person mode of addre s s  in the next st anza ( "As fair art 

thou , my bonny l as s " )  l eads t he reader to take " love " in the first 

stanza as referring , prim2-rily , not t o  t he woman but to t he poet ' s  

feeling ,  b e cause it seems natural to as sume t hat he i s  t alking t o  her 

throughout the p o em and therefo re would not refer to her in t he first 

stanza in t he third pe rson . In t he comp ari s on of the ro s e  wit h  the 

feel ing of love "the uore the image is followed up the more links o f  

rel evance b etween t he unit s are di s covered11 . 5 2 Its unfo l ding i s  the 

heart opening , and it s redn e s s  is that of bloo d ;  the general s en s e  

o f  beauty and naturalness are obvi ously relevant , and , more 

part i cularly , t he s en s e  of surp ri se at the sudden appearance 

( "newly sprung" )  of this beauty , whi ch inp l i e s  somet hing spont aneous 

and out side the nan ' s  cont ro l . I t  i s  here that "June " ,  which 

otherwi s e  might a�p ear an inert rhyme-word , is effe ct ive ; it can c e l s  

any feel ing of frai lty in t he newly sprung floner. The SUI:II!le r  

strength of thi s  fl ower might be b rought out by a compe.ri s on with 

Perdita 1 s , 

pal e primro s e s , 
That die unmarri ed, ere t hey can behold 
Bright Pho ebu s in hi s s t r ength ( a  mal ady 
Most inci d ent to maid s ) . 5 3 

Howeve r ,  t here i s  al s o  a st rong natural pul l t owards t aking "my 

5 2 . See above , p.92 .  

5 3 .  The Winter ' s  T al e ,  IV . iv . 1 22-1 2 5 .  
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love 11 as referring t o  t he wonan, as we ll as t o  the poet ' s  feeling , 

and it i s ,  in fact , a case of Emp son 1 s  s econd type of ambiguity, in 

whi ch there are two different sen s e s  but one result ant meaning . 54 

Here , the impli cations of unfolding , blood , b eauty, naturalne s s ,  

spont aneity , spring fre shne ss wit h  SUTIL1er st rength ,  are as relevant 

to t he woman as t o  t he feeling. One r:1ight say that t he woman 

mat che s t he poet ' s  feeling . Such ,  then , is t h·e complex act ivity 

whi ch l i e s  behind t his apparent ly simple song , the remarkable 

vividne s s  and vit al i ty of which familiarity never seems to dull . 

The act ivity of t he imagination which is the condit ion o f  the verbal 

conplexity ,  lies in the " co-adunat ion "  of t he poet ' s  feelings about 

the wonan and about the flovm r .  

To rep eat a point ::-:1c:.de earli e r ,  I wi ll r.rlu finally tht1t in 

neither the pas sage fror.1 Lav-rrence nor the stanza from Burns , i s  t he re 

any complexi ty o f  at tit ude )5 

III . 

Having out l ine d and illust rate d  Richards 1 theory of c omplexity 

and hi s analyt i c  metho d ,  I i>Ti. ll now look at some p roblems raised 

54 .  Seven Types of Ambiguity ,  p . 48 .  

55 .  See above , p. 94. 
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by them , Md by t he uses to whi ch he want s to put them . The t endency 

of t he se uses i s  indicated by his claim that "the study o f  t he :oocles 

of l::cn&,uage be cone s ,  as i t  Ed;tenpt s  to  be t horough , the mo st 

fundamc:mtal and ext ensive of all enquirie s " .
56 This is a developnent 

of t he intent ion of Practical Crit icisn ,  v1hich has already been 

illus trat ed by Ri chards 1 renark that it i s  "as a step tmvards • • •  

t raining and t echnique in discus sion that I would best like thi s  book 

to  b e  regarded " .
5 7  

For the sake o f  conveni ence , the preoccupat i on 

indi cat ed here wil l  be called Richards 1 "philosophical " int erest , as 

op � o s ed to his literary int erest . The up shot , for our purpose s ,  i s  

Ri chards 1 confusion o f  two kinds of  reading ; first , t he reading of 

poet ry as  poet ry ;  se cond, the reading o f  poet ry ;:>,s material for a 

study of the �o de s of  language . 

Exar:linatio� of Richards 1 int ention begins best wit h  hi s 

di s cus sion of a couplet fron Col ericlge � 

To theG do al l things live from pole t o  pol e ,  

Their life the eddying o f  thy living soul .
5B 

Richards calls  this "a concret e example of that s elf-knowledge , 

whi ch • . •  was fo r [ Coleridge] , both 1 spe culatively and practical ly ' ,  

t he principle of  al l his t hinking" .
59 

Coleridge is here , to use the 

5 6 . Coleridge on IBaginat ion , p . 2 3 1 . 

5 7 . Pract ical C rit i c i sm ,  p . 9 . See above , p . 82 . 

58 . Coleridge on Imaginat ion , p . 1 52 .  Dejection : An Ode , 11 . 1 35- 1 36 .  
Richards quot e s  Coleridge 1 s  earlier version o f  the lines . 

59 . Coleridge on Imaginat i on ,  p . 1 52 . 



1 06 

language ;7hic h  appears at the opening of our account of C oJe ridge on 

.I.r��g.inatioP: ,  not only aware o f  t he creati vity of the nind 1 but al so 
60 axrare o f  hi s awarene s s .  Ric hards adoi res t he metaphor o f  t he 

eddy b e cause it pre s ent s a " fe.ct o f  mind 11 , 6 1  and avoids fall ing into 

either of the two do ct rine s whi c h  may be derived fror.1 that "fact of 

m::_nd i r , each one being only a part i al repres ent at ion of i t . Thi s , it 

will b e  s aen,  i s  an example of Ri chard s ' ins ist ence t hat poet�J do e s  

not deal i n  ideas o r  doct rine s .  The "fact o f  mind" here i s  that 

':rhi ch is generally d e s cribed as a relat i on b etween a sub j ect and an 

obj e ct , or a percei ver a...Dcl a thing perceived , a.."ld the net nphor of t he 

eddy pre s ent s thi s  relat ion with gr0at subt l ety , imaging concret ely 

the " c o - al e s cen ce " of the sub j e ct wit h the obj ect . 62 

The two seemingly opposed do c t rin es int o whi ch this " fact of eindn 

r"-a;y- be t ran slat ed are the " real i s t " and the "pro j e ct i ve " .  The former 

snys 

The mind of the poet ['. ·'; monent s ,  penet rating ' the film 
of fami liari ty and selfish soli citude ' ,  gains an insight 
into real ity , reads Nature as a synbol of something 
b ehind or wit hin Nature not o rdine.rily p erceived . 6 3  

The l at t er says t hat t he "mind o f  the poet c reat es a Nature int o whi ch 

60 . See above , p . 86 .  

6 1 . Col eridge on Imaginat ion , p . 1 6 2 .  

6 2 . Cf . ibid . , P • 44 ·  

63 . ibid . , p . 1 45 · 
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hi s own feelings ,  his aspiro.t ions and apprehension s ,  are proj ccted" .
64 

To refer b::wk for a nonent t o  the pas sage fron The Rainbow , 
65 

t he 

"rc;al i s t " viell woul d be ,  "The Brangwen fc.rm is like that ; Lawren c e  

has penet rat ed t o  th<: deeper rc;ality " .  The "project ive rr vi ew woul d 

bo,  "The Brangl'lens arG merely pro j ecting t he ir own s exual feelings 

onto t he fann " .  For Richards , the two views �oul d b e  distort ions , 

effe cted for di fferent cmds , of  the "fact o f  r:�ind " whi ch is  conveyed 

by t he ir:�e�inative cor:�plexity of Lnwrence ' s  language . 

The language i n  v1hich " fact s of mind" are pre s ent ed Tiust be  

complex,  and the final iGport of poet ry ,  for Richards , is as fol l ow s �  

" I t  i s  the privi l ege o f  �Joot ry t o  pres erve us from ;Ji ste.king our 

not ions ei the r for things or for oursel ve s .  Poet ry i s  the 

conp l et e st r.1ode of ut t er2.nce " .
6 6  

The function o f  hi s analyt i c  met hod 

is  to  :'c'lcrease . our sensit ivity to t hat mode of Lmguage whi ch 

conveys ' 'f�ct s of nind" rather t han doct rines : 

The study of thi s wrcm ching , o f  the t rP..nsl':!-t ion of 

inaginati vG act s int o  doct rine s ,  i s  t hat node of t rr,cing 

t he source of philosophy in ' fact s of mind ' , whi ch ,  in 

Coleridge ' s  vi ew of 1 80 1 , was to make the theory of 

poetry ' supe rs edG all t he books of met aphysi c s and all 

t he books of noral s t o o ' •
67 

64 . Coleridge on Inaginat ion , p . 145 . 

65 .  S ee above , p .  1 01 • 

6 6 . Col eridge on Imaginat ion,  p . 1 63 .  

67 . ibid . , p . 1 4 3  
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Ri chards hiusel f ,  o f  course ,  i s  not without a Cohridgee.n anbi t i o n ,  

and one of Hotopf ' s  nain thones is Rich8rd s ' exaggerati on of 

anbigui ty in phi l o sophical '.Vri t ing---.:?.n exaggerc:..tion springing fron 

Ri chards 1 de si re to show th<.:.t various cent ral philosophi cal ins ight s 

are " imaginat ive n ,  and th·.1t t ran slat ions of then into 

uoct rine s aiG di stortions . 68 

Ri chards ' ambit ion i s  al so connect ed with another o f  hi s 

recurrent pro-occupat ions-- the decline of religious b elief . 

nan says, "The soul is innortnl 1' ,  the "real i st " view s eos i t  ns 

If a 

t rue ,  while the "pro j e ctive11 viori s ees it .:;s nerely a pro j e ct ion o f  

certain obvious needs ru1d desire s . If the nan , however , says it in 

the 1 1i11agin.:1tive " node , Rich.;,rds can s ee it e.s a " fo.ct o f  nind " , o f  

which both " real i st "  and "proj e ct ive " vieus D.re dist orti ons . In 

de scribing this part i cular funct ion of the "inaginat ive" node , 

Richards hins elf u s e s  npro j o ctive1 1  language , but claims that he doe s  

so only bec�:\.Use one has to use t he l angu2.ge o f  one vim7 or the othe r ,  

unle s s  ono is t o  wri t e  poetry onoself . 69 A Quotat ion from The 

Phi l o sophy of Rhet o ri c  i s  convenient here , b ecause it 1:1akes the 

point briefly and fully� 

Doe s  the Divine CoEJ.e dy ,  or the Bible tell us sonething 
whi ch we nus t  accept as t l."'UO if we are t o  read it aright ? 

68 . W. H . N . Hotopf ,  Language, Thought and Comprehen si on . A Cas e  
Study of the Writings of I . A .  Ri chard s ,  London , 1965 . See 
for exanple ,  pp . 1 38- 1 39 . 

69 . Coleridge on Inagination , pp . 18- 1 9 .  
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Th2 s e  ·'1re que stions tlle,t i7e cannot possibly answer 

sat i s factorily unle s s  y;e r,re cl ec:,r as t o  th0 \·mys in 

nhi ch ::12t aphori c ut t erances r::ay say or t ell us so11ething , 

Mn Eliot remarks soncmhero o f  the Di vine Couody t hat the 
who l e  poe::1 is one v;.lst net aphor . It i s .  

what i s  i t  that vf e might bel ieve i n  it?  

And , i f  s o ,  

I s  i t  t he t enor 

or the vehi c l e  o r  their j oint pre s ent ation; o r  is it 

' that t enor and vehi c l e  arc thus and thus rel ated the re ' . 70 

The final <"ilt ernati ve ( "that t enor and vehi clo are thus .wd thus 

rel at ed " ) r2fers , �,,s I understand it , to " intcrinani:oat ion " . In 

t hi s  view , t he i:oport a.'1t que st ion i s  not " I s  it t rue ? " but " I s  i t  

real i zed? ' '  'rhe drift o f  Ri chr>.rds ' 1.ngmwnt i s  1 t o  put i t  rough ly , 

t o·,,ards the i dent i fi c8.t i on o f  "beauty " and "t rut h " ; o.nd t he last 

s ent ence of t hG fol l owing , f ro:o Colc ridge on Irle,gi nat i on , shm•: s that 

"goodness " i s  very rc·.>,dy t o  b e  2,dde d : 

The saner an d great or nythologie s  ar•:; not fanci e s ; t hey 

are the utt er:mce of t he whol e  soul of nan and ,  e,s such , 
inexhau s t i b l e  to r.iediL�,t ion . They r>,re no ,?nuse:nent or 

diversion t o  be sought �s a relaxat i on and a n  e scape from 

t he hard roal it ie s of life . T hey �re the s e  hard realit i e s  

in pro j e ct i on ,  thoir sy:obolic recogni t io n ,  c o -ordinat ion 

and accep t ance , Through such J:t;:,rthologi e s  our will i s  

collect 2d , our powers unif i ed , our growt h  cont rp l l e d . 7 1 

Ri ch11rds ' use of the word "oytho logy "  h ere i s  n ot int ended t o  b e  

sl ight ing , s ince he clams , o f  cours e , t hat " s ci ent ifi c "  views o f  the 

70 . I . A .  Richard s ,  The Phi l o s ophy o f  Rhet ori c ,  Ne\7 York ; 1 9 3 6 ,  p . 1 34 .  

7 1 . Coleri dge  o n  Imagina.t i on ,  p . 1 7 1 . 
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world are al so "mythologie s " ,  in t h3.t they r:tre produced by t he 

creat ivity of nind , :md not by pe rcept ions o f  a given , hard-f· ·:.ct , 

real ity . 7 2 

All thi s , int ended :-1s oil on t roubled vro.t ers , turned out t o  b e  

fuel for the fire . Lc-J.vi s angrily accused Ri chards of e. 

"lick- spit t l e "  ;-.t t i tudG t o  science ; 7 3  Hot opf has point ed out the 

confusion in Ri che.rds 1 ?.rgument t he.t s cience is "nyt hology" , 7 4 wd 

a religi ous b eliever might en.s ily be moved t o  rer;1e.rk that Ri chards 

i s  t rying t o  replace f '"'.i th no t only with t act ful re2.ding , but with 

t actful conduct , because Richo.rds add s that t he difference between 

s cient i fi c  mythologi e s  and poet i c  myt hologie s  is that t he former 

have a co11pleter clain upon our act i ons : ''We st ep out of the way of 

t he onconin.; mot or-bu s . But our re sponse t o  po :.:;t ry is  re st ri ct ed 

and condi t i onal " .
7 5  

"Poetry "  here includes the "great er ;:;<ytholoe5i e s " ,  

and the consequenc e s  are obvious : Thonas More 1 s :iol iefs about 

God should have h2.cl a l u s ser clain on hir: than h i s  b e l :'_of:::; abou t  what 

t he edge of t he axe woul d d.o t o  his n :; ck .  T o  �dapt Orwell ' s  fo rmula , 

Richards says that al l views of the world are nyt hologi cal but t hat some 

vi ews are norc mytho logical than others . 

7 2 .  Colcri dge on Imaginat ion , p . 1 77 . 

7 3 .  Scrut i�y, iii ( 1 9 34-35 ) , 388 . DL Leavis i s  quot ing Douglas 
Ge.r:man . 

7 4 .  Hot opf, pp . 82- 83 . 

7 5 .  Col eridge on Imagination ,  p . 1 7 5 . 
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I f ,  however , one l21w::: s such delicat e  areas i'. S Dant e and t he 

Bib l e ,  the problem of faith d i s appc:;ars , c.md Richards ' views are such 

as most student s of l it ero.ture would find e as ily accept able . T o  say of , 

for instance , .Anna ;{arenina , that it s "t rut h "  i s  not literal but one 

of "realisat i on " ; that i t  i s  a "pro j ect i on" of t he "hard roali t i e s  

o f  l ife " ,  rather thn.n B.n e s capi st f::mcy , and t hnt t hrough reading i t  

"our will is co l l e ct ed ,  our powers unifie d ,  our growth cont rolle d " , 

i s  only to say what i s  usually said about Tolstoy . But Richard s '  

appl i cat ion of hi s t hGory t o  Chri st ian lit en.ture is unfai r . He 

clains to be using "proj ect i ve "  l anguage , as in the quot.:::.t ion about 

Dant e end the Bible , merely as a nat ter of conveni ence , but his 

theory of ''fP.ct s of  P.'.ind 1 1  ns sert s  that if o. man says , in l engue.ge of 

inaginat ive p mver ,  "t he soul i s innort al " ,  there is a co - ales cence o f  

sub j ect ive and ob j e ct ivo element s end that the s e  connot be s eparr..:.t ed 

ITithout di stort ing the moaning . A bel i ever r;;ight consequently 

rep ly : "Exact ly ,  thd i s  ''hy my belief in the obj ective element i s  

a mat t er of fetith , not of knonledge . And your translat ion of the 

mat t er int o 'pro j e ct ive ' language , whi ch you claim is a nat t er merely 

of c onvenience , is 3Jl avoidance of the whole i s sue " . 

Such e.re the applic2.t i on s  whi ch Richards envi sage s for his 

the o ry of complexity , and he hopes that i f  hi s vi e\ls are accep t e d ,  

crit i c i sm will b e  "freed f o r  t h e  inexhaust ible enquiry into t h e  nod e s  

o f  myt hology and their int egration ' according t o  t h e i r  relative worth 

and dignit y '  in the growth of our live s " .  7 6 

7 6 .  Coleridge on Imaginat ion , p . 1 84 .  
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My chie f  int erest here i s not in the genGral obj e ct ions whi ch 

nay b e  rai sed against Riclmrds '  programme , but in t he kind o f  

r c;ading needed f o r  'ln " enquiry into t h G  mode s  of mythology" ( "nod e s " 

me aning "lingui s t i c  nodes " ) , and it s di fference from t he o rdin3.ry 

reading of poet ry .  

In the ir ac count s of t lw re spon s e  evoked by " imaginat ive " 

poet ry ,  both Col eri dge �md Ri cha.rds emphasize 1 1e::>.se 1 1  as a f2ature of 

the process . The "real i zing " E'.ct ivity i s  charact erized "not by any 

i nt ensity of effo rt , but by t he fulne s s  and self- comp l et ing growth 

of t he response " . 77 The point i s  further d _ veloped in Richards ' 

at t ack on the "cro s s --.;;ord puz zler ' s " approach t o  p o et ry: 

the det e ct i ve int elli(;·ence , or t he Cro s s -word Pu z zl e r ' s  
T e chniqu e , are not proper met hods in ree.ding po et ry 

there i s  anot her i'laY o f  ' l ooking into 1 abstruse 

poet ry - a re cept ive subni s si on whi ch \'!ill p e rh2.p s be 
refl e ct e d  in co n j e ct ures but int o which inferences among 

t hese conj e ctures do not ent e r . 78 

Hotopf has not ed this elencnt in Ri chards ' thinking· : "Many times 

Ri chard s re fers to a sort of e ffort l e s s , exhi l �rat ing ,  c ont inuing 

act ivity o f  t he L:ind , vrhi ch is set off by sooe inst ance of anot he r ' s 

imaginat ion . He seens t o  t ake it as hallmark o f  t h e  Imagin?.ti on " . 79 

7 7 . Col8ri dge on Im?;einat ion , p . 83 . See above , p. 93 .  

7 8 . ibid . , pp . 2 1 5- 2 1 6 .  

79 .  Hot opf , p . 7 1 . 
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cont r0-l in Cole: ridgo ' s views because i t  

is int ioat ely l i nked l'ith t he pJ. e,:csure which po8try gives : 

that sort of pl c;:o.surs.ble enot ion ; which t he exert ion of 

all om· f2.-cul t ie s give s in a certain d egroq but which 

can only be felt in p erf e c t ion und er t he ful l  play of 

t ho s e  p ovw r s  o f  mind. vihich are sp ont e.n ·.:wus rathe r than 
volu_nt ary ,  and in nhi ch the effort required bears no 

proport ion t o  the act i vi ty enjoye d .
80 

In R ichards ' cFtso t he enph3.sis  upon the "ense" o f  resp onse t o poet ry 

i s  a mo difi cat i on of hi s :cccount of the " inst cmt ancity " of that 

resp on s e ,  in Prac t i cal Crit ici sm ,  where , i t  i s  said that the 

rGad er ' s  appreh en si on of n couplex meaning t ak e s  place in a flash , 

whe reas the cons c i ous dl1ct1ys i s  o f  that mGaning nay be a laborious 
8 1  pro ce s s . In Colcoridge on Inaginat ion , Richards put s more emphas i s  

upon t he int e rpret ing :wt i vity . 

But t11is act ivi ty i ::; very diffe rent from th2 nct i vity requir e d  by 

Ri c hard s ' philo sophi c interest , which needs poet ry merely as oat erial 

fo r an enquiry into the no des o f  l�nguage . Hichards , in Sue culat ive 

Ins t rument s ,  give s  a convenient d e s crip t i on of the kind o f  att ent ion 

required for thi s ent erpris e . The first need i s  for 11an abundant 

provision of exampl e s of skil l ed and l o s s  skilled int erpret at i ons , 

spe cimens of mind s at vvork in t he int er-act ions o f  words 1 1 •
82 

Pract ical 

80 . Coleridge on Imaginat ion , p . 1 1 3 . 

8 1 . Pract ical Cri t ic i sm ,  p . 2 1 4 .  

82 . I . A .  Richards , Spe cul at ive Inst rument s ,  London, 1 9 5 5 , p . 5 1 . 
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Crit i ci sr:1 i s ,  iE f ,·,c-t , ·::. co l l ect i on of such 2xamplc: s frou poet ry )  

Int erpret:::.tion in T e>::.ching i s  an oquivalcmt collo ct ion fro.o pro s e . 

Study o f  this nat 2ri2-l requires th•) foll owing : 

Vigila..'1t fi e l d  obs orv:<tion;  respons ive ir:mcrsion in the 

actual , in it s ful l  conc retene ss , before , during , e.nd 
aft er the pas sc..ge of the ab st ract ive pro c e s s e s  whi ch yield 

p ercept ion ; cmdl e ssly returning , self- correct ing care 

for the how as well as for the wh�t and t he why and the 

whit her of the concern • . • •  ; an unwinking lookout for 

analogues in al l respe ct s however re11ot e ,  and e.vid 

curiosity about all r;wdes of analogy and parallelism ;  

and ,  above all porhap s , an it ch to see hovr things 

l ook fron other angl e s . 
83 

The st riking feature h e r e  is  the c onspi cuous 11b sence of "ease " , o f  

any kind . 

We have al re2.d;y s een that Richards t end s t o  confuse these two 

kind s of rcading .
84 One con sequence o f  t his is  Schil l e r 1 s  

mi sint erpretat ion o f  Richards , whi ch reL:!.t e s  part i cul2.rly to Ri chr-1-rds 

roference to 1 1C!Jl. it ch to  see how things look fron other angl e s " ,  and 

whi ch wil l  be lat e r  de s cribed at l ength . 85 The consequence whi ch 

i�ediat e ly concerns us i s  that Richards i s  led int o st at ing an 

import ant part of hi s theory o f  poet ry ,  in Coleridge on I - ·· :;inat i on , 

in t ems o f  the kind o f  reading required by the IJhi lo sophic int ere st , 

83 . Speculative Ins t rument s ,  p . 5 1 . 

84 . See 2bove , pp. 82-84. 

85 . See below , pp. 1 50-1 58. 
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�nd t h is hqs expo s ed hiu t o  Vil.l i d  c ri t i ci sm frol2l. Hot op f . 

examine ho;7 t h i s  hap ,:Jcns , :::u1d hoVl inport :::.nt Hot op f 1  s ob j ect ions are . 

In t he first p l ?"ce , it s c eElS surpri sing t hat Riche.rds s hou l d  

c onfu s e  t he two kinds o f  r;.�c;.ding . Not only aro t he di ffering degrees 

of di ffi culty evi d ent oven to curs o ry examinat i on ,  but t hey <:tl s o  

s e ora t o  co rre spond t o  t h e  hro l e ve l s  o f  "r.;,warene s s "  sket ched i n  

Richards ' ini t i al n.ccount of t he crea.t ivo rJ.ct ivity o f  t he Iilin d .  86 

Furthe r ,  the ne c c s s e.ry d i s t inct i on s e ens t o  b o  vi rtual ly 1:1:;.de in t h e  

quot at ion above fron SpG culat i ve Inst rument s , where "re cept i ve 

ir:unersion" seems t o  corre spond t o  t he phrasG " re cept ive subni s si on "  

in C o l e ridgc on Ir.-,aginat i on .  87 

The p o int of confus ion , hm7ever , l i e s  in t he; inp o rt �mcc which 

Richards at t ache s to C o l o ridge 1 s  l ines , 

T o  the e do all t hings l i ve from p o l e  t o  p o l o  
8 8  

Their l ife t he eddying o f  t hy l iving soul . 

The p e culiari ty o f  tho s e  l i n o s  i s  thd thoir subj e ct -m2.t t c r  i s  

phil o sophical ( t he rel ati on betwe en sub j e ct and obj e ct ) , an d  they 

consequent ly co;:.11:J el the reader t o  t hat s e cond level o f  2.warenes s  

whi ch , according t o  Coloridge , i s  1 1thc fir s t  po stul .ct e of 

phi l osophy 1 1 , and i'lhich cons t i t ut e s  s e l f -knonlGdge . B9 

86 . S e e  above , p . 86 .  

87 . Coleridge on Inagin:--..t i on , p . 2 1 6 , Seo abo ve , p. 1 1 2 . 

88 . ibi d . , p . 1 5 2 .  See nb ove ,  p. 1 05 .  

89 . See above ,  p . 86 .  
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Ri chards , as 'F J hn.ve '=' �on , clair: s the,t this sc;lf-kno,:;leclge i s  

also  self- crcstion . 9° He al so claims that sclf- cre �t ion i s  the final 

end of poetry ,  and hi s enphe,sis Ul)On the se part i cuLw lines  nekc� s  

hin appc�e,r t o  b e  claining th;-.t all poetry s.chi,:;ve s  t hat end , in  t he 

s ;:r:te way tiJ:;,t it i s  achieved in tho s.::: l i n8 s  of  CoL;; ridg;:; , 

Hotopf , ho':Jever ,  point s out th;::,t 1 1t hc, ;:; elf-fo rning , t ha.t co:c1es 

from th0 s e l f ' s  a;'!arene s s  of itself ::::rj;broilcd in it s experi ence , i s  
,-. 1  l iuit ed only t ci  poems sp e c ifi c al ly dealing '.7it h thi s " /  and add s : 

clee.rly ColGridge 1 s enphasi s upon being a:. ·;o,rc of '.·;hat 
one i s  doing o.t the noBcmt one i s  doing it , i s  relcv2nt 
[to the study of �Jhilosophy] in a way it doo s  not s e em t o  
b e  rel c;v2.nt i n  connGct ion with poct ry . 9 2 

Hot opf 1 s point scenD vr:.li d ;  the cvra.rone s s  invol Yed in ros.lisat ion 

of the 11'Nhat 1 1  of th.::: poe1:1 ( 8J1 n.;·rar ene s s  producGd by inagilY',ti ve 

act ivity ) doe s  not in it self involve c:.w::;.ren c s s  of  the "how 1 1  of  the 

poe1:1 , unle s s  the "hm·r 1 1  h2.ppons ,:;,l so to be the subject of thG poec. 

Hotopf 1 s cri t ici s:.� e.pp o :-•.:::· s  seriously t o  invc:.lid�lt .::: .Ri ch<�rds '  clair1 

the_t poet ry gi veD self -knov7leclge and , t hereby , self  -crec:.tion . 

It r:ny be  sugg::;stcd ,  ho·e1evor,  that Richards ' confusion here i s  

incident al r�the r the� radical . To s ay that the ro::cding of po et ry 

brings self -knowlcdg,-:; ,  and s el f - croe,t ion , is  a tr:::tdi t ion2.l claiEJ 

9 0 .  See abovo , p . 85 . 

9 1 .  Hot opf , p . 89 .  

9 2 . ibid . ,  p . 90 . 
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whi ch could b e  i llust r2.t e d  fron 1::1any c rit i c s ,  and sane VGrsions o f  

it wil l  b e  di s cus sed i n  our exaninat ion o f  eight eenth- century 

cri t i cisr::. , 9 3  One o f  the nost memorab l e  brief fon:mlat i ons o f  the 

cl ain appears in George Herbert ' s  line s on the reading of the 

Scriptures g  

Such are thy se crGt G ,  v;rhich my l ife nakes goo d ,  
And com.rnent s on the e :  for in ev ' ry thing 
Thy words do find. ue out , & po.rall e l s  bring , 
And in anothe r  make r.w underst o o d . 94 

The cont ext put s any o.c cuse.t ory i41pli c[�t ion s  in "find. me out " int o 

a s e condary position ,  t he r:min imp l icat ion being t hat v1hich e.ppears 

in such phrase s  as , "IIe hns found hi4lself" . Herbert ' s  line s do 

not necess�rily im2ly a fornal acc ount of the nind in crcctive t erms , 

but they cont ain the essont id point thd Richards '  theory needs: 

the no st inportant understanding to b e  derived fron poet r,y i s  t hat 

s el f  -understanding whi ch s•3eDs t o  be a finding of t h8 sel f .  This 

underst <mding invo l ves ar·rareness of t he "what " but not of the "hov1 "  

of a poen ,  and it readily accor.nodat o s  i t s elf to Ri chards 1 account 

o f  t he realis ing pmrers of conplex language . 

9 3 . See below, pp. 239-248. 

94 . George Herbert , The Holy Scripture s II , 11 . 9- 1 2 ,  
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Ri ch;:·"rd s al s o  v:i she s t o use his t he o ry fo r :Jc.k ing l r,.rge 

p ro9osi t i ons :::tbout the hi s t o r_y of Eng l i sh t1oet ry ,  2nd t hi s i nvo lve s 

t he c l ain t ha.t , roughly spe::J.l.<::j_ng , c ight o lmth - c cntury p o et ry i s  

r::tdi cal ly lJ.npoet i c .  ExPninat i on revc;a.l s that i t  i s  an unjust ifiable 

u s e ,  what over the fi nal uori t ::J o f  the vie·;r '.'lhicl-: i t  i s  but tres sing . 

The: qu ::: s t i on r,1orit s i l lus : ; r -.t ion e_t some l engt l1 b ee-:-,uso t hi s  vie:v: of 

eight eenth ccmtury p oe t r-y constitut e s  something· of an o rt hodoxy in 

the s chool of cri t i ci se whi ch R.ichards helped to c; stabl i sh , 9 5 

I 17i ll  c on s ider ..:'i r s t  Ri chards 1 conpa:::-i s on of IJC" S S 2"ge s by G ray 

'.md Bl r1kc� , in wh i ch }1<.) make s &'1 at t enpt r1t " c onp o.rat i ·v-e studi e s  o f 

t .  t . ., 9 6  poe lC s ructur e s '  • It i s  an GXaop l e ,  th:::ct i s , of th2 onquiry 

int o the differ:.mt ::od e s  o f  l anguage , v>hi ch Riclv.Tds claiEls thc"t 

Coleridr;o ' s  t hin ... l<ing hc,s nndo pos sible , F-..com Gray hG t 2kos t he 
a �  

op ening o f  the Eleg,y : / 1  

The Curfew t o l l s  the knel l  of p art ing day , 

The l oning he rei winds s l owly o ' er the l o re ,  
The yl OVvDarl. honewc"rd plods his v; ,_-.;"("l .. ry VT-'3-Y ' 

.And leave s the world t o  darkne s s  ;:md t o me . 

9 5 . See below , pp. 1 88-1 91 , and p . 36 3 .  

9 6 . Col erid.ge on Imc,gine"t i on , p ,  200 . 

9 7 . ibid . ,  p . 202 . 



Fro:--..1 :Blakc � 

Iv�GI:10I"J , hit her corile � 
And tune your nerry not e s : 

And , whi le upon the wind 

Your Bus i c fl oe.t s , 

1 1 11 pore upon the st re&n , 

Where sighing lover s  dremn , 

And fi sh fo r fancie s as t hey pass 

Within t he wd o ry  glas s . 98 

1 1 9  

Rich;wds de scrib e s  t he difforenc e b etween then as follows : in Gray ' s  

l ine s "it i s  clear t hat alno st all the rest can be properly regarde d 

as dependant from and cont rolled by the p ro s e - s ense " ;  9 9  in :Bl ake 1 s 

line s the rmrd s  have sen ses , but "thi s  i s  not to say that the whole 

poon derives s inply froD the r1rt i culat i on of these 3 8nsos ( as v.:as 

alno s t  t he cc.se wit h  Gray ) " . 1 00 :Blake ' s  language exh ibit s � great er 

dc.::gree of "interinaninat ion " , o r  int e r- <"" .. ction b eh;recm the di fferent 

asp e ct s  of Beaning ; t he 1 1 s en s e s  of the words here coDe to thcr1 as 

nuch fron their feel ings ( t o use t his t e rn  as a convenient 

abbrevi:l.t ion for 1 t he rest of their powe rs upon us 1 )  as their 

feel ings cone fron their sens e s " . 1 0 1  

There are bm obj e ct i ons t o  t hi s  acc ount . The t heoret i cal 

9 8 . Coleridge on Im�inat ion , p . 203 . 

99 . ibi d .  

100 .  ibid . , p . 205 . 

10 1 . ibid . , pp . 205- 206 . 
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obj e ct i on is that Ri charcls i s  agair, b eginning t o  puz z l e  about the 

rel at ion s  b otween sen se and fe eling , P.s h e  hr.d b e en do i ng i n  

P t .  1 c . t .  . 1 02 rac 1ca rl l Cl sn .  As we have s e em ,  one o f  the o..dvant age s  

that u sing Colori dga he.d for Ri chards , was t ho reaoval of thi s 

puz zl e ,  be cau s e  ho now needs. only t o  de s cribe t he int erweaving o f  

the part s o f  the meanings , -:d thout estab l i shing que st ions o f  

1 0 3  
pre c edence betwe en t he part s .  T o  as c ribe a greater degree o f  

interinanirJ.at ion t o  an equal ity o f  p recedence b etween sense and 

feel ing is to bring b ack t he old puz zl e .  

The pract ical obj e ct ion i s  that Richard s ,  very obvious ly , 

ignores the comple xity of Gray ' s l anguage and exaggerat es the 

conplexity of Blake ' s . He says of the latter: 

For exa.n1ple , � nay be reg,d as ' s ing , ut t er '  or e.s ' accord , 

bring int o o rde r ' , t he st rean no� b e  the 1 oerc river ' or 

' t he s t ream o f  l ife , or t h1e , or desire ' , anrl gl ass :r.1ay 

show merely the t ran s lucency of the wat er o r  turn it int o 

an image-maldng refl e ct i on of thing s , as a crystal Yre 
. 

t 
1 04 gaze 1n o • 

. 1>1y :oain point i s  t hat Ri chard s  it,.rnore s the comp lexity of GrLW ' s l ine s , 

not that he exaggerat e s  it in Blake , but it uight be not ed thd 

"ut t er "  2nd "accord" in Ri chard s ' analy s i s  are redundant , and t hat 

1 0 2 . See above , pp. 68-75 .  

1 0 3 .  See above, p. 90. 

1 04 .  Coleridge on Imaginat ion , p . 204 . 
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t he furt her me an ings of " st re an 11 e...n.d "gla s s "  are merely tho s e  whi ch 

might feature in D.llY al l ego ri cal or met c.phorical use of t he vro rd s .  

Furthor1 it i s  not po ssibl e t o  exo.mine Richarcl s ' cl aia that there 

i s ,  in Ble.ke 1 s l ine s 1 e qual ity of prec edence bctvmen s ense m1d 

feel ing , becaus e  t here is no eviden ce given to support it . 

More importE:.:nt i s  hj_ s failure t o  analyse Gray 1 s l ine s .  

Analy s i s  of it easily brings out the fe_ct th.ct t he "lov;ing herd" 1 for 

inst e�ce , i s  sl so a funeral p roce s sion , att endinG t he death of the 

day , so that " s l owl;y " me an s  " sadly " a s  well as "t iredly " , and t h0 

"l owing" t akes on a nournful not e .  But the lat t er ,  l ike the 

p l oughr1an , are returning hone for the night , henc e the feel ing of 

sadne ss is mo difi e d .  Wit h  t he p loughLle� , sinil e-rly, the feeling o f  

hoae coning i s  bl ended wit h the fooling of drearine: s s  ce.rri ed by the 

phre..so "v:e2.ry 'Hay" . This drearine s s  rel2.t o s  �� o t he wonot ony o f  the 

p 0aso.nt l i fe , whi ch is dwelt up on at l engt h l d e r  in t he poet1 .  In 

view o f  that l at er devel opment , c:.:nd in connect ion wit h the death of 

the dcy , the 1 1weary we.y " is "the j ourney of l ife :r  c.nd nhoDC:\7ard " ,  

t herefore , al so meMs " deat h 1 ' . ·This touche s upon the complex o f  

f e e l ings tha t  app o o.rs in the final stanza o f  the poem , w·here death i s  

n o t  only the " abo de " o f  the ;roung poet , but al so "the bo son o f  his 

Father" ,  and where there i s ,  cons equently , the same l ink between 

death and home coming . This comp lexity readily l end s i t s el f  t o  

de s c ript ion i n  C o l e ridgean t ems ; t he s cene of the opening o f  t he 

p o em i s  " re.J.lizcd" in t erms o f  a s et of feel ings about deat h ,  
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and t hus show s "cm unusu2.l int en s i  ty o f  t he nodifying pov..-er" . 
1 0 5  

Thi s i s  not , of cours e ,  t o  s r.;;yr t hat Gray rrrit o s  l ike Blake . My 

p o int i :3 th2.t t he di .f fc;rcnc G C2..l G1ot bo  expl £dned , o r  de s cribed , by 

Ri ch11rds ' net hod o f  a.112"lysi s .  In t erm s  o f  conploxity , or int er-

incminw.t i o n ,  Grny , in t hi s  poel'.l ,  i s  t o  bo  s<.:;t with Blake , not o.g;:;.i nst 

him . Further, 'ts I have; no t c;d , t he c,::: f; ert ion t�1::t in Bl alc.:: sense 

e,nd feeling havo a diffc:c.�:nt o rder o f  prec e denc e i s  not support e d ,  

no r i s  it G<' SY t o  s e; e  I'.O':r it might be; support ed . Ri ch2.rds lat e r  

confe s s es as Buch when h e  re -names the old "asp e ct s o f  Boaning n 

( " s ens e " ,  " fo ol inG " , "t one " .:::.nJ " int ontion" ) "resp ect s "  and s ay s : 

"It s e ems to ;;1c unl ikdy t hat t he part i c ipat ions o f  the respect s 

have , in poet ry ,  
. 1 0 6  

.:my flxe:d pre c edence " .  

The vi Gv; o f  G ighteonth century poet r.t iclpl ic i t in the coHlpt=tri son 

of Gray vrith B l eke i s  ox_p l i c i t ly st i".t e d  in Ri chC!,rrls ' ) o s tul t'-.t ion o f  

a nat ional de c l in e  i n  the ab i l ity t o  use langw.1.c;o : 

Wit h t he ::ei ght eenth c entury ,  t h e  vc..ri ot,y of t h e  nod o s  of 
mr.Jtaphor in sp ooch and in Hrit int:-; ::A:;_:; i dly declinod .  

Dr . JolulSon , for 2xan1pl o ,  c an show , 1.t t i1.1e s ,  st range 

obtusene s s  in di s t i ngt�i shing betw een degrees of ne t :1phor . 

It w2.s t h i s  whi ch me-rle Donnc seciJ :::.rti fi ci ,ql , e,bsurd , 

unimpassioned Emd bowildGring t o  hin . 
1 0 7  

Furt he r ,  t h e  bulk o f  the exaiJp l e s  of " fancy" w i t h  whi ch Ri chards 

10 5 .  See above , p . 87 .  

106 . Spe culat �ve Inst rument s ,  p . 4 2 ,  foo t not e .  

107 . Coleridge on I�;ginat i on , p . 194 . 
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illust rat e s  hi s ac count of " intoiine.ni:lati on "  nre t oken frolil Dr"Jdcn 1 s 

Annus Mirabilis , 1 08 and this re- info rce s the general at t itude he 

t akes t o  eight eenth century poetry in Coleridgc on IB:::,ginntion . 

The thene i s  l p,t e r  t2Jwn up age.in in Richards 1 compari son o f  

Donne uith Dryden , in c..i.'1 e ssay in The Language of Poet ry ,  e.nd i t  i s  

convenient t o  look :>.t this iurJediat Gly . 
1 09 

This essay i s  .?. devcl opnent of the ideas we have seen in 

Col eridge on Inaginat i on . Of so�e l ine s fron DoQDe 1 s  First 

Anniversa�[ , Richards sqys � 

there is a p rodigious act ivity betv.reen the wo rds ::.s we 
ree.d them . Following , exploring , real izing , becoming 
that act ivity i s ,  I sugge st , the e s s ent ial thing in 
reading the poeL1 . Underst anding it is not a prepam,tion 
for reading the poen . It i s it self t he poen .  And it 
is a cons t ruct ive , hazardous , free croativo proces s ,  a 
p ro cess of con cepti on through Hhi ch a new b oing i s  
growing in the uind. 1 1 0 

On t he other hand , it i s  said o f  sone line s from Dryd on ' s  Anno 

Kil l igrew : 

No doubt theL'e c.ro int oract ions b etween the words but 
t hey are on a different level . The words are in rout ine 
convent i one1l rele,ti ons l ike peaceful diplonat ic 

1 08 . Coleridge on Imaginat ion , pp . 94-9 5 . 

1 09 . "The Int eractions of Words " ,  The Lfl.nguage o f  Poetry , 
od.  Allen Tat e ,  1942 , pp . 65- 87 . 

1 10 .  ibid. , p . 76 . 
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connunic'lt i ons b ehtc8n no_t i ons . They do not induce 

revolutions in one 2not her and �re not thereby at tempt ing 
t o  forn a nev: orde r .  Any mutual e>..djustncnt s they have 
t o  nakc are prc::p arC>tory 1 end t hey 2-re no inporte..n.t p;_�rt 

f +h t . t . . t 1 1 1 o v e poe 1 c  ac 1v1 y .  

One roason for thi s , Richnrds says , is that � "Public d cclarJat i on 

the styl e of readinG which the Ode suggest s as right - doe s  not 

invit e  close at t0nt i on t o  t he Beaning " 1 1 2 Ri chc'.rds ' cement s on 

Dryden ' s  peen arc all advers e ,  t hough they are offered as l imit ing 

crit i ci sns , not as out right condermat ions . He has no doubt that 

Dryden succeeded in doing whe.t ho we.s trying t o  do , but thinks hi s 

at tenpt i s  of  int rins ically l imit ed int ere st . As with the earlie r 

conpari s on of Gray and Blclw , Ri chards sees here "two very di fferent 
1 1 3 typ e s  o f  the int eract i ons of words in poetry" . 

It  i s  t rue that Dryden 1 s  poen is not l ike Donne ' s  but Ri chards ' 

analys i s  shons inadequaci e s  in expl aining the difference sinil .1.r t o  

tho s e  vre saw in the conparison o f  Gre.y ni th Blakc . 

Donne ' s  complexity! 

For who is sure he hath a ���le, unl o s s e  
It sGe, and judt-;e, and fo llow worthine s s ;  

H e  exaggero..t e s  

"�" i s  o.ore t han "confident , without doubt s about iV' � 
i t  neans "safe , fi m ,  iiY.tovable" , becn.us o  s�eing , judging 

1 1 1 . "The Int eract i ons of Words " ,  The Le.nguage of Pooh;r , p . 76 .  

1 1 2 . ibid. , p . 78 .  

1 1 3 . ibid . , p . 74 . 
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�:md fo l l ov.rint-s worthine ss ;::>,re therilsol ves the very iJ O S s ession 
1 1 4 

o f  a soul , not ztorely signs of having ono . 

1 1Sure " ,  I think , mce.,ns no nore here than it doe s  Lt c:lnos t i'.l1Y 

o c currence ;  " I  an sure o f  it " ,  in reply t o  o, ctuory , exhibit s  the 

sane aP.ct i vity " . 

r!Iore inpor t ant is Richards 1 negl e ct o f  the co.c:1pl exi ty of Dryden ' s 

line s ,  which I wi l l  briefly i l lus t rat e :  

Thou younge st vi rgin- daught er o f  t he skie s ,  

};Iade i n  the l a st promot ion o f  t he blest ; 

Whos e  pal:r.1s , new pluck ' d frou Pare,dise , 

In spreD,ding b re.nche s nore subliBoly ri so , 

5 Ri ch wit h imnortal green above the rest : 

Whet her,  adopt ed t o  sorno neighbouring st e.r , 

Thou roll ' st 2-bove u s ,  in t hy wandering race , 

O r ,  in pro c e s sion fixt and reguL-,,r , 

Mov ' d  with the ho:J.von 1 s  De,j cst i c  pace ; 

1 0  O r ,  call ' d  t o  noro superior bli s s ,  

Thou t read ' s t  ui th ooraphiL'lS the vast abyss :  

What ever happy reGion i s  t rzy place 
� 1 5 Cease thy c elestial song a l it tl e  space . 1 

Thi s i s  11decl ar;s.t o ry 1 1 ,  but i t  i s  1:1uch more than ::nGrely so . In the 

fir st place , the noveuent is very c l o sely attuned to t he moaning , as 

is part i cularly evident in the fourth and eleventh line s .  Here one 

mr-w p ro fitably recoll ect Richards ' ovm account of met re , in Cole ri dgo 

1 1 4 . "The Int or2.ct i ons of '7ords 11 , The Language o f  P o et ry ,  p . 82 .  

1 1 5 .  ibi d . , p . 7 5 .  
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on Inaginati on ,  t 
. 1 1 6  a nover1en anong nc t1.n1.ngs . The r.-tor:e ir:J.port ant 

po int , hovrevcr , i s  the int c�r- act ion b etween the different kind s of 

not ion cles cribod in tho l inG S i  the wo rds frou which the long 

sent ence sprin;:ss aro " ri se " ;  "roll ' st " ,  n,mndering " ,  "procession" , 

1 1nov ' d" ,  "pace " ,  and "t road 1 st 11 ,  and thcn:-o is a c lir:1ax in tho eleventh 

l ine , where the raovement dos cdbed is both stat e ly and r.1agical . The 

inpre s sivcmess of this line c1.opcnds pe,rt ly on the loc<:�l effect , 

whi ch i s  soL1ewhet like Marvell ' s de scription of the fawn ,  in hi s 

�ph Complaining for the Death of her Fawn , �Jhi ch "trod as on the 

four winds " ,  but r:mch of it s pouer come s fron it s relat ions with the 

novenent s d e s c ribed in the other koy words . Th:J.t the novement in 

t hi s  line is s t at ely and DP�i cal relat e s  al so t o  the word 

" subl inely " in the fourth l ino , since t he feel ing which informs t he 

nhol e  passage coue s un0.or tho head of tho " subline " . The linos , like 

Gray 1 s ,  exhibit c.n "unusual int en si ty of the nodifying powe r" , 
1 1 7 

and 

to see t hon as J.:Wrely 1 1docl2natory" is to mis s  the point ; the sound 

and rhythm are in t ho clos est relat ion with t ho i nt er-:.:!.ct ions of  

1:10aning . 

As in the conpari son of Gray with Blake , the natural us o of 

Richards 1 analyt i c  1.1et hod vrould be t o  place Donne and Dryden , for 

all t heir difference s ,  t ogether . If it were to bo used for making 

di st inctions , thoy would be between Donno and Dryden on the one 

1 1 6 . Coleridge on It1aginat ion , p . 1 1 9 . See above , pp. 95-96 . 

1 1 7 .  See above , p.07. 
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hEm d ,  c.md infari or poet s of t : 1e: net aphy s i cRl and neo - c l a s s i c al 

s chool s on the o t ha r .  J.i ch< u�ds i s  att c:nrpt ing t o  us e thG th uory for 

work whi ch fe.l l s  out sid2 it s s cope; .  

v .  

An exanin ::l.t i on of Ri ch.:::.rcls 1 Di sus e s  o f  hi s theory al so b rings t o  

at t cmt i on a genc n'.l foaturo o f  h i s  ,'J.ppro ach t o  analy s i s ;  there i s  a 

comb i nat ion of grc2-t h e s i t ancy !'.bo ut whA-t c nn to dono at pros cnt , 

conb i n .:.; d  rri th h igh h0p o s  of v.clFct n2.y be o',C C O�Jp l i shod in tho futur e .  

It s e ems cl e8.r th:c.t bot;1 t b G  he sit ancy anrl the hop es r,ro exaggerat ed . 

The high hope s 1re , in p c>.rt , t ho roason for t he r:,rab i t iousne s s  of 

the us o s  vrhi ch wo have been d e s c rib ing . Ri ch2.rds ' hopo i s  that , 

incon c lusive =cs hi s :.:;;naly s c; s  o.rc , t hey p oint the direct ion in ·whi ch 

:3. sp o ct acuL".r dove l opnont !:li_;ht o c cur .  H e  fe e l s  t hc.t "i1: vic\7 of 

t h e  inrxm se L1proveuent il1 our powors  t ho.t -,, c  Oi72 heJ:·e t o Co l e ri dgG , 

it woul d  be i dl e  t o  s et bo1.md s nmt t o  wh2.t r.1ay be llo s s ibl e " . 1 1 8 
At 

the sane t ime , he point s out t hr..t i f  '.'re c'.re c�sked "v1ho t he r  thG 

do ct rine o f  Imagim:"t ion C<"..Yl sup) ly con clus ive ""rgum<:mt s "  1 1 9 about t h2 

st atus of a given p o em our onsner "must be 1'. fi rm No " .  1 20 

1 1 8 .  Coleri dge on Imap;in<".t i on ,  p . 1 27 . 

1 19 .  ibid . , pp . 1 2 5- 1 26 . 

1 20 .  ibid . , p . 1 27 .  
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It i s , I sup;ose ,  �nng�nnblo th�t 

or t h_) s t >.ltus cfJ a node of l�'n,5'1J.B,f;n ,  o f  a given p oc::-:. eight , evcnt<.u 1lly , 

bo con clusi voly do�on st rat c d . Hmrcv G r , cvc?n if it coul d b 2  

do::.wnst rnt e,i \';i t h  r,lc:.t he:raa,t i c -:-,1 c o rt ;·.int y ,  whcct -

• ..-ould. hc:ve been 

<:\chi c v e d? 

Sh;:tkc s �)o:.-_re i s  e>, su_;:JrCdG \:ri t -.; r in t h0 inagine'-t i v o  =-�od0 . The 

it . But to und erst . -cnd thc-,t it i s  so , c>, s 2-g,::;,inst r1ere l:y 1-:::nowing i t , 

i s  a rli ff2:::·:mt rr t t or ,  ond ono in vrhi ch there is no pl<:;.c•J fo r shor-t -

cut s .  The r� ;-cd c:C' vr:i. l l  knm : no thing wort ; ·, knoY-inz C',b out King Lear 

unt i l  he h2.s b o on thorouglJ.ly onc�:(_;cG. in " ro� . .  :il:c of th-: t plc:y. 

E s s ont i o,lly Richar·�1 s 1  hi;'l:. hop es �L1body ;�·- dasiro to ;:�rrive wit hout 

'I' o r e c o l l e ct , sny ,  Kcat s 1 s  l ine s ,  frou On Si t t� 

Must I b11rn t hrough -

i s  suffic i ent t o  i �ake t l1e ::lOint . '}hat conclnsi vo c,:;�gu.C"'tont s o,bo ut t l1e 

l ingui s t i c  mode o f  King Le<u coul d s ervo 2ny u s e fu l  purpose wit hout 

t hi s  e s s ent ial pre requi si t e ?  It rnay b u  S'cic. t lLt Richa,rd s 3..S SULJ.0 S 

t hi s  p rerequi s i t e ,  cmd t hat t he conclus ive' argwncnt s �1bout the 

l ingui s t i c  node ar e c.,ddi t i on2.l ; but for a r.:an who had read King 

L o �r 'l.S Kc.':1t s ru2"d it such nrgu:r.1ent s ,  t hough int e r e s t i ng ,  would 

be no..rginal . 

\That is faulty in Ri chHrds 1 pro c o durc is the ovcr-Gst inat i on 
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o f  what J.:.'Gfinonont of tho anP.lyt i c  nethod might a.cconplish . No -on2 

would deny t hat such e. rofinenent , if ac con1Xmi e d  by sufficient 

l it erary expe rienc e , would be valuable . 

In Riche.rd s 1 cas e ,  it is difficult to resi st the conclusion that 

there is insuffi cient l i t e rar.t experi enc e ,  and here lies the 

paradoxical reverse of the coin of hi s high hopes ; his und e r-

e s t imation of what ;::malys i s  can do no\7 . One do e s  not find in 

Ri chards that delib erat ene s s  of j udgement , enforced by enalysi s ,  t hat 

one finds in , say , Johnson 1 s  ShDke speare criticism , whe re the 

analyt i c  nethod ,  though in it s e l f  loss  refined then Richards ' ,  i s  

nor e  effect ive b e cau s e  it i s  iu t he s ervice o f  prol onged lit erar,y 

expe rience . 

I wi l l  now l o ok briefly at Richards 1 oxce s si ve c!:Out ion about 

m1o.lysi s .  

Richards calls his ruv:�1yt i c  nethod a " spe cuL.ti ve inst :rt.ment " ,  
1 2 1  

2.11d t he phra.se o.nt i cipd o s  the t i t l e  of his l at e r  colle ction of 

e s says , SDe culat ive Ins trur:tent s .  The point of so cal l ing i t  i s  t o  

prevent us fron forg.;;t t ing 1 1that we o.re not t r,ying , in our 

de s cript ion s ,  t o  say 1rhat hal_)pens , but framing a spe culat ive ap pe.ratus 

to o.s sist us in ob s erving a di ff erenc G " --the diffe:rcmce being ,  

f b t " f  " d 1 1 . • t . " 1 22 
o course , e woon e.ncy an lmaglna lOn • 

I have sugge s t ed t hat t here ar8 general factors behind Richard s 1 

1 2 1 . Coleri dge on InG.gainat i on ,  p . 7 3 .  

1 22 .  ibid . , p . B7 .  
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caut iou sne s s , but there i s  t:"l so a nore sp e ci fi c  tlct i vo . Richards 1 

own smrrrrs.ry o f  his key move in hi s account o f  conpl exi ty in 

Col oridge on ±naginat i o n  runs as fo l l ows g 

In place of 1 the p ower by whi ch ono inago or feel ing is 

Bade t o  modi fy nany oth2rs end by a sort o f  fus i on to 

fo rce r1any int o one 1 ,  I he.vo used phras;_;s which suggest 

t hat i t  is the nunb er of connexions between t he :GJ.W..Y ,  and 

t he relat ions b ctvr8\Jn tho s e  conne:x:ions , that c:i vc the 

unity - in b ri e f ,  that the c o - e.dune.tion is the int er­

relat i on ship of the part s . 
1 23 

The obvious ob j e ct i on t o  this i s  that the re i s  in Colo ridge 1 s  thinking 

no j ust i fi cat i on for t rGnsJ.at ing t he idea of " fus ion "  int o the idea 

of nul t ip l i c ity of int er- conne ct i on , c"'1d Richards 1 insi st ence t hat 

we arc not cl aiming to de scribe �1he..t actually happens i s  c. count er t o  

this obj e ct ion . He p[•.rt i culG.rly needs t he count er, be cause :hi s 

i deQ o f  r1ul tiplicity o f  int er- conne ct ion reduces t he distinc t i on 

b etrreen " fancy " and H innginRt ion " t o  one of degre e ,  whereas Colcridge 

�ad insi st ed t hd it is f\ di s t inct ion in kind . 
1 24 

The dist inct ion 

has to be :::'educcd to one o f  dc;;roe ,  b a causG , evident ly , there wi l l  b e  

0 

t t 
0 

b t t h  
0 0 0 f 0 

t 
0 1 25 

s or:1o ln e r- connec l On e noon o r�oras l n  � ploce o wrl lng . 

It i s  inport -:mt for Ri chr.rcl s t o  count er t he ob j e ction , b e cause , 

FtS we have s e em ,  he vrn.nt s t he o.nalyt i c  nethod for cli st ingui shing 

1 23 . Coleri dge on Inaginat ion , pp . 84- 85 . 

1 24 . ibi d . ,  p . 34 . 

1 25 . ib id . , p . 90 . 
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between different 11Eo de s 11 of lan&,-unge , :m cl ther :-'fo rc wj. shes to 

preserve t he idem of n. distinct ion in kind . 

But hi s insistence that the c.no.lytic ncthod do es not p:cet end t o  

do scribe 1 1wh,:ct h.qppens 1 1 ? when ;;,re c.re reading conpl ex ltmguage , hardly 

squares v:ith hi s co:.ment 2.ry on the lines froo Venu s and Adonis ,  in 

hi s init ial c.c count . 'rhcro Ri chn.rds s ::..ys :  

as the reader ' s  nind finds cro ss- connexion ::tft cr cross­

connexion betrmen [ the ne anings] , ho seens , in boconing 

more avnrr o of thm:1 , to be dis covering not only Shakespeare 1 s 
meaning , but so.1cthing <lhich he , the ro2.do r, i s  hi:oself 

DC'.king . His unclersb.nd ing of Shslw spearo is se.nctioned 

b h .  t .  . t 
. . t 1 26 

y � s 01m a.c � v� y �n � • 

It i s  hard to see thi s as anything ot her th8n a dGscription of "what 

happ ens " ,  even if ono concedo s ,  as i s  ncce ss2,ry , t hat spel ling out the 

process in de t ai l  incv;. c P.bly di stort s ,  to sooo ext ent , tho nature of 

t he .c:ctup.l experi enc e .  

The probleus 'ilhich Ri ch2.rds 1 ca.ut iousness i s  t :ry ing t o  count e r ,  

however , di sappe8-r i f  one s 2 e s  t he analyt i c  net hod sinpl:y as a t o o l  

for cul tiv.::tting clo s e  at tenti o:1 t o  the functi oning o f  words i n  poet ry , 

and as an att enpt , adnit tedly inexact , to point t o  places where the 

functi oning s eems si�nificantly suc c e s sful or unsucce ssful . ·rhi s 

use seems hUL1bl er t han the one s  envisaged by Richards ,  but , in fact , 

t he kind o f  at t ent ive ro�ding incul cat ed ?Jld i llustrat ed by it , is 

the fundar..cnt al nrt which those engcged in tho study of l it erature 

1 26 .  Col eridge on Inagination, pp . 83 -84 . Sea abovo , p. 93 . 
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are prinarily at t enpt ing to ,J.evc.,lo.:;> , in thunselves and in o thers . 

A reader who se habit o f  response t o  lru1guage h�s devel oped at the 

l evGl required by t he colliplexity of Shclwspe::l.re or Pope , will have 

little  difficulty in det ect ing slackne s s , inertne ss , or fai lure t o  

exploit the full power s  of lang��ge ,  i n  hi s reading of l it erature in 

general . Whether n given degree o f  slacknes s  is in the node of 

"fancyn is  a que stion which rrill not b e  o f  over-riding interest to  

hin , since he will al re�>..dy pos s e s s  thf'_t soundnes s  of j udgement whi ch 

is the nost inportant out coBe of delibe rat e lit erary study . 

I have given an accotu1t of Ri chards ' theory o f  conplexity in 

Coleridge on Iuaginat ion, exenined sone o f  the us os t o  which he v;ri shed 

to put i t , and suggo st0cl t ho.t the nnalyt i c  net hod is best used in 

incul cat ing att entive: reading habit s .  

My final point c onc erns t he general direct ion in which Richards 

is noving . 'le he_ve seen tk.t Richards ' devel opnent has invol vod an 
0 

0 h 0 th 1 f 
0 

t 1 27 d h ; t  lncreas� ne cop. a�ns on c ro e o sense �n poc ry , an ere , .L 

seens , lies tho reason for hi s preference o f  Donne ' s  l ine s over 

Dryden ' s , in the essay dis cus sed above . A plain aan night say ,  

having been asked t o  conpare the two pas sages ,  that Dryden deal s in 

" inages " ,  whereas Donne deal s in " ideas" ,  and t hi s  rough and ready 

dist inction would have a large element of t rut h  in it . Richnrds ' 

tast e is now at the opposite pole fron that whi ch involved a high 

1 27 .  Sec above , pp. 96-97. 
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e s t  inat c· of S1.·iinburno . Ti1i s t endency r:w_y b e  rc,:,dily high - l ight u d  

b�f not ing th<::.t , in t he t'.:O co l l :) ct i on s  o f  e s says , §:ee cuhct i vc 

Inst runcnt s and So Much lkr:crl.C r ,  th"' only es say ·.rhich c on c orns it s e l f  

vrit h  ex.3nin1ct i on o f  cc l it ,_;r.:o.ry work , i s  c�l L::d " Tltl i lus :o..ncl Cro s s i da 

1 28 
2..nd P l at o " ;  and it is anp ly c onfi ruc d by Ri ch2.rd s 1  ovm poo t ry ,  

whi ch i s  int c l l e: c t ua l ly s t renuou s ,  0y E}..ny standards . 

This t est e i s  int ino.t ely conne ct ocl with t he t ho o rct i c::Ll 

t endenci e s  of Richards ' lG.t or wo rk . Tho s e  t ondencie s  2.rv ihlp l i c i t  

i n  t he i dea o f  1 1 :>.ct i vi ty " , in C o loridgc on Inaginat ion , and appo r..r 

nore fully in The Phil o s ophy o f  Rhet o ri c ,  whi ch \1.'i l l  now be ._;x,_uzino d ,  

c,l ong with Ri chard s ' sub s <Jquent work . Hy r..rgunont i s  thnt t �·1c 

l at o r clevcl opnont o f  the i clc:; ;_ o f  1 1act i  vi ty" i s  M oxc.g[:;orc>.t ion : in 

the oppo si to di r o ct i on froL; t ho se; o-:trl i or t cndcn c i ,:-; s  which 

under- o s t inat o d  tho role of s en s e  in p o et ry . 

1 28 .  Spe culat ive Inst rument s ,  pp . 19 8- 2 1 3 . 
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CHAPTER 5 

TI L PHILO SOPHY OF RHETORI C  

I .  

The devel opment of t he ider. of " activity" and a related att ack 

on account s of poetry whi ch stre s s  the importance of image s ,  are 

cent ral theme s o f  The Phi l o s oph,y of Rhe t ori c .  We wi ll look at the 

att ack , anrl t hen at i t s  basi s and imp l i c at ions . Our examinat i on 

wil l  take in relevant areas of Ri chard s '  work aft er The Pbil o s oph,y 

of Rhe tori c .  

The at t ack begins in the first chap t er ,  VThere we are shown 

L ord Kam e s  pondering on a spe e ch by Wi l l i am s , one of the privat e 

soldiers in Henry V .  The topic o f  c onversat ion i s  what " a  poor and 

. 1 w k privat e  c'.i sp l easure can do a�_:;ainst a mon:.:.rch " ?  and i l l iams remar s 

t hat a subj e c t , seeking redre s s  for a ;crrie'";::nce inflicted by a king j 

"may as wel l go about to t urn the sun to i c e  with fanning in hi s 

2 
face '.'l'it h a peacock ' s  feat her " .  R i chards quo t e s  K3llles 1 corrunent : 

The peac o ck ' s  feathe r , not t o  ment i on the beauty of the 

obj e ct ,  complet e s  t he image : an accurat e image cannot be 

formed of that fanciful operat ion wit hout conceiving a 

1 .  Henry V ,  IV. i.  86-225 . 

2 .  ibid . 11. 1 98-200. 

,. 



parti cular feather ; and one is at a loss when this i s  
neglected in the description . 3 
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Richards has some fun contemplating Kames "blandly enjoying the 

beauty and completeness of the lively and distinct and accurate 

image of the feather he has produced for himself " ; 4 though it would 

in fact have been easy to pick out far less  absurd examples of Kames ' 

"imagi st " doctrine . The example Richards ' selects may well  have 

been the kind of  thing Johnson had in mind when he remarked that much 

of Kames 1 work is  "chimeri cal " .  5 

are very evidently misapplied . 

In thi s instance Kames ' criteria 

Richards ' attack on Kame s '  assumpt ions is pursued in the 

fourth chapter , where he makes the following GCmorc..l, point : 

We cannot too firmly recognize thn.t how a figure of speech 
works has nothing nece ssarily to do Yrith how any images 9  as 
copies or dupli cat es of sense-perceptions , may , for reader 
or writer , be backing up hi s words . 6 

Thi s  distrust of "images " ,  now coming to the fore in Richards ' 

thinking, had always been an element in his work . It expresses  itself 

in the theory of meaning in The Meaning of Meaning, 7 and in , for 

3 .  I .A .  Richards , The Philosophy of Rhetori c 9  New York , 19 36 , p .  1 G .  

4 . ibid. , p. 1 7. 

5 . Boswell ,  Life of Johnson , ed . G . B .  Hill , revised by L . F .  P owell ,  
Oxford, 19 34 , i ,  394 . 

6 . The Philosophy of Rhetoric ,  p .9 8. 

7 .  C .K .  Ogden and I .A . Richards , The Meaning of Meaning,  Tenth 
Edition , London, 1949 , pp . 60-62 .  



1 36 

inst ance , the remark , in Principles of Literary Crit icism ,  that "too 

much importance has always been attached t o  the sensory qualities of 

. ., 8 
1mage s " .  

In the sixth chapt er t he attack turns t owards Hulme , who i s  

quoted a s  saying o f  the language o f  poetry : 

l. i t  ] is not n. lnnt,.ruo.gG of counters , but • • •  o. visun.l concrete one . 

It  i s  a compromi se for a language of intuit ion whi ch would 

hand over sensat ions bodily . It always endeavours to 

arrest you , and m�ke you continuously see a physi cal thing , 

t o  prevent you gliding through an abstract process . 9 

T o  this Ri chards opposes hi s own view : 

So far from verbal language being a " c ompromi se for a 

language of intuit ion" - a thin , but better-than-no thing , 

sub stitute for real experience , - language , �ell-used , i s  

a comnlet ion and d o e s  what the intuiti ons of sensat ion by 

themselves cannot do . Words are t he meeting point s at 

whi ch regions of experience vrhi ch can never combine in 

sensat ion or intuition ,  come toget her . They are t he 

o ccasi on and the means of that gror!th v:hi ch i s  the mind ' s  

endle s s  endeavour t o  order itself . 
1 0  

Whether or not Ri chards accurat ely represent s Hulme ' s  ful l position ,  

hi s cri t ici sm o f  t hat part i cular quotat ion i s  justifiable .  Language 

8 .  I . A .  Ri chards ,  Principle s of Lit erary Crit icism,  ., ,  
London , 1 9 26 , p . 1 19 . 

9 . The Philosophy of Rhetori c ,  p . 1 28 .  

1 0 .  ibid . , pp . 1 30- 1 3 1 . 
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i s  not simply a t ool for re cording or reflect ing experience , but an 

intimat e part of experi ence , and a part whi ch has an organising 

ftmct i on .  Ri chards 1 point i s  similar t o  that vividly record.ed by 

Eliot in Four Quartet s �  

We had the experience but mi s sed the meaning , 

And approach to the meaning restores t he experience 

In a different form • • • •  

• • • •  the past experience revived in t he meaning 

I s  not the experience of one life only 

B t  f t .  
1 1 

u o many genera lons . 

Eliot ' s  lines al so indi cat e  t hat the poet , in struggling with 

language , is not only struggling with his experience , of which 

language is a part , but al so with the experience of past generat ions , 

for a language is  1 amongst other t hings , a record of simi lar past 

struggles . Ri chards illustrat es thi s by quot ing Shelley : 

Language i s  vitally metaphorical ; that i s ,  it mark s the 

before unapprehended rel ati ons of t hings and perpe tt+at e s  

their apprehension , unt i l  words , whi ch repre sent them , 

b ecome , through t ime , signs for port ions or clas ses of 

thought inst ead of pictures of int e gral thought s ;  and 

then , if no new poet s should ari s e  t o  creat e  afresh t he 

asso ciation s  which have been thus disorgani sed , language 

1 b . t 
1 2  

wi l e dead t o  all t he nobler purpo ses of human ln ercourse . 

1 1 , "The Dry Salvage s " , 11 . 9 3  ff . 

1 2 .  The Philo sophy of Rhe tori c ,  pp . 90-9 1 .  
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Ri chard s no t only point s out the omi s s i ono in t he "imagi st 1 1 doctrine 

but also pre sent s a th(�ory of p o c:t i c  language in whi ch the key t erm 

i s  1 1acti v i  ty " .  Fundament a.lly , thi s i s the theory >:ie have seen in 

Coleridge on Imaginat ion , but the e lem2nt o f  " activity" i s further 

s t r e s sed by a reformulat ion of t he cont ext the ory of meanin{S , ·.·.-hi ch 

. 1 3 
was out l ined in our account of The Ueaning of Meanlng .  The theory 

of 1 1activity' '  i s  now geccred for an at t ack on " imagi sm'' , in that it i s  

a t  the furt hest p o s s ib l e  remove from the i dea that •. 1ords repre s ent 

things . We wi l l  look at the t heory in det ail . 

The theory of meaning pre sent ed in The Phi l o sophy of Rhet oric 

define s meaning as 1 1de l egat ed efficacy1 1 , 
1 4 

and says that "what a 

sign or word meal1s i s  the mis si ng part s of t he cont ext n .  1 5  " Cont ext " 

here means vihat i s  meant in t he theory of sign- situat ions pre s ent ed in 

The Me aning o f  Meaning ,  whe re re currence o f  a part o f  a cont ext i s  said 

1 6 
t o  re cal l , or be a sign of , t he other part s of t hat cont ext . There 

is not , of c ourse , tot al re- c al l  but a select ion of rel evant featur2 s 

o f  past cont ext s .  Thus , to offer our O'im exampl e ,  the word "book 1 1 , 

in a part i cular occurren c e , 11means " t he part s of its  1 1context s "  in 

1 3 .  See above , pp. 1 -3 .  

1 4 . The Phi l o sophy of Rhe t ori c ,  � . 3� �  

1 5 .  i b id . , p . 34 .  

1 6 .  See above , p .2 .  
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previous o c currence s  l whi ch are relevant to the nm< occurrence . T o  

define "meaning" i n  thi s  way may �;rell arouse indignat i on i n  some 

qu:1rt ers . The reason \':hy Ri chard s v.rant s s o  t o  r',efine i t  may 

convenient ly be i l lust rated from Iniu'pretat i on in Teaching� 

The mul t ip l i city and int erdependance of  t he m::':!an ing of 
'2o ::::ds , so much insisted upon here , b e come s obvious and 
nece s sary as soon as we conceive o f  int erpretation in t e rms 
of  s i gn- situat i on s . 1 7  

The cont ext the o ry of meaning l ays t he 3reat est po s sible emphas i s  on 

the int e rpret ing act ivity .  "Mul t i plicity" ari s e s  from t h e  l arge 

number o f  past cont ext s  involved in the re currence of a >rord , and 

" interdepe ndance " from the fact t hat the pres ent cont ext det ermine s 

the relevant sele ct i on from the past cont ext s .  

Harn e s sed t o  t he cont ext t heory of meaning i s  the idea that a 

"percep t i on i s  never just of  an it ; percep t i o n  t akes what evGr it 

perceive s as a thing of a cert ain sort . All thinking from the lorrest 

to the hi ghe st - whatever else i..t may be - is sort ing1 1 • 1 8 Thi s idea,  

like the d i strust of  1 1image s 1 1 with which it is  clo sely conne cted , had 

always b e en pre s ent in Ri chard s ' s  thinking , 1 9 but it now o c cupi e s  a 

more imp o r t ant )lace . A s imp l e  i l lustrat i on o f  t he idea might run 

1 7 . I . A .  Ri chard s , Interpret at i on in T eaching ,  London , 19 38 , p . 48 , 
footnot e .  

1 8 . The Phi l o s ophy of Rhet ori c ,  p . 30 .  

·1 9 .  See , for example , The Meaning of Me aning ,  p . 2 1 4 ,  and Principl e s  
of  L i t erary Crit i ci sm ,  p .  1 28 . 
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as follow s �  a child has a category - a " sort " - which he thinks of 

as "hard things " ;  a chair may for him be in this category . As he 

grows,  "chair " be comes more specifical ly defined by partaking of a 

great er number of sort s ,  so that , eventually , it may , in a given 

situat ion 9 become "an int erest ing example of the work of Sheraton" . 

As Ri chards says , a percept ion is "the more concrete as we t ake it as 

20 
of more sort s " .  

This position i s  re- st ated in Int?!pretat i on in Teaching and a 

quotation from there i s  useful because it  serve s to make an 

immediat e further point : 

To think of anything i s  to t ake it � of a s ort ( as a 

such and such ) and t hat 1 as 1  brings in ( openly or in 

di sgui se ) t he analogy ,  the paral l e l , t he metaphoric 

grappl e  or ground o r  grasp or draw by whi ch alone the 

mind t ak e s  it s hold . It takes no hold i f  t here is 

nothing for i t  t o  haul from 9 for its thinking i s  the 

haul , t he attraction o f  like s .  
2 1  

Ri chards wi she s to stre s s  that all language work s in the same way as 

metaphor : "a word i s  normally a substitut e for ( or means ) not one 

d i s cret e past impression but a combinat ion of eenernl aspe ct s . Now 

22 
that i s  it self a summary account of the principle of met aphor r' . 

2 0 .  The Philosophy of Rhet ori c ,  p . 3 1 . 

2 1 .  Int erpret at i on in T eaching , p . 49 .  

22 . The Philosophy of Rhet ori c ,  p . 9 3 .  
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The chief obj e ction t o  thi s account i s  that i n  metaphor proper the 

"aspe ct s "  t o  be combined are from so much ml·tJ widely different areas 

of experi ence than tho s e  involved in the mere recurrence of a word , 

that we should regard t he process as containing an important 

additi onal factor.  Richards i s  here blowing a little t oo hard in hi s 

inflat ion of the imp ortance of the int erpret ing "act ivity" . In 

Hot opf ' s  view , the import ing of the principle of metaphor int o the 

t heory of meaning is one of the unjusti fiable strategi e s  by whi ch 

Ri chards suggest s that philoso1)hy is like poetry ;  i f  all meaning i s  

met aphori c t han t he most apparent ly t echnical and dry piece o f  

philosophi c prose i s  riddled with met aphor .
23  

Thi s point i s  not so 

important for Richards ' thinking about poetry ,  the highly metaphori c  

nature of whi ch no-one would want t o  deny , but i t  shows how hard 

Ri choxds i s  pushing in a certain directi on . Before examining the 

implicat i ons of hi s t hinking , we wil l  close our account of t he theory 

of meaning present ed in The Philosopgy of Rhe t o ric by gl ancing briefl� 

at it s bearings upon analysis . Emps on 1 s well -knovm, o.lno G t notorious , 

comment on Shakespeare ' s  compari son of a tree in wint er with "bare 

ruined choirs 11 ,  runs as follows : 

t he compari son holds for many reasons ; because ruined 

monastery choirs are places in which t o  s ing , be cause t hey 

invo lve sitt ing in a row , because they are made o f  wood , are 

23 . W.H . N .  Hotopf , Language, Thought and Comprehensi on . A Case Study 
of t he Writings of I . A .  Richards ,  London , 19 6 5 ,  p . 1 02 . 
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carved into knot s  and so forth, because they used to  be 

surrounded by a sheltering building crystallised out of 

the likeness  of a forest 9 and coloured with stained glass 

and painting like flowers and leaves ,  because they are 

nm1 abandoned by all but the grey walls  coloured like 

the skies  of winter ,  because the cold and Narcissistic 

charm suggested by choir-boys suits wel l with Shakespeare ' s  

feeling for the object of the Sonnet s ,  and for various 

sociologi cal and historical reasons ( the protestant 

destruction of monasteries ;  fear of puritanism ) ,  which 

it would be hard now to trace out in their proportions . 24 

It would be easy to  translate  Empson ' s  list into terms of the "sort s "  

which constitute Shakespeare ' s  perception of the tree and the ruined 

monastery ,  to note the part played by them in the metaphorical process 9 

and to  suggest how the context here dictat e s  the relevant selection 

of features of past contexts .  Such a translation would not effect 

any increase in descriptive power ,  but it would tend t o  prevent any 

talk about the "vivid particularity" of the "image " ,  which might 

easily arise if the analysis were put in terms of "associations " ,  

"qualities"  or "properties "  o f  t he objects  in the "image" :  it would 

emphasize the intensity of the interpreting activity. 

24 . W. Empson ,  Seven Types of Ambiguity, Third Edition ( Revised ) ,  
London , 19 53 ,  pp . 2- 3 .  
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I I . 

The a c c mmt of me aning des cri b e d  abovG has s ome valuabl e  

feature s .  P art ly the s e  ar-e COlli1Gct ed \rith i t s  r o l G  as a 

"po l i c eman " the ory , 2. 2 Ri chards put s i t , and i t s  funct i on i s  t o  k e ep 

out the simp l i fying di s t o rt i ons invo lved in a crudely " imagi s t " vi ew .
2 5  

The j u s t i c e  o f  thi s point come s out i n  Ri cmrds ' s common- sensi cal 

r emark t hat the words in p o e t ry uct cs f o l l ows : 

[they] make us apprehe nd , und e r s t and , gain a real i z ing 

sense o f ,  t ak e  in , what ever it is that i s  b e ing me ant -

whi ch i s  not nece s s ari ly any p hy s i cr"l thing . But if we 

s ay "a real i z ing s en s e " ,  we mu st remember that thi s i s  

not any ' s ense ' n e c e s sar ily , such as sen s e - p ercept i on 

give s ,  but may b e  a feel ing or a thought . What i s  

e s sent ial i s  that 1.7e shoul d real ly t ok e  i n  'lnd b e c ome ful ly 

aware o f - what eve r i t  i s .
26 

l<urt h e r , Ri chards ' s t r o s .s on "act ivit y "  rat her than " image s "  lead s t o  

the devel oprrhJnt o f  u s e ful analyt i cal p roc edure s .  

ThG most not ab l e  o f  t he s e  i s  t h e  nwin;; of t he two p art s o f  a 

me t aphor and t he ins i s t ence that the r e lat i ons b etv:een them are not 

ent irely a mat t er of r e s emblance . Thi s springs d ire c t l y  from the 

att ack on Hulme ' s vi ev1 t hat ac curacy of corre spondence b etween the 

two p art s i s  the sole crit erion of me t apho r .
27 

2 5 .  The Phi l o s ophy of Rhet or i c ,  p . J B .  

2 6 . ibid . , p . I ] O .  

2 7 . i b id . ' p .  1 ] 2 .  
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The two part s are cal led 1 1 t enor" and "vehic le " .  28 Thus i f  we 

call a man "a l i on in be.t t l e " ,  hi s courage i s  the "ten o r "  and the 

lion the "vehi c l e " .  Ri chgrds not e s  t he oddi ty that name s for the 

two p ri n cipal part s of a met aphor had not been put int o general 

currency , and sugge st s t hat one of t he imp ortru1t fa.cto r s  in Hulme 1 s 

mi s t aken viev1 ,  vras the runbiguous use of "metaphor " to me an sometime s 

"veh i cl e "  and sor:1e time s "vehi cle a.'1d t eno r " . 
29 

The ins istence t hat t he relat ions between t enor and vehi c le are 

not ent i rely a mat t er of re s embl ance runs as fol l oc.vs : 

In general , t he reare very few met aphors in wl�i ch 

di sparit ie s between t enor 8l1d vehi c l e  are not as much 

operat ive e..s t he similarit ie s .  Some similarity wil l  

c or:unonly b e  t he ostcmsi ve ground of the shi f t ,  but the 

p e culiar modifi cat ion o f  the tenor wh i ch t he vehi c l e  

brings about i s  even more the work o f  their unl ikene s s e s  

than of their l ikene s se s .
3 0 

The principal examp l e  Richards give s i s  Haml et 1 s ,  ''Wltat shou ld such 

fel lows as I do craw l ing betneen earth and he aven'? "} 1 Ri chards 

28 .  Tho Philo sophy of Rhetoric, p . 96 . 

29 .  i b id . , pp . 1 3 2- 1 33 .  

3 0 .  i b id . , p . 1 2 7 .  

3 1 . Hamlet , III , i ,  1 27 .  
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comment s :  

There i s  disparity action • • • .  When Hamlet uses the v10rd 

crawling it s force comes not only from whatever 

resemblances to vermin it brings in but at least equally 

from the differences that resist and control the influences 

of  their resemblances . The implication there is  that man 
32 should not so  crawl . 

What a "disparity act ion" i s  doing, and how important it i s ,  in a given 

case , may be a matter for argument s ,  but Richards ' work here i s  

valuable , and it s merit,- _ as with the basic doctrine of 

" intorinanimation" , ':rith which it is closely connected , is it s 

simplicity . 

At the same t ime , Riche1.rds reject s  the position which he 

illustrates by a quotation from Andre Breton , who is described as 

"the leader of the French Super-Realist s " : 3 3 

To compare hw objects ,  as remote from one another 

in charact er as possibl e ,  or by any other method put them 

together in a sudden and striking fashion , this  remains 

the highest task to which poetry can aspire . 34 

Richards describe s  the happy medium between this extreme and the 

3 2 .  The Philosophy of Rhetori c ,  p . 1 27 .  

33 . ibid . ,  p . 1 23 .  

34 . ibid . 
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Kame s i an or Hulme an extreme , by a met ap hor from a_;:_·chery : 

As t he t ',70 t hing:� put t o gether are more re1·:10t e ,  the 

t en s i o n  c re at ed i s , o f  cours e , gre�t er.  fh�t t en � i on 

i s  the sp ring of t ho bow , t h e  source of t he energy of the 

shot , but '.'re ought not to mi s t ak e  tho st rength of t he 

bow f o r  t he excellence of t h e  sho ot ing ; or t h e  st rain 

for t he air.1 . 3 5  

A s  w e  shal l s e e ,  t h i s  common- sen s e  v ie'N i s ,  not surprisingly , similar 

t o  t hat held by Dr Johnson , alt hough J ohnson did not expl i ci t y  

f ormu l at e  t he idea of "di s pa ri ty act i on " . 36 

The nature and usefulne s s  of t h i s  feature o f  T he Phi l o s ophy of 

Rhe t o ri c  need nei ther exp lane.t ion nor coffir.lent , but i t  may b e  

i n c ident ::ny remarked that disparity act ion , wh i c h  i s  a type of 

c omplexity or " intcr inanimat i on " ,  ni l l  be muc h more prominent i n  

dramat i c  p oe t ry t han in d e s cript ive , narra, c ive , or r e f l e c t ive p o e t ry .  

T h i s  i s  c l e ar i f  \'TO comp c:,re Haml e t ' s  remark with Ri chard s ' ovm 

me t aphor from archery ,  I n  t he l at t e r case i t  i s  ;nuch more di ffi cult 

to s e e  v;hat t he d i spari ty act ion is do ing, o t he r  than giving p l e asure 

t hr ough surpri s e .  For i n s t ance , the di sparity betr: e en physi cal 

s t rength i n  the veh i c l e  and ment al st rength in the t en o r  is r.1e re ly 

i rrel evant . There i s  a d i re ct l ink be tween t h i s  and t he t endency 

o f  t he cri t i c al s chool whi ch Ri chard s helped t o  inspire , t o  prefer 

3 5 . The Phi l o sophy of Rhe t ori c ,  p . 1 2 5 .  

3 6 . See b e l ow ,  p . 2 58. 
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dramat ic poetry - )oetry whi ch keep s  clo s e  to actual spee ch .  This 

is clear in Dr . Leavis ' s  comment on Donne ' s  l ine " Call country ant s 

t o  harvest offi c e s " �  " I t  i s  the fact that farm- labourers are not 

ant s ,  but very di fferent , thcd, equally with the l ikeness , give s the 

met aphor it s force 1 1 • Dr . Leavis asso c i d e s  this process wit h  "the 

t one of sublime ly contemptuous good humour " that mark s the opening of 

the poem . 3 7 I have already sugge sted thc.t di sparity betvmon t enor 

and vehicle is more prominent in dramat i c  poe t ry ,  and it  may be added 

here that thi s ·wi ll be parti cularly so when some kincl of irony i s  

pre sent . 38 The emphasis on t he imp ort qnce of disparity rein forces 

the dominant modern t aste . 

Closely re lated t o  t he idea of dispari ty act i on i s  Ri chard s ' 

sugge st ive d i s cussion of Eliot ' s  lino s : 

Well , that Sunday Albert was home , t hey had a hot gammon , 

And they asked me in t o  get the beauty of it hot . 

Ri chards not e s  that when "pcwple talk of ' beaut iful food ' some are 

apt to shudder " at such gro ss use of the vmrcl 1 1beauty11 ,  and 

adds of Eli o t ' s  line : 

� 

[it uses] thd shudder , and all the patheti c  reverberat ions 

from its  occasion and it s cont r�sts . That is the full 

use of language - whi ch dr2Jilat i c  writing more than any 

othe r ,  of course , require s . It t ake s it s word , not as 

3 7 . Scruti�y , xiii ( 1 945-46 ) , 1 1 9-1 20. (Donne , The Sun Risin£U 

3 8 .  See b e l ow , p . 2 32 , for a d i s cus sion by D� Johnaon of a subt le 
case of this kind . 
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the rep o s itory of a singl e const<:mt power but as a mean s 

by whi ch t he different powers it rrt<W exGrt in different 

situati ons are brought together • • •  with an int erinanimat ing 

opposition .
39 

Richards hero himsel f make s the point �bout the particular 

prominence of thi s  proce s s  in drr�1at ic poetry . What i s  e spe cially 

evident in thi s cownente.ry on Eliot i s  the way in which the theory 

o f  " inter:i.nanime.tion" stre sses the importance o f  a "natural " use of 

language in poetry- languase whi ch draws upon a lc:.rge numbe r  and a 

large variety of past context s .  

I I I .  

Such are t he valuable el ement s in Richards 1 s  development in The 

Phi losophy o f  Rhet ori c 9  o f  the idea of poetry as "activity" . He i s 9  

however ,  in danger of moving t o  an opposite extre11e from that occupied 

by Hulme and Kame s . This appears in the remark that the "language of 

the great est p oetry is  frequent ly abst ract in t he extreme and it s aim 

i s  preci sely t o  send us 1 gliding through an 8.b stra.ct proce s s  1 •  "40 

The last phrase here d e s cribe s what Hulme thought poetry should,  

39 . The Phil o sophy of Rhetori c ,  p . 8 5 . 

4 0 .  ibid . ' p .  1 29 . 
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e,b ove al l ,  avo id . To i l lustrat e  h i s  point Richards q_uo t e s  from 

Troilus &�d Cres sida � 

This s he ?  No , thi s i s  D i omed 1 s  Cre s si d a .  

I f  beauty have; a s oul , t h i s  i s  not she , 

If souls guide vows , i f  vo,.rs be sanct imony , 

If sanctimony be t he go ds ' del ight , 

I f  t he re be rule in unity it s e l f , 

Thi s  i s  not she . 

Richards c omment s :  'We are not a sked by Shake sp eare here t o  perceive 

b e auty , but t o  understand it t hrough a me t aphoric argument as the 

' rul e  in unity it self 1 and to understand i t s  p lace in t he soul ' s  

growt h " . 4 1 With regard t o  thi s part icular i n st ance , Richard s ' use 

of t he word " ab st ract " is rather mi slead ing . In these l ine s 

Shake speare i s  not primnri ly asking us t o  unde rst and "beauty" ; he i s  

dep i ct ing a young man vrho s e  love h a s  b een bet r�,ye d .  We are not "gl id ing 

through an ab stract proce s s " , but , if we read ari ght , grasping a 

part i cular moment in a hum&� exp e rience . C e rt ainly , wo rds like 

1 1 ab s t ract " and "part i cular " are not very s .rct i s fe.ct ory here , in any 

case , but they can fai rly serve to make our p o int . 

But t he more impo rt ant con s ideration i s  t hat t o  take l ine s l ike 

t h i s  as the b asi s of a poeti c the o ry ,  is as p o t ent ially mi s leading as 

it would b e  t o  t ake , say ,  a poem by Hulme . Just as a poem by Hulme 

invi t e s  des cript ion in t erms o f  sharp part i cularity, so t he se 

l ine s invit e  des cript i on in terms of "act ivi ty " . 

4 1 . The Phi l osophy of Rh�toric,  p. 1 2 9. Troilus �d Cressid�, 
V. ii . 1 35-1 40. 
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IV.  

Doe s Richards nislorul himself by this  emphasis  on poetry which 

nost prominently exhibit s "activity"? It is convenient to answer 

the que stion by examining Dr . Schi ll Or ' s account of Richards , 42 

because i t  t akes for it s cent re the l ater development s of Ri chards ' 

thinking , whe:ee the idea of "activi ty" is  most elaborately developed . 

It will be argued that t hi s  account not only di stort s beyond 

recogniti on Richards ' views in Coleridge on Imaginat ion 9 but also 

i s  of very l imited applicability when tested against it s own 

example s .  The advantage of exruniningDr. Schiller ' s  account lies in 

the fact that his unifying and clarifying of important element s in 

Richards ' s  work after Coleridge on Imaginati on ,  brings their 

weaknesses  to the fore , though Dr. Schiller sees them as st rengths 

and not as weakne sse s .  After di scus sing Dr. Schiller ' s  account , I 

shall try to show to what extent it is a just reflection of the later 

phases of Ri chards ' s  thinking . My argument i s  that Richard s ' 

stress on poetry of the kind exemplified in T roilus ' speech 

readily permit s confusion between t he reading of poetry and the 

study of philosophy, and thus serves the same purpose as Coleridge ' s  

4 2 .  Jerome P .  Schiller, I .A .  Richards ' Theory of Literature , Yale , 
1 9 69 .  The following account i s  essentially contained in my 
review of Dr . Schiller 1 s  book in Ess§ys in Critici sm ,  xx ( 1 970 ) , 
367-374 . 
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met aphor of the "eddy " in Coleridge on Imaginat ion , but wit h  more 

not i ceable consequence s . 4 3 

I will fi rst briefly sUJ!lTiari z e  D r .  S chi l le r '  s theory ,  whi ch i o  

de rived from and att ributed t o  Ri chards . Ac co rding to D r .  Schi l l e r ,  

the e s sent ial value o f  poe t ry  lie s in the fact t hat i t s  l anguage 

demand s a special kind o f  atten t i on . This l anguage has mult i p l e  

meanings , and behind these meanings lies a mult iplic ity of conceptual 

frameworks and , hence , a multip licity of purp o s e s .  The value o f  this 

spe cial l anguage i s  that it comp e l s  the reader t o  become aware of the 

balancing of various purpos e s  underlying hi s various int erpretations : 

th i s  re sult s in " s e l f-knowledge " or "self -real i s ation " .  44 

"Framework s "  and the purpo s e s  t hey invo lve are central t o  the 

account , and are elab orat ed as fo l l ows : 

e ve ry ut teranc e  has the func t i on of purpo s ing be cause 
it affirms some framework or o rgani sation of things and 
event s .  This framework is rarely e st ab l i shed by the 
ut t e rance in que s t ion . But , as int e l ligibl e only wit hin 
such a frru:1ework , and thus d ependant upon it s acceptance , 
the utt e rance d i re ct ly support s the frar.lework and 
indirectly support s t he att itudes whi ch underlie it s 
establ i shrnent . 4 5 

4 3 . See above , pp. 1 05-1 06 . 

4 4 . See , for example , S chi l l e r ,  p p . 44-46 . 

4 5 .  ibid . , p . 66 .  
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The illust rative examples of these ''framework s "  which Dr . Schiller 

gives should be reproduced , be cause they servG t o  recall some of the 

sources whi ch lead to his account : 

A typi cal exampl e  is  the cont rRsted pair of views of 

nature - realistic and p roj ectionist ic - des cribed in 

Coleridge on Inagination , whi ch closely parallels the 

similar contrast betwG en t he "magi cal " and " s cienti fi c "  

views of the uni verse in Science and Poet ry .  A few o f  

h i s  frameworks are fre sh and intriguing , such a s  t he 

Ame ri can suscept ibili ty t o  "suggestion" as opposed t o  the 

E-11glish sense of "t radition " ;  or the Chine se att itude 

t owards t he accept8.bility of a ste.tement , determined by the 

way in whi ch the statement fit s in with accepted social 

pract i ce , and not by it s �eet ing int elle ctual standards .
46 

Some of the element s in Richards '  work vihi ch a,Jpear in Dr . Schiller ' s 

version have been discus sed in our ovm account , part icularly the 

s t re s s  upon multiplicity of meaning and it s conne ction with " self­

rGalisat ion " . 4 7 The emergence of "purposing" , the aspect of meaning 

whi ch Ri chards used t o  cal l "int ent ion " ,  int o a prinary place is a 

lat e r  devel opment . Richards says , for instn.nce , that the vari ous 

other aspe cts of meaning may all o ccasionally lap se in various kind s 

46 . Schiller, p . 6?. 

47 .  See above , pp. 9 3-94 . 
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of writ ing but that "without purposing ,  without the feed-for.vard 

which st ructure s all activity , no utt erance and no comprehending" . 48  

The phrasing here conveniently shows how the prominence of "purposing" 

is l inked with the stress on "activity" as the key notion in 9.!1 

account of reading . The source of Dr. Schillo r ' s idea of balanced 

conceptual frameworks is evident in his reference to the "realistic"  

and "projectionisti c "  views , whi ch we  have seen in our discussion of 

Coleridge on Imaginati on ; complex language present s the "fact of 

mind" in which are "balanced" the two doctrines v;hich may be derived 

from it . 49 

Dr .  Schiller support s these point s with mat erial taken from 

Richards' various investigat ions into the workings of language , and we 

have already described the kind of interpretation required by 

enquiries of that kind . 50 Dr . S chiller clains th�t Ri chards ' own 

tenden cy to confuse tho r�ading of poetry with the use of poetry as 

material in such enquiries  allows us "to expect and discover naterial 

relevant to the description of one sort of interpreUtion in works 

o st ensibly devoted to  the description of the other" . 5 1 The key word 

48 . I . A .  Richards , Speculative Instruments ,  London,  19 5 5 , pp . 27 - 28 . 
Richards refers us to Speculative Inst rument s ,  pp . 1 19 - 1 2 2 ,  for 
an account of "feed-forward" ; sec below pp .1 67- 1 70 for a 
discussion of thi s .  

49 . See above , pp. 1 05-1 07. 

50 .  See above , pp. 1 1 3-1 1 4 .  

5 1 .  Schiller, p . 75 .  
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here , clearly, i s  "rel evant " ,  and we shall l ook immediately at t he 

just ice of t he claim . 

All of Dr. Schiller ' s  key oxa�ple s are taken from Richard s ,  and 

the first one i s  the familiar : 

Look ! how a bright st ar shooteth frolll the sky, 

So glide s he in the night f rom Venus ' eye . 

D r .  S chi ller gives an edited vers ion of Richard s 1 connentary : 

Here • • •  the more the image i s  followed up , t he more links 

of relevance between the unit s are dis covered . . . .  The 

separable meanings of each word , Look ! ( our surpri se at 

t he met eor , hers at his flight ) , star ( a light -giver,  an 

influence ,  a remote and unc ont rollable thing) 
• • •  glides 

( not rapidity only, but fat al ease , t o o ) 
• • •  - all these 

separable meanings are here brought int o one .
5 2  

Dr Schi l l er regards Coleridge on Imaginat ion as a transitional wo rk ,  

giving hint s about the lat e r ,  and more sat is factory ,  theory , s o  he 

provid e s  his own c ommentary , t he es sence of which is the remark t hat 

"each meaning found t o  be relevant indire ct ly reflect s  a purpose 

governing the ent ire ut t erance . Thus the multiplici ty of meanings 

refl e ct s  a mult ipli city of purposos " .
5 3  

It i s ,  t o  say the least , 

diffi cult to conceive how thi s might be so . A remarkable feat of 

ingenuity would be needed to enforce the point , and even that degree 

5 2 . Schiller, p. 76 .  See above , p. 92 . 

5 3 .  ibid . ' p .  79 . 
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of i ngenuity would be defeat ed by the further need to asso ciat e 

the purposes with "conceptual frameworks " .  Coleridge , Ri chards 

and Dr . Schiller agree th2.t the lines are in the highe st poet i c  mode , 

so that it ought t o  be a st rong candidate for fulfilling the 

requirement s of Dr . Schiller ' s  theory .  

The SDI!l.O point r:tey be nude o f  the second of Dr . Schiller 1 s key 

examp le s ,  •,7hi ch i s  Ri chards 1 analysis of Denharn ' s  lines on the 

Thames :  

0 could I flow like thee , and r.aake thy stre81!1 

My great exemplar , as it i s  my t heme ! 

Though deep , yet clear � though gent le , yet not dull ; 

St mng· ·:wit hou,t rage : without o ' e rflomng full . 

Dr . Schille r 1 s commentary , in keeping with hi s theory ,  runs : 

The met aphoric relationship between mind and river 

forces us t o  concent rat e on the variety of interpret ations 

the.t we afford to  the mind . Thus the met aphor doe s not 

say anything directly about the Dind , but me rely provide s 

the oc casion for multiple sqyings . 54 

The phrase "vari ety of int e rpretation" can only refer to the fa.ct 

that Richards had said that "de ep " ,  applied to "mind " ,  means 

"mysterious " and " ri ch in knowl edge and power" . 5 5  The es sent ial 

point , however , is  not t hat Dr . Schiller di stort s and axaggerctes 

Ri chards ' thinking, but that the line s fail to conform t o  hi s 

54 . S chillor, p. 85 . Cf .  The Philosophy of Rhet o ri c ,  pp . 1 2 1 - 1 2 3 .  

5 5 . The Philo sophy of Rhet o ri c ,  p . 1 22 .  
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theory . \""fuat t he l ine s " o::eali s e "  1 so far from affo rding a "vari ety 

of int erpret A.t i ons " of the kind that ttight involve differing 

"purp o se s "  and 1 1 c onceptual fr2l!l.evwrk s 11 1 is ><hat might , for 

convenience ' s  s ake , bo called "the August an norm. " . 

This i s ,  in fact , subtly brought out by Ri chards ' s  own 

c oor:1entary . He not e s  t hat in Denhan1 1 s sequence of �etaphorical 

adj e ctives , in some cnses the vehi cle -meaning has pri ority, in others 

the t enor-meaning , and that 1 1thi s alt ernat ing r.10vement in the shift s 

nay have not a l it t l e  to do with t he rather mys t e rious power of t he 

couplet , the v;ay it exemplifi es what it i s  de s cribing" . 56 Denham 

i s  praising, t hat i s ,  a c ont rolled and balanced p ersonality , and the 

ant ithetical b alance o f  t he shift s ,  l ike the ant ithet ical balance 

o f  t he couplet movenent , i s  one o f  the fact o r s  in t he real i s ing , 

as opposed t o  uere stat oH-2nt , of the meaning . We have already 

d i s cu s sed the place that thi s t ake s  in Ri chard s ' s  thinking ; the 

"int er· innninat; ion " , or comp lexity , o f  t he language leads t he r0 ader 

to a re- creat i on o f  what the line s are about , and the height ened 

avmreness  i s suing fron thi s const itut e s  not only self-knowledge but 

s elf-creat i on .
5 7  

I n  more o rdinary l angu::tge , the fit reader o f  

D enham not only get s th e: ide� h e  fe e l s  what i t  i s  l ike t o  have that 

i d e a ,  and , further, t hn.t part of himself which 2.Jlswers t o  the idea 

56 .  The Philosophy of Rhetori c ,  p. 1 21 .  

57 . See above , p. 93 .  
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and t he feel ing , cone s int o b eing, and i s  re c o gni zed . Thi s by no 

Tie an s  constitut e s  2. comp le t e  account of lit er8.ry study , but it 

d e s cribes the e s s ence o f  it . 

So far , t he pract ical inapplicab i l ity of the t heory whi ch 

D r .  S chiller at t ribut e s  t o  Ri chards has b e 2n out l ined. Its weakne s s , 

generally s t at e d , hinge s on the point that Hot opf make s about 

Ri chards ' dis cu s sion of Col eridge ' s  p re sent at ion of t he relati on 

b e tween perceived and perceiver through the met aphor of an eddy : 

"The self ' s  awarene s s  of it self embro iled in it s experi ence " and the 

part icular kind of " se lf - re ali s at ion "  consequent upon it , are 

l iTii t ed to the reading of poetry v:hi ch i s  ab out such "embroi lment " .  58  

And Hotopf ' s  words here are , i n  fact , a conden sed sumr:lary o f  

D r .  Schi l l e r 1 s  t heo ry . 

For our �Jurp os e s ,  t he convenien c e  of D r .  S chi ller ' s account i s  

that it draws t o gether the elenent s i n  Richard s '  thinking which 

spring from the use of p o e t ry as oat e rial for invest igating the 

workings of l anguage , an d  t hus n'3.ke s clear t heir limited appl i cabi lity 

to the reading o f  poetry .  

Dr . Schi ller 1 s  li cense i n  drauing , in the building o f  h i s  

theory ,  upon Rich�rds 1 use o f  p oet ry a s  case material , i s  l ent 

p l ausibi lity by Ri chards 1 own t endency t o  oo nfuse thi s pro c e dure 

with the reading of poetry as poet ry . We wi l l  l o ok no� at s ome 

5 8 . Hot opf , p . 89 .  See above , p. 1 1 6 .  
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manifestations of th�t tendency , in order t o  see t he extent of 

Richards ' m-m confusion , e-nd t he way in whi ch it relat e s  t o  hi s 

increasing s t re s s  upon t he idea o f  "activity" . 

V .  

I n  some re spect s i t  i s  surpris ing that Ri chards should b e  

confused . For inst ance ,  in The Phil o sophy of Rhe toric , h e  can make 

a fim di stinction betwe en the kind of at t ent ion required by t he 

reading of poetry and that requi red by further us e o f  t hA.t reading . 

The aim of t he book is  t o  sugge st some ways in which language work s ,  

the net hod o f  enquiry i s  t o  "translat e  more o f  our skill [in re ading 

poetryJ int o discussable s cience " . 59 
4s we attempt such a 

t ranslati on , Richards sug�;ests , the follo�ring h r:.ppens : 

we find t hat all the questi ons the.t mat t e r  i n  litere..ry 

hist ory and cri t i cisn t 8k e  on a new int erest and a wider 

relevance t o  human ne ed s . In asking how l anguage work s  

w e  ask about hov: thought and feeling and all the other 
60 modes of the mind ' s  activity pro ceed . 

Here Richards makes the necessa.ry d istinction between the art ( ski l l ) 

of reading and t he science of semasiolo�J ·  

59 .  The Philosophy o f  Rhetoric , p . 94 , 

60.  ibid . , p . 9 5 .  

T he kind o f  analysis ,  
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and accompanying t he o ry ,  which i s  re levant to  liter8.ry criti cism ,  i s  

that which c.t t empt s t o  describe our react ion t o  the poem ; 

semasiol ogy demands t hat , at the moment of reading , one should be 

aware of the reading pro cess - the rea.ding pro ce s s  it self is the 

fo cus of att ent ion . This s ort o f  att ent ion , in effe ct , turns all 

poetry into the kind exemplifie d  by Coleridge ' s  metaphor of the eddy . 

In The Philosophy o f  Rhetoric Ri chards hins elf renarks upon "the 

6 1 
pe culiar s o rt of att ent ion which i s  the method o f  the �7hole study" . 

But t here are point s of confusi on .  One of the most not iceable , 

and seemingly plausibl e ,  occurs in "Poetry as a.n Instru.r:1ent of 

Res earch " ,  an e s s ay whi ch is of great imp ort ance for Dr. Schille r '  s 

62 account . Ri chnrds 1 central point here i s  this : 

t here i s  M important use of ;vo rd s  - very frequent , I 

sugge st , in poet ry - whi ch does not freeze it s nennings 

but loavG s then fluid , whi ch doe s not fix an as sert orial 

clip upon t hen in t he \W:Y t hat scientifi c p ro se and 

factual dis course r:mst . It leave s t hem free to move about 

and rel ate thenselves in vari ous ways t o  one another . 63 

He adds : 

Let me now use t he privilege o f  a definer and invite you 
t t et t to mecu1 - for thi s occasion - by Poetry • • • for 

6 1 .  P• 1 2 1 .  

62 . Spe culative Inst ruTient s ,  pp . 1 46- 1 54 .  Cf . Schiller ,  p . 74 .  

63 . Spe culati ve Instrument s ,  p . 1 48 . 
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T e chnical ) word s s o  us ed that thei r neanings are fre o  
so t o  di spose t hemselves : t o  aa...l<e u p  t o gether what e ve r  

t hey can. 64 

Ri chard s 1 ·  caut ion here should be innediat e ly noted ; the definit i on 

i s  a spe cial one to be used for a spe cial oc c a s ion. 

Ri chards illust rat e s  ·what he means by "fluid " language by 

di s cu s sing the t it l e  of his own e s say ,  "Po e t ry as an Ins t rument of 

Res earch1 1 • He drans att ent i on t o  it s "fluidity11 by not ing that . .. l.l. 

we :!_:mt " i s "  for 1 1as 1 1 , we give t he phrase "the solidity , f ixity , 

ri gidity of responsi ble prose , • • •  we make t he sentence , in short ; 

nean what it says and be ready t o  t ake the consequence s .  "65 As it 

stands , howeve r ,  the t it l e  is ful l of p o s s i b il i t i e s ;  the various 

neaning s of "poet ry11 , " ins t rument " and "r�Ds earch" can be set in a 

nunber of different pat t erns . Ri chards do e s  not give exampl e s ,  but 

they are eas i ly supp lied : "Po e t ry  i s  a ne an s  by whi ch we l o ok int o 

our ovm he art s and mind s 11 ; "The law s  of language are b o st enquired 

int o by u s ing poetry as case 1:1at ori al " ;  "17c b e cone mo st int imat e ly 

acquaint ed with a past culture by studying i t s  lit erature " ;  "The 

problens of emot ive language cen best be di s cussed in emot ive 

language ; a rigi dl y  s cient ific pro cedure i s  out of place he re " . 

64 . P. 1 49. For a conveni ent acc ount o f  Richard s 1 u s e  
of spe cial quotat i on mark s , see Spe culat ive Instrument s ,  
pp . 29 -3 0 .  

65 .  ibid . , p . 147 · 
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The phrase i s ,  in short , not a s t at ement but an invit at i on t o  

sp e culat ion , invit i ng an int e rpret ing act i vity o f  the highe st 

p o s sible degre e . 

But t here i s  � evident danger in transferring this idea t o  

poet ry ,  even i n  a 1 1t o chnic al " s en s e . Richards hinsd.f not e s  t hat the 

pre sence or ab senc e of Gll " a s s e rt o rial clip " should be "thought of as 

a r.1at t er of degre e " , but goe s on to di sni ss t he po int becau s e  "degree 
66 sugge st s measureL1ent and we are not in sight of measureL1ent here " . 

Thi s i s  t rue , but there is , ne verthe l e s s , an import ant and easily 

percept ib l e  differen c e  betwee n  Ri chard s 1 phrase "Poetry as an 

inst rument of :ce soarch n and a poem . A poen ,  in fact , c ontains much 

mo re of an "assert orial cl ip " .  A phrase det ached fron a 

Shake speare sonnet might , in i t se l f ,  reseL1b l e  Ri chards ' s  t i t le , but 

in it s cont c�t in t he poeu it s inter- �ct ion with the other word s  

evident ly redu c e s  it s potent ial variety of me8ning. T o  say t hat the 

kind of int erpret at i on requi red by Ri chards ' s  t it l e  i s  "very 

f re quent " in poet ry i s  t o  oxrcr_sger.J. to the noti on of "act ivity" t o  an 

int ol erable degre e . One might reoind Richards of a point he made , in 

Coleridge on Inaginat i on ,  about s ome wilful ly cryptic modern poet ry :  

"it i s  easy t o  L1i st ake a oerG freedom t o  int erpret a s  we wi l l  for 

c ont rol l ing unity of sane purp o se " . 67 Thi s serves al s o  to make 

66 . Spe culo:ti ve Ins tru:1ents, p. 1 48 

67 .  I .  A .  Rich;J.rds ,  Coleridge on Imaginat ion , London , 1 9 50 ,  p. 91 . 
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the general p oint that what Ri chards cal l s  an "as sertorial clip " is  

what i s  usually called "unity" .  A furthe r re1 ev8.nt cor.rr:1ent i s  

that t he vrhole di scussion reveal s the danger s  of Richards 1 habit 

of using fragment s of poetry rather than who l e  poems - a habit whi ch 

will have been evident throughout our account of hi s work . 

The confusion i s  not , ho'vever , of rad i c al inportance for 

Richard� t hinking about poe t ry .  In tho fir st place , it i s  an 

irrt ertli t t ent confusion. We have already seen th�t even in t he later 

work Richards is  able to make the di stincti on between poetry as  

mate ri al for studying language and poetry as poet ry .
68 

Secondly,  

Richards 1 int e re st , in hi s writi ngs aft er The Phi losophy of Rhet ori c ,  

i s  _t:JriDarily i n  the study o f  language , s o  t he"t the main effe ct s o f  

any confusion are chiefly in that dire ct i on .  Thi rdly , Ri chards , of 

course , never att erapt s to re-int erpret the thinking of Coleridge on 

ImaginE>-ti on in t he way thc"t Dr . Schiller doe s . 

VI . 

The re are further el ement s which need t o  be examined in 

Ri chards 1 lat er vrork , apart from those touched upon in our 

di s cussion of Dr .  Schiller 1 s  account , and these al so centre upon 

6 8 .  See above , p. 1 1 5 . 
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the increasing s t ress  upon "act ivity " .  As in the essay "Poetry as 

an Ins iruo.erit of Re seerch" , t he tendency is  to mclw L)oet ry as open-

ended as pos sib l e ;  t o  insi st on the variety o f  pos sible 

int erpret at ions of a poem . This line of thought , however ,  doe s  

not depend on any special fe�ture of poet i c  lenguage , but springs 

from a general t heo ry of comnunication ,  and the variety of 

int e rpretat i ons aro not simult aneously hel d  in nind by the render , 

as he reads . 

An es sent i al factor in this tendency is Richards ' re j e ction 

of t he terminology of "dest ination" and "mes sage 11 , as used in 

coDL1uni cat ions engine8ring . This terainology implie s that a 

mes s age i s  en- coded by the t ransmitter and de- coded at the 

de s t ination , and Ri chards i s  anxious to deny it s appli cability t o  

any subt le use s o f  language , calling it , in it s application t o  

poet ry,  the "Vulgar Packe.ging View11 • 69 

He i s  once raore ins ist ing that poetry is composed of "pseudo­

stat ement s " .  70 As we h2.ve seen , thi s  view ins i st s th=tt a poem i s  

till activity o f  int er�lret E'.tion , not an extract abl e idea . 7 1 The 

en- coding and the mes sage are inseparable , as was stre ssed by 

69 . See , for example , I . A .  Richards ,  So Much Nearer , New York , 1968 , 
p .  1 74 . 

70.  See , for example , Spe culat ive Inst �ent s ,  pp . 147- 148 . 

7 1 . See above , pp. 29-30. Cf. The Philosophy of Rhe toric, p. 49 and 
Principl es of Lit erary Criticism ,  p . 275 . 
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Ri chards ' s  account of the organising function of language . 

In reje ct ing the idea of a "dest ination" Richards refers to  

C . S . Pierce . In a cri ti cE�l discussion of the terminology of 

communication s  engineering, he turns to  his audience and !3-Sks : 

Are you the D estinat ion? I should hope not • • • • 

How you understMd me will  depend upon what I go on 
to  say but no re still on what you find ( now or  later ) 
t o  say to yourself ( or to  others ) about it all .  

This i s  what the great theorist of sign- situations ,  
Charle s  Sanders Pierc e ,  meant by  his doct rine that 
every sign needs othe r  succeeding signs as it s 
interpretant s - and so  on and so on . 72 

For Pierce , an "interpret cmt ' '  i s  "that which interpret s a sign" , and 

it can it sel f ,  in his view , be nothing but a further sign , which 

needs , in turn it s own "interpretant s " .  According t o  Ge..llie , 

there are , for Pierce , two escapes  fro121 the endless proces s  here 

envisaged . First his not ion of the "entire general intended 

int erpret ant " �  second hi s view that for certain purposes one 121ay 

ignore the fact that words ar8 signs  needing "int erpret ants "  and 

t reat them as though they referred directl�' to  their object s .  7 3 

Richards ment ions neither of these  devi ces , perhaps because of his 

desire to make int erpret at ion seem as open-ended as possible . 

7 2 .  So Much Nearer , p .  1 59 . 

7 3 .  W, B .  Gallie , Pierce and Pragmat i sm, New York, 1 966 , p. 1 36 and p. 1 1 6 . 
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It i s  evident that t here is bot h t rut h  and int erest in 

Ri chards ' pursuit of thi s l ine of thought . Herbert ' s  lines on 

reading the Scriptures nay be recal l ed again : 

Such are thy secret s ,  which my life make s good , 

And comment s on thee : for in everything 

Thy words do find mo out , and parallels bring , 

And in anothe r make ne underst ood . 74 

To say that one ' s  life " comment s "  on what one i s  reading is  a 

suc cinct and memorable way of putt ing it . The li tvrnry uork 

t akes i t s  place in one ' s  experi ence , and this p lace vrill not quit e 

resembl e  t he place it takes in soneone else ' s  experience . Further , 

as Ri chards1  phrase "nm7 or lat er "  implies , this plac8 will change as 

t he reader ' s  experi ence develops . A p oem by Donne will not , 

commonly , nean to o. reader what it meant t o  hin five years before , 

or will mo an fivG years l at er . The p oint i s  t ou ched upon by 

Empson , dis cus sing the problems of ano.lysi s , at t he beginning of 

Seven Type s of ili�biguity : 

there i s  a sort of neaning , the sort that people are 

thinking of when t hey say 1 t hi s  p oet will t1ean more t o  

you when you have had more experience o f  life ' , which i s  

hardly i n  reach o f  t h e  analyst a t  all . 7 5  

Further , if  the point o n  which Richards i s  insi sti ng i s  t ranslat ed 

74 . Sec above,  p. 1 1 7 . 

7 5 .  Seven Types of Ambiguity , p . 3 . 
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int o  lit erary hist ori cal t erns it  r0 sonbles Eliot ' s  view th�t any 

genuine new poon changes the relat i ons bet�een poens writ ten in t he 

p ast . P ope ca..Yl never be t o  a nodern re,J..der what he wcs to 

Johnson , b e cause t he nodern reader knows Wordsrrorth ,  Eliot , and so on . 

Such i s  Ri chard s ' rej e cti on of the idea of a "dest inat i on" . 

Before dis cus sing it , wo will look furthe r at his  views on the idea 

of a "nes sage " b eing "en-coded" .  Thi s cnn more convenient ly be 

done with reference t o  Poet ri e s  and Scienc e s , >ilforo 

\'le read : 

A vast , recent aberrat ion of concern wi th poet s as 

subject s  for bi ography has led too many to think t hat 

poens just express i t ems , incident s ,  occurrences ,  

cri se s ,  and so on , in a poet ' s  experience . 76 

Against thi s  he expr0s scs the follm·ling view : 

The more usual thing - so  far as availabl e evidence 

goe s - is for a poen • • •  t o  form at it s incept ion a 

problen . The ninimum problem I said was the finding , 

or creat i on ,  o f  a situ.at ion - a confluGilCe of 

inaginat ive pos sibilit ie s  - able to support it s growth .  

The situat i on ,  that co nfluence o f  p o ssibilit ie s ,  i s  a 

syst em of oppo sit ions and collaborati ons aoong word s .  In 

bri ef ,  a poon begins by creat ing a linguistic problem 

who se solut ion by language wi ll be the attainment of 

it s end . 7 7  

76 . I . A .  Richards , Poetries and Sci ences , London , 19 70,  pp . 1 1 1 - 1 1 2 .  

77 . ibid . , p . 1 1 2 .  
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The met aphor of "growth" , cent ral to Ri chards ' thinking here , i s  

one that we have met bGfore i n  Richc.rds ' at tack on Hulme : 

r..rords are the meeting point s at whi ch regions of 

experience which can never coL!bine in s en sat ion or 

intuition , come t ogether . They are the occasion and 

the me an s o f  that grov.;th whi ch i s  the mind 1 s endless 

endeavour t o  order it self .
78 

Richards 1 drift cn.n be sugge st ed by a comparison wit h Pierce . 

Gallie says t hat , for Pierce , "all we wean by thought or 

int elligence i s  ' a  sign developing in accordance with the law s  of 

inference ' .  "
79 

Ri chards , bel ieving with Cole ridge that p oet ry i s  

the ut terance of the whole soul , seems t o  sugge st that all w e  mean 

by the soul i s  a sign developing in accordance with the laws of 

poetic language . A more emphat ic way of rej e ct ing the view t hat 

language "en-code s "  an 1 1 experi ence " ,  could scarcely be conceived . 

Behind this thinking lies a mot ive that "'Ne have seen beforG in 

Ri chards 1 work ; the hope of an imminent spect acular development . 

Thi s is novJ int roduced by using f.:;od-forward and feed-back cyc l e s  as 

t he nodel for t alking about a poen ' s " growth " . The model appears 

80 in the essay "The Future of Poetry" , but we will look rather at 

i t s  development in Poet ri es and Sciences . Here we are given a 

7 8 .  The Phi l o sophy of ffi1etoric , p . 1 3 1 .  Cf . above , p . 1 36 . 

79 . Galli e ,  p. 1 09. 

80. So Much Nearer , pp . 1 65- 1 66 .  
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clear and simple illustrat ion of such a cycle in the free-hand 

drawing of a circle g 

First cone s t he feed-forward direct ive as t o  the size 
of  the circle . It cannot be begun without that .. 
Then with every inch your chalk travel s there is feed­
beck report ing to your nerve-muscle-tendon-j oint 
executives as to  violations of the feed-for;ard 
directives and an issuing of new feed-forward as 
t o  correct ive �ct ion if needed . 8 1 

With  regard t o  poetry thi s  means that 1 ;interinanimation " ,  or the 

int er-actions of words ,  i s  not seen now as r1erely the central feature 

of poetry ,  but as the controlling agency. Ri chards does not put it 

in that wcy , but as follows g 

in coupo sing , or in choice behreen int erpretations , we 
not e how we are guided by the extent to which change 
in ono component ent:tils che.nge in others �  whenever we 
"see" that if  2S varies 9 p_1_g • • •  nust vary t oo .  The 
proces s of conposit ion i s  indeed a weighing of these 
entailment s ,  a balPncing imposed by the rivalling 
possibilit ies of the alt ornat e s . 82 

m.ve " ,  here , Richards suggest s �  noans "the system of relev['nt feed­

forward , which at the noment is being confirned by feed-back" . 83 An 

8 1 .  Poetries  and Sciences ,  p . 95 . 

82 .  ibid . , p . 9 7 .  I have omitted Richards ' special notation :  
cf . ny footnot e on p .  1 60 above . 

8 3 . ibid . , p . 9 7 . 
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ioport ant feature of the account is that we ( in t he nornal sense ) 

vlil l  not be ent ir2ly aware of the way in ;rhich the cycle i s  

controllinG t he growth of t he poeo , T o  that ext ent the poen i s  

compo s ed by t he language syst or:t it sel f , 

The hope held out by t hi s  way of describing a poeo appears in 

Ri chards' follow·ing renark : 

such has boon the utt erly unexpected rat e of  advance 

in these nat ters in recent years and such t he promi se of 

cont emporary neurologi cal nodel designs that new , 211d 

perhaps l ibcrd ing ,  light on htllia.n pot ent ial ncy be 

looked for quit e soon , 84 

Ri chards is st ill searching for the k ey which wi l l  unlock the laws 

of poetic language . 

Something has already b een said about the doubtful usefulne s s  

f th t t f t . f l ' t  ' t '  . . d 85 
o a sor o en erpr1 s e ,  so ar qs 1 erary cr1 1 c1 sm l S  concerne , 

so our dis cus s i on of Ri chard s ' thinking here will concern it s e l f  with 

othe r  aspect s ,  

First ; 86 
Richards concedes that thi s W:Jproach nay "go t o o  fRr " , 

and it nay be said that it hns alre�dy done so . It will b e  readily 

acknowledged t hat t he p oet ' s struggl e with language is import ant, and 

t hat the inh erent t endencies of the language system will have some 

84 . Poetries and Sciences, p. 96 . 

8 5 .  See above , p. 1 28. 

8 6 . Poet ri e s  and Sciences ,  p . 1 09 . 
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shaping influence on the poen ,  but Richards exaggerates t his 

f2.ct o r .  I n  compo sing 2. poen we may s e e  t hat i f  ' x ' varies , then 

' p ' and ' g '  nust vary too , but t he choico of ' x '  is  dictat ed not 

only by its relat i on to ' p '  and ' g ' , but by it s relo.t i on to v;hnt 

we want to say . ' 'What we want to s ay" , or the experienc e 'I.'Thich 

the poem expres se s ,  correspond s ,  in Richard s ' s  analogy , with the 

" size of the cir cl e "  frora which comes the e s sential "feed forward 

dire ctive " .  No doubt , expres s i ons such as "the experience whi ch the 

poen expresse s "  are theoreti cal ly very unsat isfactory ,  as Ri chard s ' 

whole point here i s  t o  ins i st , but criticisn cannot , in fact , 

proceed without using them . They might be called "neces sary 

f i ct ion s " .  

Richo.rds has always b een suspicious of "fi ct ions " .  The point 

i s  noted by Hotopf in his di s cussion of The Meaning of Meaning :  

Ogden and Ri chards 1 t ouchstone - one they were ahlays 

fingering - was t he �-1ctual psychological conditions that 

caused an individual ut t eranco .
87 

When Ri chards att acks the idea that an "experi ence " i s  "put int o 

word s " ,  he i s  con cerned with t he psychologi cal cooplexity of what 

actually happens , and i s ,  evident ly , justif ied in insisting that 

word s  have a fornat ive , not :werely A,n expres sive funct i on .  H e  i s ,  

likewi s e ,  justified in insi sting that the poem i s  not merely 

87 . Hotopf , p . 25 .  
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received at a 11dest inat ion " i t he int erpret ing activity als o  is  

foroat ive and not ncroly re cep tive . But , t o  use the phrase vrhi ch 

Gallie uses in di s cus sing Pierce , the criti c has to proceed 

88 as though t he poen r�cords an experience and that he has re ceived 

thi s  experience . To  proc eed in thi s  way i s  not ne cessarily to 

fal l ,  as Ri chards seems t o  as sume , into a nist aken pre- occupat ion 

with the p o et ' s  biography . A safeguard against this i s  the familiar 

not ion that a poet generalizes  his  e xperience . In Coleridge 1 s  

forrnulati on ,  one of t he functions of the "inaginat ion" i s  t o  fus e  

"the general , with t ho concre t e ;  the idea, wit h  the image ; the 

individual , with the represent at ive " .  S9 A typical nodern 

fo�ulat ion appears in Leavi s '  remark , in a d i s cussion of t he 

similarity b etween Lawrence ' s  relat i on with hi s nother and Ursul a ' s 

rel ati on wi th hor fe.ther in The Rainbow, that in the novel "the 

experience is wholly impersonalized ( and , in b eing inpersonalized , 

ext ended ) " .
9 0 

The se.ne ground is  covered by t he neo - classi cal 

doct rine of "generality" , whi ch wil l  be exanined in our discussi on 

of Dr . J ohnson . 9 1 

88 , See above , p. 1 64.  

89 . Biographia Lite rari a ,  e d .  J .  Shawcros s ,  Oxford , 1907 , ii , 1 2 .  

9 0 .  F .R .  Leavi s ,  D . H .  Lawrence , Novelist , London , 19 55 , p . 1 3 1 . 

9 1 .  See below , pp. 2 39-248. 

- ' 
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VII . 

T he kind o f  cri t i ci sn p ro duced by Richards 1 devel opment of 

t he idea of " act ivity" is nel l illust r::1t ed by his ovm cor:runent ary , 

in Poet ri e s  <md Sciences , on Enpson ' s  po em Legal Fi ct i on .  H e  says 

of th2 comment ary : 

Vfuat thi s  sort of glo s s  should be att empt ing t o  bring 
out i s  t he dependance o f  what any rmrd or phre.se can do 
in the poem upon •;;rhat i t s  other words and phrases can do 
t here : t he degroe of their r,mtual enablenent and nutual 
contro l .  I t  :is thi s - not any e.cti ons o r  agoni e s , and 
wi she s or hopes or endeavours on t he part of the poet or 
hi s readers - that s et t l e s  what the poem nay be and when 
and how ( and whether )  i t  i s  fini shed . 9 2 

The poei!l runs : 

Law make s  long spokes of the short stc.kes of men . 
Your wel l  fenced out ree.l estate of mind 
No high flat of the nomad cit i z en 
Looks over , or train l eaves behind . 

5 Your right s ext end under and abovo your claim 
Without bound ; you own land in Heaven and Hell ; 
Your part of earth 1 s  surf8.ce and mas s  the same , 
Of all c o snos 1 volume , and all stars as wel l .  

9 2 .  Poetri e s  and Sciences ,  p . 1 1 7 . 
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Your right s reach down whc:;re all ovmers . meet 1 in Hell 1 s 
1 0 Pointed exclusive conclave , at earth ' s  cent re 

( Your spun farm 1 s root sti ll on that axi s dwells ) ;  
And up , t hrough galaxie s ,  a growing sector.  

You are nonad yot ; the lighthouse b ee.m you own 
Flashe s ,  like Lucifer , through the firmaoent , 

1 5 Earth ' s  axi s  v.s.rie s ;  your dark central con'-� 
�avers a candle ' s  shadow, at tho end . 9 3 

The no st conspicuous feature of Richards ' coTIDentary i s  it s 

avoidance of any mention of the tone and feeling of the poem . The 

nearest that Richards cones to this  is in his connent on "nomad 

cit izen" in the third line : 

noo.ad cit i zen � In contrast to the farmer ( cult ivat ing 
his garden ) .  The fourth verse " comfort s 11 this farmer ,  
who may foel rather tied by hi s holding. He doe s  a lot 
of tr�velling inevitably if his property i s  swe2ping 
illinitably about in thi s fashion . It i s  a disturbing 
sort of comfort ho'imver : Lucifer i s  "fallen fron 
heaven" ( I saiah ,  14 � 1 2 ) and the self it self is shadowed 
by it sel f ,  hidden from whatever l ight it may produce . 94 

The reason why Richards has to  avoid , as far as possible , quest ions 

of tone and feeling , is evident if his earlier definit ions of those 

t erms are recalled . "Tone " ( the poet ' s  attitude to his audience ) 

9 3 . Poetries and Sciences , p. 1 1 5 . 

94 .  ibid . , pp . 1 1 6- 1 1 7 .  
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and "feel ing" ( his at titude t o  hi s subj cct )9 5  
quickly bring in t he 

"act ions o r  agonie s ,  and vrishes or hopes or endeavors 1 1  of the poet , 

which Richards think s :oust be kept out of the di s cussion . For t he 

same reason he carefully omi t s any ment ion of t he poe:o 1 s 

aint ent i on" , or what it i s  "<".bout " .  Ooit ting ,  as far as po s sibl e ,  

any considerat ion o f  fe�ling , tone and int ent ion , Richards has t o  

pro ceed by commenting on t he senses of the word s . Typical of thi s 

i s  his comment on t he first line � 

short stakes � Both the st ake s t he pro spe ctor drives in 

to mark the b oundaries of his clain ( line 5 ) and the 

post s of the fence that k eeps cattle ( sey )  in and 

t re spas sers out of the spun farm ( line 1 1 ) .  Right s in 

this land include everything under and above ( line 5 ) .  
They are st ake s ,  t oo ,  in the s ense in which a landowner 

i s  said to  have a st ake in the count ry . He has inve sted 

money , t iw;) and t oil in his property ; he has sonething 
96 

at stak e .  

Here Richards night have added that they are al so " stakes "  a s  in 

gar:1bling .  The fc.mer ' s  choice appears to be a gamble mer0ly about 

life , but it turns out to be a gamble involving eternity • 

.As well as inhibiting comrncmt on the feeling , tone p..nd 

int ent i on of the poen ,  Ri chard s ' approach fo rbids any nention of 

9 5 . See above , p. 4. 

96 . Poet rie s  and Sciences ,  p . 1 1 6 .  
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it s "iLJ.age s " , be cause all nust be  des cribed in t c:rns of "activity " ,  

o r  t h,;: "nutual enableuent and mutue.l cont ro l "  o f  the words . 

The approach , in short , fails to comr:ent on what appear t o  the 

reader to be the nain features of the poem . 

A comoent ary on the t one and feeling aspe ct s of the poen might 

run as follows � there i s  c:m i roni cal t ouch in "real estat e  of mind" , 

which comes fron the di sparity action in the r.:te t aphor ;  the 

implication i s  t hat a "oind " shouldn ' t  be fenced off like a piece 

o f  "real e st ate " . Such a r.:tind is a closed r.:tind , and the p oint is 

t aken up ae;ain in "ovmers " and "exclusivone s s 11 in lines 9 and 1 0 .  

The first stanza appears t o  congratulat e the person addres sed � 

"How compet ent ly you have uan::>.god your affairs . You have inve sted 

in a property free from the di st ressing proxinity of urban and 

industrial devel op:::wnt " . The ironical inplico..t ion i s �  "In being 

exclusive you h::we cut yourself off from huuanity" . Relev:mt t o  this 

inplic;:l.t ion , are the fc::elings evoked by the "nomad citizen" ; he i s ,  

a s  a "nomad " ,  unafraid , and , as a " cit i z en " ,  he t akes a place in the 

cor:wmnity . Also  relevant arc t he feelings evoked by "train leaves  

b ehind " ,  whi ch i:raplie s ;  "You have never had enough human cont act t o  

b e  saddened b y  soneone ' s dep arture " . 

The feeling of tho second sto.nza is  ono of iiiL":lensity, whi ch 

highlight s the petty and futilG neatnes s  of the "well fenced out 

rec.l estat e  of mind " .  The cont rast is  very clear in "without 

b ound " as oppo sed to "wel l  fenced out " . The feel ing of immensity 
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reaches a cl inax in , 

Of all coso.o s '  volunc , and all stars as well . 

Here the effect of the long , open vowel sound s ,  especially in the 

repeated "all " ,  re-inforced by t he similar sound of "well " ,  i s  

particularly noticeable . This feeling of illinitability undermines 

the neat exclusiveness  of the first stanza. 

The wit of the third stanza carries on the unden.1ining proces s . 

The growth metaphor in "a growing sector " ,  further rel eased by the 

uord "farn" , is grotesque , and it s io.plicat ion is : "You thought 

you were only concerned in groning cash-crops ,  but your farm is  

growing sonething that rea .. ches up past the stars " . In t 8rTilS of the 

tenor (the "mind " ) t his means ; "The organisation of your mind , 

which you arrived at throu�1 nerely pract ical considerat ions , has 

noral implications of the nost far- reaching kind" . This is t ouched 

upon al so in the first part of the third stanza . The idea of 

exclusive faro-owners  hint s at the local rich-n�n ' s  club , the meet ing 

place of solid , successful men , which is really a type of hGl l , 

because it issues from possessiveness , and all that goes  with it . 

In t erms of the mind , t ho "owner "  i s  the nan who is , as D . H .  Lawrence 

would have said , 1 1ogo-bound " ;  who refuses to acknowle dge that he i s  

a part o f  sooething beyond himsel f .  The wit i n  this part o f  the 

stanza i s  generated partly by the word "exclusive " (what Hell 

fences out i s  God ) . "Pointed" has a more obscure effect , but 

the joke , it may be suggested , is  th�t the mutual hostility, 



inevitably felt by ego-bound �en � i s  symboliz ed by the point ed 

goads of the tradit i onal picture of Hell . 

The last stanza conpletes the undeTIQining , but the feeling 

now is more sombre und grave . It says : "For all your appe.rently 

organi sed solidity you 2-re finally as evane s cent as a fle.sh· of 

light and insubstant ial as a candle 1 s shadow " .  Relevant to  the 

feeling are the as so ciations o f  "Lucifer" , and of the fli ckering 

candle , whi ch <avoke s ,  passingly , the fear that a ce..ndl e will go 

out in a dark cel lar . Also implied i s  the point made by Richards :  

"You lack s el f-knowledge , in that you will not recognize that you 

are not self- suffici ent " .  

Such a comment ar,y , clearly , involves making suggestions about 

the poera 1 s "int ent:Lon" . The " int ention" i s ,  t o  use Richards 1 t e rms , 

the e ssential "feed-forward directive " ;  the int ention a s  t o  tho 

"size o f  the circle " ,  without which nothing can be begun . 9 7 Thi s nust 

correspond to the poet 1 s "wi she s or hopes or endeavours " ,  whi ch 

Richards want s to cut out . Hi s p rocedure i s  not , that i s ,  just ified 

by his own basi c nodel . Nor i s  it jus t ified by the) event . For 

instance , it is easy to see the relati ons between "Lucifer "  and the 

rest of the poem ;  i t  is connect ed with the imagery o f  light and 

darknes s ,  with the references t o  Hell , and with the p ride of the 

"owners " .  T o  see this i s  t o  see "the mutual enableLlent and mutual 

control"  of the word s .  But the appearance o f  Lucifer i s  not 

9 1 . See above , p. 1 68. 

... : .� : � 

,, 
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dictat ed by the rest of the poem.  Emp son vms free to put it in 

or leave it out . He night have put "Tiilulciber" , and alluded to the 

fact that in Paradi se Lo st , Mulciber, 

Dropd froill the Zenith like a falling Starr . 9 8 

The appearance of Lucifer is deteroined not merely by feed-back 

from the words already used in the poem, but by feed-forward fron 

what El:Jpson "want s to say " .  

Grant ed , a s  Richards insist s ,  the struggle with words in the 

crmpo sition has a formative influence .  The poet might only 

discover what he "want s t o  say" during the course of that st ruggle . 

But to say that this  should prevent us from t alking about the 

feelings and int cm.t ion of fue pooo, is an extreme and inhibiting 

position .  As  Enpson hic1self once said , in  the context of  a similnr 

discussion: " I f  critics are not to put up some pretence of 

understanding the feelings of the author in heJld they oust condeon 

theosclvos to contempt " . 99 

Such a prGt ence , as we have said , does not neces sarily 

involve writing the poet ' s  biography . A mistaken biographical 

.3.tt e:r:lpt , with regard to  thi s parti cular poem , would be to  try t o  

t race the person addres sed , and his actual relst ions with Empson 

98 . Paradis e Lost , Bk . I ,  1 . 745 . 

99 . Seven TyPes of An1biguity, pp . xiii-xiv . 
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at the t ime . No such perso n ,  of course ,  need have exi st e d .  The 

t miency of mind which fupson is describing exist s in everyone , and 

Eopson , in fact , mqr have been addressing hims elf - medit ating on 

a wGakness ; in which case tho speclcor io not evc::1 Eupson , but a 

part of fupson . A more plausible biographical at tempt would be t o  

relat e  the poem ,  in view o f  its  at titude t o  "owners " ,  t o  Emp son ' s 

int erest in Marxi sm , but thi s  would add nothing e s sential , since the 

poem st ands on it s own feet . 

I not ed that Richards al so refuses t o  t alk about "images " .  

Perhap s the most st riking image in Empson ' s  poem is the wavering t ip 

of the cone , seen as a candle ' s  shadow . The working of this i s  

complex. The "dark central con e "  is it s elf the vehicle o f  a 

met aphor . It is the ground ,  over which t he ovrner of the fenced- off 

pie ce of real -est at e  has right s ,  st ret ching down underneath his 

property to the e arth ' s  cent re .  The t enor of t he met aphor i s  the 

mystery, the unknovm depths , of the ovmer ' s  being .  The furtherrrost 

t ip of the cone fades int o insub st antiality , whi ch is seen as the 

insubstantiality o f  e. cnndle 1 s shadmv . But t he candle 1 s shadow 

clearly refera back t o  the original tenor ; b eneath the neat self­

suffi ciency ( "the fenced out real e st at e  of mind" ) i s  not only 

myst e ry ,  but al so , finally, insubstru1t iality .  

The succe s s  o f  the metaphor depends part ly on the fact that the 

wavering of a candl e ' s  shadow i s  a vi vid vehicle for conveying t he 

kind of wavering that we are t o  imagine . But , as we have already 
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S G Gn , the suc ce s s  al so dep ends on the pre senc e o f  a whole complex 

of further feel ings about a flickering c.<:.ndl e .  A s  woll as fear 

of the dark , the re is a feeling of transience ,  and thi s is 

re-inforced by the p ') en 1 s final phras e ,  "at the end " ,  which imp l i e s  

t he appro ach of deat h .  This feel ing , i n  turn , works back upon the 

candl e ' s  shadow , rendering it nore vivid and pre c i s e ;  it is a 

dying candle ,  and the flaring and sinking of it s guttering 

a c c entuat e the wavering of the shadow . 

Much of t his Bey be s e en as a support for Ri chards 1 refusal t o  

t alk about "ioages " .  T he "act ivity" whi ch nako s the int or-

c onne cti ons b et ween the worcls in the metaphor of t he flicke ring 

candl e i s  cert ainly int ens e . To use t he language of Coleridge on 

Imaginat ion , t he reader s e ens t o  be more t han merely reading , he 

fe e l s  as though he is c re at i ng and thereby real i z ing . 
1 00 

But the 

act ivity has a.."l end . To useColeridge 1 s words again , what he i s  

creat ing i s  a fusion o f  an "idea" wit h an "image " 
1 0 1  

H e  i s  not 

merely s e eing picture s; but the wo rd "image " 1..§ hard to avoid , and 

t here i s  no urgent reason t o  avo id it , s o  l ong a s  one i sn ' t  

nis led by it . " Inage " i s  short hand , one might sey , for the up shot 

of the creat ive act ivity . 

1 00.  See above , p. 93 . 

1 0 1 . Biogruphio. Liternria, ii , 1 2 .  
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In Riche.rds ' approach the activity seems to have no upshot . 

The poeu begins with a lingui sti c problem , the words need further 

particular words with which to  int er-act , and this pro cess go;:;s 

on unt il the needs of the various words are satisfied . The 

critical not hod is to describe sone features of the int er-action .  

It is  a s  though the critic seos some chemical s throvm int o a bowl , 

and then wat ches then roact ng, but is not allowed to sc._y why they 

were thrown in , or what the end-result was . 

r:le have exru.'lined the development of the idea of "act ivity" P.nd 

the sort of approach in which it i ssues .  It has been noted that a 

scientific ambition i s  present in the developnent , and this  

provides the cue for a final coDTient on this phase of Richards ' 

work . 

At the end of his Histo;y of West ern Philosophy, Bert rand 

Russell suggest s that : '�at evcr can be known , can be known by 

means of science i but things whi ch are lagitiuately matt ers of 

f 1 .  1 .  t . d . t . 1 1  1 02 ee 1ng 1e ou s1 e 1 s prov1nce Richards ' neglect of the 

feeling in fupson 1 s  poem ,  and hi s attempt to describe its  "activity" 

merely in terms of sense is dictated, largely , by his hope that 

"contemporary neurol ogical model designs" 103 may be harnessed to  

102 .  Bert rand Russell , History of Western .Philosophy, London , 
1 9 6 1 , p . 788 . 

103 .  See above ,  p . 1 69. 
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the analysi s of p o et ry .  Hi s at t empt , for the reason given by 

Russe ll, i s  unsat i sfact ory . Fee lings p l ay  t o o  largo a part in p oet ry 

to b e  so negl ect ed . 

The scient ific ambition is a hope for cert ainty , and this i s  

conne ct ed with R i chards ' exasperat ion with the chao s ,  as he s e e s  

it , o f  current l it erary studie s . Just b e fo re his analysis of 

Emp son ' s  poem ,  for inst ance , he has disp araging comBent s about 

vari ous cri t i cal approache s ;  lingui st i c  analysis , archetyp al 

crit i c i s� ,  comparat ive and histori cal stud ie s ,  lit erary biography , 

are �11 viewed s cept ically. 
1 04 

One may h�ve a good deal o f  sympathy with Ri chards here . The 

type of lit e rary liberal i sm which stre s s e s  the po ssibi lity of a 

large vari ety o f  " approache s "  t o  poet ry ,  i s ,  in nany case s  mere 

licen s ing of irrelevance . But a scient i fi c  " cure " would be worse 

than t he di seas e . In Richard s 1 pursuit of s ci ent ifi c  certainty 

one mi s ses the atmosphere whi ch sp ring s from s e eing crit i c i sm as 7 

to use the phrase of Eliot ' s  whi ch Leavi s sei z ed upon , "t he common 

pursuit of t rue j udgement " . 
1 05 

In one sense Richards i s  well aware of t he inadequacie s of a 

s cient ific approach to poe t ry .  He says , for instance , in "The 

1 04 • .foetri e s  and Science s ,  p . 1 1 3 . 

1 05 . F . R .  Leavi s ,  The Common Pursuit , Prefac e ,  v. 
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Future of t he Humanit ie s " ,  that "the mc:dn do ct rine s and posit ions 

which keep man hunane are insus ceptible , at pre sent , to scient ifi c 

1 06 
proof " . One not e s , there , hovTGver , the qualific.s.tion " at 

pre sent " ,  which is t he loophole for the ent rance of " cont emporary 

neurol ogi cal model des igns " . But more import a.nt i s  the fact , 

whi ch we have not ed be fore , that Ri chards has not cxtondodly engaged 

in "the connon pursuit " with reference to a given body of lit erature .
1 07 

It is , it may be argued ,  the ab sence of thi s  she et-anchor whi ch 

permit s hi s occasional waywardne s s . 

Ri chards 1 thinking i s  now at the oppo sit e pole f rom his 

earlier work ,  where ,  as we have seen ,  there i s  neglect of the role 

of sense in poet i c  language , and a corresponding over-emphasi s on 

f l .  
1 08 

ee lng . The basis for the earlier view w�s , it h�s b een 

sugge sted , poetry of the kind written by &vinburne . The b�sis for 

the lat or view is "poet ry" of the type repre s ent ed by Richards ' 

phrase "poetry as an instrument of re seA.rch " ,  which, in fact , i s  not 

"poetry" , but merely an invit 2.t ion to unlimit ed speculat ion .  
1 09 

It s nearest equivalent in poe t ry  is a fragment such as Coleridge ' s  

1 06 . S2e culat ive Instrument s ,  p .  67 .  

1 07 .  See above , P• 1 3 . 

1 08 .  See above , p. 1  o .  

1 09 . See above , p. 1 60. 
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fletaphor of the eddy , which plays a crucial part in Coleridge 

I . t •  1 1 0 on rna.glna l. on . 

Our account of Richards has held that the period of hi s work 

that resulted in Coleridge on Imaginat ion is  the most fruitful for 

lit erary criti cis�.  Here he  avoids the extremes of  the doctrine 

of "equilibrium" , with it s over- st ress on feeling , and the 

doctrine of "activity" ,  with it s neglect of feeling. An over-all 

view of Richards 1 work would , in fac� lead us to  expect the 

e ssential int erest , for a literary critic ,  to  lie where I have 

p laced it . His initial interest s were psychological , linguistic 

and philosophi cal , and t hese resume their cent ral position in his 

later work , in whi ch t he other large interest i s  pedagogy. It is  

in the period from Principles of Literary Criticism to  

Coleridge on Imagination that he works mo st closely on poetry ,  

and the lat t er book is  the valuable culmination of this period .  

1 1 0 .  See above , p. 1 1 5 .  



CHAPTER 6 

CONPLEXI TY AND SONE ASPECTS OF THE DOCTRINE OF 

PROPRIETY IN POETI C  LANGUAGE 

I .  

My di scus sion of some aspect s of analysi s ,  and 

accompanying ideas about poetry ,  in e ight e enth century criticism ,  

centre s chiefly on Johnson ' s  work on Shake speare , though reference 

wi l l  be made to other crit i c s . 

The di scus sion i s  intended , firstly, to give some depth and 

perspe ct ive t o  t he ideas that we have seen develop ed by Ri chards , 

by seeing t hem in a diffe rent sett ing , and , secondly , ' t o  support 

the suggestion that the bet t e r  use of such ideas i s  that exemplified 

by eighteenth century cri t i ci sm - that i s , in point ing t o  succe s s  

o r  fai lure i n  poetry, and not i n  at t empting ,  a s  Ri chards doe s ,  t o  

di stingui sh between mode s o f  language , or schools o f  poet ry .  

I t  i s  further hoped that an out l ine of the important 

simi larit ies b etween eighte ent h century ideas and tho s e  of Richards ,  

may show the nee d  for modifying some current assumpt ions about 

e i ghteenth century literary crit i ci sm ;  parti cularly t he assumpt ion 

t hat its ideas about poet i c  language were highly peculiar and are 

now exploded . 

Here there i s  also a more general point . Such assumpt ions 

are held by exaggerating differences between cri t i cal school s ;  by 
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describing those features of eight e enth century criticism which 

appear most dist inct ive , and then pre sent ing them as a de s cript i on 

of e ight eenth century crit i ci sm in ;seneral . This procedure i s  

parti cularly evident i n  hi st orie s  of crit i ci sm ,  where there i s  an 

inevitable tendency t o  talk in t e rms of " s chool s n ,  "development s " ,  

"revolut ions " ,  and s o  forth,  and s o  t o  exaggerat e the most 

dist inct ive feature s of any given "school " .  Thi s i s  further 

accentuat ed when emphasi s is placed on the importance of 

"int ellectual background " and when ,  consequent ly , it t ends to b e  

sugge sted,  for examp l e , that a lit erary crit i c  who admired Locke , 

must b e  a radically different sort of cri t i c  from one who admired 

Kant . Background o f  thi s  kind i s  stre s sed by di s cus sing the hist ory 

of criti ci sm in terms of large ae sthet ic theories , rather than in 

t e rms o f  the actual pract i ce of criticism .  

All these t enden cies are ful ly exemplified in Profe s sor We llek ' s  

1 
account o f  Dr . Jo��son . �at our di s cus sion of Dr . Johnson serve s 

t o  st re s s , i s  the obvious fact t hat , between different criti cal 

" s chool s " , there i s  a large degree of same-ne s s . 

The danger of emphasi zing s ame-ness i s  the t edium ensuing from , !_ 

dwel ling upon element ary feature s of cri t i cism.  That the danger 

i s  worth risking may be indicat e d  by Robert M .  Ryley 1 s ''William 

Warburton as New Crit ic" , a representat ive document in modern 

di s cu s sion of eight eenth century crit i ci sm .  Ifure the 

1 .  R .  Wellek , A History of Modern Crit i c i sm :  1750- 1950 , Vol . I ,  
"The Lat er Eighteenth Century" , Yale , 19 55 ,  pp . 79- 1 04 .  
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following sug:�es tion is no.de : 

whereas the neo-classical crit ic normally asks whether 
a vmrd is plain or fancy , high or low ,  Warbu:::-ton 
anticipates  the semantic  interest s of twentieth century 
critics by t rying to det ermine precisely the meaning 
of a word or  phrase in it s special context . 2 

Warburton , as we shall see , is indeed a perceptive and sensitive 

reader , but hi R pro cedure is  not at all exceptional , as even a 

cursory comparis on of his editi on of Shakespeare with Hanmer ' s , 

Theobal d ' s or Johnson ' s , or with eight eenth century Shakespearean 

comment ary in general , will show . "To determine precisely the 

meaning of a word" is the es sence of t he enterpri se . Professor 

Ryley ' s  assumpt ions about the "New Crit ici sm" are al so worth 

mentioning . Commenting on the subt lety of Warburton ' s  analysi s ,  

he remarks : 

surely the assumption that a poem can be more complex 
than thousands of readers have ever realized and that it 
is the crit ic ' s  task t o  discover that complexity is  
congenial to  New-Critical theory. 3 

The assumpt ion that the "New Crit ic"  sit s down in front of a poem , 

saying to  himself ,  "Now what complexity can I discover here ? " ,  is  

st art ling when it  is so  blankly stated . But , on reflection , one 

2 .  Studies in Criticism and Aestheti cs, 1 660- 1 800 , ed . H.  Anderson 
and J . S .  Shea , Minnesota, 19 67 ,  p . 254 . 

3 . ibid . , p . 257 . 
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supposes that i t  i s  an as sump t i on not only among st some 

c omment at ors on crit i cal histo ry , but also , perhap s ,  amon�s t s ome 

of t he "New Crit i c s "  t hemselve s .  There i s  l i t t l e  wonder t hat 

Professor Ry l ey conclud e s  t hat Warburt on 1 s  r e s emb l ances t o  t he 

"New Crit i c s "  are " supe rfi c ial " ,  though "int ere st i ng " . 
4 

It may b e  t hat Pro fes sor Ryl ey ' s  caut ion about sugge s t ing 

simi larit i e s  bP.t ween Warburton and t he "New Crit i c s "  i s  o c casioned 

part ly by the at t i t ude vrhich the : 'Nevr C rit i c s "  t hemselves have 

t aken t oward s e ight eenth c entury vi ews on p o et i c  l anguage . A b ri e f  

re capitulat i on o f  that at t itude wi l l  b e  useful , and e specially s o  

be cause it w i l l  be further discus s e d  at other p o ints i n  my 

examinat ion o f  mod e rn analyt i c  crit i ci sm . 5 

For Dr . Leavi s ,  J olmson i s  inhibited from und erstanding the 

e s s ential nature o f  p o e t i c  l anguage by the d o c t ri ne o f  "propriety " . 

Both eight e ent h cent ury poe try and cri t i c i sm ,  D r . Leavi o sugge st s ,  

a s sume that t he languag'e of p o e t ry should be the " common currency o f  

t erms , put t ogether a c cording t o  t he convent i ons of grammar and 

l ogi c " . 6 The point i s  e l aborat e d  as follows : 

It i s  not an age in which the p o et fee l s  cal led t o  

exp l o r e  furth e r  b e l ow the pub l i c surface than 

convent i onal exp r e s sion t ak e s  c ognizance of , or t o  

4 .  Studie s i n  Cri t i c i sm and A�s t he t i cs, 1 660- 1 800 , p . 249. 

5 .  See below, pp. 363-36 9. 

6 .  "Johnson as Criti c " ,  S crut iny , xii ( 1944-5 ) ,  194 . 



push in any nay beyond the front i ers of the char ted . 

He has no impul s e  t o  indulge in li cent ious l ingui st i c  

erect i on ,  nor d o e s  i t  o c cur t o  him that such indulgence 

may with any propriety be count enanced .
? 

The obses sion .-.-ith "propriety" b l ind s  Johnson, who i s  the figure 

chi efl y  b eing di s cus s e d , to that " concret e spe cificity in the 

rendering of experi ence " which is t he hall-mark of Shakespeare ' s  

8 
p o et ry .  

The s ame nenls of ideas is apparent in Al l en Tat e ' s  crit ique 

of Johnson ' s  views on the met aphy s i c al poet s .  D i s cu s s ing J ohnson ' s  

views on met apho r ,  T a t e  says : " I  b elieve i t  i s  fair t o  say that 

Johnson l iked his t enors straight , wi thout any nonsense from the 

vehi c le s " .
9 

Thi s po int is al so made by Pro fe s sor Wellek who 

remarks t hat Johnson required t hat "the tenor and the vehi c l e  

1 0  should r emain neat ly separated " .  Tat e assume s that the 

vehi c l e  in a 11etaphor c an be e qua t e d  with a new ac c e s s  of experience , 

and that t he tenor i s  an idea or a thought . Thus armed ,  he 

int e rpret s Johnson ' s  di slike of devotional p o e t ry as a t imid 

adherence t o  orthodoxy : "the imaginative act of returning the 

7 .  "Johnson as Critic" , S crutin.y, :x:ii ( 1 944-5 ) ,  194 . 

8 .  ibid . ,  p . 1 95 . 

9 .  "Johnson on the Metaphysicals" , Kenyan Review, xi ( 1949 ) ,  38 1 . 

1 0 .  A Hi story of Modern Crit i ci sm ,  i ,  99 . 



paraphrase t o  the hazards of new exp e ri ence (new vehic l e s ) i s  an 

impiety, even a p ervers ity, whi ch he [ J ohnson] r ep roves in the 

Met aphysical po et s " .  
1 1  

Tat e  general i z e s  thi s int o a broad view 

whi ch parallels that of Dr . Lea.vi s ,  sugge sting t hat Johnson ' s  

incapacity fo r the creat i ve and dramat i c  use of metaphor i s  "a 

d e f ect that seems general in that age ,  when men assumed a st at i c  

relat ion between the mind and i t s  ob j e ct , b etween poet and 

sub j e c t " .  
1 2  

Both T at e  and Dr.  Leavi s are , in short. at t acking that appro ach 

t o  l anguage whi ch t end s to i s su e  in tho familiar " cl othing" 

met aphor - the poet finds a t hought or idea and then "dre s s e s " it 

in el egant language . For Dr . Leavi s t he t ruly poetic us e of 

language is " exp l o rat o ry- creat ive " . Exactly what he means by thi s 

·w i l l  b e  fully d i s cu s s ed lat er ,  
1 3 

but it may imme diat e ly b e  

suggested that h i s  eight eenth century p o e t  who writ e s  with " a  

common curren cy of t erms put t ogethe r according t o  t he convent i on s  

and logi c "  i s  s omet:1ing o f  a man- of- straw . Against it one might 

set , for inst an c e , Pope ' s  de s crip t ion of Home r ' s language : 

Aristotle has reason to say ,  he [Homer ] was the only 

poet who had found out l iving words ; there are in him 

1 1 .  Ken,yon Revi ew , xi, . 38 5 .  

1 2 .  ibid . ,  p . 389 .  

1 3 .  See below , pp. 363-369. 



more daring figures and metaphors than in any good 
author what ever • • • •  Yet his expression is  never too 
big for the sens e ,  but justly great in proport ion to 
it : ' Tis the sentiment that swells and fills  out the 
dict ion , whi ch rises with it and forms it self about 
' t  14 � . 

Pope is  here trying to  describe that use of  language which 
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D .q .  Harding describe s  in his es say on Rosenberg --the use which 

issue s from the poet ' s  bringing t ogether "idea" and "expression" 

at any unusually early stage of the psycho-physiological process , 

so that they modify each other befo re coming to full consciousness . 

Professor Harding contrast s this  with the more usual stat e  of  

affairs , vrhere the "idea" is di sto rted slightly in order t o  fit the 

nearest convenient verbal formula or sto ck phrase . 1 5 As Pope put s 

it , in "living words " the dict ion forms itself about the sentiment s ,  

rather than the sentiment being fitted to  the di ction . 

Thus t o  quot e Pope , however , though it may be suggestive , leaves 

the essential quest i ons unanswered , and we should remind ourselves 

of the features of eighteenth century criti cism which have disturbed 

modern critics . 

14 . "Preface to The Iliad " ,  Twicken.l-J.am Editi on of POP,§., 
ed . M. Mack , London, 1 967 ,  vii , 1 0. 

1 5 . "Aspect s of the Poetry of Isaac Rosenberg" ,  Scrut iny, iii, 
( 1 9  34- 5 ) '  36 5 . 



A well-known cas e  is  Macbeth 1 s ;  

I have liv 1 d  long enough my Way of life 

I s  fall ' n  into the sear , the yellow leaf . 

(Macbeth ,  V .  iii .  22 �·23)  

Upon this Johnson comment s ,  in his notes to his edition of 

Shakespeare : 
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As there is no relation between the "way of life " ,  and 

"fallen into the sear" , I am inclined to  t hink that the 

"W" is only an "1v1" inverted , and that it was originally 

writt en ,  

my Ma,y of life . 

"I am now passed from the spring to  the autumn of my 

days , but I am without those comforts that should succeed 

the spri�iness  of bloom ,  and support me in this 
1 6  melancholy season . " 

Johnson doe s  not , in fact , insert the emendat ion into the text , but 

it is clear which reading he prefers . It i s  now generally agreed 

that such preference for tidines s  and precision loses the essential 

1 6 .  Throughout this chapter I shall refer t o  Johnson on Shakespeare , 
ed . A .  Sherbo , which takes up volumes vii and viii of The Yale 
Edition of the Works of Samuel Johnson . The two volumes in 
question were published by the Yale University Press in 1968 
and seem dest ined to become the standard reference work . I 
describe Johnson ' s  footnote to  Macbeth ' s  lines here as "Yale , 
viii ,  79 1 - 2 " ,  and this formula will be followed in all cases . 
As in the Yale edition, act , scene and line references 
follow·.� �l. Aldis t'lri3ht ' s  Cr..:-1'....ric:co edition (revised 1 891 -93) , 
but tho text  fellows Johnson ' s  first  edition. 
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effect of what only superfi cially appears to  be  an imprecise 

sequence of words . Such , it wi ll be sai d ,  is  the doctrine of 

"propriety"  in action .  1 7  

An oddly similar and even more outr.qgeous instance , which 

J ohnson does insert into his t ext ,  i s  '7arburton ' s emendation of the 

Gent l enan ' s description of  Cord.elia,  after she hears '':hat her 

sist ers  have done to her father :  

You have s een 
Sunshine and rain at once ; her smiles  and t ears 
7ere like a bet ter way . 

( King Lear , IV , iii , 1 9 -2 1 ) 

Warburton, on si::J.ilc.r ground.L:; to thosc.given by Johnson in the 
1 8 previous instance ,  emends "bet ter way"  t o  "wett er May " .  To fi ll  

out t he picture , it may be remarked that Benjamin Her1th, a not ed 

Shakespearean of t he t ime , while conceding that i'larburton ' s  suggestion 

i s  "not absolut ely without propriety" , suggest s ''April day" as an 

even greater improvoTient . 19  

The t endency i s  clear and no further examples  need be given . 20 

1 7 . "Propriety" here , it may be not ed , essent ially issues in a 
concern for the int er-relations of words . 

1 8 . Johnson ' s  Editi on of Shakespeare , London , 1 765 ,  vi , 1 1 7 .  

1 9 .  Revisal of Shakespeare ' s  Text , London, 1 765 ,  p . 343 . 

20 . Johnson exhibits the t endency clearly in his comment s on 
2 Henry VI , III . ii . 97 ( Yale , viii , 587- 8 ) ; Richard I I , 
II . i . 1 3 3 ( Yale vii ,  434- 5 ) ; Richard III , IV . i . 102 
( Yale ,  viii , 625 ) ;  Haml0t , III . i . 70 (Yale , viii , 982 ) .  
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A modern comment at o r  wo uld not e that thi s t endency , if  given free 

rein , would turn Shake speare ' s  speeche s ,  alive as they are with the 

actual pre s sure s  of thought , feel ing and languetge , int o exhibit ions 

of studied sentiment , of  t he kind t hat may be convenient ly studied 

in Johnson ' s  own pl o.y Irene . 

However , crit i c s  ought not t o  be judged by their vmrst att empt s .  

The que st ion i s ,  are the s e  examp l e s  merely the vi s ible  part o f  a 

cold i c eberg of incomprehending di sapproval of  Shakesp eare ' s  poet �J ,  

o r  relat i vely unimport ant manif est at i ons o f  a bias? I shal l argue 

that the l at t er i s  the fairer answer . And it may useful ly be 

added that modern comment ators on Johnson s omet ime s rigidly pro ce e d  

with reference t o  pre- conceived ideas , rather than Yii th reference 

to what is befo re t h em. One such exampl e  ari s e s  from Johnson ' s  

comment when El eanor , in King John , urgos a speedy reconciliat i on 

Yii th t he French , whi l e  they are in the mood for a parl ey , 

L est zeal now melt ed by the windy breat h  

O f  soft petit i ons , pity and remorse ,  

Cool and congeal again t o  what it was . 

Johnson comment s :  

( King J oh..'1 ,  I I .  i .  4 77 -4 79)  

We have here a very unusual , and , I think , not very just 
image of " zeal " ,  which in it s highe st degree i s  
represent ed by others as a flame , but b y  Shakespeare a s  

a fro st . To "repress zeal " ,  in the language o f  others , 
i s  t o  " cool " ,  in Shakespeare ' s  t o  "melt " it ; when it 
exert s it s utmost power it is commonly said to "flame " ,  
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?ro f e s sor Sherbo , vrho i s  corrJllonly anxious t o  cie fenG. Joh01S Oi.1 , rc:m �rk c; 

t hat Jo:mson i s  here " di sturbed by Shake spe�>.re 1 s devi a c i o:-_ f ��:.; _ ; 

p o et i c  t radit i on " , and adds : 

One must c oncede t hat z :.:: al ha s rarely b e en e quat e d  v:i ·c �1 

coldne s s ,  and no v-rrit cr , even Sl1a�: e sp earo , JoL::.1cun :L s 
saying , should allov1 a desire for novel ty t o  lead hi:1 

int o absurdity . J ohnson was e vident ly cli stur-::) ;.;d. b:r 

t he t erms of the met aph or s , n egl e ct ing the i r  t o t al 

e f f e ct in h i s  c o ncent rat i on on t he { r  con st ituen� part s . 22 

rr') f e s s o r  Sherb o  s e em s  t o  be 1-,, , l l i ed here by t l1 P  v iew th8,t J ohn s on 

liked hi s t enor s and vehi cles s ep arat e .  J ohns o n ,  i n  fac t , do e s  

not t alk about the " ab surdi ty1 '  o f  the effe ct , nor i s  he ap:n c c,l ing 

merely t o  "p o et i c  t radi t i o::.1 1 1 , nor doe s he at t ri but e P.ny d(: sire for 

no':el cy to Shak e speare . T o  put t he poLlt in t erm s o f  Ri c:1Fl�cds I 

r e s i st ances of vro rd s , and app ealing t o  the crit e rion e l at ':l c:'at od in 

rci c:�ard s 1 c omment on El iot 1 s us0 o f  t11e word "beaut y "  with 

re ference to food . 
23 

Behind t he metapho r o f  " fla:me " for 1 1 Z 08 l 1 '  if; 

a whole int er- conne c t e d  sys t em o f  w o rd s , such a s  1 ' fi e ry" , 1 'hot -

headed " ,  nhot - t empe red 1 1 , 1 1warm- h eart ed 1 1 , and so on , and Sha': rJ speare 

2 1 . Yal e ,  vii , 4 1 5 . 

22 . A .  Sherbo , Samuel Johnson, Edi t o r  .9.L�hakesp ea_r_::;_ , Urbana , 
1 9 5 6 ,  p . 77 .  

2 3 . See above , p. 67 and p . 1 47 .  
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here encount ers the resistance of this  syste� . It is noti ceable 

that Johnson , with the accuracy which one expect s of him , makes 

this a point about usage , and not about the nature of "zeal " ;  he 

do es  not clain that "zeal " is  "hot " .  Professor Sherbo does not say 

what the "tot al effect " i s ,  vrhi ch Johnson is alleged t o  have 

neglected , and his point seems t o  be no more than an inert recall 

of the kind of allegation made by Tate . It i s ,  in fact , hard to 

evade the conclusion that these lines of Eleanor 1 s  are some of the 

thousand that Ben Jonson wi shed Shakespeare had b lotted . 

That a "defender" of Johnson can proceed in that fa.s}\�Qn, 

indicates , perhaps , more strongly than anything else could , the 

need for an examination of the doctrine of propriety. 

I I .  

It has been suggested ,  with reference to an example above , that 

t he do ctrine of propriety concerns it self with , amongst other things , 

inter-relati ons between words . Propriety i s  int er-relation , 

impropriety is  absence of  inter-relation . Propriety, that i s ,  

concerns itself with what Richards called "interino.nination" . 24 

24 . See above , p. go. 
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To pursue the resemblance , the basis of the doctrine of propri ety 

is the crit erion of realisation , The aim of "proper" writing is  

to make the reader feel that he i s  grasping not nerely words but 

things and experi ence s .  The concern for "propriety " ;of diction 

i s sues from a p re-occupation with nthe force of poetry ,  that force 

which calls new powers into being , whi ch embodies sentiment , and 

animates natter 1 1 • 25 This common ground between Richards and 

eight eenth century criticism is crucial , and will be examined in 

some det ail . 

But several obj ections may immediately ari se.  It may be said 

that , though the doctrine of propriety resembles Richards 1 theory 

of interinanimation in some respect s ,  it is radi cally vitiat ed by 

rigid notions of  what kinds of intcrinanirnation are pe�mis sible , 

by irrelevant social crit eria for judging poetic language , by 

exploded theories about the need for different types of di ction in 

different genres and by narrow views about "correctne ss"  of 

signification .  It may also b e  said that the eight oenth century 

crit ics , the victims of LockG 1 s  des cription of t he mind , were unable 

to  fo�ulate a creative account of poetic  language . 

The problem , finally , i s  one of degree;  t o  what extent were the 

above factors disabling? My dis cussion ,  therefore , has two broad 

25 . Rambler (No . 1 68 ) , ed . W . J . Bate and A . B .  Strauss , Yale , 1 969 , 
V ,  1 27 ,  
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asp e ct s .  First , · I shall outl ine the basi s o f  t he doct rine of 

propriety ; second , I shall examine the do ctrine in pract ice . 

Throughout , I s h..!.ll 2-tt empt to indicat e  the flexibi l ity o f  

the do ct rine . 

To c entre at t ent i on upon Jol1nson 1 s  Shake sp earean cri t i c i sm has 

several adv&Lt age s . It has becm considered , in t he fi rst place , a 

4:-o cus clas si cu s  o f  t h e  alleged disabilit i e s  that I intend t o  

examine . Furt her , by excluding t hat aspect o f  p r0priety of 

di ct ion whi ch relat e s  to t he neo - classi cal int erest in genre , it 

indicat es t he secondary nature of that asp ect . That Johnson does 

exclude that aspect of propriety may readily b e  illustrat ed from 

hi s preface t o  Shake speare . 

In his preference of Shakespeare to Addi son , Johnson 1 s  cent ral 

point i s  that "Addi son speak s  t he language of poet s ,  and Shake speare , 

of men " . HG says of Addi s on ' s  Cato : 

G. t ] affords a splendid erll.ibi tion of nrtifi cinl nnd 

fictit ious manne rs , and del ivers just and noble 

s ent iment s ,  in d i ct i on easy , e le vat ed and harmonious ,  

but it s hop e s  and fears communi cat e no vibration t o  

t h e  he art ; the comp osit ion refers us only t o  t he 

writ e r ;  vre p ronounce t he name o f  Cat o ,  but v1e t hink 

on Addi son .
2 6 

.. -

26 .  Preface t o  Shakespeare , Yal e , vii , 84 . 
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He s2.ys , on the othor hand., of Shr�kospcare ' s  plays : 

[ they] o.re not in the rigorouo .�end cri ti cc.l s onso oi ther 

tragedie s  or comedi e s ,  but compositions of a dist inct 

kind , exhib it ing the real state o f  sublunary nature .
27 

Thi s dismis sal of considerations of lit erary genre insofar as they 

affect di ct i on ,  is not present ed by Johnson as an apology, or as an 

incident al point i it is closely rel at ed to his e s sential admiration 

fo r Shake speare . From the fact that Shake speare uses the language 

o f  men , whi ch communicat e s  a "vibrat i on to the heart " ,  f o llows . 

this conclusi on :  

Thi s  there fore is  the prai se o f  Shakespeare , that his 

drana is the mirrour of life ;  t hat he who has mazed 

hi s imaginat ion ,  in following the phantoms which other 

writers rai se up befo re him , may here be cured of his 

deliri ous extasies ,  by reading human sent iments in 

human language ; by s cene s from whi ch a hermit may 

est imat e t he t ransact ions of the world , and a confessor 

predict t he progress of the pas s i ons .
28 

A further point which may usefully be extract ed from thi s ,  is  the 

neces sity for rej e cting apparently plausible compromises of the 

kind to be found in Professor Wimsat t ' s  account of Johnson ' s  

27 . Preface to  Shakespeare , Yale , vii ,  66 .  

28 , ibid . , p . 65 .  
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Shakespeare critici sm .  Professor '7/imsatt argue s as follows : 

how he [ Johnson] got to the heart of Shakespeare 
- perceived t he progress ru1d tenor of the drama -
except through the aesthetic surface,  the particulars 
of act ions and 1vo rds , may be diffi cult to underst ru1d , 
Doubtless we confront here some incomplet eness of 
conversion , an unresolved tension between the neo-classic 
conscience and the liberat ing impul se . Johnson the 
lexicographer would of course be mo st painfully sensitive 
t o  the j aggednes s  of the verbal idiom - the maverick 
part icularit i e s . 29 

Since Jobnson so fimly grounds hi s claim for Shakespeare ' s  

greatness  upon Shakcspe8.re 1 s  lMguage , it i s  hard to see how 

Professor �imsatt 1 s  position is  t enable . It is hoped that a more 

t enabl e position may emerge from the following di scus sion. 

I I I . 

I shall first l ook at the working basis of the doctrine of 

propriety , but it i s  convenient t o  preface thi s  vnth some orthodox 

remarks by Kames about the nature of p ropriety, and with an 

introductory example of the appli cation of t he doctrine . Kames 

29 . Johnson on Shakespeare , ed . �.K . Wimsat t ,  London , 1960 , 
p . xxi . 
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no tes that langunge i s  n nediun in w·hi ch connec t ion is a central 

fea ture nnd adds : 

1'/e nrc so frnncd by na ture , ns t o  require n cortnin 

sui tcbloness or corros pondonco QDOnG things connected 

by any r8lnt ion . Thi s sui tab leness or c orros pondonco 

is terned congrui ty or pro priety ; nnd tho want of i t , 

. . 
t 

. . t 
3o 

�ncongr� y or �npropr� o y. 

Pro prie ty has nvo b ranches ; ono cleals vli th the " right cho i c e  of 

words o r  uatorinl s 11 , tho o ther w i th the 1 1duo nrrangonent of thoso 

31  
words and nnt 0rial s 11 • Those t�vo branches aro no t reo.lly 

s e parate ; whether or no t the " ri ght" vrord hn.s been chosen wi ll 

de pend no t only on its " pr oper" nenning , but nlso on its rel ations 

vri th the o ther vJO rds in the co nt ext . To tha t ex tent the problen 

of the relati ons betwe en vwrds includes the problon of the relations 

be tween vwrds and what they point to . Cons equently the fornor 

problon vrill no re concern us . Tho ro will b e , hovrover, sepnrate 

discus s i on of one parti cularly sensitive n ren of the que s t ion of 

n t " f . . f .  t . 
32 

corr e c  nes s o s � gn�· � en �on. 

I f  1.;0 ask why the eight e enth century c ri t i cs denanrled n 

" pr oper" use of language , vJG qui ckly nrrive at the point naclo by 

Ri chards in his nt tnck on Kruoes ; thoro is a very s trong denand 

30 .  Henry Hone ( Lord Kanes ) , Elononts of Criticisn,  Edinburgh , 
1 762 ,  ii , 5-6 .  

31 .  ib id. , ii , 2 56. 

32 . See below, pp. 273-287 . 
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for concret enes s ,  part icularly o f  a vi sual kind . 3 3  Lengthy 

illustration of this fact would be redundant , but sooe examples r:J.ay 

b e  given to recall the point fully . Thomas '.7arton 1 discllssing 

Pope ' s  poet ry,  makes the cent ral claim clearly : 

The use ,  the fo rce , and the excellence of language 
certainly consi st s in rai sing clear,  complete , and 
circunstantial images and in turning readers into  
spectators . 34 

Addison, o f  course , conduct s his di scussion of the "imaginationll 

in highly pict orial tems, and , elsewhere , refers to "those 

beautiful descript ions and images whi ch are the spirit and life of 

poetry" . 35 Kames d�ells  at some length on the importance of 

"ideal presen ce " ,  which result s from the calling up of idee.s into 

t he mind by an unusually deliberat e and int ense exert ion of memory, 

and adds that "the power of language to raise emotions depends on 

rai sing such lively and distinct images as are here described" . 36 

Erasmus Darwin see s thi s as the ess0ntial dist inction between poet ry 

and prose . 37 Blair not es  that t he importance of metaphors springs 

33 . See above , pp. 1 34-1 35.  

34 . Eight eenth Century Crit ical Essays , ed . s .  Elledge , New York , 
196 1 '  i i ,  756 . 

35 . "An Essay on Virgil 1 s  Georgics " ,  Joseph Addison, Miscellaneous 
Works ,  ed . A . C .  Guthkelch ,  19 14 , ii , 4 .  

36 . Element s o f  Critici sm ,  i ,  93 .  

37 . Eight eenth Century Criti cal E�'�s , ed . S .  Elledge , ii , 1 005- 6 . 
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from the f ollolrine fac� : 

thoy r:w.l�e J <m abstr;:.ct concept ion , in sono degree , an 

obj o ct of s en s e ; t hey surround it wit h  such c i rcuwstanco s 

as en2.bl e the uind t o  lay hold o f  it  st eadi ly, and to 

cont enplat e  it fully . 
38  

Spence , discu s s ing Pope , makes the S81lle point : "a metaphor i s  not 

t o  be used unle s s  it give s a great er l ight and makes the thing more 

sens ible to u s " . 39 So doos Addi son ; a met aphor " serves t o  convey 

t he Thought s of the Mind under Resemblances and Ims.ge s whi ch affect 

t he Sense s " . 40 
Ab sence of imagery i s  one of t he chief grounds of 

D r .  Johnson 1 s  crit i que of the met aphysi c al  poet s :  "In forming 

des cript ions , t hey looked out not fo r images ,  but for conceit s " . 4 1 

His  Dicti onary d e fines a " c onceit " as " a  sent iment without an image " .  

It also de fine s the "Fancy " as the "povrer of forming ide;:;.l p i ct ure s " .  4
2 

iJe shal l  waive , for the moment , Ri chards ' obj ecti ons t o  such 

naively "imagi st " vie2rrs , and concent rat e on the fact that they 

correspond with the emphasi s in cri t i c s  like Dr . Leavi s ,  on 

38 . Hugh Blai r ,  Le cture s on Rhetori c  and Bel l e s  Let t re s ,  ed . H . F .  
Harding , Southern Illinoi s ,  1 965 , i ,  287 . 

39 . Eight e enth Century Crit ical Essays ,  e d .  S .  Ell edge , i ,  404 . 

40 . The Spe ctator (No . 59 5 ) ,  ed . D . F. Bond , Oxford , 1 965 , v,  35 . 

4 1 . Lives of the Po e ts ,  e d .  G.  Birkbeck Bill , Oxford , 1 905 , i ,  33.  

4 2 .  7 . K . Nimsat t and C.  Brooks gi ve a full ac count of t hi s  t endency 
in eight eenth century criti c i sm ,  in Lite rary Crit i c i sm .  A Sho rt 
History ,  New York , 1 9 59 ,  Chapt er XIII . 
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" concret ene s s "  or 1 1real is at i on1 1 • It  will be  soon that t hoy dem.:=tnd 

:1 high degree of sensory cont ent , Pnd th'l t they involve crit eria 

sini l::cr to tho se in Ri chards 1 own :>nalysi s  of the words " frail 

steel t i s sue o f  the sunf t , whi ch , as I pointed out � consis t s  of an 

enuoerat ion o f  the p ropert i e s  or �ualities  o f  t he obj e ct s  de s cribed , 

whi ch are brought out by the int er-act i ons o f  the words . 4 3 

The common ground between Richards 1 theory of interinanimat ion 

and the do ct rine of p ropri ety is t hat b oth see concret ene s s  or 

realis at ion as be ing achi eved by a ful l  exploit at i on of the 

impli cat ions of t ho words used . 

Thi s i s  c lear , for example , in a co:ru:J.:;nt by Spcmco on what 

Dr . Le2.vi s would call some "unreal i z ed "  lines f rom Pope ' s  I l iad : 

Fron hi s eye s poured dovm t he t ender dew 

and , 

But Ant i clus unabl e  t o  cont roul , 

Spoke l oud the lP.nguish o f  hi s y0arning soul . 

Spence says : "In these t he act i on is  des cribed i n  wo rcl s that import 

a violence , whi le the act to b e  exp res sed i s  plainly something 

still and gent l e " . 44 The impli cati ons of t ende r  weep ing are 

stillnes s  and gent lene s s , Rnd these impli cations should int erweave 

with simi lar impli c2-t i on s  in the surrounding words . 

43 . See above , p , 70 and p. 74 .  
' 

' 

Evident ly , 

44 . Eight eenth Century Critical Essays , ed . s .  Elledge , i ,  403 . 
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t he words "poured dovm " and " spoke loud " do not have such 

implicat i ons . 

I t  may seem P ·3Culiar that there should be a ne ed t o  shor.r that 

eight eenth century c ritics  were , in fact , in po s s e s si on of thi s ,  the 

most cl eJ;tenta:ry p rinciple of good writ ing . That there i s  such a 

need may be ind icr:tt ed by a nore int erest ing example; from Johnson ' s  

not � s  on Shake speare . 

L epidus , in Ant on,y and Cleopat ra , at t empt ing to gloss over 

Ant ony ' s  vreakne s s e s , says : 

His fault s i n  him seem as the spot s of heav ' n ,  
More fi ery by night 1 s b lackne s s . 

( Ant on,y  and Cleopat ra , I . iv . 1 2  -1 3 )  

Johns on comment s :  

I f  by spo t s  are meant stars , :cs night h:1s no other 
fiery spot s ,  the conpari son is forced and harsh , st .. l,rs 
having been ahmys suppo sed t o  beaut ify the night : 
nor do I conprehend what there is  in tlw count or-part 
of thi s sirli l e , whi ch an swers t o  night ' s  bb,cknes s . 45 

The new Arden ;:;dit i on connont s :  

His fault s are I;tade more conspi cuous by hi s goodnc:: s s ,  
a s  the stars by night ' s  blackne s s . The simi le 2.ims 
only at fo rce of cont rast , disregarding corre spond ence 
of quality in the things compared . 4 6 

4 5 .  Yal e ,  vii i , 84 3 . 

4 6 . Anton,y and Cleop��fa , ed . M . R .  Rid ley ,  London ,  1 9 54 , pp . 3 3- 34 . 
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In an at!rro sphc re from whi ch int e l l igibl e cri t i cal princip l e s  s e en 

t o  heLVe v2.ni shcd , i t  i s  hardly surpr i s ing th:->t ono should need t o  

point out t he n:l.ture o f  Johnson 1 s )rinciplc s . J ohnson ' s  principle s 

arc� clc:ar.  The .. t there i s  no "corrospondoncc o f  qual it y " , as  the 

Ardcm edit ion put s i t , r:-tt:G.ns t hat there i s  no r e:1l isat ion , b ecause 

t h e re is insuffici ent int er- conne ct i on bet•vecn th12 part s o f  the 

moaning . To re cal l for a moment Ri chards ' key example , i n  the 

li nos from Venus and Adoni s47 t he pow er s o f  the nord " st ar "  are 

fully exploit ed ; in t he spe ech of Lopidus they Qrc not . I t  i s  

further not iceable that J ohnson fe ol s  such 2. conspicuous l ack o f  

int er- connection between "blackne s s "  and Ant ony ' s virtue s ,  that t he 

compari son s e ems ent i rely to elude him . 

In the cor:llilent in the Arden edit i on there i s  nere abne;gat ion 

o f  p rincipl e . The wo rd ; 'aims " i s  t otall;y unjustifie d ,  implying , 

as it do e s , soT:le r:wst e ri ous insi ght into v!hat '.;a s go ing on i n  

Shakespeare ' s  mind as h e  ·.-irot e .  The oblique suggest ion that the 

disregard of " correspondonco of qual i ty "  somehow add s t o  the " force 

of contrast " will not bear scrut iny . In the t enor the cont rast 

is b etween fault s and virtue s ,  i n  the vehi cle it i s  b etween st ars 

and blackne s s ;  the di sparity betv;cen fault s and st ar s , whi ch 

worrie s Johnson , i s  i n  no vvo.:y e ffe ct ive . 

47 . See above , pp. 91 -92 .  
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I h�vG dwGlt upon t hi s example not only b ecause it i l lust rc.,t e s  

the at1:1o sphcre in rrhi ch confus ion about eight eenth century cri t i cal 

principles flouri she s , but also b ecause , as u.nyone who has 

ex�incd Bodern Gdit i ons of Shakespeare will readily recognize , it 

is far from untypi cal . The de sire to vindi cat e Shake speare at 

overy point and at rmy cost i s  a fru:::iliar feature o f  the :raodern 

Shake speare indust ry .  

I t  would b e  e a sy t o  WJass nogat ivo exampl e s  of Johnson ' s  

p rincip l e  thnt failure of int e r- connect ion between the impli cat ions 

of words is fai lure of reali sc.,t ion , since it is the bas ic p rinciple 

o f  hi s on·3.lyt ic t e chnique ; but we wi ll look , ins t e ad ,  at some 

more posit ive excu"Jplc s ,  in '.7hi ch J ohnson records approval of 

Shak e sp eare . 

In tho se cond part of Hen:cy VI , Capt ain 'Thitmore , about to 

corn:r:li t murdGr , says , as the night dravrs in : 

The gaudy , bl abbing , and remo r s e ful day 

I s  crept int o  t he bosom of the s ea . 

( 2 Hen:cy VI , IV . i .  1 -2 ) 

Johnson co�ent s :  

The epithet "blabbing" appl i ed t o  the day by a man about 

t o  commit murder , i s  exqui sit ely beaut iful . Gui l t  i s  

afraid of light , considers darkness as a natural she lt er , 
and makes night the confidant e of those act ions which 

cannot be trusted to t he "t ell -tale d,ay' ' . 48 

48 . Yal e , viii , 5 9 1 . 
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Here Johnson is skot c hing the network of implicctions through whi ch 

the netaphor of the day ns an informer i s  real i s ed . A s  Richards 

vrould put it , t he more the imago i s  followed up the r.1ore rel cv2.nt 

links are found . 49 It is by not ing a netvrork of a slightly 

different kind that Johnson de fends the wo rd "breed" , in a speech 

by Angelo in Measure for Measure , against Warburton 1 s version .  

Angelo , roused by I s ab ell a 1 s  virginal inno cence , s ey s  i n  an aside : 

. She speaks , and ' t i s  such sense , 

That my sens e breeds wit h it . 

Johnson co�nent s :  

Thus all t he folio s .  

(Measure for Measure , II . i i . 1 4 1 �1 42 )  

Some lat er editor  hns changed 

"breed s "  to  "bleeds " ,  and Dr . 7arburton blames poor 

Mr . Theobald for recalling the old word , wh ich yet i s  

cert ainly right . "My sense breeds with he r sen se " ,  

that i s ,  new t hought s aro sti rring in my mind , new 

conceptions are "hat ched"  in my imagination.  

say t o  "brood "  over thought . 
50 

So we 

There i s  present here a network of int er-connection with a cluster  

of  relat ed words , of  t he kind which Johnson found ab sent in  the 

idea that zeal i s  cold .  The fortili  ty with which Jo1mson explores 

the meaning may usefully renind us of  t he metaphoric concret ene s s  

49 . See above , p. 93 .  

50 .  Yal e , vii ,  1 85 .  
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of his own poetry ,  which Dr . Lcavi s has so well d e s c ribed ; a 

concret eness th•:-t i s sue s fron Johnson 1 s  s ensit ivity to the full 
r:: 1 p01.:2rs of language , ) Here , t he coTiplex of .:;.sso cio..t ions that come s 

in vrith " stirring " , "hatching" and "brooding ' ;  o..re the source of  t he 

vivid st rength o f  the lino s .  

I n  the same play ,  Johnson i s  noved t o  p rai se sone lino s in 

the Duke 1 s att enpt to prep are Claudio for death by making hio 

desp i s e  life : 

Thou hast nor youth,  nor age ; 
But as it wore an aft er-dinne r ' s sleep , 

Dreaming on bot h .  

Johnson cornnent s :  

(Measure for Measure , III . i .  3 2 -34 ) 

This is exqui sit ely irac-.gined. lJ.hen \7e aro you!1.[� we 
busy ourse lve s in forTiing scheme s for suc ceeding t ime , 

and L'li s s  the grati fi cat ions thc.t are before us ; when we 

are old \? e amus e the languour of age with the re: col lect ion 

of yout hful pleasures or pc: rfo nrrance s ;  so that our life , 

of  which no part i s  fi lled with t he busine s s  o f  the 

present t ime , rc senblGs our dreams aft er dinner , when the 

event s  of the morning are Dingled with the de sign s  of 

the evening .  5 2  

5 1 . F . R .  Leavi s ,  Revaluat ion , London , 1 9 3 6 ,  pp . 1 1 7- 1 1 9 . 

5 2 .  Yale , vii , 1 93 .  
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At fi rst glance it nay be thought that Johnson i s  merely 

indulging hi s t aste f o r  morali zing ,  but his des cript ion of the 

t enor , in fact , fully brings out the power of the vehicle . That 

thi s i s  " exqui sit ely inagined" i s , for Johnson, a natter of the 

mult ipli c ity of int e r - c onnect ion between t he t enor and the vehi cl e . 

The at t ent ive habit of read. ing whi ch go e s  with this principle 

appears not only at p o int s  whore J ohnson ' i s prai sing or blaning 

Shake speare , but at p oint s whore he is simply giving an explanato ry 

gl o s s . '.7hen , for inst ance , Othe l l o  calls D e sdemona as " false as 

wat er " , Johnson rer.1ark s :  "As Yrat e r  that will support no weight , 

nor k eep any impre s s i on1 ' . 5 3 

IV . 

Such then i s  t he e s s ence o f  t he doct rine of propri ety . It s 

resemblance t o  Ri chards ' theory o f  reali sat ion t hrough 

mult ipli city of int er- connect i on i s  obvi ous and central . The 

p i ct ur e  should now be filled out a l i t t l e  by not ing how the s e  ideas 

relat e to such key t e�s in eight e enth cent ury cri t i c isn as 

" simp l icity" and " ease " � t erm s  v.rhich express a demand for 

5 3 .  Yal e ,  viii , 1 04 5 ;  Othell o , V . i i . 1 37 .  
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concret eness . The linguistic medium should become , as it were , 

t ransparent , so thrtt the rec.der feels himself in t he presence not 

o f  words , but of things and experiences . 

A �uotation from St eele serves to  clear away an init ic.l 

possibility of confusion over the word "ease " :  "sinplicity i s  of 

all things the harde st to  be copied ,  and ease to  be  ac�uired with 

the greatest labour" . 54 "Ease " ,  in eight eenth century stylistic 

description , has a high sense and a low sense . The difficulty of 

attaining"ease"  in the; high sonse i s  stres sed in Felton ' s 

Dissertation on Reading the Classics , >·There \VG find p:r_c..isecl : 

that ornament al Plainness  of Speech ,  whi ch every 

conoon Genius thinketh so plain, that any Body may 

reach it , and findeth so very el egant , that all his 

Sweat and Pains , and Study , fail him in the Attenpt . 5 5  

The relat ions between "simplicity " ,  "plainne s s "  o r  "ease " ,  the 

doctrine of propriety and the doctrine of reali sation , may be 

illustrated from some basic observat ions by Dennis : 

SLuplici ty of Thought , i s  Thought which naturally arises  

fron the Subj ect , IdeRs whi ch bear a just Proportion t o  

the Things they represent , and which the S ubject seems 

of it self as it were to offer to us , instead of our 

obtruding them upon that . 56 

54 . ·�uotod in Criti c::.l 'ii9rks of John Dermis , ed. E. N . Hooker, 
Bal timore , 1 943 , ii� 446 . 

5 5 .  ibi d . , ii , 445 . Hooker giv�s � full ��count of tho s e  
terns . 

5 6 .  ibid . , ii , 3 2 .  
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For Dennis "Simplicity of Expression" i s  "an Expression proportion ' d  

t o  the Id:;as , as they are to the Things " . 57 The ground is  covered 

by Johnson in t he third number of The Rambler , in the ��ark that 

criticisn tlay discover,  in exanining a given work , "some secret 

inequality . • •  between the words and sent inent s ,  or some 

58 
dissimilitude of the ideas o.nd the original obj ect s " .  The ideal 

i s  the elireinat ion of distraction from the sub j ect that is  being 

written about ; the r.1ediun should ett ract no att ention to it self . 

It i s  with this crit erion in mind that Johnson expresses 

dissatisfacti on with the eight eenth century tendency to indulge in 

"poetical " language .

59 
The two senses of "ease"  are convenient ly 

di stingui shed by Johnson in a number of Tre IdL �r . Of the high 

sense Johnson says : 

Easy poetry i s  that in which natural thought s are 

expres sed without violence to  the language • • • •  Language 

suffers violence by harsh or by daring figures ,  by 

transposition ,  by unusual accept at ions of word s ,  and by 

fJilY licence which would be avoid�d by e. writ er of p�ose . 

�1here any artifi ce appeers in the construct ion of the 

verse , that verse is no longer easy .  An:y epithet 

57 . Quoted in Critical ITorks of John Dennis , ii , �3 . 

58 . Rambler, iii , 1 7 . 

59 . See for example Idle r (No. 63) , The Idler and the Adventurer, 
ed.s . W . J .  Bate , J . H. Bulli tt and L . F .  Povmll , Yale ,  1 96 3 ,  
pp. 1 96-1 98. 



which can be e jected without diminution of the sense , 
any curious i terat ion oi' the s2..me word , and all 
unusual , tho ' nor ungr2II'J�lat ical , structure of speoch, 

60 destroy the grace of  easy poetry . 

2 1 3 

The rigour of the crit erion i s  further st ressed when Jor�son goes  

on  t o  r emark : "To require from any 2.ut hor many pieces  of easy 

poetry ,  would b2 indeed t o  opprGss him with too hard 11 t2.sk" . 6 1 

O f  part iculc>.r int erest is  the exat1ple of "un-eo.syn poet ry  which 

Johnson gives : 

The first l ines of Pope ' s  Iliad affo rd exru�ples of  
nany li censes  11hich an er>.sy writ er mus t  decline . 

Achille s '  t�rath,  to  Qroece the direful spring 
Of 1.'/0u s  unnumber 1 d , hoav ' nly Goddess sing , 
'rhe wrath which hurl 1 d to Pluto ' s gloomy :reign 
Tho souls of r:1ight;r chiefs unt i1:1e ly sldn . 

In  tho first couplet the l anguage i s  distorted by inversion s ,  
cloggod with  supo:rflui ties , and cloucled by "- harsh 
netsphor ;  e.nd i n  the second the re are two v10rds used in 
an unconmon sense , and two epithet s inserted only to 
l engthen the line ; all thc s.:: pr:?.ctices  may in a long work 

oo.sily be pardoned ,  but they always produce some degree 
of obscurity and ruggednoss . 62 

60 .  'Ihe Idler ( No . 77 ) ,  The Idler and The Adventurer , ed . 7 . J .  Bat e ,  
J .M .  Bull i t t , and L . F .  Powel l , Yal e ,  1 963 , p . 239 .  

6 1 .  ibid . ,  p . 242 . 

6 2 .  ibid . , pp . 2 39-40 . 
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Tha l ow sense o f  " ee,s e "  i s  defined in Johnson ' s com.mcmt on Pope 1 s 

litt le so ciety p oem , "On t he C ount e s s  of Burlingt on Cutt ing 

Pap er " :  

Affectat ion , however oppo site t o  e�s e ,  i s  sometimes 
r.J.i staken for it , :�.nd tho s e  who aspire to gent l e  
el egance , col lect fcn2le phr�se s  :md fc..shi on8.b l e  
barbari sms , and imagine th at styl e t o  be easy whi ch 
custom has made fru::�ili8.r . 63 

Two p oint s oay b e  made here . First , 1'/he n an eight eenth century 

crit i c  deoands that poe t ry  b e  "easy " , in the high sense , it i s  

import ant not t o  see in i t  confirmat ion o f  t he opinion put forward 

by Dr . Leavi s :  

mo st eight e enth-century verse , and al l verse of t he 
Augustan t radition , has a soc ial movement -- a movement 
that suggest s coopany deportoent , s ocial gesture and a 

code of oanners :  it i s  polit e . 64 

The nocond , and nore import �nt , point concerns Johnson ' s  use of 

t erms like "hars h "  and "obscure " .  They invo lve higher crit eria 

t h8.n convent i onality or r ec..dy int elligibi lity . They describe 

ab s en ce of "ease " ,  or fai lures of real i s ation,  as Jolmson ' s  comment s 

on t he opening o f  The I liad readi ly i l lu strat e .  The met aphor o f  

a " spring " ,  whi ch Johnson cal l s  "harsh" ,  so far from being 

6 3 .  The Idler ( No . 77 ) ,  The Idler and The Adventurer ,  p. 240. 

64 . F .R .  Leavi s ,  "Johnson and Augustanism" , The Common Pursuit , 
London , 1 9 5 2 ,  p .  1 03 .  
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" far- fet ched"  i s  s omGthing of a c l i che - a vaguely appropriat e 

figure whi ch night readily comG t o  mind as a sub st i tut e for 

1 1o rigin " .  In the l i ght of t he analyt i c  pro cedure nhi ch 178 have 

seen Johnson using on Shake sp eare ' s  poet :ry ,  "harsh" here Du st Dean 

"fai ling t o  fu l ly exploit the p o·.-JO rs of t h e  wo rd s " . The 

imp l i c :::,t ions of " sp ring" ( L::rt i l i  ty , p l e asantne s s ,  nn,turtlne s s , and 

so on ) are not only i rrel evant but inapp rop ri at e . Uor does Pope 

use the ono imp l i c ,.,_tion wh ich might b .:3 rel ev8Jlt - the f l owing of 

wat e r  as t he fl owing of t ears . The relat ion b etween "hn.rshno s s "  

P.nd "obscurity" i s  indicFct ed by J ohnson ' s  word " cl oude d " ; 

redund ancy and d eviat ion frou c omoon meanings call at t ention t o  the 

word s 8Jl d  d i st r:'!.ct e..t t ent i on from the sub j e ct . Hi s point is not 

t hat t he line s ,  whi ch are , in an obvious s en s e ,  convent i onal , are 

di ffi cul t  to underst�nd , or that the i r  de\� c e s  t re spass beyond 

co nventi onal bounds, but t hnt t hey lack reali sing powe r .  

I t  i s  worth showing what "harshne s s "  e s sent i ally meMs for 

Dr . Johnson , b e c au s e , as Dr . Brown says , p erhaps "no cri t i cal t erm 

u s e d  by Johnson h:-:.s done nore inj ury t o  his reput at i on ;:::,s a cri t i c " . 
65 

Dr . Brown hims e lf 1:12...kes the import ant p o i nt that Joh �tson , in using 

the t erm "harsh " r e fers t o  the meaning rather than t o  sound of 

word s , and t o  this it should b e  add0d t hat he i s  referring to 

ab sence of interinaninat ion .  

6 5 . J . E .  Brown , The Crit i cal Opinions o f  Samue l Johnson , 
New York , 1 9 2 6 ,  pp . 1 2 5- 1 2 6 .  
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The; gcmoral background of t e:;rms like " s impl icity' '  r.nd " on s o "  

i s  well-known , but i t  should b e  re c<:tlled, b ecause it h'ls oft en b een 

seen as reveal ing a spirit inimical to poetry . One of the nrtin 

fact or s usually referred to in account s of t his aspe ct of 

eighteenth century c rit i cisn ,  i s  t he influcm co o f  French 

neo - c l a s si c i sm ,  and thi s is cl early a correct asse ssment . 6 6  

Addi son , for inst2.nce , holding up for our admir�t ion the style 

recommende d  by Bou �wurs and Boil eau ,  thus h�cntifies it:  

that beaut iful Sinplicity,  which �ve so mu ch admire 

in t he Composit ions of t he Ancient s ;  and which no Body 

deviat e s  f rom , but those vrho want this St rength o f  

Genius to make n Thought shine in it s own natural 

Boaut i es .
67 

An influence readily l ending it self to the prG s sure indicated here , 

w�s that of the Roynl Society , in i t s  at titude to language . For 

Sprat , as i s  not ori ous , the ideal '>7r�s that le..nguP,g<: should say 

68 
"so many things , almos t  in an equn.l numb er of words " .  For 

Hobb o s  "the light of hur.1e .. n sinds is perspi cuous word s , but by exact 

definitions fi rst snuffed , and purged from P�biguity • . •  and on the 

contrary , met aphors and sensel e s s  and ambiguous words are like 

ignes fatui 11 •
69 

66 . Crit i cal �orks o f  John Dennis , ii , 445 . 

67 .  Spectator ( No . 62 ) , i ,  268 .  

68 . Thomas Sprat , The Histo;r of the Royal Society , London ,  
1 667 ' p .  1 1 3 .  

69 . Leviathan , e d .  H .  Morl ey , London , 1 889 , p . 30.  
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That such t hinking � bo inifli cal t o  poetry there can be no 

doubt , but it has a noro cong-eni al si de . A conveni ent i llustrat i on 

o f  t h i s  o c curs in Ecclesiast es ,  a book advi s ing clergyn.::n how t o  

p r88.Ch effect ive ly , by John '-.ii lkins , 8. net1ber o f  t he Royal Soci ety 

who i nt roduced Spr.2.t to the S o c i e ty . Wi lkins t o l l s  tl10 

f o l l owinG �n�c1o t e :  

' �  s chol1'.r] nvc tinc . .  , c. countXJ�nn a s  be vlr"s in a j ourney , 

and fal l ing int o di s cour s e  v!it h hiLl about divers point s 
o f  Religion • • •  observed the plain fellow to talk s o  
exp eriment al ly , with so rJuch heartines s e ,  and affe ct i on , 
as oade hiu first begin t o  think , that sure t here uas 

sotlething t1ore in t ho s e  t ruths , t han hi s not ional l 
hui-:lan•J learning had yet di s co vered . 70 

Wilkins i s  he re p r�i sing t hat vigo rous folk - sp e e c h ,  so aked in actual 

exp eri en c e , whi ch Dr . Loe..vi s at t ribut e s  to the co:lDon peopl e  o f  the 

seven t e enth c entury . In pre ferring " exp ori1:1cnt al " language to 

"not i onal l " language , h2 i s  preferring con cret ene s s  t o  ab st r'.lct i on . 

The wider b �cckground here , which c l er;.rly rel2.t e s  to t he 

eophasi s  laid by the scientific IJoveuent upon the irnpo rt :::-nce of 

sen so ry oxp eri en ce , goes  beyond our scop e . So far as lit erary 

crit i ci so i s  concernod , wo have al ready seen the inport ance o f  sensory 

detai l in t he e ight eenth century view o f  roal isati on . 7 1  TJe may 

70 .  J .  Wilkins , Eccl e siast e s ,  London , 1 6 5 1 , pp . 39 - 40 .  

7 1 . See above , pp. 20 1 -203. 



2 1 8  

return t o  Shakcspoo.r-::on criticisn for a l n.st illustrc:,tion .  �l()ll 

Tiuon of Athens has squanclored hi s fortune , the Po<)t  GA'Tlro s s e s  

astonishr:J.en t at the :cc:o,clinc ss  wit h w·hich Timon ' s orstwhiL followers 

have do sort od hin : 

Timon 

I an r<:.pt and c::1nnot cove r 

Tho nonst rous bulk of thi s  ingrat ituclo 

�7i th 2..ny siz e of -,"lords . 

Lot it  go naked : LlCn Llay S2C 1 t thG bet t :::r, 
( T imon of Athens , V . i . 62 -65 ) 

ITarburton coL�1ont s :  

The humour of t hi s  reply is inconparablo .  I t  insinuat e s  

not only the  high e st cont empt of  the flatt erer in 
particular , but this useful l esson in gonoral , t hr::.t the 

images of things arc cl 0arcst seen through a sinplicity 
of phrase ;  o f  vrhich , in t he words of t he precept , and 

in those which occasion 1 d it , he has given us  examplcs . 7 2 

In f2..ct , the " sinplicity" is  highly Detaphorical , as i s  (lpparcnt in 

such words e.s "cover" , "bulk" , " si ze:: ' ' , "naked" . Nonethe le s s , 

it i s  ee.sy t o  s e c  whcct tr:.rburt o n  rJean s ;  there i s  2- sonsv in whi ch 

the word s .§:!:2. simpl:::: , and the lino s exhibit that ast onishing 

dire ctne s s  whi ch cho,r::tct ori zes Shakespeare 1 s poetry .  "Simplicity" , 

given thi s  sort of application ,  is not at all inini cal to  poet ry 

in the way in whi ch Hobbos '  remark , quo t ed above , i s . Warburt o n ' s 

approach i s  ono whi ch finds the concrete vigour of  Shakespeare ' s  

Engli sh a highly congenial mode , 

7 2 .  Johnson ' s  Etlition of Shakospeare, 1 765 , vi , 264 . 
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V .  

We hav� l o ok e d  at the eight e enth century idea of real i sat i on 

in p o ::ot ry ,  and nt it s roLot ion with t he doc t r i ne of propri ety and 

v;ith sor;1e key t erns o f  styl i st i c  de script i on .  The que s t i on r ome..ins 

whether tho se ideas , oven t hough basical ly s ound , '.?ere too rigi dly 

r>.ppliad by G i ght •J ent h century crit i c s . Ar<.: t hey t�s woo den <lS 

Ri chards ,  in his account of K.�e s ,  sugge st s?
7 3  

That last exampl e  from Warburton 1 s no t o s  to Shake speare perhap s 

indi cat e s  the cont rary , 'Jnrburto n  t here t alks of the " imag8 s of 

things " ,  but it s e ems clear t hat h e  does not mean it l i t e rally ; i t  

i s  hard t o  seo vrhat h o  might have b een h[wing an imago of .  It s e ems 

l ikely that ':'larburton i s  horu , as p e ople oft en do when t hey sp eak 

of " io.age s " , Floroly indicr..t ing a high l eval of vivi d n e s s  or power . 

As I s aid in ny examine.ti:n of Ri ch2.rds 1 le.t e r  devel opaent , the re 

i s  no ho.rn in so t <J.lking provided t hat certn.in dang ers arc avo i de d . 

It aight be added t hat Coleri dge him;ol f can sp eak in a Hay wh ich 

s o oms as " iaagi st " n.s that of Hulne . T he t hird �d moat iop o rt ant 

charact erist i c  of the po2t i c  imaginat ion , for exanp l e , i s  s:;,id by 
Coleri dgc to be "th.::; povre r of so carrying on tho eye of the read e r  

as t o  make him almost lose the consciousne s s  of words -to make him 

� everyt hing " . 7 4 And he can t alk so desp it e  t he f�ct t hat h e  

7 3 .  See above , pp. 1 34-1 35.  

7 4 .  Samuel Taylo r  Coleridge . Shakespearean Crit ici sm ,  ed , T .T1 .  
Raysor , Everyman , 19 60 ,  i .  1 89 .  

M 
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con o l s cwhe ro stro s s  the import :::.:nce of "act ivi t;y ; '  just as heavi ly 

as Ri ch�rd s ,  as when he not e s  that in ro�ding poet ry there i s : 

An endle s s  act ivi ty of thought , in all th0 possible 

a s socie,t ions of thought wit h thought , t hought with 

feelings , or  ·.fith words , e r  of feel ings wit h feGlings , 

and wo rds vrith wo rds . 
75  

It i s  t rue , horrever , that o.bu S() o f  th2 " im<:-..gist " vi e'.'! can rcJPdily 

be found iu eight eenth century cri t ic isn .  Add i son , fo r instance , 

in his ncthod fo r exposing b ?,d mot .qphors , adopt s t he stance for 

whi ch Richards cast ig.?.t c s  Knncs : "It wil l  no st effe:ctually discover 

t hG Absurdity of t he se monst rous Unions , if we wi ll suppo se the s e  

Met aphors o r  Image s A.ctunlly pRint od " .  7 6 

Professor Sherbo implic:s  that Johnson i s  t o  b e  found actu3.lly 

using thi s IJothod \7i th refe rence to the words in which the dying 

Molun , te lling the Engli sh who have fought on tho French side t hat 

Lewi s ,  in f��ct , int ends to b et ray them once thuy have helped him t o  

vict o ry ,  urges them t o ,  

Unthread the rude cye o f  rebell ion , 

And nelcoue hone again di s carded f::l.i th , 

Seek out King John and fal l befo re his feet . 

( King John, V . iv .  1 1-1 3 )  

7 5 . Samuel Taylor Coleridge . Shakespearean Crit ici � ,  i ,  1 92 .  

7 6 �  Spectator ( No . 59 5 ) ,  v ,  36 . 
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J ohnson calls  t h e  nr::t aphor , hor8 , "h2.rsh " ,
77  

and Profe s so r  She rbo 

sugge st�-; that Johnson "rms t roub l e d  by ment e.l in2.gos of 1:. t :l.il o r  

2.t hi s trade " .  7 8  

We shall oxa;nine , thc refor8 , r�t sollo length t he v;-::,rious 

r1o di fication s , whj_ch arc to be found in eight e enth century 

crit i ci sm ,  o f  t he cru dely " i:o�',gi st 11 view .  

One of the most st riking o f  tho se; i s  that ro corded by Samuel 

Holt Monk , in his account of the growi ng int erGst , in the 

e ight eent h century , of  th3 way in whi ch images are modified by 

feeling s . 79 

The relat ion ·bctvrecn isngo s  3Jld feel ings is cent ral in eight e enth 

century cri t i cal t hought , and Profe ssor EllEi!ge has il lust r.'l.t ed the 

)ervasivcme s s  o f  the kind of vit:w held by Quint i lian .  For 

Quintilian , Pro fe s sor Blle�'"'e t el l s  us , the geners.t ion of emo tion 

i s  the e s sence of pod ry ,  and this confronts hin vri th thi 8 que s ti on :  

how are W G  to  generat e tha se  emotions i n  ours elves , 

since c:not i on i s  not in h;:; r own p ower? I vrill try t o  

explain a s  b e s t  I nay . There are cert ain expe ri0nce s 

which t he Greeks cal l cp oc v T.x o <c;. , , and the Roman s 

vi sionc s ,  whereby things abs ent arc present ed t o  our 

7 7 . Yal e ,  vii ,  427 . 

78 . Saouel Johnson, Editor of Shake speare , p . 66 .  

79 . The Sublinc , MLA o f  Aocri ca , 1 9 35 . See especi ally pp . 84- 1 00 .  



inaginat i on nith such c,xt rcDe vi vidne s s th2.t they 

soon actually to be b ,:::fcrc om: v0ry ey..; s . 80 

222 

Thi s is the vie--r ·:re hc�ve already s een adopt ed by K:::.nc s ,  and it  may 

incid;=.mtally , b e  rom�rkcd that it muc h  res onbl o s  Eliot 1 s ide a of 

1 1  b . t . 1 t . ' I  8 1 o J GC lVC co rre a lV0S ' 1\ similar er:1phc::.sis i s  apparent in the 

L onginian st roan in eight eent h century c rit i ci sn .  For Longinu s ,  

:=m ioage has one purpos e y;i t h  t h e  o rat o r s  and ::mother 

1-rit h t he p oet s  ond • • .  the design of th(? poet i cd iuage 

is enthralLJ.ent , of t he rhet ori cal - vivid de s cript i on .  

Bot h ,  howe ver , seok t o  st i r  the pass ions an d  

t .  
8 2  

emo lOns . 

In the deve lopnont roco rded by Monk , howevGr , the emphasis i s  

n o t  only Ul)On t he way in ':".rhi ch 211 ioage exci te s c=m enot ion , but also 

on the wn.y in i'Thi ch the image is oodi fi ed by the eDot ion . Monk , 

t hat i s ,  i s  ·c rac ing the e::.w rg;:mce o f  the viow t hat ime.ginat i on 

shap e s  reo.lity -- the energcnce o f  a " rooant i c " criti cal theory .  

A repre s ent 'lt i ve pc.:.ssag·G i n  h i s  i l lust rat ion o f  t hi s energence 

.is the following fron Robort Lowth :  

The nind , with what evc:r j_)i1, S Si on it be� %crit c<.t od , rcmc'.ins 

fixed u_pon tho obj ect thn.t excit e d  i t  i ::md whi l e  it 

i s  e.1.rne st to di splay it , i s  not sat i s fi ed wi t h  a p lain 

80 . ; 'Theories of Generality and Parti cul;::.ri ty " ,  PMLA , xlii . 
( 1 947 ) ,  1 5 8 . 

8 1 . Seo b e l ow, pp. 2 92-2 9 3 .  

82 . � .  Rhys Rob ert s ,  Longinus on the Subliue , London , 1 9 07 , p . 85 .  
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and exact de scription ; but edopt s one agre eabl e t o  i t s  

own sensat i ons , splendi d o r  gloomy , j ocund o r  

unploas:mt .
83 

It i s in t he thinking of Burkc t lP.t o n e  finds sone of the most 

sharp att acks on the idor:!. that poet ry nust excit e cler-cr and ex.c' c t  

inagc s ,  In conduct ing tLi s ::1.t t ack Burke dis cus ses the ne,ture o f  

poetic  language : 

The t rut h i s ,  al l vorbal des cript i on,  nc rely as n�ed 
de s c ript ion , though never so exA.ct , conveys so poor 

and in suffi ci ent an idea of the thing described , tha.t 
it could s carc ely have the sunl l est effect , i f the 
speo.ker did not call in to his 2.id t hose modes of 
speech that Bark a s t rong and l ively feo ling in 
h .  1 1  84 lOS e  - •  

And he uses this ;-:�. ssert ion t o  at t r:.ck tho follOi'<'ing " c ost:on notion" : 

[ th: � t J tb.c povrcr of �;odry :md e l o quence • •  · .• i s ; 

thd t he:;- 1:.f:fect the Dind by rai s inr_; in i t  ido.�.o of 
thono thincs fo:tr whi ch custo::� hc:-.s .:::p�··ointe(l theu 
to s.ttm:: . 85 

Alt hough Burk e ' s  development of h i s  c;-� s e  is start l ing , in t he 

e xt reme emphasis which it places on the audit o ry e ffect s of po et ry , 

8 3 . Quot ed by Monk , The Sublime , p , 8 1 . 

84 . E .  Burke , A Phi l o s ophi cal Enquiry int o the Origin o f  our 
I deas of the Sublime and Beauti ful , ed . J . T .  Boul t o n ,  
Lond on ,  1 9 5 8 ,  p . 1 7 5 .  

8 5 • ibid . ' p .  1 6  3 .  
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i t  r ooains of gre c-,t int erest . It s int c rcost , for present purp o s e; s ,  

ne.y b e  sur:rr..;ar i z e d  as fo ll ovrs ; it  cal l s  at t ent i on t o  the fs.ct t hnt 

in LK:taphor the re c..re inovi t abl�,r reli'.ti on s  no t only bct·:rocm t m10r 

2.nd vGhicle , but nl so b ehJ;.; .:; n  tho m::; t aphor and t he spc ·±e r .  

B.2 fo rr.; wr:.; cm·w idor ox�·,npl e s ,  souet hing should b o  s r:d d  about t he 

r e l at i on of Dr . J ohnson t o  t he development out l ined by Monk . 

Johnson J.<illired Burko 1 s c s sc:.y ,  cal l ing it "an oxen p l c  o f  t rue 

c ri t i c i sm " , 86 but , o f  cour s e , Johnson find s  no p l ac e  in rJonk 1 s  

a c c ount o f  "pro - romant i c "  c ri t i c i sn .  A t  t he l e vel of gencrc.l 

t ast e ,  Johnson ' s p l ace hero might fs.irly be indic n.t od by recall ing 

h i s  at ti tudo to t h<:: cmt husiasn for O s s i an :  " S ir , a wm might writ e 

suc h  stuff for ever if he woul d abandon hi s r.�ind t o  i t a . 87 It i s  

evident th.1.t J ohnson is not a "pre-ror.�rtnt i c "  crit i c .  

Howovor , i t  al so s c:ens ovidcmt fron even a cursory ex,unin "'.t i on 

o f  Jolms on ' s cri t i c i si�, t h,-:.t he:: 1)o s sc s sc:d t he i d c:c:3 in ',.rhi ch Monk i s  

i nt ore st ed . �.7i t hout 17i shing t o  que st ion the v�l i di ty o f  Iv!onk ' s 

account of tho s e  c rit i c s with whon ho dcnl s ,  we: should not e  again 

t h e  dongc;rs of dwel l ing t o o much upon the devo l o 9mont of cri t i c r'!.l 

t h e o ry ,  and of i gn oring c:.ctual criti cal perforoanc e s , part i cularly 

in t ho cc..se o f  c ri t i c s  who r i s o  J.bovo t he common run --ciri t i c s ,  · that 

86 .  Bo swel l ' s  Life o f  Johnson , cd . G . B .  Hi ll cmcl L . F .  Powc:l l ,  
Oxfo rd ,  1 9 34 , i i ,  9 0 . 

8 7 . i b id . , iv , 1 8 3 .  
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i s , whos e  work is oorc shaped by t hei r response t o  poetry thrm by 

current 3.o sthet i c  t heo ri es . 

For cxampL ; ,  J ohnso n ,  in a nunb or o f  The Rrunbler devoted to  

the di s cussion of c:pi st olary l i t ..:: rature ,  not e s  thLot such lit en:tture 

shoulrl. usually orJJ}l oy the 1 1 .fn:.:iliar style " ,  and then add s : 

But it is natural t o  depart from frun i liarity of Lmguage 

upon oc ce.sions not familiar . '7hat ever el ev---.,t o s  the 

sent �1ont s <ril l  cons8quently rai se the expr� s sion ; 

wh0t ovor fil l s  us  with hop e or t error wi ll  produce  some 

p8rturbat ion o f  ir:1age s ,  and some figurat ive di st ort ions 
88 

of phrr.se . 

MetRphor does not give clear p ic t ure s ,  but , in also conveying 

feeling s ,  modi fies the irrn.ge prescmt ed.  J olmson use s  simi lar 

l anguage in a di s cus sion of the ::'..mbiguous significat ion of t he \'rord. 

"poverty " .  r!e dc sca.�t s on t he abuse o f  l :mguago in gene r11l , and 

adds t hat :::any pe:ople p rofess t o  find the r:;ost conspi cuous 

ex31D.pl e s  of thi s abuse in t he 1 1 coD.posi tions of poet s ,  ':.'ho se s t i l e  

i s  prof e s s edly figurat ive , and who se art i s  imag ined t o  consis t i n  

di s t a rt i ng word s fro::t their ori ginP..l meaning " . 
89 

As hi s renq,rks on dep ;crture s froo the famili,::cr style show , 

J ohn s on Jr.nows v;;ry ·.vel l  the value of su ch "di st ort ion " . 

88 . Rambler ( No .  1 52 ) ,  v ,  46 . 

89 , Rambler (No . 202 ) ,  v ,  287 . 

It seems , 
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consequent ly , ne ce s sary t o  d i s agree with a current vi ew of 

Johnson ' s  ide�s about l anguage . R .  Dormc: s ,  for example , s ays that , 

fo r J ohnson , 1 1thG nind percei vu s ::?e:1li ty , ret<Cins muntal pi cture s 

o f  it , and cor.muni c d c s  t h es (; pic tures by allott i ng them signs 

which are cal le d  wo rds " . 9 0 It will  be not i ced that Downes 1 view 

dovet ails vcrJ readily 1:ri th the kind of gene ral s t ri cture propos ed 

by All en 'rl".t e ,  that the trouble with G ight eenth c e nt ury lit erary 

nen was t heir as sunpt ion o f  e. st ::;t ic re lat ion b et w .::: en perceived 

and pcrceiver .  It is  po s s ible t o  make out a plausible cas e , as 

Downe s  doe s ,  by �:nassing quo t c.tions whi ch shm7 Lo cke 1 s influence 

on J ohnson , but J ohnson wa.s a cri c i c ,  no t r:, philo sopher , and , as 

our quot at i ons fron The RaBbl c; r  show , hi s insight int o hovr poot i c 

l anguage wo rks was p enet rat ing cmd cl ear . Col e r i dc..:c , s::'.y , may 

we l l  have desp i s u d  Johns on ' s  Ymy of put t ing it , but it i s  import c.nt 

t o  o b s .:::rvc t hc.t J ohnson i s  d.::; scrib ing the sa!:te phcmoriona t hut 

p r e - o c cupiell Col e ridt;e . 

The point may ree.di ly b e  suppo rt ed by well -known p �.ss::.gc s 

from Johnson ' s  l it urary c ri t i ci sn .  For oxanp l e , when 1.1acb2th 

d e s cribes t he night - s cone in n. s o l i l o quy befor e the nurder of 

Duncan , Johnson quot e s ,  a s  a cont ras ti ng passage , a d e s cript ion of 

90 . "Johnson 1 s Theory of Language " ,  REL ,  Vo l . iii ( O c t ob er , 1962 ) ,  
p . 30 .  
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night by D:cydon , and sn..ys :  

Hight i s  cl o s cribod by two groat poot s ,  but one d2s cri b e r;  

a night o f  qui ot ,  t he oth:2 r o f  p e rturbat i on . In tho 

night of Dryr:!.en , et.ll t h'-' dis turb ers of t he rio rU �,re 

l c.id -;,sl t.: Gi_) ;  in t }J.at of Sh<"'-k ospoaro , nothing but 

so r e  ; ry ,  lus t cmd Hurde r ,  i s  awP.ke . .lie th -:tt ro�ds 

DrycL:m , fi nd s hi!ils olf lul1 1 d  wit h  s t.?runity , and 

di spo s ed to s o l itude '"'.nd cont er!lplat ion . 
p o ru s e s  Shakesporcr o , looks round_ ;::,l ,:.rmed ,  and st2rt s t o  
find hins olf alone . One is t he night of a lover , t he 
othe r ,  of a r:mrc�orcr . 9 1 

To use Lowt h 1 s phrc.sc:: , quot ed by :tlfonk , t he l ov e r  :1.11c1 the nurderer 

adopt de s cript ions " agreeablo t o  [ t he i r ] se::n sat i on s ' ' . 

In e. siDi b.r vein i s  J ohns on 1 s COI):JDent on L 1 AlL;gro c:tnd 

I l  Pensero so . Thu t·�ro poo<Js , he: remark s ,  show "ho\l, aoong t ho 

succ e s siv0 V?.ri oty of appG2.ran ce s ,  0 very disi_)o si  t i on of Dine: t ak e s  

h o l d  on tho s e  b;y whi ch it W:'..J b e  t_::rnt ified " . 9 2  Such COI1non t s 

i s sue not out of t:'.ny lit erc-�ry the o ry , but out o f  r-tt t cnt i o n  t o  t he 

:;} o ct ry and out o f  c or:�:10n obs orv ::.t i o n . I t  would cort '-._inly s een 

r�the r  st re.ined t o  ci t o  t hen as cx01.1_:Jl c s  of t he Longinian or 

"pre-rouant i c "  t cnclonc i c s  in e ight eent h century c rit i ci sn . The 

9 1 , Yal e , viii , 7 69 - 70 ;  J;iacbet h ,  II . i . 49 .  

9 2 .  Lives of the Po e t s ,  i ,  1 66 .  
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S 8..r.l8 might be said of Jolms on ' s rewa.rk ab out Jc.;:1es 'I'homs on : 

[ho J hncl ns nuch of the poet �bout hie c.ic nost Hri te rs . 

Everything appe3.red t o  h i::1 through the wedium of his 

favourit e pursuit .  He could not have vi ewed those 

t dl ., . b t . -'-h t .  l 9 3 '>m cs.n e s  ournlng u v:l "· :-' .. poe lCO. eye . 

An exaLJ.pL; , whi ch hns nore o f  a fooling of being in cont act ..-:ith 

oighteenth century theories o f  the " subl iLJ.o " ,  i s  J ohnson ' s  cornnent 

on Edgar ' s  description of the )recipice , in Ki�> Lear . Johnson 

di sagrees with  Addison ' s high est imat e o f  it n.nd adds :  

H e  that l ooks from o. pre c i p i c e  finds himself assailed 
by one great and dreadful image of irresistible 
dest ruct i on . But this  overwhel;:Jing idea i s  di ssi pated 

and enfeebl ed fron the inste .. nt that the LJ.ind can 

restore i t s el f  t o  t he obscrvc..t i on o f  part i cul:J.rs ,  ::..nd 
diffuse it s r.t t ent i on t o  d i s t in c t  obj e ct s .  The 

onunernt ion of the choughs and crows , the se.nphire-m::m 
and t he fi sher s ,  count ere-ct s the gre::tt efL::ct of the 

prospe ct , as it peoples  the desert of i nt ermecli:c.t c:: 

v:� .. cui ty,  o..nd stops the mind. in t he rapidity of it s 
94 descent t hrough empt i n e s s  and horrour. 

A "great and dreadful ir:1age of irresistible dest ruction" was the 

kind of t hing , no doubt , upon whi ch enthusiasm for the " sublime ' '  

loved to dvwll ,  but in this descript ion o f  the w ay  in which a passion 

modifies  a percept ion , Johnson i s  pursuing a line of thought which ,  

9 3 .  Boswel l , i ,  4 5 3 .  

94 . Yal e ,  viii , 69 5 ;  KinG Lear , IV . vi . 1 1 ,  
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as vre have s e en ,  V/B, s alwp.;y s congenial t o  him . If ws are t o  argue , 

i n  the end , t hat t here are Longinian e l ement s in JolL.'1.son 1 s  

crit i c i sm ,  t hey are not t o  be S •:) -3n as an excre s c ence , or c. 

r.wdifying t enden cy ,  on hi s central views , but :::.s c;,n int egral pn.rt 

o f  t h iJtl .  

J ohns on , in hi s s.ccount o f  t he we.y i n  whi ch im2.ges aro 

" p erturb e d "  by figurat ive ln.nguagc, i s  not ing , as vns Rich['..rd s in 

hi s r�ark t h�t p o et i c  language is non - rafcrent i nl , ono of t h o s e  

t hing s whi c h  ro.re so o bvi ous t h:�.t they elude at t ent i on .  Ac co rdingly , 

in our examinat ion o f  vrhat con s e que:nces t he idea llqs upon h i s  

c rit i cal pract i c e , lf e will b egin v;i t h  an ext ren e ly obvious exampl o . 

The Fool s ays of Le ::r , when 11-:c h11s given u.' his t hronL? , 11Th .'.t ' s a 

she.<>.l ' cl  �)oasc ocl ' '  ( King L c::ar , I .  i v .  1 98 ) .  

No·;.· a mere: husk , 1·:hi ch conk.ins no t hing . 

J ohn sor. c. nnont s :  " i e . 

Tha out s ide o f  a king 

r cwains , but all t he int rin s i c  rmrt s  of royr'..lty are gone : he has 

nothing to gi vc " .  9 5  It LJ. ay  seem ;::.b surcl t o  t �k e  such GJl exampL :� , 

but fron i t  several p o i nt s  nay b e  d rann for app l i c 2t i on to more 

int e r � st ing case s .  

It would b e  f o o l i s h  to SUJ90 S e  here t hat Johnson might have 

fdt t empt ed to co ndemn the JJ.Ct 8.phor fo r not conve;yinc a p i cture . 

The Fool indi cat e s  LGar 1 s  empt ine s s  not , t o  use Burke ' s  word s , by 

95 . Yal e ,  vii i , 6 7 0 .  
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"nak e d  des cript i on " , but by c:1l l ing "in t o  h i s  ai d t ho s e  modes o f  

s peech t hat mark 2. s t rong c..nd l i  vcly feGl ing i n  hins e lf " . 
9 6  

T o  

put i t  i n  a different ''ay t he junct ion of t eno� and vehi cl e i s  

e ff e ct ed l argely b y  the speak e r ' s  f e e l ings . The background of 

f e e l i ng , in thi s pn.rt i cular c�;.se , could only be d e s cribed by a 

wider ref eren ce to t h e  pla.y ; thoro i s  ,m o l oL1.ent o f  bitt erne s s ,  

8Ven o f  cont empt , and tha met aphor suit s wel l r.;i t h  t he geno r.-:11 

charact er of a p rofessional foo l .  Thi s , i n  short , i s  the dramGt i c  

u s e  o f  met aphor . It i s  wo rth not ing t hat i f  thi s background of 

fe e l i ng were renovod ,  t he met aphor would .:::.ppear out rageously 

f ar- fet ched ; t o  compare a non8.rch who has abdi cat e d  with tm empty 

pea- pod night then provoke a viol ent react ion from a neo- clas s i cal 

c ri t i c  int ere s t e d  in ' 'decorun " . 

I t  i s  hore , i t  ce..n be argued , thn t J ohnson 1 s fail urc with 

Donne ( that it WQS Q f::>.i lure is undenie.bl e ) may mo s t  fruit fully be 

;. , Ho condemns Donno 1 s n o t :->.pho r s  EcS " far- fct cheu be cau s e  

h e  h a s  not grasped the fe elings whi c h  e ffect the e s scmtial junct ion 

b Gtwoen t enors -:md vehicl e s . It i s  not u sual ly no t i ced that t h i s  

i s  where the burden of J ohnson 1 s  crit i que l i e s . He s ays of tho 

oo tn.physicr.l pods : 

they wro te ra thcr ;:>a beholders thc.n partakers of hum:m nn. ture ; 

as beings l o oking upon good Rnd evil , impas s ivG and at 

96 .  See abo ve , p. 223. 



l ei sure ; as Epi curean deit ies  r.J.e,king remerks on 
t ho o_ct ions of men e..nd t he vi ci s si tudGs of l i f e ,  
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'.vithout i nt ero st and '.vi thout emotion .  Thei r  court ship 
w"<,s vo id of fondne s s  an d  their lamcntn.t ion o f  
sorrow . 9 7  

The rumainder o f  his criti cal comr.wnt ary is  an at t empt to  expl[:dn 

the l it ernry 1:: ;_1::JiS of t hi s  12-ck of foG ling , Hc.cd Donne been e.blo 

t o  see Johnson ' s  coEJ.nent s he r:1ight hav0 retorted t he.t he hn.d 

forgott en morG about love thM Johnson ever know . And it ncy be 

added th:1t Donne would p robably have been right , and t hat thi s is 

whe re Johnson 1 s incc.p .::..ci ty l ie s , :::.nd no t in the rigidi t i c s  of 

neo - cl assicc,l l it er�cry t heory . 

�ith Sh�ko spe2.ro Johnson hns no such problem ; for him , 

Sh.:::kosp eare 1 s excel le:nce lies  pre c i s ely in his po>7er of conveying 

feeling, in hi s po·:.'or ovor l nn guage Yrhi ch cornnuni c d e s  a 

"vi br·:.t ion t o  the heout 1 1 , 9 B 

We L'ley con sider him , for inst o.nco , re sp onding to 2. subtly 

dramat i c  use ar a co nceit , wh en. Iachir:10 , in t he process  of mcldng 

Po sthunus believe that he has seduced Imogen , s 2.ys that one o f  

9 7 .  Lives o f  the Po e ts, i,  20. 

9 8 .  See above , p. 1 98. 



the p�intings in Imogen ' s  bedroom show s : 

Proud Cleopat ra, vrhen sho net her RorJan , 

And Cydnus swell ' d  abovo t he bank s ,  or · for 

The pres s  o f  boat s ,  or pride . 

( C,ymboline , II . iv . ?0 -72 ) 
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Warburton had e.rgued that t he ina.ge here indicat e s  t hat Iachimo 

"is secret ly mockine t he credulity of hi s hearer ,  whil e  he i s  

endeavouring to persuade him o f  his wife ' s  f::cl sehood " . Johnson 

repl i e s : 

If the language o f  Iachimo be such as shews him to be 

mocking t he credibi lity [ sic ] of his hearer , hi s 

longuage i s  very improper , when his busine s s  \'lC.S to 

deceive . But the t rut h i s , that hi s language i s  such 

as a skilful villain would natural ly use,  a mixture of 

airy t riumph and s erious de9osit ion . Hi s gayoty shews 

his seri ousness t o  b e:  without 2-nxiety , and hi s 

seriousne s s  proves his gn.yety t o  be without art , 
99 

This is Johnson ' s  cri t i c i sm at it s be st . He unerringly reaches 

through t o  the state of feeling which dictat e s , and is expres s ed by , 

t he poetry .  T h e  figure is of t he same type as , though much more 

deli cat e t hrn ,  the Fool ' s , quoted above , The " far- fet ched" conceit 

o f  t he river swelling i t s elf up like a vain man elicit s no 

condermation from Johnson,  becaus e t he junction between t enor and 

v ehicle i s  suc c e s s fully made by Iachimo ' s  feel ings . Nor , 

99 . Yale , viii , 886-87 . 
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consequent ly , i s  thG figure s::L i d  t o  b e  "harsh " .  Although t he re 

i s  only e. single , and vc;ry c-·.rb i  t P'TY , point o f  re s e.s b lf.�nce bet He en 

t he ri nr and the proud oan ( t hey b o t h  swe l l ) , t he dispe1ri t,y i s  

i t sel f funct i onnl , e1nd func t ional d i sparity i s  t1 sp e c i e s  o f  

intcrinaninn.t i on o r  p ropri ety . The funct i on of the di spClrity 

b etween t enor ,:end vehi c l e  here is to oxpr0so , e1.s Johnson s r:>.y s , 

l "lchino 1 s ":: i ry t riur.rph '' · 

It i s  n o t  ent irely an ncci dent thn.t Johnson 1 s phn.sing is 

re11ini s cent of Eliot 1 s definit i on o f  "wi t " as an " al l iClll ce o f  

l evity and s er i ousne s s " .  The us e o f  conceit s ( of '.7hi ch t he most 

obvi ous fe:�t ure i s  di spn.rit y between t enor 8l1. d  v eh i c l e ) is crucial 

t o  the lJOet ry of "Y:it " .  As Eli o t  not es , t he " d i fference between 

imagin:tt i o n  rmd fc.ncy , in vioTI o f  t hi s  poe t ry of wi.t , i s  n. very 

1 00 
n2.rrow one "  . If Eliot h �d had access to R i chn.rd s ' thinking at 

t h i s  point ho r:;;.ight h2.vc oJQando d thi s  into a r:cm2.rk t hat t he 

di s ti nct i on i s  na:::.Tor,' b o c ? usG in "1.ri t ty "  poet ry ,  t he p ro c e s s  o f  

intor inanimat ion i nvolvc;s t ho fun c t i on o f  di sparit y .  For 

Ri chard s , the que st ion , in a given co::.s ·:: , would be t he degree to 

whi ch t he d i spari t y  i s  c onnoct c;d w i th the sp o �ke r ' s  feel ing s ;  and 

t hi s  sl so i s  the c::..se w i t h  Johns on ; he hn.s no cotl�) l c,.int here 

b e caus e;  t h e  conceit i s  dramat i c al ly functi onal . 

1 00 ,  Sel e ct ed Es says , 1 9 5 1 , p . 29 6 e..nd p . 29 7 .  
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How tho viG\1 "'hi ch ,,_tt ribut e s  t o  Jolmson ;;c desire for neatly 

scp2.rat od t enors rend vc1hi cle s would explain exm1ple s  of t hi s  kind , 

i s  diffi cult to s o c . I t  is , likewi s e ,  di ffi cult t o  

avoid tht: conclusion that Johns on 1 s  co!J!!!ent on Iachimo ' s  line;s 

i s sues fron a r osponso to Shokospe.c.ro 1 s "concret e sp ecifi city in 

thd rendering of hunan ux;:;oricmcc " - a response of whi ch Dr . 

Leavis holds hin to be incav�bl e . 
1 0 1  

I t  would b e  oc:csy t o  accunulat e oxam_;:J l e s  illustrr.t ing 

Johnson ' s r-:� spons e: to t he drJJJ.at ic as o;:)po sod to pict orial 

1 02 fun et ioning of md "'.phor . A us eful example , us od by Prof e s sor 

Shcrbo , occurs when t he Archbi shop of C�;mt erbury praises the 

tr::msfor11at ion of the disreput abl e Prince Hal int o  a l e ;>,rned and 

eloquent mon['.,r.ch : 

men he spec.k: s , 

The air , a c�3rt er ' d  libert ino , i s  still . 

( Henry V .  I , i . 41-48 ) 

P rofe s sor Sherbo sn,ys : 

1 0 1 .  

1 02 .  

1 03 . 

One might expect this figure t o  b e  cast igat od �s 
IT forced and unn[ ;tur:cl " ,  "lw,rsh " ,  and 1 ' far- fet ched. " . 

But J ohnson procl aims it exqui sit ely beaut iful . 1 03 

See above , p . 1 89. 

See , for exampl o  King John , II . i . 300 and V . i .  72 ( Yal e � vii , 4 1 2 and 427 ) ; HenEY V ,  IV . ii . 34 ( Y�l e ,  viii , 5 5 6 ) . 

Samuel Johnson, Editor of Shakespeare , p . 76 ; c f .  Yale , viii , 5 29 .  
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Thi s i s  us2ful p�rt ly as an indic rrtor of the pres ent climat e o f  

opini on . P rof essor Sherbo feel s comp e l le d  to sec such things as 

surprising except ions to t he rigi dity o f  Jor.nson ' s "neo - classi cal 

pri ncip l e s 1 1 • The surpris e ,  in fact , should not be at Johnson ' s  

failure t o  cast i gat e  t he figure , but at t he fact that hG should be 

expect ed to cast igat e it . Thi s case i s  s imilar t o  our previ ous one s . 

It is a conceit , in whic h  th8 junc t ion b ehrGen t enor and vehicl e i s 

effect ed by referenc e  t o  the speaker ' s feeling s ,  of whi ch t he 

met aphor i s , in turn , an expre ssi on . The spee c h  in which t he lines 

o c cur runs in a vein of exaltedly beaut iful panegyri c ,  and by the 

t ime these l ine s 11re reo.chod the feeling hds be:en fimly est ::tbli shed , 

so th:.,t the e ffect feels perf.:;ct ly "natural" , just Q.S uoe s tho 

Fo ol ' s  comparison of King Loe.r wit h an empty p e a-p o d . 

As a final exaoplo vro Tiay t ake ::1- vivid i l lu s t rst i on o f  one 

of the povrers by whi ch Col oridge charact erized t he imo.gin?.t ion : 

"tho porr er by which one iTIQge or feeling is ::1ade to oodi fy m9Jly 

o t hers ancl by a sort o f  fusion t o  force nan.y into ono 1 1 • 1 04 Vernon , 

report ing t o  Hot spur before the bat t le of Shrewsburg , d e scribe s  Hal 

and his companions as t he y  wait f o r  t he bat t l e :  

All furnisht , cll i n  arr:s ;  

All plUL'l ' d l ike e s t ri dge s that wing the wind , 

1 04 . Col eridge .  Shakespearean Crit i ci sm , ii ,1 88 .  



Bait ed l ik o O '�.gL; s ,  having lat e ly bRth ' d :  

Glitt ering i n  go l den coct s, like i��es , 

As full o f  spi rit as t he uonth o f  11i<J..,;; , 

And gorgeous �C•S tho sun .:'..t Mid sumne r ;  

\'la.nt on r.s youthful go:J.t s ,  wi l d e>.s young bul l s .  

I s?.vr young Harry , rrit h his b c;:c;.ver on , 

His cui s s e s  on hi s t highs , gc..l lant ly a:m ' d ,  
Ri se fron t h8 ground like fc::athGr 1 d  I!Iercury ;  

And vaul t od nith such ease int o his s eo.t , 

As if an angel dropt dovm from t he cloud s ,  

T o  turn an d  wind a fi ery Pe[:;<1.sus , 

And wit ch t he worl d wi th nobl e hor s e�:.m.ship . 

J ohnson cor.rr1ent s :  

1his gives 8, st rong im�e . 

( 1 Henry IV , IV . i .  97 - 1  08) 

They rrere not only plue ' d  

l ike e s t ridge s , but t he i r  plune s flutt Grod l ike tho se 

o f  an e st ri dgc beE;t ing t he wind with his wings . A 

nore l ively rcpresent n.t i on o f  young r:1en ardent for 

ent erprize perhap s  no vrri t er hns ove r  given . 
105  
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T o  at t enpt t o  mak e :picturo s  of  th e s inile s VToul<l here:: , evident ly , 

re sul t  in absurdity . T he ext r.'1.ordinary sequence of figurGs l o ok s , 

on the fn.ce o f  i t , a cendid::t.t c fo r Pope 1 s phr::,sc a 1 1gb .ring chao s 

1 05 . Yal e ,  vii , 482 . 
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and wi l d  hoap o f  wit " .  
1 06 

Tho s G  who l ike to d·wel l on J ohns on ' s 

neo - cl 8.ssical r igidity should be agai n surpri s Gd e.t hi s A-dmirat ion . 

\That uni fi e s  tho ineges i s  t he curr12nt of feel ing , nhich come s 

acro s s  so st rongly that Hot spur i s  provoked int o a fit of 

i rri t at i on by Vernon ' s delight ed ;1drairation .  I t  i s  worth not ing 

t hat J olmson u s -J s  t he r!ords we h::cvG se 311 in Burke ' s e. c count o f  

inages - " s t rong " e.nd " l ivul;y " ;  the speaker i s  u s ing "tho s e  mode s 

t hat mark a st rong and lively r.:�el ing in hims e lf " .  
1 07 

u s e s  then b e cau s e  the re i s  no exe.ct p i c t orial eff G ct . 

John so n  

I t  i s  

t empt ing t o  quo t e  here a b eaut iful de script i on b y  Johns on o f  t he 

cffuct tho.t suc h  imc.gol"J he.s . Sp e aking of a Greek hywn celebrat ing 

good hoe.lth , he sP;ys t hat "no ono , who h::.s ever l angui shed und e r  

the di sconfort s e.nd inf i mit ie s of :;.. l ingeri ng d i s en.s c ,  c:m read 

l. t '"l. thout f 1 ·  th · d l. n hl' ,� h.�- ;-..rt 
" .  1 08 .. ee lng 0 lm�ge s ence � - �� It i s  he.rd 

t o  inagino � ElOre vivid do s cript i on of tho way i n  whi ch met aphor 

cEm bl end vi suP.l , kin�e st hGt ic e.nd emot i on<>.l ;:l ement s .  Furt he r ,  

1 06 .  Essay on Crit i c i sm ,  1 .  29 2 .  I t  should b e  remark ed he re that 
in e i ght eenth century crit i c i sTI no e s s ent i a l  dist inct ion i s  
made betw0 en net aphor on d  s imi l e . Johnson , following the 

usual pat t ern , def i nes , in the Dicti on2..ry , 2. raet �phor cs "a 
s imi l e  compri zed in "' word 1 1 • The s8.0e definition is given 
by Add i s on in Snc ctator No . 59 5 : "a oet aphor i s  a simi li e in 
ono word '' . 

1 07 .  See above , p. 223. 

1 08 .  Re�bler ( No . 48 ) , i i i , 260 . 
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Vernon 1 s  l ines al so extm.plify ,  to .c>_ high degree , th=tt "tumbling " 

imagery which i s  chr:tr'""ct cri st i c  of Sh:::kcspc2,re ;  o.. flow i n  whi ch one 

figure gives birth to 0not hor , 2.nd vrhi ch Johnson h'?oS no diffi cul ty 

in admiring . 

The doct rine of proprL.?t;y nppliGs equally t o  t hese C".3es , where 

wh2.t i s  reali s ed is not an exrcct pi cture but an inr.ge modified by 

fGeling s .  Thi s is cl2<e.r fron the exar;Jplos v1e have s o  f2.r 

considered. The network of ir.lplicro,t ion s ,  or the high degree of 

propri ety , which Johnson sket ches , in hi s comment on CFtpt ,:-:.in 

\Thitmore ' s  comparison of t he d::cy with an informer ,  refers to the 

speaker ' s  feel ings rather than to t he relat ions between t enor 11nd 

vehi cle - t o  an exp �:rience rather than to a c onc ret e ob j e ct . 1 09 

It i s ,  of  course ,  t rue , that Johnson � us o ,  and mi s-use ,  the 

c rudely "irn�gi st " doct rine . He appl i e s  it to t he rnet ::.physi cal 

poet s ,  where it is in2.ppl i co.ble , and .1rgue s th;:..t t hey cannot arous e 

t .  b th t . 1 10 eoo lOn oc�us c ey pres en no lm2.ges . But , �s we have said , 

h i s  dealings with Sh�esp cR.re ' s  drR.mati c poet ry mR.ke it cl ear that 

hi s crit ique of the met aphy si cal poet s doe s  not spring from .':\. 

me chanical appl ic ation of t heory .  

1 09 . See above ,  p. 207. 

1 1 0 .  Lives of the Poets, i ,  20-2 1 . 
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VI . 

The insi st ence , in e ight eent h c2ntury cri t i c i sn ,  that t he 

c s s ,:mt ial funct i on of inc-:g:..; ry i s  t o  ?.ro us e  enot i on is c:ruci2.l , 

be-cause it conne- ct s with thGir st re s s  on the id ;:;('! S o f  " synpe.t hy "  

and "gc.mo:..·::-.lity-11 • We shall out l ino thesG i d.o2.s , part ly bGcause 

the idea of "gen0rRli ty " i s  ,mother mod ifi c:o.t ion of the crudely 

''im2.gi st " view, but , noro .. impo:ct ant ly , because " syrr..pr1.thy " 2.nd 

"generality" co ver the s::t.mc ground as Richards ' not ion of "self­

rcal ise..t ion" . 

In Richards '  formulat i on , as wo have s oen , verb2.l complexity , 

o r  int er in[IJlim':tt ion ,  i s  creat ivity , and , in r8- creat ing the 

experien ce whi ch a po(;r1 pro sent s ,  the r eader is reali sing himse l f .  

I n  oight c;mt h century t err:1s , p ropri ety o f  dict i on real i s 0 s  innges 

whi ch arous e  emotion ;  t o  feel enot ion in this way is on �.et o f  

sympathy ;  sympc-.t hy is  p o s s ibl e bec,:.use htm::n n2.turc i s , 

fundament c.l ly , aLmys the sanc.:; ;  cons...;quent ly , what '-"�G are 

real i s ing i s , in the end , ourselves . 

That eight eent h century cri t ic i sn s2..w enot i on ·�s the end of 

imagery is a refle ct ion of their generally emot ive theory of poet ry . 

Thi s view i s  apparent in Dr . Johnson ' s  critici sm ,  .lying , for 

inst ance ,  at the heart of hi s discus sions , in his preface t o  

S!:1akospeare , of  t h e  mingling of t r�i c and comi c s cenes �nd of 

the "uni t i e s " .  
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With reg<�rd t o  the r.1ingling of trA.gic and comic scenes ,  

Johnson says that , by those who disapprove o f  it � 

It is objected ,  that by this chrmge of scenes the 
pqssions are int errupt ed in their prgression , and that 
the principal event , being not advanced by a due 
gradat ion of preparatory inci dent s ,  want s at lnst the 
poFer to move , which constitut es the perfection of 

1 1 1  dramat ic poetry .  

Johnson goes on to disagree with the obj ect ors ,  but agreos  that 

the "power to r:tove " is "the perfection of dr8l!le.tic  poetry" . 

With regard to the "unities " ,  it had been f'l.rgued thrtt to break 

the unity of time and pl�ce , bre8ks the dramatic illusion. 

Johnson so.ys : 

It will be asked , how the dram� noves if it is  not 
credited. It is crodit od with all the credit due to 
a drena . It is credited,  whenever it moves , as a 

0 t 0 t f 1 
0 0 

1 
1 1 2 JUS plc ure o a rea or1g1na • 

The insistence on the :;Jrina.cy of emotiomtl effect is not restri cted 

to  Johnson ' s  di scussions of dramatic  poetry.  It  is ,  as  we  have 

said , the basis of his critique of the metaphysical po et s ,  and here 

the relevance of the idea of "generc,lity" is cl ee.r . The 

1 1 1 .  Preface t o  Shakespeare , Yal e ,  vii ,  67 .  

1 1 2 .  ibid . , p . 78 . 



241. 

metaphysi cal poet s ,  Johnson says : 

were not successful in repre sent ing or moving tho 

affect ions . As thoy wore wholly employed on so:J.othing 

unexp o cted and sur�ri s ing they had no regard t o  that 

uniformity of sent iment , which on�bles us t o  conceive 

and to excite the pains e�d t he pleasure of other 
. 

d 
1 1 3 ffiln s .  

The final ground o f  Johnson ' s  principle , ns i s  indi cated by th�t 

phras e "uniformity of s ont iment ", i s  thG ido� upon which he loved 

to d�7ell ; 
1 1 .1 

"that hune..n n::o,ture is always the s:cne " . + Much 

i l lustrat ion would be superfluous , but w2 may recall Imlac ' s  claim , 

in Rasselas , t hat "the province of po etry is t o  describe Ne.ture 

1 1 5 
and Passion, which <'!..re nh1ay s  t�1e same " ,  or  Johnson ' s  rwark 

in The RamblG r, that " rGason Md nature are uni form and 

infl exible " . 
1 1 6 

It is through an act of sympathy that we perceive thi s 

generality . Here lies  Johnson ' s  preference , fo r inst�ce , for 

"doBesti c "  over "imperial "  t r2.gedy : 

It i s  no t easy for the most artful writer to  give us 

an int erest in happine s s  or mis ery ,  which we think 

1 1 3 . Lives of the Poe ts , i ,  20 . 

1 1 4 . Adventurer ( No . 99 ) , The Idler and The Adventurer , p . 43 1 . 

1 1 5 .  Rasselas ( Chap t er X) , The Works of Samuel Johnson , London, 
1 825 , vi , 1 85 . 

1 1 6 .  Raobler ( No . 1 2 5 ) , iv , 30 1 .  
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our s elves never likely t o  feel , and v1ith which we have 

never yet b e en acqunint ed . Hi stori e s  o f  the downfal 

of kingdoms , .:md revolut i ons of enpiro s ,  nre read with 

great t r2nqui ll ity , 
1 1 7 

The point i s  rcpe<:'.t ed in his summary of Tioon o f  Athens : " t he 

p l ay o f  T imon i s  a done st ic t rcgody , and the refore st rongly fast ens 

1 1 8 
on the at t ention of t he reader " . 

i s  j u s t i fied in similar t erms � 

Hi s aff2ction for biography 

Tho s e  parallel circumst �nc e s , and kindred inage s ,  t o  

whi ch we readily c onform our mine s ,  are ,  above a l l  othe r 

writ ing s ,  to be found in narrat ives o f  t he lives o f  

�art i cular pe rsons ; an d  t h erefore n o  sp e c i e s  o f  

writ ing seens nore worthy o f  culti vat i on tha.n biography , 

s inco none can b e  more del ight ful or mor e  u s e ful 1 none 

can more certainly enchain the heart by irresist ibl e 

int ere st , or noro '.vi dely di ffuse inst ruct i on to overy 

diversity of c ondi t i on . 
1 1 9 

The t endency is t owards the view that what WG c ont Gmplat e ,  when 

ooved by p o et ry ,  i s ,  e s sent ially , ourselve s ,  and a general ste.t oment 

to this e ffect ap�e ar s  in t he S ·�G R�b l er : 

All j oy or so rrow for t he happine s s  o r  calamit ies o f  

others is produced by �n � e t  o f �  in<:'.ginetion, t hat 

1 17 .  Ranb l er (No . 60 ) , iii , 3 19 . 

1 1 8 ,  Yal e , vi i i , 745 . 

1 1 9 ,  Ranbler ( No . 60 ) , iii , 3 1 9 .  
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real i s e s  t he e v ent hm:r ovor f i ct i t i ous , or 1\.J)roxinqt e; s  

i t  ho·;;,:;v�;r rcr.iOt e ,  by �l c.. cing us , f o r  :1. t ine , in t he 

condi t i on o f  hiu rrho sd fo rtune u.::; cont oDj)l :.t -:: ; so th2t 

w 2  fc � l , whi l o  the d e c ep t i on l � st s ,  wh�t ovor �ot i ons 

would b,? exci t od by th;:, smc go o d  or �vil h·::tp�) ening 
1 20 

t o  ours ;:, l v e s . 

Tho s�c l ino of t hought runs t hrough J ohns on ' s prcL:cce t o  

Shn.ke s;;oc.re ; t he dr ;_r:v.1. rc�)l'c s_;nt s " t o  the c.ucU t o r  y,-h<1t he would 

hi:� s o l f  fe el , if he r.rerc t o  do or suffer whnt is t horo fei gned t o  

be suffc:red o r  t o  b e  done " ; o r , " Shak s s �)o;:;.,re h�s no horoc s ;  h i s  

scon e s  arc o c cup i e d  only b y  Ben , who 0,ct an.:l s:_:Jor.:.k c� s  t h8 rer.dor 

t hi nk s  t hn.t h;-� should hins c l f  have spoken o r  'lc t u d o n  t he s:me 
1 2 1  

o c c::1.s i on "  

I t  i s  no ,::. c c i d 0nt th'?,t Johnson , i n  the ·;.'orcl s " cm act o f  

f "'..vouri t o  �h::.':,o,s c s  - "the ronl i s ing in.'l.ginat i on " . The ;?hr'l.se "men , 

·irho ;'.et and spe2.k ;:;,s the rc;_;.��er t hi nks t h ::.t he should hinself have 

sp ok en or act ed " ,  cclso ind i c at e s  the cent ral inport e..nce for 

John so n ,  of Sh ,.k e spe2re 1 s  po et ry .  Th0 moving poYror o f  t ho 

language i s  th:::.t f rora w:1 i ch E>-1 1 ol so fo l lows . 

This nexus of ideas i s  no t ,  o f  cours e ,  pe cul i ar t o  

1 20 .  R?�bl er ( No . 60 ) ,  i i i , 318.31 9. 

1 2 1 . Yal e ,  vii , 78 �nd 64 .  
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Johnson . Burko no t.e:s th0 follouing cffo c t  of syr..1pr:.. thy : 

'flC on tcr in to the conc,)rns of o thcrs ; • • •  we nro 

moved r..s they r..r e  moved , and are never suf fe red to b e  

ind i ffer-::.nt s�; o c t at o r s  of 8..lr:to st Myt hing whi ch r.1en 

c�n d o  or suf fer . For symp"'.t hy must be consi dered as 

a s o rt of sub st i t ut i on , by whi ch we ar-2 put into t he 

p lace of ano t he r  man , and eff e ct ed in m�ny re spe c t s  
1 2 2 

as he i s  affe c t e d . 

The ideas arc neP..t ly sur.u:1ed up by J dm  Upton i n  hi s Cri t i c .�l 

O b s e rv�t i on s , an import ant document in Shake speare crit i ci sm o f  t he 

ni d - e i ght oenth c en tury : 

how b e n.ut i ful i s  it to see t ho st ruggl e s of the nind , 

and the pas si ons at V;'Tian c c;  • • • •  But what i s  t r�gi c  

p oe t ry  without pas s i on? I n  a word , ' t i s  our s e l ve s , 

and our own p a s s ions , t hst we l ove t o  s o o  )ictured ; 

'Ul.d in t he s e  repre sent at i on s  we s ock for d e l i ght nncl 
. t t •  

1 2 3 lDS rue lOll , 

Upt on ' s fine.l word3 hero indi e:at e cle l.rly that t he e s s ,.:ncc  o f  t he 

e ight e enth century v i ew of t he m o rn.l func t ion of p o e t ry ,  i s  t he 

insist ence t hat po et ry give s s el f-knowl edge . It i s , therefore , 

no surpri se t o  f i nd t h2.t Col c.: r idge ,  in c, t y-,Ji cal e s s ay on the 

self -realising powers of poe t ry ,  n.dduces ::. passage from · 'arburt o n ' s 

1 2 2 . The Sublime and the Beautiful, p. 44 . 

1 2 3 .  John Upton , Crit ic':'.l Observ?.t ions on Shake speare , London , 
1 746 , pp . 8 1 - 8 2 .  
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preface to Shakespeare , as � satisfactory expression of his own 

vi ews ; 

Of all lit erary exercit2.tions , whether designed for 
tho use or ent ert ain1110nt of the world ,  there arc none 
of so nuch inportru1ce ,  or so imoediately oUL concern , 
as those  which let us into the knovlledge of our own 
nature . Others may exorci se understanding or aouse 
the inagine.t ion; but the se only can improve the 
heart and form the hune� mind to wi sdom . 1 24 

To put this in e. modern perspect ive , whe.t Warburton is describing 

i s  what Dr . Leavi s CE1ll s  moral en-actment , as opposed to moral 

stat cment . 1 25 

It is diffi cult to  avoid the conclusion that Dr . Leavis ,  in 

accusing Johnson of moralizing crudity in his approach to 

Shakespeare , is being les s  than just . 1 26 It i s  certainly t rue 

that Johnson very seriously [:>.Ccused Shakespe?..re of not making hi s 

"r�wral " clear : 

he uakes no just distribution o f  good or evi l ,  nor i s  
ahmys careful t o  shew in the virtuous a di sapprobr->.tion 

1 24 . Coleridgc , The Friend , ed . B . Rooke , Lond on, 1 96�,  i ,  1 1 5. 
On p . 457 of the same volume t here is another typical 
Coleridgean rer:J.ark in the same vein : "In all his 
[ Shakespeare 1 s ] various charact ers , we still fed!.. our selves 
communing wit h  t he se.me human nature " . 

1 25 .  "Johnson as Crit i c " ,  Scrut iny,  :x:ii ( 1 944-45 ) , 197 . 

1 26 .  See ,  fo r example , The Common Pursuit , pp . 1 10- 1 1 1  or p . 1 1 8 .  
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through right and wrong , and at the close d i smisses 

then without further care , and leaves their example s 
1 2 7 

to operat e by chance . 
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But , in viow of the ideas which we have been exorJ.ining , thi s tmst 

b e  s een �s a point of secondary import2nce . J ohnson is  here 

concerned with the public responsibility of the poet , and he 

demands clear moral stat enont , in addit ion to moral en�ctnent , in 

o rder that the "ex2Ii1ples ' '  should not merely "operat e by chance " . 

Hi s maj or point , ''lhich Dr . Leavi s unfai rly dismis s e s ,  i s  that "he 

t hat thinks reasonably nust think mo rally" , and he is here 

. 1 28 
referring t o  the complex o f  ideas that we have out llned . In 

evoking our respons e to  funde.mental hume.n nature Shake speare i s  

t eaching u s  about ourselve s ,  an d  the reader of Shake spee.r8 i s  

" cured o f  his deliri ous ext asie s ,  by reading human scnt im<:?nt s in 

1 29 
human language " . It is  in the purifying of the imaginat ion 

t hat Johnson sees the e s sential valu� of Shakespeare . 

Such are the mo st important asp e ct s  of the ideas of "generc..lity" 

ond " sympathy" . That t hey need t o  be stres sed m�y be suggest ed by 

Profes sor ElltJte' s re�<le,rk , in a dis cus sion of r:t minor aspect of  

1 27 .  Preface to Shakespeare , Yale , vii , 7 1 . 

1 28 .  ibid . , p . 7 1 . Cf. The Common Pursuit , p . 1 1 0 . 

1 29 . Yale , vii ,  65 . 
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"gcncrali ty" ( i t s  relc.ti on with the Longini an st rorun in eight eenth 

century cri t i c i sn ) , th2.t "we suspe ct thc.t the words "gc.mcral " p,nd 

1 1 i_)arti cular " wore alnost ::s usel ess  and qctu<J.l ly just ."J.s ncrc.ningl ess  

for the eight eent h  century cri t i c  as t hey o..r e:. fo r t he modern student 

of thn.t period 1 1 • 
1 30 

It i s  never a s�fe pro cedure t o  n.ccuse 

J ohnson of bn.ndying ncaningl e s  s wo rds about . 

The further point about t he idoe, o f  "gonoral ity" i s  th::\t it 

nodi fiGs the crude ly "in.::..gi st " <J�ro:::.ch , s ince it demand s th2.t the 

inrl.ges of poetry should be "general " as well as ".iJ<.�rt i cular " .  

J ohnson can qui t 2  happily employ both crit eri;;. .  

charact er o f  InlQC h e  c an  s �y :  

The busine s s  o f  a poet • • • i s  t o  examine , not t h\5 

individuel , but the speci e s ;  t o  remark general 

In the 

prOJ.lert i e s  ru1d ln.rg..; O.)�J.Je.ran ce s : he doe s not numb o r  

the stre'lk s o f  the tulip , or d e s cribe thG diffm:::.:nt 

she,des in t he vurdurc· of t he forest . He i s  t o  
exhibit in h i s  p ort r;cit s of m�tur e  such prominent :md 
st riking featu:re s ,  as r2 call the original t o  evc; ry 

. d 1 3 1 
r;nn • 

But he can al s o  s ay of Rowe : 

I know not th<::.t theru can b o  found in his  p Lws <J.ny 
deep search into nature , My accurat e di s crinin:-ctions 

1 30 .  "Theories o f  Genorality and Parti cularity " ,  PMLA , xlii 
( 1 947 ) , 1 49 . 

1 3 1 . Ras selas ( Chapt er X ) , Vtork s ,  1 825 , vi , 1 86 . 
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it s progre s s ;  al l i s  gen e r�l ��d unde fined . 
1 3 2 

o r , o f Mi l t on : 
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h i s  inag2 s and d e s cript ions o f  the s ccm.::: s or OlJ erat ions 
of Naturo do not seem to bo ahmys copL:d from ori gine_l 

fo rn ,  nor t o  ho..ve th�J fr0 shne s s ,  racine s s , 2.nd ene rgy 

f ' d '  t b t •  1 3 3 o lnne la o o s erve. l on .  

The simultcmeous denanc for ":p g,rt i cul::crity" and "genG rali ty " i s  

only an apparcmt cont radi ct i on . That the imaginat i on reconc i l e s  

"t he i ndividual , wit h  the repre s en t at ive " wA-s t o  b e ,  for Col eridge , 

one o f  it s c ent ral f eature s .  
1 3 4  

1 3 2 .  Lives of the Po ets, ii , 76 . 

1 3 3 .  ibid. , i ,  1 78.  

1 34 . BiograPhia Lit oraria ,  ed . J .  Shawcro s s , Oxfo rd , 1 9 54 ,  i i , 1 2 . 



CHAPTER 7 

COr:IPLR'{l'fY AND 'flm DOCTRINE OF PROPRI ETY Hf 

JOHNSON 1 S SHAKESPEARE CRIT I C I SM  

I .  

I have illus t rat ed sor,Je ways in which t he cent ral princi p l e s  

o f  e ight eent h c entury c ri t i c i sm resemb l e  tho se of Richard s ,  ancl 

have art:,'lled t hat e ight eenth c entury cri t i c s app l i ed t he s e  princip l e s  

i n  a l e s s  rigid vray than modern comnent at ors sugge st . I wi sh nmv 

t o  examine t he i r  fl exibi l i ty as it i s  exer.:tplifiecl in J ohnson ' s  

Shake sp eare crit i c i sm ,  but >7ould l ik e  t o  dwel l ,  fi rst , on some 

general f8atur e s  of Dr . Johnson ' s  response to Shakespeare ' s  p o e t ry .  

Thi s i s  parti cularly worthwhi l e  since i t  rai se s , I t hink , an 

int e re st ing que s t i o n  about im� ort ant eleoent s in modern Shakesp earG 

cri t i c i sm .  

According t o  Dr . Le[wi s ,  "what Johns on iJ.c c l aims in ShakesrJeare , 

i t  might b8 sai d , i s  a great novel i st who w:ri t e s  in drar.1at i c  f o rr'l " , 

and t h i s  "rad i c al i nsuff i c i en cy [ i s] correl::1.t ed with h i s  

ab s t ract i on of t he ' drama ' from t he ' po e t ry '  - w i t h  his failure t o  

see the dramat i c  genius as a _poet i c  and l in&ui st i c  geniu s " . 

Johnson i s  s een , in short , as a pre- cursor of Brad ley , engage d  in 

irrel evant d i s cus s i on of Shake speare ' s  ' ' c haract e rs " . 1 

1 .  "Johnson a s  C ri t i c " ,  Scrut in,y, xi i ( 1944 ) ,  1 9 8 .  
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The alt ernative to  an approe.ch in t erms of " charact er" ,  and 

the relation of t hat alt ernative wit h Shakespeare ' s  I?Oetic  genius ,  

1aay b e  convenient ly indi cat ed by referring t o  a pas sage in 

Dr . Leavis ' .  Educat ion and the University, where some lines from 

Macbet h are quo t e d g  

All our service , 

I n  every point twice done , and then done double , 

Were poor and single bus ine s s  t o  cont end 

Against thos e  honours deep and broad wherewit h 

Your maj e sty loads our house . 

( Macbet h ,  I . vi. 1 4-1 8 )  

Dr . Leavis comment s g  

The effect o f  concret enes s  - o f  b e ing , we might say , 

' realized ' and not merely verbal - depends above all 

on the i::u.p l i ci t metaphor int roduced with 1 deep ::md 

broad 1 •  Those adj ective s ,  plainly , des cribe a river,  

and , whether we t ell ourselve s  so  o r  not , the presence 

of a river makes it self felt in the effect of  the 

passage , giving a physi cal quality t o  ' cont end ' , in 

the third line , that it would not ot herwis e  have had .  2 

There i s  no comment what ever on the dramat ic significance o f  the 

lines , and Dr . Leavis almo st talks as though he vrere praising a 

vividly concret e  descripti on of a river by Keats . It is  an 

inadvert ence , because Dr . Leavis usually , in d i s cus sing Shakespeare , 

2 .  F .R .  Leavi s ,  Educat ion and the University, ( New Edit ion ) , 
London ,  1 948 , p . 77 .  
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makes penet rating renark s about the dramat ic s ignif icance o f  the 

poetry .  But i t  i s  an important inadvc:rt ence i n  t hat i t  l ends 

c ount enance to a familiar modern ap1)roach to Sh&ke spei1re ; t he 

approach whi ch secs a pl ay as a Eieaningful pat t 2 rn o f  real i sed 

imagery .
3 

It i s  not my purpose t o  quarrel with that app ro ach , but 

obj ection must be made t o  t he vi ew that it , and it alone , doe s  

j u st i ce t o  Shak e sp eare ' s  poetic genius . 

I f  one work s with any sor·t o f  s cheme resembling Richards ' , and 

t alks in t erms of comp lexity of l a.ngug,ge ( a com�J l e xity whi c h  must 

involve aspe ct s of t one and feel ing ) t hen a " character" approach 

t o  Shakesp eare is inevi t ab l e . One nust find one s e lf t �lking in 

t he way that Johnson t alks in , s ay ,  hi s de script ion of t he tone and 

feeling o f  Iachimo 1 s line s , sinc e there is no other vmy in 17hi ch 

the comp lexity of t he poet ry can be: fully di s cu s s e d .
4 

And t o  

t alk in that w ay  o f  all I achimo ' s  line s i s  t o  di s cuss hi s 

" charact e r "  • 

I f ,  on the other hand , one i s  t o  see a play as a pat t ern of 

concretely real i sed image s ,  one may b e  pursuing a legit imat e and 

int eresting l ine of enquiry , but one will be examining l e s s  t han 

3 . I am t hinking of the a.pproe1ch exemplified in the ''!Ork of , 
say ,  L . C .  Knight s ,  or D .A .  Traversi . 

4 .  See above , pp. 231 -233.  
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the full complexity of the poet ry .  One will , in fact , o e  largely 

employing a crudely "imagist 1 '  approach, and demandi;1g nothing 

further than concrete part i cularity . 

There is a need to enforce the point wit h  further illust ration ,  

e specially sinc e ,  as we have seen , Johnson ' s  admirers t end t o  fall 

back on t he view , necessary if one ac cept s Dr . Leavis ' argument s ,  

that Johnson , in some myst erious fashion , pushed his way 

i rritably past Shake speare ' s  poetry ,  to seize the human truths 

beneath . 

Johnson ' s  account o f  Polonius i s  a convenient example . 

Johnson is p rovoked t o  write at lengt h on Polonius because he 

di sagree s wit h Warburton , vrho sees t he charact er as that of a 

1 1weak , p edant , mini ster of stat e " . 5 Johnson ins i sts , against thi s ,  

on the compl exity of the character� 

Polonius is  a man bred in court s ,  exercised in 

busine s s , stored -,'Ti th ob servat i on confident of his 

knowl edge , proud of his eloquence,  ana decl ining into 

dotage . His mode o f  orat ory i s  tl�ly rep resent ed as 

designed to ridicule the pract i ce of tho s e  t ime s ,  of 

preface s  that made no int roduct ion , and of method 

that embarrassed rather than explained. This part 

of his charact er is accident al , the rest i s  natural . 

Such a man i s  po sit ive and confident , b e cause he knows 

that hi s mind was once strong , and knows not that it 

5 .  Yal e ,  v�n , 973 .  For th;} ;;1ethod of reference employed here 
and in the rest of this chapt er , see footnot e number 1 6  of 
the preceding chapter . 



has become weak . Such a man excele in general 

principles ,  but fails in the part i cular appli cation .  

2 5 3  

He is  knowing in  retro spect , and ignorant in  fo resight . 

iivhile he depends upon his memory , and can draw froo 

hi s rGposit ories of knowledge , he utt ers weighty 

sentences ,  and gives useful counsel ; but as the mind 

in it s enfeebled state cannot be kept long busy and 

int ent , the old man is  sub j e ct t o  sudden dereliction 

of  his facultie s ,  he loses the order of his ideas , 

and ente�le s  himself in his own thought s ,  till he 

recovers the leading principle ,  and falls  again into 

his foroer train . This idea of dotage encroaching 

upon wi sdom , will  solve all t he phaenomena of the 

character of Polonius .
6 

On the surface this account may s een to su�port the vi ew that 

Johnson ' s  strength i s  in getting the general drift of a charact er 

and in i solating the "type11 to whi ch it belongs . But that 

procedure is , in fact , exemplified by Warburton ' s  sillmnary , not by 

Johnson ' s ,  of which the most impressive feature i s  the delicat e 

response t o  the shift ing quali·H e s  of the poetry in which Polonius , 

in the full sense of the phrase , expres ses  himself .  An examinat ion 

of Polonius ' speeches reveals that , at every point , they respond t o  

Johnson ' s  account , and , o..s such analys_i s proceeds , it finds it self 

talking about subtly varying t one s ,  feelings and movement s ;  it 

i s ,  in short , analysis of the poetry .  A full invest igation would 

6 .  Yale , viii , 974 . 
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be too l engthy, but it is , perhaps ,  suffi ci ent to look at Polonius ' 

long speech claiming that he has discovered the source of Hanlet ' s  

madness : 

But what night you think 

\Then I had seen this hot love on the wing , 

( As I perceiv ' d  it , I must tell you that , 

Before my daught er told !:'le g ) what might you , 

Or  my deo.rMaj esty your Q;ueen here , think 

If  I had play 1 d the desk or  table-book , 

Or giv ' n  my heart a working, mute and dw!lb , 

Or look ' d  upon this love with idle sight ? 

What raight you think? No , I went round t o  wo rk , 

And my young mistress  thus I did bespeak ; 

Lord Hamlet i s  a prince out of thy sphere , 

This must not be ; and then , I precept s gave her ,  

That she should lock herself from hi s resort , 

Admit no me ssengers , receive no tokens : 

Which done , she took the fruit s of my advice ; 

And he repulsed,  a short t ale  to make , 

Fell to  a sadnes s , then into a fast , 

Thence to a wat ching , thence into a weakne ss , 

Thence to a liehtness , and , by this declension , 

Into t he madne ss  wherein now he raves ,  

And all we wail for . 

(Haolet , II . ii . 1 20-1 40 ) 

The opening is "positive and confident " ;  the product of 

Polonius ' "knowing-ness " .  Then begins a " sudden dereliction of 

faculti e s "  as he v-.randers into an irrelevant compliment to the 

queen . There is an evident shift of tone and feeling between 

these two first movement s . This i s  followed by a change into 
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t he far- fet ched and repct it ious d e s c ant on hi s ovm insi ght int o 

t he s ituat ion ; he i s  ' 'proud of hi s eloq_uenc G "  end "knowing in 

retro S.i_) e c t " .  He th en "fal l s  <t,;ain int o his fo rmer t rain "  by 

repeat ing nwhat Liight you think? " Having pulle d  himself t oget her 

he manage s a noncnt of conci s e  cieight ine s s : 

Lord Haml et i s  � Prince out o f  t hy sph8ro , 
This must not b e . 

But he dri ft s off again into incons eq_uent iali t,y anC. indu lg e s  hims elf 

with hi s ridi culous "mode of o:rat o ry" . It i s  out of det ai l  of 

this kind that JolLn. s on ' s account; groHs , and "de t ai l "  here rJe ans 

Joet i c  d e t ai l . In what o t he r  \7ay coul d  the g rov<t h o c cur? L::wk ing 

this s en si ti vi ty of re sponse 2. re,.der can only b ring away from t he 

t ext a s t oreo ty:t_Je of the kind produced by Warburt on . 

I I . 

I Hill now exe,7J.ine , wit h re ference to J ohnson ' s  not e s  on 

Shakespe are , the flexibil ity of t he doct ine of propri e ty ,  and l o ok 

first at t he que stion o f  permi t t ed relat i on s  b et·.7een t enors and 

vehi c l e s  in net aph o r s . Thi s i s  an important que st i on b e c e.us e  

upon i t  hinge many o f  t he us e s  of suc h t erms ( conno c t e d  with the 

do ct rine of propri Gty ) a s  " far - f e t ched" , " st r:o.ined " ,  "har sh "  and 

"ob s cure " .  I wilJi introduce t he exmuinat ion with an out l ine 

of t he important i d e a  of " surpri se " or "novelty" . 
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The idea o f  surpri s e  rest s ,  si�ply , on the observat ion that 

"not hing can st rongly st rike or affe ct u s , but whe.t is rare o r  

sudden " .  7 Thi s i s  the el8�ent whi ch o c cupies the second half o f  

Jolmson ' s  wel l -known de finit ion o f  "wit " as that "which i s  at onc e 

natural and new " ; a ctefinit ion which o c curs in hi s crit ique o f  

the netr.>,physi cal p o et s ,  who , h e  says , cult ivat ed surpri se at the 

8 
erpense of naturalnes s . 

In it s practi cal appli cat ion t he idea i s  important in Johnson 1 s 

view of uot re , and thi s nay be illust rat ed by glancing at his 

review of YJhart on ' s o s s,-o_y on Pope : 

Unvaried rhyme s ,  says thi s writ er (Uharton] , hichly 

d isg�st rc�ders of a good ear . It i s  sur ely not t he 

ear but t he r.1.incl thd is  offended ,  The fault aris ing 

f rom t he US e o f  COJ:'JctOn rhymes is , that by re ,?.ding t he 

pc�st line the se cond Boy be gue s s er:!. ,  and half the 

conposit ion l o s e s  the gr�ce of novelty.
9 

The criterion behind this i s , t o  us e Ri chards ' word , rLlCt ivity " ;  

cannon rhymes result in an easy an d  me chani cal node of int er-

7 .  Ra.r:tbler ( No . 78 ) ,  ed . f.T . J . Bat e and A . B .  St raus s ,  Yal e ,  1 9 69 ,  
i V ,  46 , 

B .  Lives of the Poet s ,  ed . G .  Birkbeck Hill , Oxford , 1905 , i ,  20. Cf . 
Coleridge ' s  remark that the poet i c  imaginat i on re concile s 
a "sens e  of novolty o.nd fre shne s s , with old and familiar 
ob j ect s " .  Biographia Li t eraria ,  ed . J .  ShavTCro s s , Oxford , 
1 9 54 ,  ii , 1 2 .  

9 .  The Works o f  Samuel Johnson , London , 1 825 , v ,  666 . C f .  
Johnson ' s condemnat i on o f  a unifo rm  1) ro se style "in whi ch 
t he first hal f o f  the s ent ence b et rays t he other" . 
Lives of the Poets , i , 4 1 8. 
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co:rm.ect ion between t he wo rds , rrhereas rhynes which have "novel ty" 

i s sue in o. great er int e;ns:i.ty of "act ivity" . J ohnson cannot , t herc 9 

be referring to ElCre and lit eral "novelty" ,  for ,  in that cas e ,  he 

would be reduc ing al l rhjnes t o  the level o f  con�on rhynes aft er 

the first reading since one then knmrs in any case wlw.t the rhyme 

i s  going t o  be . 

The princip l e  appoars in hi s not ing "the frequent 

int er s e ct ions of t he sense , v1hich are the ne ces s11ry effect s of 

10 rhyme" . Johnson i s  here cont rRst ing rhymed and blank verse , 

and hi s wel l-known p reference fo r t he former i s  largely , t herefore , 

t o  b e  seen in t erns of increased " intoTinaninat i on "  ( " fr8quent 

int ersecti ons of t he s ense" ) .  

It follovrs fror:� this th2.t fo r Johnson met re i s  a movement of 

neaning . Thi s appears in his d i s agreement wit h  Pope about 

re.:_) res ent at ive r.te t re ,  1 1  or in h i s  SP.t iricnl exposure of Di ck 

Minin ' s  analysis of " t i <:Jd imagery" .
1 2 The fol l owing swnmary o f  

hi s views i s  mor e  c onveni ently quot able :  

p o et i cn.l ne�:.sure s  hc.ve not in any language b e en s o  

far re fined a s  t o  provide fo r the sub di vi sions o f  

pas s i on .  They can only b e  adapt ed t o  g<:meral purpos e s ;  

1 0 .  L ives o f  the Poet s , iii , 299. 

1 1 .  ibi� . , iii , 2 30-2 3 1 . 

1 2 .  Jdler ( No . 60 ) , ed . 'J . J . Bat e ,  J .M .  Bul litt and L . F .  Powel l ,  
Yal e ,  19 6 3 ,  i i , 1 88- 1 89 .  



but the part i cular and r.linut er propriety must be 

sought only in t he sent iment and language . 
1 3  

2 58 

71hat more con cerns us i s  t he idea of surpri s e  with regard to 

netaphor . For instance , it appoars clearly in the rer;:mrk that 

a " simi l e  may be coBparcd to line s converging at a point and i s  

more excellent a s  the lines approach from . great er distance " . 
1 4  

And this principle i s  applied crit ically to one of Dryden ' s  

simil e s ,  in which "there is  so much likene s s  in the init ial 

compari son that there is no i l lustrat ion " ; it is like saying 

nof a brook, that it wat ers a garden as a river wat ers a count ry " . 
1 5  

It i s  therefo re incorr3ct of Richards t o  say that Jobnson 

n� b e  seen as exactly opposed to Andre Bret on . For Breton , 

according to Ri chards , the sole crit erion of success in metaphor 

is the greatne s s  of the dist<mce between tenor and vehi cle , 

"whereas Johnson obj e cted t o  coEparisons b eing ,  likG Cowley ' s , 
1 6  

' far-fet ched 1 " .  

Johnson 1 s po sit ion, in fact , i s  like Ri chards ' ,  as m� be 

indicat ed by hi s comment on Pope ' s  compari son of the progress  of 

1 3 .  Works , 1 82 5 ,  v ,  664 . 

1 4 . Lives of the Po ets , ii , 1 30 .  

1 5 .  ibid . ,  i , 441 . 

1 6 .  I . A .  Richards , The Philosophy of Rhetoric ,  New York , 1936 , 
p . 1 24 ,  See above , p . 1 45 .  
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study with a j ourney t hrough t he Alps g "the most ex::>.ct rese:oblance 

i s  t raced betv1een things in appearance ut t erly unr elat ed to  each 

other" .  
1 7 Here "exact rese:oblance" corres_;;Jonds wit h that 

mul t ipl icity of int e r- conne ction which Richards describes in the 

compari son of the depart ing Adonis i'.'i th a falling star , in 

Coleridge on Imaginat ion ,  and t hat the t enor an d  vehi cle are 

"ut t erly unrelated to each othe r "  corresponds with that disparity 

between t enor and vehicle Vlhi ch Richards describes as "the strengt h 

1 8  
of the bow " ,  o r  the source o f  the met aphor 1 s energy . 

A s  we have seen ,  when Johnson uses tems like 11far -fet ched "  

o r  "harsh "  ho is t alking not about any absolut e idea of distance 

b etween tenor and veh i cle but sin:ply about failure of junct ion ,  

whi ch means failure to  ut ilize t h e  full powers of the words 

invo lved. 

It is wort h adding that Johnson ' s st re s s  on t he importance of 

surpri s e  in metaphor relqt o s  to his st ress on tho in�ort ancc of t he 

poet ' s  memory . "Pit " ,  for instance , is  d;;fi ned on one occasion as : 

the unexpe ct ed copulati on of ideas , t he discovery of 

sor1e occult rGlation between image s in appee,rance 

r emot e from each other;  an effusion of wit therefore 

1 7 .  Work s ,  1 825 , v ,  666 . 

1 8 .  The Philosophy o f  Rhetori c ,  p . 1 25 .  



presupposes an accumulat ion of knowledge i a memory 
stored. with notions , which the imagination r:1ay cull 
out to compose now assor:1blages . 19 

Thi s flexibility of memory pre- supposes a high power of 

2 60 

receptiveness  in the poet , a pow.:::r v;hich Johnson attribut es ,  for 

example ,  to Savage , of whom i t  is  s�:id : 

he could frequently recollect inci dents , lvi th a.l:l their 

combinat ion of circumstances , which few would have 
regarded at the pre sent time , but which the quickness 
of his apprehension ir:1pressed upon him. 20 

In t erms of Richards' little illust ration of tho same theme , Savage 

would have no ticed the colour of the ;'lat er and the wheeling of the 

pigeons , as well as the drift of the speech,  in the scene in 

Trafalgar Square . 2 1  

The co-incidence o f  views is not surprising . Richards a.nd Johnson 

simply noting that the poet i s  highly receptive t o  impressions and 

highly retentive of them. To revert to a theme we have touched 

upon before , it is the kind of point that histories of criti cism 

t end to  neglect , because it is so commonplace ;  but it s conmon-

place-ness is an index of it s importance . 

1 9 . Rambler ( No . 194 ) , v, 25 1 .  

20 . Lives of the Poets ,  ii ,  429. 

2 1 . See above , p .2 1 . 

are 



2 6 1  

I n  an examinat ion o f  part icular examples of Johnson ' s  views 

on the relat ions botvw-Jn t enor and vehicle , it rmuld be: 2bsurd t o  

claim t hat on.:; i s  me::-�suring exP"ct ly , but suggosti vc instances may 

serve as a b .:::si s for sor1G t Gntati  ve conclusions . 

We have e.lrcady seen that , when there is a d rP .. ":lat ic  junction 

botwoen t enor and vehicle ( c>..s in the Fool ' s  comparis on of  Len.r 

with a )ea-pod,  or Iachioo 1 s comj_)ari son of a river Vlith a vain 

man ) , Johnson has no difficulty ui th met aphors whi ch , baroly 

considor(�d , might appear outr2geously "far-fet ched" 2 2 
This i s  

an import ant cat egory and w e  >lill  look at f'urthor ex8.Iilples of  it . 

K.mes ,  occUj_)i od, charact erist i cally , in sett ing out t he 1 1rule s "  

for good met aphors , condemns a too " slight resemblance " betwec:n 

t enor and vehi cle , and cont inuo G : 

The expres sion ,  for example , drink down a secret , 

for list ening to a secret with att ent ion,  is  harsh 

and uncouth ,  because there is s carce any resemblance 
betwixt listening ana drinkir�. 2 3  

This i s  th.:: sort o f  appro'lch which Richards condemns as 

characteristic  of the eighteenth century crit ics . Thero is , 

however ,  a di fference betw een the wooden rigidit ie s o f  a theori st 

and the practi ce  of a percc1>tive crit i c .  Ariel , i n  The Tempe st , 

2 2 . See above , pp. 2 3 1 -233 .  

2 3 .  Element s of  Critici sn ,  Edinburgh , 1 76 2 ,  iii , 1 5 5 .  



s ent upon an errand by P ro spe ro , says : 

I drink t he air b e fore me , and return 
Or o ' e r  your pul se twi ce beat . 

262 

('I'he T er!lpe st , V . i . 1 02 -1 03 )  

One �i ght t hink t hat t here i s  even l o s s  resemblance b etween drinking 

and t ravell ing fast , t han between drinking and list ening . Johnson ' s  

comment is : 

"To drink the air" i s  an expres s i on of swiftne s s  of 
t he same k ind as t o  " devour t he way" in Henry IV . 24 

It needs no groat insight to po int out t hat the junct ion is effe cted 

by t he idea of the eager avidity of a thirsty man . Furthe r ,  in 

both "drink t he ai r" and " devour the way "  there is a cl ear j1.mc t i on 

o f  disparity b;)tween t enor and vehicl e ;  the inpos sibilit� o f  

drink ing air o r  e at ing � road dict at e s  t he t one and feel ing of t he 

raet aphor s .  In Ari el ' s  case t hi s  tone and feel ing relat e t o  h i s  

" charact er" a s  a whole , since hi s fort e i s  preci sely t o  j_)erforn 

t he inpo s sibl e .  Where t here i s  a suc c e s sful dramat i c  funct ion of 

metaphor, the c r it eria to be fo1.md in Kames are , for Johnson , 

irrel evant . 

The degree o f  flexibil ity which Johnson wi l l  exerc i s e  in 

this re spe ct i s  nowhere more clear than in his wel l - known cornnent 

24 . Yal e , vi i ,  1 33 .  



on Macbet h ' s  de script ion of Duncan ' s corp se : 

Here , l� Duncan ; 

Hi s silver skin laced with hi s golden bloo d .  

(Macbeth , I I . iii . 1 10- 1 1 1 ) 

Johnson comment s :  

263 

It is not improbable,  that Shakespeare put these forced 

and unnatural fllet aphors into the mouth of Macb eth ns a 

mark of artifice and dissimulat ion , to show tho 

difference between the studied language of hYl)Ocri sy ,  

and the natural out cries o f  sudden passion . This whole 

speech , so considered , is a remarkable instance of 

judgement , as it consist s ent i rely of ant ithe sis and 

flletaphor .
25 

This subtlety of response t o  the dr���t ic function of t he poet ry ,  

even when it involves violating the neo -classic "rule s " ,  i s  als o  

evident i n  Johnson 1 s  summar,y of Antony and Cleopat ra : 

Upto n ,  who did not easily Bis s  what he de sired t o  find ,  

has di scovered that the language o f  Antony is , wit h  

great skill and learning , made poBJous and superb , 

according to hi s real pract ice , But I thin..lc his 

dict ion not dist inguishable from that of others : the 

mo st tumid speech in the play is that which Caesar 

make s to Octavia .
26 

25 . Yal e ,  viii ,  774 .  

2 6 .  Yale , viii , 87 3 .  
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The speech referred to is  that in which Caesar , under pretence of 

indignation at Antony ' s  casual treatment of Octavia ,  seeks further 

excuse for a broak with Antony . 27 The "tumidity " ,  thc-�t i s ,  

expresses Caesar ' s  hypocrisy . That Johnson can single out this 

speech, in this way , is in it self import ant t est inony of his grasp 

of the essentially poet ic nature of Shake speare ' s  drama. 

In the light of this we may also consider his connEmt on 

I sabella 1 s  disgust at her brother ' s  acquiescence in Angelo ' s  offer 

to  let her brother live if I sabella will sacrifice her virginity :  

I s ' t  not a kind of incest , to t ake life 
FroB thine own sister ' s  shame? 

Johnson couoont s :  

( Measure for Measure , III . i .  140 -1 4 1  ) 

In I sabel la ' s declamation there is  something harsh , 
and sonething forced and far- fet ched. But her 
indignation cannot be thought violent when we consider 

28 her not only as a virgin but as a nun. 

Pro fessor Sherbo says : "the idea ( Johnson would call it a conceit ) 

t hat Claudio ' s  taking life from his si ster ' s prostitution cp� be 

l ikened to ince st is so l far-fct ched• that it displeases 

instantly" . 29 But Johnson , surely , is making a point not about 

27 . Anto�y and Cleopatra , III , vi , 42-55 . 

28 . Yale , vii , 197 . 

29 . Samuel Johnson, Editor of Shakespeare , Urbana ,  1956 , p . 67 . 
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Sl1-:U<: G sp oare ' s  poe t i c  infel i c i t i e s ,  but about I sabe l l a ' s  charact er ; 

she i s  indulging in "de cla.Llat io n ' ' , j us t  as Caesar i s  indulging in 

"tunidity " ,  or Ihcb eth in the " st udi e d  language of hypocrisy " . 

One may al so set here Johns on ' s  justificat i on of the 

"ob scurity" o f  t he 1 ::-lllguage of Cal iban in The T empe st � 

His di ct i on i s  ind eed somewhat cl ouded by t he 

gloomine s s  of hi s t m:nper and t h e  mal i gnity of hi s 

purp os e s ;  but l e t  any other b eing ent ert ain t he s ame 

thought s and he wi l l  find t hem easily i s sue in t he 
. 30 

same e xpr e s s 1 on s . 

The f inal part o f  thi s co�Dent refers impl i c i t ly t o  t he c ent ral 

clust er of ideas whi ch we out l ined earl i e r ;  t h e  l anguage o f  

Shakesp eare i s  such t hat it p rovok e s  in the r e ader t he feelings 

whi ch it exp re s s e s , and thi s i s  the ground on wh i ch is bas ed J ohns on 1 s 

vim-r o f  the moro.l funct i on of p o e t ry .  

"Harshne s s " ,  "tumidity " ,  " f o rced-ne s s " ,  and " ob s curity '' , t hen , 

ar e wo rd s  which J ohnson cc-m use not merely in a condermat o ry  

fashion but a s  indi c ,J.to r s  o f  one o f  the w ays i n  which poet ry 

func t i on s  dranat i cal ly . 

30 . Yal e ,  vi i ,  1 2 3 . 
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I I I . 

1.Ve shal l norr look .:�t sow:; ins t ances where there i s  a rather 

del icat e  relat ion betv,· . " ...;n t erw r and vehi cle but \'lhere ther-2 i s  no 

obvious dramati c function .  

Ric hard II , ut t ering sinist er threat s about the con sequenc es 

i f  Bolingbroke pursue s his rebelli ous cours e s ,  says ; 

ere the crovl!l ,  he  looks for, live in peace , 

T en thousand b loody crown s of mothers ' sons 

Shall ill be cone the flow ' r  of  England ' s  face . 

( Riche:,rd I I , III . ii i . 9 5  -97) 

Tlwobald \'!2-S di sturbed by thG oddity of the met aphor ,  and wished t o  

emend " fl ower" t o  "fl o or " .  Warburt on indulge s in a typically rude 

renark 'lbout Theob al d ,  oxplaiDs that "the fl ov10r of England" neans 

"thG choicest yout hs of England , who shall be  slaught er ' d  in thi s 

quarrel , or have 'bl oo dy crowns "� and goe s  on to  remark that it i s  

a " fine and noble expre ssion" . Johnson rep roduce s the not e an d  

3 1  
says t hat the passage is thus "very happily oxplaine d " .  I t  i s  

easy t o  see why Theobald was di sturbed, and t he genero sity of 

�arburt on and Johns on here perhap s go e s  too far . Shakespeare 

seems t o  be half t oying with " crowns " in t he s ense of "buds" , and 

the t o t al effe ct coul d easily fe e l  rather cl oGged and t o rtuous . 

Warburt on ' s  reading entails  firmly cutting out the lit eral s en s e  

3 1 .  Yal e ,  vii ,  442 . 
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o f  "fl ower" rnd. rGst rict inr; att ent i on t o  the met nyhori cn.l s ense . 

Thi s means t hat t he pro:;riety of t he d i ct ion hero i s  very limit ed , 

since t he pm'lOrs of tho word s are no t being fully us e d .  The 

met aphor i s , in fact , a l e s s  ext reme ins tance of t he kind we have 

seen Johnson adversely cri t i c i z ing in Lepidu s ' compari son of 

Antony ' s fault s ·<'!i th s t ars . 32 

A r.10re ext reme case occurs when T imon , b an..l<rupt and b itt er , 

calls dovm a curse on the unprincipled oppo rtunist , who 

his particular t o  foresee 
Soe l l s  from the gem ' ral weal . 

( T imon of Athens , IV . ii i . 1 51'r1 57 ) 

In reply t o  "iarburt on ' s emend"'.t i on of " fore see " t o  " fo re fond " ,  

Johnson comment s :  

The met aphor is apparent ly incongruous , but the s ense 
i s  goo d .  T o  " foresee h i s  particular" ,  i s  "t o j)rovide 
for hi s pri vat e advantage " ,  for which "he lc<;,ves t he right 
scent of publi ck good " .  In hunt ing , when hare s have 
cro s s ' d  one anothe r ,  it i s  coomon for some of t he hounds 
"to smell froo the general weal , and fore see their own 
p art i cular " . 3 3  

Here the main sen s e s  o f  "fo re s e e "  and " smell "  have t o  b e  cut out , 

b ecause , i f  st re s s ed , they clash with each other in an absurd 

3 2 .  See above ,  p. 205 . 

33 . Yale , viii , 7 3 3 .  
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fashion .  Johnson is quit e  willing t o  underst re s s  t he chie f  sense s ,  

and let the rel evant secondary impl i cations coLJe in . This i s  not 

to say that he is enthusiastic about the met aphor , but the b reach 

of propri ety evidently doe s  not di st re s s  him . 

H e  i s , however , enthusiast i c  about the fol lowing cooplex , and 

typically Shake spearean , net aphori cal play ,  in whi ch t he int er-

act ions o f  me aning are fl eet ing and delicat e . Claudio , in 

Measure fo r Measure , t el l s  the Provo st that the condenned pri soner 

Barnadine i s , 

A s  fast lock ' d  up in sle e� , as guiltne s s  labour 
';"/hen it lye s st arkly in the t raveller ' s b one s . 

( Measure for Measure , IV . ii . 6 !  -62 ) 

Johnson glo s se s  " st arkly" as " st if ly " , and add s :  "The s e  two lines 

afford a very pleasing image " . 34 The l ines contain a met aphor 

within a sinile , and the netaphor contains a p ersoni ficat ion . The 

e ffe ct defi e s  any neat Recount , and the reader is not all owed t o  

pre s s  t o o  far t h e  t riple conpari son betwe en s leep , a pri son and 

bone s . Johnson ' s  glo s s  brings out the e ssent ial connect ing 

l ink ;  " st arkly" carri e s ,  on the one hand , implicat i ons of being 

clo sely rest rict e d ,  a s  in pri son , and , on the other hand , of the 

st iffnes s  or sorene s s  of the bones of a weary man. If one pre s s e s  

the metaphor t o o  hard, the idea o f  personifi ed "labour" b eing 

34 . Yale , vii ,  20 3 . 
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impri soned inside a man ' s  bone s quickly b ecomes absurd. 

carries off the e ffect is tho pow e r ,  or t he "propriety " ,  of the 

relevant implications of n st arkly11
• 

That example was cho s en partly because it offers it self for 

useful compari son with one upon whi ch Profe s sor Sherbo comment s ,  

rmd whi ch we have already glanced at : 

Unthread the rude eye of reb ellion , 

And welcome home again dis carded faith , 

Seek out King John and fal l bef o re his fe et .
35 

Professor Sherbo s ay s  t hat for Johns on the " fact that Rebellion i s  

p ersonified here cont ribut es to  t he harshne ss o f  the met aphor , fo r 

how can Reb ellion be a person and a needle at one and the same 

t ime ? " 36 Professor Sherbo seems t o  be here referring to  the 

common e ight eenth century di et� t hat metaphors should not be 

crowded upon each othe r ,  and it is  import ant to stress the 

inadequacy of thi s s ort of  plausible conj ecture , which assumes an 

easy identity b etween the rules propou ded by crit ical theorist s 

and the actual pr<wt ico o f  cri tics . 

If we apply t hi s  "rule " to  Claudi o 1 s  line s we nust say, "How 

can personi fied labour be locked up inside someone ' s  bones? " Nor 

is it the case that J ohnson ' s  admirat ion of t he image is a surpri s ing 

. -3.5 4 See above , pp. 220-22 1 .  

36 . Samuel J ohnson, Editor of Shakespeare ,  p . 66 .  
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exception t o  hi s usual £Cdhercnce t o  tl1e "rul e s " .  It i s  the 

prOi;ricty of " s t arkly " th::tt C 3.ITi e s  the offe ct , P:nd such propriety 

is conspi cuously ab s ent fron the me t 2.phor of the needl e and thr:oad i 

there i s  no netwo rk of relevrmt inp l i c gt i ons t o  bo cnrriecl over 

fro11 the vehicle to t hG t eno r . 

The po int may b o  i l lust rat ��d further by King J o hn ' s  anery 

dismi s sal o f  the impert inent French envoy , v1ho h�'.S j)re sent cd hin 

with a box of t enni s - ball s :  

So , hence ! be t hou t hG t rUB�et of our wrath , 
.And sul l en pre s o..GC of your own de cay . 

( King John , I . i . 27-28 ) 

Johnson con�ont s :  

By the e�)ithot " sullen " ,  whi c h  cannot be a, lpliGcl t o  2. 

t i'UI!l.p et , it i s  IJ l ?.in , t h:>.t our authour ' s im2.gin2.t i on 

had now sugge s t e d  2. nc:r< i d e a .  It i s  � s  if he h�d 
sRid , be a "t runpc t " to alarm with our invas i on , be 

a 1 1bird "  of " i l l - omen" to croak out tho progno sti ck 
of your own ruin . 37 

J ohnson do e s  no t ask , 1 1How can the I!lan be at t he s&"!le t ine o. 

t rumpet and a bird? " ,  but de s cri b e s ins t ee.d Shd<:e spe;:cre ' s habit 

of r:J.oving ra)idly from one met apho r to anothe r , a pro c e s s  whi ch 

has been Malyse d ,  for inst �::>..nce , by D .',7 . Ihrdi ng . 38 

37 . Yale , vi i , 406 . 

38 . See , for exampl e ,  Expe ri ence int o Word s , Lond on , 1 9 6 3 , 
pp . 1 8 1 - 1 82 . 
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This last CX21J.i1le rGpr c s ont s a species of " al lus ion" , �md , i f  

one were t ho roughly t o  enquire; i n t o  the s ens i t i vity o f  eight G cnth 

centu:cy c rit i c s  to t he concr,")t e vigour of Shake spoare ' s  )Ootry ,  a 

l arge nunb or of o ne 1 s GX'll1_:)les wou l d  cone under this hc<'..d . It is 

h e re t hat eighteenth century crit i cs �J l e.c8 t hat obl i que , h<J.l f-

cxp l i ci t ,  nc t Gphori c al P.cti vi t y  \7hi ch is one of the l 2 .'1.ding 

ch�r�ct eri st i cs of Shak e sp e are ' s  po et � .  

How t he t e rm "al lu s i on" i s  use•: i s  b e st ro cal le d by e...n 

exar.1plc rat her t han by a dc fini t i o n .  O f  Ant ony ' s lwncnt , 

I aJ:l so l o.t ed in thu world , that I 
H:J.ve l o st my we.y for eve r 

(Ant on,y and Cleopat ra , III . xi . 3 -c� ) 

J ohns on sinply s.<2.ys , "Al luding t o  a benighted tnweller" . 39 The 

l ines are a vc:.ry b o 3.ut iful i l lust rat ion of the way in 'i:hich 

Shake speare can call  u :) , in one word , a weal t h  o f  re lovant 

impli c c,t ion . 

A sin1i lar eXOlilJ.Ile i s  Flaninius 1 que stion in T imon of Athen s :  

Has fri cndshij) such o. fc..int and nilky he art 

It turns in l o s s  than h;o night s? 

( T imon of Athens ,  III . i . 5 3 -54 ) 

J ohnson c omment s :  "Al luding t o  the "turning " o r  e.c e s c ence of 

" lk ff 40 IDl • It would b e  eR.sy t o  gat he r t ogethe r t:.:xa.mp l e s  

39 . Yal e , viii , 85 7 .  

40 . ibid . , p . 7 2 1 . 
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of  Johnson ' s  sensitivity to this sort of effect , but it would be  

su;;:>erfluous . 4 1 
As we have seen in hi s comment on " sullen :i)resage " 

he has no objections to fleeting allusions even rrhen they come in 

to coraplicate nnother meta:;?hor . 

The conclusion whi ch offers it self  from those examples is that 

where vehicles are bri nging in relevant implicat ions ,  Johnson i s  

indifferent t o  que st ions o f  neatnes s ,  explicitness o r  logi c , and 

it seems , therefore , necessery to rej ect views like the following : 

Clearly , what Johnson did was to  analyse • • •  [ a] passage in 

the very process  of re�ding it : he habitually int erposed 

the demand that he understood how a figure work s ,  and 

the qualifi cation that its foundation be neit her far­

fet ched nor difficult to dis cover, before allowing it 

to become poeti cally effective . 42 

As we have s een the doctrine of propriety i s  essent ially concerned 

not with arbitrary rule s [tbout which vehicle s should go with whi ch 

4 1 . Cf.  Timon of Athens , I . ii . 40;  III . vi . 4 ;  and V . iv . 8 .  
( Yale , viii , 7 1 3 ;  727 and 744 ) :  King Lear, I . i i . 9 7  ( Yal e , 
vii i , 667 ) :  Measure for Measure , V . i  .. 240 ( Yal e ,  vii 7 2 1 1 ) :  
Much Ado , III . i . 1 1 2  (Yale , vii ,  367 ) : Othello , IV . i . 1 18 
(Yale , viii , 1 04 1 ) :  Troilus and Cressida, I . iii . 3 19 and 
V . i . 55 ( Y�l e ,  vii i ,  9 16 and 9 34) : Henry V, I . i . 33 and 
III . i . 1 6 ( Yale , viii , 5 28 and 545 ) .  This is  a very incomplete 
list . 

4 2 .  M . H .  Abrams , "Unconscious Expectations in the Reading of Poetry" , 
�' ix ( 1942 ) ,  237-238 . 
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t enors , but v;i th enquiring i nt o  succe s s , or ab s ence of it , in the 

int er- conne ct i on of wo rd s . 

IV . 

"Al lusio n " , t ou ched upon .1-bov c ,  invo lve s ,  like all 

r:.18t aphorical 1:1od e s ,  a shift of r:1e aning within n word ;  as Johnson 1 s 

Di ct ionary sa;y- s ,  the basi c feo.ture of m:t ;;.phor i s  t he use o f  a 

word in other than i t s  normc.l significat ion.  The result i s  a 

doubl e rmgo o f  referenc e ; c.s the mind o f  the rend e r  sel e c t s  fron 

t he nomal rP..nge n.nd froo. t l: e  new range ,  it graS_L) S wh2.t is b eing 

p r e s ent ed in an unusually ful l  way . In J ohnson 1 s wor(ls r:1 e t apho r 

" co nveys the mean ing lilOrc luoinously " , 11 C C'l.use it 1 1gi ves you two 

iclo2s fo r one " .
4 3  

I 1d ll nry,-; oxn.::.1in c eight eent h centu�· viu'vs on thoso shi ft s 

o f  meaning which hqve none o f  t he foroal f�J,,ture s o f met A.pho .c ,  Nld 

whi ch arc a not ::'-b l e  ch".lT.ct ;.;ri st i c  of Sh ;J<;: e s)eC�.re 1 s po et cy . In 

such c.qs e s  a wo rd is ext end ed t o  a n eaning it do e s  not normr:.lly have , 

wi thout any me t c>.phori cal basis for thc extension ,  and in this area 

l i e s  a good deal of whn.t i s  usual ly c�.l 1e<l Eli zabe thw boldnes s and 

4 3 . Bo swell ' s  Life of Johnson , e d .  G . B .  Hi l l  and L . F .  Powel l ,  
Oxford ,  19 34 , iii , 1 7 4 . 
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freedoLl vri th the English langu;1gc . Our t opic , in f�ct , is  the 

eight eenth century attitude to Shakespeare ' s  linguistic 

"licentiousness" , ::m cl  our nrcurnent is that the doctrine of 

propriety is  applicable in this field in the s�Je qay as in the 

field of LlGtaphor proper, a.nd that the eight oenth century critic  

i s  hap�y with non-metaphorical extension of meaning whon the normal 

range is  rel evant to the new re.nge ; when , that is , thoro is 

· " intorinanimation" betweon the t•w ranges . 

We P.i.'\Y te..ke first two exam.ples of which J ohnson disapproves ,  

because they clearly illustrat e the kind o f  shift of neaning that 

is here at issue . The examples occur together in Richard I I . 

AruJerlo , challenged  to  a duel by Bagot , but reluct ant to fight a 

man who is  his so cial inferior , exclains; 

Shal l I so uuch dishonour ny fair stars , 
On equal tems to  give hirt chasti senent ? 

{Ri chard II , IV . i . 2 1 �22 ) 

Warburton had want ed to amend " st ars " to  " stem" , on the grounds that 

the latter is nearer to the nece ssnry idea of "rank" or "high 

birth' ' . Johnson cornDent s :  

I think the present reading t o  be unexceptionable . 
The "birth' '  i s  supposed to  be influenced by "stars " ,  
therefore our authour with his usual li cence takes 
" stars" for "birth" . 44 

Seeing Aunerle ' s reluctance , Fi tzwater, Bagot ' s ally, j oins in: 

44. Yale , vii ,  444-45 · 



I f  thd t hy val our st c.ncl on eyniJ at hi es , 

Tho ro is BY g; :.gc , Au:merlc , in g:1.ge to thine . 

( Ri chard I I , IV . i .  33-34 )  

J o hnson comment s :  

Horo i s  a t ran s l 2,t ed s en s o  uu ch ho.r sho r t han t h •ct of 

" st ;;,r s 1 1  eXJ.J laine cl in th2 foregoing not e • • • •  

"Syr::pat hy "  i s  c.n " c.ff o ct ion " inc i d r:mt 2.t onc e t o  hm 
subj e ct s . This " conr.mni ty o f  affe ct ion" in�1 l ie s a 

"likene s s  or equal ity of nature " ,  and t hence our poet 

t ransferred the tern to " e qun.l i ty o f  b l o o d " . �· 5 
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The idea of "l ikene s s  o r  equal ity of nP.turc "  i s  in the rAAge o f  

ncaning of " syn�)athy " ,  s o  Shak o spe:=J.re i so l o.t c s  it , re-app lie s it , 

and cut s out t he rest o f  the norr::al rzllle;·e . It is evi den t ly t h�t 

lo.st =)Qint \Yhi ch 32.ke s J olm.son c:1 l l  thi s c.. "harshe r"  shift than 

t hat of " s t ar s " . nHarshno s s n ,  as we h:-:ve seem ,  I:1G .'ll1.S cons")i cuous 

f .,,,i lure to exp l o i t  tho )oncrs of wo r d s . 

t he usual inp l i C '".t ions 0-re not J�oL:vant , ::>.n<� t he re i s  no p.".rt i cul e.r 

po i nt in t he ext en s i on of meaning . In the cr�so o f  " symp:tthio s " ,  

t he usual Lil) l i c c..t ions 2..:rc Llo ro than ir:rel cvent , t h ey are evident ly 

c ont rP.ry t o  t he irJJ l i c .::.t ions required by thi s part i c ulo.r cont ext . 

The speech i s  host i l e , and the '.w rd 1 1 SYI:JP·'=.thies 1 1  i s  there fore 

inproper , sinc e it s usual nec:ning h2.s to be cut out , but st ruggl e s  

4 5 . Yale , vii , 445 . 
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to get in.  T o  use Richnrd.s 1 phrP,so at;'c.in , Shnke sp 2nre ha s f-::i lecl 

he re to "t riunph over t he resi stences of words " . 46 

Be fore wG look cct soT'1e mo re; del i c c>t e  cx::unple s ,  the b('.ckground 

o f  t he problen should be out l ined ,  llnrburt on di s cus ses it in hi s 

prcfa,ce , when argtting 8,_::;ainst t ho s e  who had sni d t h.?,t Shakespe."',re 1 s 

frcedol21 wi t h  l '.Ulgunge is  t he sign of a confus ed r1ind : 

The truth is , no- one t hought clear er ,  or 2.rc.;ue d. r.10re 

closely thnn thi s ir:Jnortal b::rr'- · But hi s superi ority 
of genius l e s s  nG edi ng the int ervent ion of words in the 

act of thinking , rrhen he came to dr2.n out hi s 
cont eL"lplat ion s  int o  d i s course , he took u;:-J C t s  he vns 
hurried r.:.lonc by the t o r:c..:mt of hi s nat t e r ) 1rith the 
first words thc.t l ay in his way ; 2nd if , omong st t he s e , 

there vrere two Mixccl-nodo s t hat had but a principal 
i de::t in co nmon , it w2.s enough for him ; hG rege>.rded t hem 
as synonymous and would use the one for t he other 
without fear or scruple . 47 

I t  is worth stres sing horcJ t h::t , .. arburt o n  regards t h8 habit r.:..s 

i l lustrnt ing Sh:-:k& spearo 1 s boldne s s  as well as his " l i ce nt i ousne ss " ,  

and that he connect s  it with 2. "genius less noGding the int e rvent ion 

of \'lOrds " .  Here 2.gc,in '.-re r:.ey recol l e c t  D .  ;;r .  HardinG 1 s account of 

t hat use of languP.ge in ·;:hi ch wo rd s  and experien ce meet at an 

46 ,  Practi cal Critici sm ,  London , 1 9 29 , p . 2 1 2 ,  

47 . Johnson 1 s  ·Edit ion o f  Shake speare , 1 765 ,  i ,  c:xxxv . For a 
dis cussion of " nixed-r:wdes11 , see below, pp. 280-282 . 



277 

unusually early st age in thG �) sycho-physiologic al pro cess . 48 

Warburton , I should add , is here being a norL3rat e ;  for an 

enthusiast such es John Ui_)t on one of t hG "rules"  whi ch ShakespGare , 

be ine; above the ordinary " rule s " ,  invont ed for himself and whi ch 

the rG.'1der must observe , i s :  

He sometime s omit s the prin.o,ry ::md proper senso , and 

usas words in their secondary and improper 
significat ion . 49 

Anongst '.7arburton 1 s not es to Shakespeare , the following is an 

illust rat ion o f  what ho has dis cus sed in general in his profaco . 

Of the line s ,  

Brief as the lightning in the collied night , 
That in a spleen unfolds both heav ' n  and earth 

he says : 

( Midsunfle r Night ' s  Dream , I , i ,  1 45- 1 46 ) 

Shakespear always hurried on by the grandeur and 
nult ituclc of hi s ideas , assumes every now and then , an 

uncor:l!lon license in the use of words . Particularly in 
conplex noral modes it is usual with him to employ ono , 
only t o  express a very few ideas of that number of 
which it i s  conposed . Thus want ing here t o  express 
the ideas "of a sudden " ,  or "in a t rice " ,  he uses the 
word spleen ;  whi ch , part ially considered , signifying 

48 . See above , p. 1 91 .  

49 . Criti cal Observations on Shake speare , London , 1 746 ,  p . 304 . 



a hasty sudden fit , is  enough for hio , and he never 
t roubles himself :;�,bout the further or fuller 
significat ion . . . .  And it 11ust b e  ovme d this sort of 
conversion e.dds a force to the:: di ction .  50 
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The word "force " occupies a high place in eight eenth century 

styli st ic de scription , and Warburton 1 s acut eness he re goes  very far. 

So far fron being uncoTaprehendingly re.:;;> elled by She.kc spee.re 1 s 

l i cent i ous dict ion,  he seos clo<irly how it works and i s ,  cles�it e a 

t ou ch of nervous ne ss e.bout � +; ,  happy t o  alloy; it s st rength . 

The word "forc e ' '  i s  a cue for offering further illustrati on of 

how shrewdly the eight e ent h century crit i cs discus sed the:: probl<::m .  

Here i s  Joshua Reynolds , in &"1 Appendix to  the 1 765 edit ion o f  

Johnson ' s  Shakespeare , putt ing forviard a theory different from 

1J2.rburton 1 s ,  ITi th ::-efercmco to Brnbant io ' s reply when the Duko tries 

to console him for hi s loss of Desdoi:J.ona t o  t he Mo or : 

But words aro word s ;  I never yet did hoar 9 
Tho.t the b rui s 1 d hoart IT8.s �)i0rced through the oA.r . 

( Othello , I . iii . 2 1 8-21 9 ) 

Warburton had sugge sted "pieced "  ( i . e . mended ) for "pierced" ,  but 

Reynolds renark s : 

Shake speare w�s continually changing hi s first e�rcssion 
for anot her , either stronger or more uncont1on ,  so that 

vc::ry often the render ,  who has not t he sane continuity 

50 . Johnson ' s  E dition of Shakespeare ,  1 765 , i ,  9 5 . 



or succession of ideqs ,  is at a loss for it s meaning. 
Many of Shakespeare ' s  uncouth strained epithets  may be 
explained ,  by going back to the obvious ancl sinple 
expression which is mo st likely to occur to the mind 
in that state . I can incgine the first mode of 
expression th�t oc curred to Sh8�ospe�re �as this : 

The troubled heart was never cured by words : 

To give it poetical force , he alt ered the phrase ;  
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The wounded heart was never reached through the ear: 

"Wounded heart " he changed to "broken " ,  tmd t hat to 
"bruised " ,  as a nore unconnon expression. "Roach" , 
he altered to "t ouched" , and the transition i s  then 
easy to "pierced" , i . e .  thoroughly touched. illl.en the 
sentiment is brought to this stat e ,  the connent ator, 
without this  unraveling clue , expounds "piercing the 
heart " ,  in it s common acceptation ,  "wounding the heart " ,  
which naking in this pl9 .. ce nonsense , is  correct ed to 
"pieced the henrt " ,  which is very stiff , and as 
Polonius says , is  a "vile phrase " . 5 1  

It says a great deal for literary crit icism in Johnson ' s  time that 

critical speculation at this level of persistence and detail could 

be offered by a painter , As a speculation about Shakespeare ' s  

method of coElposition , it is op ,:osite to  that offered by Warburton , 

and similar t o  that offered by Empson . 52 Of course , it may well 

J ohnson 1 s E:di tion of  Shakespeare , 1 765 , viii , V 
114 - 114 • 

5 2 . W. �pson , Seyen Types of Ambiguity , Third Edition ( Revised ) ,  
London ,  19 5 3 , pp . 82- 8 3 .  



280 

be wrong , but what is  of interest to  us is the level of acuteness  

at which the probl em of  Shakespeare ' s  "licentiousness"  was 

di s cussed, and the way in which it is related to his "poetical 

force " .  The que stion for the eighteenth century critic i s ,  "At 

what point does force over-re0..ch it self and bocome impropriety? " 

Reynol(ls believes , and it is hard to  see how he might be  refut ed, 

t hat so much of the range of "pierced" act s in a w ay  contrary to 

that demanded by the cont ext to which one part of its  range has been 

t ransferred , that the consequence is  "nonsense " .  It i s  a more 

ext reme case of the kind we have seen in "sympathie s "  above , and , 

e.gain , "impropriety" means absence of int er inanimation. 

One of the useful consequences  of discussing this  aspect of 

eighteenth century views on di ction is that it brings out 

particularly clenrly the fact that multiplicity of int er-conne ction 

� thei r working principle . This is a)parent in Uarburton 1 s  

remark that Shel<:espeare sometillles  uses only "a very few ideas of 

that number of which [ tho •. ror·rl] is  composed" ;  the implication 

being that the better use is thE,t which exploits as many of the 

idees as possibl e . It is  here helpful to recall Locke ' s  account 

o f  "mixed hlodes " .  Locke stresses t he liberty pos sessed by the 

5 3 .  See above , p. 277 . 
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I!lind in forming ideas of "mixed Elodes " :  

in it s complex ide�s o f  mixed mode s ,  the Bind t ake s a 

lib erty not to fo llow the exist ence of things exactly • • • •  

Nor does the mind • • •  exanine them by the real existence 

of thingsi  or verify them by patt erns , cont aining such 

peculiar compo sit i ons in nature . 
5 4  

An example given by Locke illust rat es the point : 

Thus the name of procession: what a great mixture of 

independent ideas of persons , habit s ,  t apers , orders , 

moti ons ,  sounds , does it contain in that complex one , 

which the Eind of man he,s arbitrarily put t ogethe r ,  to 

expre s s by that one name .
5 5  

Locke i s  her0 t alking o f  what Richards so much wished t o  stress in 

hi s use of a cont ext theory of meaning : 

The nult ipli city and int e rdependence o f  the meening o f  

words , s o  much insisted upon he re , becomes obvious and 

ne cessary as soon as we conceive of int erpret at ion in 

t erms of sign-situati ons .
5 6 

For RichP,rds a word is built Uj) fron a mult iplicity o f 11cont ext s 11 ; 

for Locke it cant ains a lC',rge number of "ideas " . 

5 4 .  An Es s�y Conce rning Human Understanding, ed . A . C .  Fras er , 
1 89 4 ' i i ' 44 • 

5 5 · ibid . ,  ii , 52 . 

56 . I . A .  Richards ,  Int erpretati on in Teaching, London , 19 38 , 
p . 48 ,  footnote .  Cf. above , p . 1 39. 
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Thoro is , of course ,  a large theoret ical difference ;  Richards 

rege..rds all words in the we..y in which Locke regards "conplox ideas 

of nixed modes " . Locke ' s  renark thd , with such ideas , "the mind 

t akes a liberty not to follow the existence of things oxactly1 '  

would,  presunably, r;,:,i sc  from Ri chards the obj e ct ion that the mind 

never merely :perce ives ,  but th;:�t all perception is creation. 

In actual practice ,  however,  the eight eenth century doctrine 

of propriety tends t o  t reat all words e,s 11mixed modes " .  This may 

be shovm by recollect ing r.my of the exi1Llples with which we have been 

dealing. For inst�nco ,  Johnson 1 s  obj ect ion t o  the conpari son of 

" fault s "  vdth "stars " ,  rest s on an appeal to the inplicati ons of 

nstars " ,  or the com:t)lox of "ideas " whi ch are usually atto.ched to 
' t 57 l • 

Richards ' theory of intor inanimat ion is oxplicity and 

consciously worked out in tm:Tis o f  a theory of mind and e.. theory of 

neaning , while the doct rine of )ro:vriety consists ,  rnt he r ,  of a 

body of  working assuoptions . Richards derives obvious advanto�es 

from his theories of nind and of neaning; they give hi s work on 

poetic language great er coherence , :point and cl�rity . He also 

derives specific advant ages . For instance , being able to  stres s  

that e�l words provoke an interpreting activity sinilar to  that 

� 7 .  See above , �. 205 . 
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? rovokcd by met aphor, he could easily des cribe Shake speare ' s  free 

use of langu£�.go in the sa.-:1e vnw as he des cribes 1:1et aphor . \Then a 

word i s  used in a s ense slightly different frot1 i t s  normal sense , 

t here i s  a di sparity '1.ction rrhich gives great er energy to the 

meaning , b ec£�.use the usual sen s e  nnd t he new s en se operat e in the 

se..me way ;;,s vehicle and t enor in L'1et aphor . All t h�t \rarburton or 

Reynolds can say i s  t h�t the uncommon use of words gives great er 

"poetical force " . Even with met aphor proper , the e ight eenth 

c entury c ritic ce.n only t rolk in t erms of " surpris e "  and not e that 

the difference b etween t enor and vehicle is inport nnt . Richarcls ' 

t erns "act ivity " and "cree.tivity " ,  relat ing neatly and directly t o  

hi s general theo:ry o f  _;;>oetry , are more sat i s fying , but i t  must b e  

insisted that the eight eenth century c rit ics s2w what was there and 

did e s sential jus t i c e  to it , in their own WBY • 

Johnson, it should be added , had consi de red t he problen of 

"mixed node s "  as att ent ively as had rrarburt on or Reynolds . 

clear ,  for instance , in his not e on Lear ' s l ines : 

Tho s e  wi cked c reatures yet do look well - favour 1 d ,  

'.Then others are more wi cked . 

( King Lear , II . iv . 255-25 6 ) 

Thi s is 

\1arburton had wished to emend "wi cked" , in both its occurrence s ,  t o  

"wrinkled" , on the grounds that this make s a b etter " conne ct ion " 

w i th "well-favour ' d " . Johnson rej ect s the enendat ion and nnkes 
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tho foll o;rin� c on. xmt on Vo..rburton ' s enondntion : 

r. ho should ho..vv] renQDbered vThc.. t ho sny1.1 • • •  C0nc;.,rning 
"nixed r:Lod e s " .  Shakespeare , who se mind was nore int ent 
upon not i ons t han word s ,  had in hi s t hought s the 
:;;>ul chritude of virtue , and the defomity of w i ck edne s s ;  
and though h e  had nent ioned "wi ckedne s s "  nade t he 
correl2.t i ve an swer to " deforni ty 11 • 5S 

It ho..s n.lrc['.r.ly bc2n nucsG st cd. t hn.t , in �;rr..ct i c ::: ,  t he do ct rine 

of propriety app l i e s  to the 1 1 li cent iou s 1 1  use of language in 

exact ly the sru�o way that it app l i e s  to metaphor , and t hat Johnson 

find s " sympathi e s "  a "harshe r "  "t ranslat ed sens e "  t han 1 1st ars 11 

b e cause it s nornal inplic�t ions are not only irrelevant but in fact 

cont rary to it s new cont ext . This point nay bo confi rned by 

looking briefly at further exanp les o f  Johnson ' s resp onse to "that 

p e rpetual slight r..lt er2.t ion of l<mguage 1 1 , to use Eliot ' s  phrase , 

whi ch charact eri z e s  Shakespearean po et ry . 59 

Hel en::. , in All ' s  '.':'el l  That End s \'lel l , referring to Bert rel!l 1 s 

unwit t ing seduct i on of he r ,  t alks of tho s e  o c cn.sions , 

When saucy t rusting of the co z en ' d thought s 
Defile s the p i t chy night . 

58 .  Yale , viii , 680-8 1 .  

( All ' s  ITel l  That Ends Well , IV . iv . 23-24 ) 

59 .  "Philip Mas singcr" , Sel e ct ed Es sa.ys , London , 195 1 ,  p . 209 . 
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Warburton hacl wis hed to emend " saucy "  t o  " fancy1 1 , e..nd inse rt a conna 

aft e r  it . Johnson conment s :  

This conj e cture is truly ingenious , but , I believe , the 
author of it will hims elf think it unneces sary ,  ·when he 
reco l l e ct s  t hc."'>t "saucy " nay very properly signi fy 
"luxurious " ,  and by consequence "lascivious " . 60 

For Johnson the sense h2,s t o  b G  deduc ed in the same rray as wit h  

" sympathy" in our earlier extmple , but here there i s  no obj e ct ion , 

becau s e  the usual implice.tions of 11 saucy " readi ly ac commodat e 

themselves to the new cont ext . 

A sir:tilar case oc curs in Two Gent l emen of Verona when Jul ia 

says : 

The air hath starv ' d  t he ro s es in h e r  cheeks , 
And pinch ' d  t he lilly-t incture of he r face , 
That now she is be come ns black as I .  

( Two Gentlenen of Verona , IV . iv . 1 5C>-1 52 ) 

Warburton thought t he r.::feronce wes t o  being sun-burned and emended 

Johnson connen t s �  

This i s  no emendat ion , - none ever heard of u face 
being "pit ched "  by t he weather . The colour of a part 
11pinched11 , is livid,  as it i s  com!:lonly termed , 11b lack 
and blue t r . The weat he r  nay t herefore be justly said t o  
"pinch" when it produce s  t he sano vi sible effe ct . 6 1  

60 . Yal e ,  vii , 398 .  

6 1 .  ibid. , p . 1 7 2 .  
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Hero the now head s Gnse of "lJinch ' d11 i s  only a SJ:lal l pnrt of the 

normal range of imiJlications , but it i s  ac cel:Jtable b oce.usc much o f  

that nor1:1al rnngo ( such a s  a gonern.l fo oling o f  disco�fort and 

unpl easantness ) i s  still rel ev�t . 

Such oxaoples oay soon , s ingly consi dered , t ri vial , but it i s  

such slight distortion of meaning whi ch , as Eliot not e s ,  i s  the 

life -blood of She.kesp <3are 1 s po et ry .  

I t  i s , evi den t ly ,  true that eight eenth century crit i c s  did have 

a bias:; a nodern crit i c ,  for inst ance , would not be provoked int o 

saying that the use of " sympathy" 9 exanine d  above , i s  "harsh " .  

But i t  is unjust o f  Dr. L eavi s  t o  say of t he eight eent h century 

l it erary man : "He has no impulse t o  indulge in l i c entious l ingui st i c  

creati on ,  nor doe s it occur t o  hiu that such indulgence may ever 

wi th any propriety be countenanced " . 
62 

Tho border- l ino betweon the 

free us c ;af hnguage we h3.ve just looked at and metaphor :::>raper i s  

oft en very faint ; where the new applicat i on of � word strongly 

invit es in it s o l d  range of implicat i ons , tha concret ene s s  achieved 

is t hat which one asso ciat es with met apho r . And c onc ret eness , as 

we have seen , s o  far from be ing something to whi ch ,  as Dr . Leavi s 

suggest s ,  the e ight eenth century crit i c  was ins ensitive , i s  cent ral 

t o  t he doctrine of propriety . 

6 2 .  "Johnson ns Crit i c " , Scrut in,y ,  xii ( 1944 ) ,  1 94 .  
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It is also worth not ing t hat it is � characte ri stically modern 

bias vrhich makes Dr. Loavi s so ouch ex aggerat e the ext ent of 

J ohnson 1 s bias . Dr . Lcc.vis snys of Shnkesp_onre ' s  poetry: 

[ i t  is ] highly specific and , so , highly complex 

- which is to say , cooprcs sed and lic entious in 

expression :  hence the oc c�sions for Johnson ' s  vigours 

d . f 63 8ll ·- r1 gour s o censure . 

It i s , surely , an exaggerat i on to  as sUBe that concret ene ss 

inevit ably invo lve s "licent iousne s s " of diction . A glance at Dr . 

Leavi s '  ovm conr.J.enta.:cy on the concret ene s s  of Johnson ' s  poet ry ,  

t he dic tion o f  whi ch is  never "licent ious " ,  i s  suffi cient t o  

confim the point . 6-� 

v.  

My nain purpose in dis cus sing the doct rine o f  propriety in 

eight e enth century crit icisn has been to shmr it s siniln.rie s  with 

Richards ' theorie s .  I hRvo wished to  do so for two reasons ; first , 

t o  give depth and perspect ive to  Richards ' theori e s ,  and , secon d ,  to 

support my cont ent ion that the better use of the se theories is that 

63 . "Johnson as Cri t ic " ,  Scrutiny, xii ( 1944 ) ,  194 . 

64 . F . R .  Leavis ,  Revaluation, London , 1 9 36 ,  pp . 1 18- 19 . 
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exemplified in the criticism of Johnson , and not that exemplified 

in Richards ' own atterapt s to  distinguish betneon different aodes 

o f  language , or different phases of literary history .  
((...-

Used in the Johnsonion wey , such an analytic nethod cen have 

no pretence to rigorous exactness ;  it s virtue lie s  in 

concentrating att ention upon the fcwt that poetry is  "the best 

words in the best order11 , 65 and in providing e. raeans for pointing 

suggestively t o  how , in a given case , the words are working, or 

failing to work . The value of this kind of attentiveness lies 

prinarily, I think ,  in its grEl.dual establishDent of a pG rceptive 

he.bit of reading , and in its pror.10tion of fruitful discus sion , 

rather than in the fixing of a rigorous criti cal theory .  

It  is also hoped that our examination, though fRr from complet e ,  

may have been sufficient t o  suggest that the doctrine of propriety 

doe s  not desorvo the opprobri1.l.TI that is now generally bestowed upon 

it . On this not e  we nay finally glr.nce at a point in J ohnson 1 s 

preface to Shakespeare : 

In tregeqy his performance seems constantly t o  be worse , 

as his labour is nore . The effusions of passion whi ch 

exigence forces out are for the most part striking and 

energeti c ;  but whenever he solicit s his invention, or 

strains his faculties ,  the offspring of his throes i s  

tumour , meanness ,  tediousness ,  and obscurity. 66 

65 . Coleridge , Table Talk , ed . H .  Morley , London , 1 884 , p . 63 .  

6 6 .  Ycle, vii, 7Z-7�. 
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This ney be related to Jolmson 1 s corunent on Hrunlet 1 s ,  "To be or not 

to be • • • •  " : 

Of this cel ebrat e d  soliloquy , ·which burst ing fron a man 

distracted .-ri th contrnriety of desires , and overwhelmed 

with the magnitude of his own purpo ses ,  is connect ed 

re.t her in t he speake r ' s mind , than on his tongue , I shall 

endeavour t o  dis cover the t rain ,  e.nd to show how one 

sentiment produces anot her . 67 

This , t hen , i s  one of the "effusions of pe.ssion which exigence forces 

out " i  it suggest s that Johnson 1 s  preference is for the mature 

Shake spearea.Yl styl e ,  m.ther th::m for the "laboured " ( i . e .  manifest ing 

an obvious carefulness of execution ) style of t he earlier t ragedie s . 

Vlhen Johnson adversely crit icizes Shakes)eare ' s  poet ry ,  he is not 

t aking his ovm Ircme as the rigid st andard , and uanifest ing 

incomprehens ion of Ylhat Sh2..kespeare was doing ; he is , rather,  t1aking 

the sort of point that Eliot Yms lat er t o  nake when he referred to 

"the strained and the mixed figure s of spee ch in which She.lcespeare 

indulged hinsel f" . 
68 

In the context of his ovm age Jolmson was , in 

fact , consciously re si st ing bnrdolctr.Y,f9 and it is in this respect 

that his Shakespeare crit icism i s  now part icularly tinely . 

67 . Yale ,  viii , 98 1 .  

68 . 11 1 Rhet oric 1 and Poe t i c  Drama" , Sel e ct ed Essays , p . 38 . 

69 . The erupti on of thi s bardolat � into the first Shakespeare 
Jubilee in 1 769 is anusingly recorded by Chri st ian Deelman in 
The Great Shake speare Jubi lee ,  London , 1964. 



CHAPTER 8 

THE IDFA OF COi"iPI:_�I T'I IE THE 

CRI TI C I SN OF 'l' . 3 .  EJJI O'i' 

I .  

I wi sh to po int out the i deas nhi ch El i ot , in h i s  crit i ci sr1 , 

h.a.s i n  cannon with Ri ch ;�rds and wi th the e ight eenth century crit i c s , 

t o  out l i ne Eliot ' s  d i st inct ive fe ature s ,  and t o  sugge st that thes8  

di st inct ive f e ature s are clo s e ly conne ct ed with hi s weakne s se s . 

The cent re,l 8J1d cruc ial point of s ilililn.ri ty b etvreen Elio t ,  

Ri chards and the e ight e enth century crit i c s ,  l i e s  in Eliot ' s  ac count 

o f  con J l exity of �.wo.ning and of " ·.·e ali sat ion " ,  and. of the 

c onne ct i on b etvroen t he t v:oo . 

The key st at e;,ic:.mt here i s  El i o t ' s  oft - quo t ed connent on 

"Sh.�espee.rean " p oet l-y . Aft er sone bri ef quot e_t i on s , he renarks � 

The se lines of T ourneur and of Ihddl et on exhibit t hat 

p e rp etual s l ight alt erc,t i on of language , worC.s :)e rpetually 

juxt apo sed in ne'.r and sudden c ombinat ions , neanings 

p e rp etual ly eing8 s chacht o l  t i n t o  J;Jeanings , \7hich 

evidences a very high developoent of the s en s e s , a 
developDent of t he English l anguage whi ch we have 

1 
p erhap s never e qual l ed . 

1 .  T . S .  Eliot , "Phi lip Massinger" , Sel ect ed Essays , Third 
El1larged Edit ion , London , 1 9 5 1 , p . 209 . 
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There is here a heavy m1phasis upon alt erat ion 1  or dist ortion , of 

language , and this wil l  be di s cus sed in detail later . For the 

mor:wnt ne shall not e that the idea of "encapsulationn ( in 

"eingeschacht elt " ) i s  the idea of 11 interinaniuat ion" and that the 

"very high devel op!!l.ent of the s enses " corresj)Onds with the 

eight eenth centUI""J st ress on " circumstantial part icularity"
2 

or 

with Richards ' onuneration of the sensory qualities of the object s 

in his analysi s of "frail steel ti ssue of t he sun" . 3 These 

similarities are central and not incidental . Though they use 

different terms , which have different implicat ions , Eliot , Richards 

and the eighteenth century critics  are talking about the same poetic  

phenouena . The poet by a com)lex use of language makes the reader 

grasp nith unusuul power what is being present ed by the poet ry .  

The idea o f  intorin,�imation i s  also central in Eliot ' s  

comment
if on the following beaut iful lines by Lord Herbert of 

Cherbury: 

So when from hence we shall be gone , 
And be no more , nor you , nor I ,  
As one another ' s  myst ery ,  

Each shall b e  both,  yet both but one . 

2 .  See above , pp. 201 -203. 

3 .  See above , pp. 74-75 . 

4 .  "The Metaphysical Poets " ,  Selected Essays , pp . 284-285 . 



This said , in her up-lift ed face , 
Her eye s ,  which did that beauty crmm , 
'Jere l ike two starrs , that having faln down , 

Look up again to find their place � 

illlile such a r1oveless silent peace 
Did sei ze on their becalmed sense , 
One wou l d  have thought sone influence 

Their ravi shed spirit s did pos sess . 
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Eliot remarks on the poi7er of t he lines and says , "a good deal 

resides in the richness of association �hich is at the same time 

borrowed from and given to the word ' becalmed ' " · This is Richards ' 

theory in a nut shell , though it exist s only at the level of an 

acut e insight , and i s  nowhere in Eliot ' s  criticisn elaborated into 

an explicit theo ry as it is in Rich�rds '  work . 

The emphasi s upon sensory part icularity is  most conspicuously 

developed in Eliot ' s  not ion of the "objective correlative" . Hi s 

basic statement occurs in the es say on Hamlet :  

The only way of expressing emotion in the form of art 
i s  by finding an ' ob ject ive correlative ' ;  in other 
words a set of obj ect s ,  a situation, a chain of event s 
whi ch shall be  the formula of that parti cular enotion; 
such that when the ext ernal fact s ,  whi ch must t erminat e 
in sensory experience , are given , the emotion i s  

ir'CJediat ely evoked .  I f  you examine any o f  Shake speare 1 s 
more succes sful tragedies , you will find this  exact 
equivalence ; you will find that the state of mind of 

Lady Macbeth walking in her sleep has been 



communicat ed t o  you by a ski lful ac cumulat i on of 
c: 

imaGined s en s o ry  imp re ssions . J 
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E l i o t ' s  not ion of an "obj ect ive correlat ive " has , o f  course , 

further impli cat i on s ,  and tho s e  are deve loped in hi s appli cat i on of 

i t  t o  Haml et . 'Jhat I nish t o  s t re s s  i s  the s impl e  core o f  t he 

n o t i on ,  whi ch appo �lr s mo st clearly in t he r eraark about Lady Macbet h .  

Thi s s in� l e  core c l o s ely resemb l e s  t he eight eenth century 

i ns i st ence on imagery as t he cruc ial means for the ovocQ.tion o f  

f e e l i ng s .  There i s  not hing odd about t he re senb l an c e ; t he fact 

i s  one with wh i ch any reader of poe t ry  is f8llli l iar . 

I I . 

For bot h R i c hard s and t he e ight e ent h c enturJ crit i c s , as ''TG 

have seen , t he re i s  a di rect c onne c t i on betwe en the "real i s at i on "  

p roduced by a comp l ex u s e  o f  l anguage , �d the moral function o f  

p o e t ry ,  what one i s  "J� eal i sing" i s ,  in t he end , one s e l f .  
6 

This 

moral function i s  shrewdly t ou che d upon by Eli ot , but i s  not i n  any 

way relat ed t o  his t hinking about poe t i c  l anguage . 

5 .  ''He.mlet " ,  S el e ct ed Essa.ys , p .  1 4 5 . 

6 .  See above , p . 85 ,  and p . 244 .  



2 94 

In "Tho Three Voices of Poet r:y " ,  for ins t :::nce , he se.ys , 

mul l in[; over hi s orm exp eri en c •:: of creat ine; fi c t i onal charact e r s , 

"I can ' t  see , mys elf , a.ny -.;;c::y to makG a che.ract er l ive except 

t o  have a pro found SJ!,lpathy '.: i th t h<'ct clnract e r " .  7 He eleborat e s  

t he po int a s  fo l l ow s � 

Some bit of hirnself that t he aut�1or gives to .? charact er 

may be th2 gem froa whi c h  the l i f e  of t hat c:;.0.ract er 

st art 3 . On the ot her hand , a charact er vl'hi ch succeeds 

in int e r e s t i ng i t s  author may e l i c i t  from the aut hor 

l at ent pot ent i alit i e s o f  hi s ovrn b eing . 8 

Eliot makes the com1c c t i o:::1 b ct\·:een t hi s  a.nd the; i '.or�;.l funct ion of 

p o et ry by ·,7;:-cy o f  r:, i)Oint --..bout st ructur e ?  '.7hcn he sugc;e st s t hat 

Fo rd ' s plays l a ck t h e  " si€;ni ficance 1 '  t hat one find s in Shake speare 

anrl adds : 

a drar.1s.t i c poet cannot creat e charact e rs o f  t l:� ;:;-re2-t 2 s t  

int en s i t y  o f  life unl e s s his pers onages , in t h e i r  

recipro cal a ct i ons and b ehc:.viour i n  t h e i r  st ory , are 

somehow dranat i z int,' , but in no obvious form ,  :,:r1 act i on 
a 

or st ruggl e for harmony in t he soul o f  the p o et . 7  

El i ot make s the point more siuply , and in a fashion remi ni s c ent 

o f  J o hnson ' s  pr e feren ce for "domesti c "  over " imperial " t ragedy , in 

7 .  T . S .  Eliot , "The Three Voi c e s of Poet r:y " ,  On Poe t ry and Poet s ,  
London , 1 9 5 7 , 1,1 . 9 3 . 

8 .  ibid . , p . 94 .  

9 .  "John Ford " ,  Sel e c t e d  E s s ays , p . 196 .  
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this ro:.12.rk : 

I ago fright ens ne more than Richard I I I : I e.m not sure 

that Paro ll e s 7  in All ' s  Well That Ends gel l ,  does not 

di sturb me nore t han Iago . ( And I am quit e sure t hat 

Rosamund Vincey ,  in Middl em�rch 9 fright ens me far more 

t han Gone ri l or Regan . ) 1 0 

T he more nearly a chare.ct e r  cor1es home t o  us 9 the great er the effGct 9 

and for most of us the villainy of a Ri chard , a Gone ril or o. Regan 

i s  a remot e ,  t hough r eal 9 pos sibilit y ,  whereas the vanity of a 

Parolles or the impenet rable egot i sm of a Rosaraund Vinc ey is only 

t o o  familiar . 

But the s e  el ement s ,  however int ere st ing and sugge stive , are 

not relat e d  to El iot ' s  thinking about poet ic language . Indee d , at 

t he point s in h i s  cri t i c i sm uhere he t alks mos t  p enet ratingly about 

po et i c  language there is a p o sit ive anxi ety to avoid any at t ribut ion 

o f  a uoral function t o  poetry . Thi s i s  clcar 9 for instance , in 

h i s  insi st en c e  t hat Swinburne ' s "morbi dity is not of hw:J.an feel ifl..g 

1 1  
but o f  language " ,  or his not ing how complet ely , in t he 

evaluat ion o f  great poet cy 7  "any semi -ethical cri t erion of 

'· sublimity ' mi s s e s  the mark " , vrhich is followed by t he assert i on that 

t he int ens ity with which a variety of el ement s are fused is the 

b tt • t  
. 1 2  

e er er� e r� on .  

1 0 .  "The Three Vo ices o f  Poet ry " , On Poet ry and Poet s ,  p . 9 3 .  

1 1 .  "Swinburne As Poet " ,  Select ed E s s ays , p . 327 . 

1 2 .  "Tradit ion and the Individual Talent " ,  ibid . , p . 19 .  
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There are , of course , lengt hy di s cussions , in Eliot ' s  

c ri t i cism, of poetry and morali ty ,  but none of them are connected 

with his ideas about poet i c  language . 

III . 

It would be hard to  over- emphasi ze the importance of Eliot ' s  

c entral ideas - his suggest i ons as t o  the relat ion between l in3Ui s t i c  

complexity and re<!.li sat i on . 'l'hese two ideas are , o f  course , basi c 

t o  the work of Dr . Leavi s 9  and they are the means by which Dr . 

Leavi s cont rived to  put int o pract i c e  his urgent insistence that 

l it erary studi e s  should be a literary discipline , and not be  allowed 

t o  b ecome a sub -divi sion of philosophy or history . ffi1at ever 

ex�ggerations it may have besn sub j e ct ed to , the not ion of complexity , 

associat ed with the crit erion of realisat ion, had t h e  great merit of 

re- introducing a Johnsonian di scipline - a di scipline whi ch 9 for 

Johnson , cent red on the idea of "propriety" ;  and i t  did poroi t n 

concern with wider judgement s .  Eliot ' s  cent ral ideas , being 

pondered and ai_Jplied 9 generated a great deal of cri t ical relevance . 

However , Eliot ' s  account of the complexity of poet i c  lane,uage 

has several dist inct ive fea,tures , all of whi ch are conne ct ed wit h  

t he emphasi s  on "disparity " v;hi ch i s  evident in h i s  phrase 

"perpetual slight alt erat ion of language " in the passage quot ed 

above . 



297 

The root of thi s stre s s  is t o  b e  found in El iot ' s  definit i on 

o f  "impersonal ity " ,  and in hi s idea of t he " ob j e ct ive correlat ive " . 

The poet , he s ays , 

has , not a personality t o  expre s s ,  but a parti cular 
mediuo , which is only a medium and not a personality , 
in whi ch impression s  and ex-.fJerienc e s  combine in 
peculiar and uneX'..;> e ct ed wa;y s . 1 3  

Thi s is dir e ct ly conne ct e d  with the well -known i l lustrat ion in hi s 

e s say on the metaphysic al poet s . The o rdinary man , Eliot say s ,  

fal l s  i n  love , o r  read s  Spino z a ,  and the s e  two 
experi enc e s  have nothing to do wit h each other , or wit h 
the nois e  of the typewrit er or t he smell of cooking ; 
in the mind of the poet the se exp e rienc e s  are always 
forming new v1ho l e s . 1 4 

In his denial o f  t he importance of "per sonalityn El iot u s e s  t he 

phrase "art - emot i on " . The poet ' s  actual emot ions may b e  crude , 

o rdinary and uni nterest ing ,  but his "art - emot i ons " are complex , 

b e c ause they combine "a m.1mber of float ing feel ings , having an 

affinity to t hi s  emotion by no means superficially evident ' ; . 1 5 To 

t ransfer this back t o  t he i llust rat ion , and t o  re-int roduce t he 

idea of the " ob j e ct i ve cor:;.:elat ive " ,  the formula by whi ch t he 

1 3 .  nTradi t i on and the Individual T alent 11 , Select ed Essays , pp . 19 -20 . 

14 . "The Met aphysi c al Poet s 1 1 , ibid . , p .  287 . 

1 5 . ''T radi t i on and the Individual T al ent " ,  ib id . , p . 20 .  
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emo t i on of l ov e  i s  conv eyed is compo s ed o f  f e e l ings associat ed ni t h  

r eading Spino z a ,  the no i s e  o f  a typewr i t e r ,  t h e  sme l l  o f  co ok ing , and 

so forth . We shall lat er lo ok at more p lQusible e xam� l e s  of t he 

. 1 6 p r o c e s s  from E l l ot 1 s orm p o e t r.t , 

E l i ot i s  here , in h i s  O im way , covering t he ::;round t hat 

Ri chards covers in his acc ount of t h e  p o et ' s  memory , the p o e t ' s  

ab i l ity t o  conne ct dispara t e  a.reas o f  experienc e , 1 7 ThG <li fference 

i s  that Eliot pu t s  more empha s i s  on the surpri s e  cau s e d  by t h e  

di sparity b etween t he exp e ri ence s a s s o c iat e d , Thi s i s  apparent , t o  

quote another wel l -knm·m r emark , i n  hi s comment on Johnson ' s  

c ri t ique of t he metap hy s i c al poet s .  Johnson had said that in 

me t ap hysi cal po e t ry the "mo st het ero geneous i deas are yoked by 

v i o lence togethe r " ;  El i ot repl i e s  t hat "a degre e of het e rogen e i ty 

o f  mat erial c ompel l e d  into unity by t h e  ope rct i on of t h e  p o e t ' s  

. 1 • . 
t . t " 1 8 mlnc. lS omnlpres 211 ln po e ry . 

This emphasi s on t he surpr i s e  o c casioned by the fluid i ty o f  

t h e  poet ' s  as s o c iet ive power h a s  s everal consequen c e s  for El i ot ' s  

t hinking . It rel�t e s ,  first , as we have sai d , t o  hi s pre - o c cupat i on 

nith the poet ' s  alt erat i on of l anguage ; se cond , t o  hi s int erest in 

t h e  poetry of " d t " ;  and ,  t h ird, t o  his fondne ss for a high degree 

1 6 . See below ,  pp. 3 1 1 -3 1 2 .  

1 7 .  See abo ve , pp. 1 8-22 . 

1 8 . " The f1e taphys i cal Po e ts" , Sele c ted Essays, p . 283 . 
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o f  " sugge st ivene s s n  in poet i c  language . The se are t he dist inctive 

features of Eliot 1 s not ion of complexity and ue wi l l  exar.1ine t hem 

in turn . 

IV . 

To a large ext ent , Eliot ' s  empha s i s  on the poet ' s  alt erat i on 

of language , which might l ead , for ins t ance , t o  poetry such as some 

of Dyla.n Thomas 1 ,  is count e r- act e d  by st rong oppo s i t e  t endencie s in 

Eli ot ' s  thinking . The se t enden c i e s  may be fo cussed by re cal l ing 

his fondne s s ,  in descri bing the dict ion of some poet ry whi ch he 

admire s ,  for such t e rm s  as " correct " ,  "pure " or "simple 11 •
1 9 

There 

are , however ,  s ome point s at Vlhi ch the empha s i s  on alt erat i on or 

di stortion i s  not iceabl e ,  and the s e  are of part icular int ere st , 

since they r elat e very clo s ely to the t endency , \'Thich we have alr eady 

s e en in some remarks by Dr . Leavi s ,  t o  insist the.t creo.tivity in 

p o e t i c  language ne ce s sarily involves " l icent iousne s s " �
20 

Eliot , for example , cont rasting Shakespeare o7i th Milton , quot es 

19 . See , for examp l e ,  Sel e cted E s says , p . 285 and p . 1 5 1 . 

20 . See abo ve , pp. 1 88- 1 89 .  



s ome lines from Macbeth� 

Light thickens , and the crow 

Makes wing to the rooky 7i0od . 

Eliot comment s �  

300 

With Shake sp eare , far more than with any other poet in 

English , the combinat i ons of words offer p erpetual 

nove lt y ;  they enlarge the meaning o f  t h e  individual 

words j oined : thus • • •  ' rooky wo od ' . In compari son , 

Milton ' s  images do not give thi s sense of part i cularity, 

nor are t he s eparat e words developed in signifi cance . 

Hi s language i s , i f  one may u s e  the t erm without 

disparagement , art ificial and convent ional .
2 1  

Thi s  i s  powerful and sug0estive crit ici sm .  It will b e  clear that , 

although El i ot i s  stres sing the way in whi ch Shake speare alt ers 

l anguage ( "the combinat ions of words offer perpetual novelty" ) , he 

is basical ly using ,  and doing so very persuasively , the principle 

which Richards called int er lnanim2.t ion . The key cont rasting 

example he gives from :Milton i s :  

paths of t hi s  drear wood 

The nodding horror of who se shady brows 
2 2  

Threat s the forlorn e.nd wandering pas senger . 

Eliot doe s  not comment on thi s  b eyond saying t hat it i s  "art ifi cial 

and conventional " ,  and, as it turned out , sub sequent crit i c s  found 

2 1 .  "Milton I " ,  On Poetry and Poet s ,  p . 1 40 .  

2 2 .  ibid . ' p .  1 40 .  
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it hard t o  believe that such t erms can be used undi sparagingly . 

El i o t ' s  comparison of Shak e speare with Milton i s  similar t o  

Richard s '  compari son of Gray with Blake , o r  Donne with D�Jden , and 

the res emblance is no t co -incident al . One would not quarrel with 

Eliot ' s  comment on Shake speare , but he has neglect ed to not i ce t he 

comp l exi ty of Milton ' s  language . Mil t on i s  metaphorically seeing 

t he trees as demon-bandit s ,  and , to show how the met aphor " enlarge s 

the meaning of the individual words j o ined " ,  one has only to not e 

t hat " shady " refers t o  the bandit s '  hat s ,  pul l ed over the eye s ,  as 

well as to the hanging branche s of t he t ree s ,  and consequently how 

much , for exampl e ,  would be l o st by changing "brow s "  to "boughs " .  

Nove lty i s  p rominent in Shakesp eare ' s  word s , but any difference 

b etween t hem and Mi lton ' s  wo rd s cannot b e  account ed fo r in terms of 

intor inanimat ion o r  complexity . It i s  al so arguab le that the 

mo st striking eff e ct that Eli o t  quot e s  from Shake speare i s  "light 

thicken s " , and here t he interinanima.t ion i s , as in Milton 1 s line s , 

the consequence o f  an impl ied met apho r . The vehi cle , only 

fl eet ingly pre sent , is possibly soup , and p erhap s more specifi cally 

t he soup that the w i t ches make " t hick and slab " .  At any rat e ,  t he 

enl arging of the meaning is produced by a met aphori cal act ion o f  the 

same kind as is exhib it ed by Mi l t on ' s  line s .  

It is important to no tice h e re that Eliot is appealing not only 

t o  a crit e rion of intcr inanimat i on but al so to one of part i cularity . 

The lines from Macb eth , he says , "convey the feeling of b eing in 
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a particular place at a parti cular time " . 23  The same criteri on is  

used with regard to  some lines from L ' Allogro : 

While the ploughman near at hand , 

Whi stles o ' er the furroned land , 

And the milkmaid singeth blithe , 

And the mower whet s his scythe , 

And every shepherd tells hi s tale , 

Under the hav7thorn in t he dale . 

Eliot comment s :  

It is not a particular plougP�an , milkmaid ,  and 

shepherd that Milton sees ( as 11lordsv!Orth might see them) ; 

the sensuous effect of these verses  i s  ent irely on the 

ear , and is j oined to the concept s of ploughman , 
24 milkmaid ,  and shepherd . 

Eliot is  using t he cluster of ideas contained in our initial 

quotation ;  complexity of  language corresponds with sensory 

particularity .  I t  i s  probable , in fact , that Eliot ' s  reaction t o  

these  l ines of  Milton was , "There is  no particularity,  therefore 

there is  no complexity of language" . Be that as it may ,  Eliot i s  

using a crude form of the doctrine o f  part icularity ,  and is  al so , 

again , ignoring the inter-actions of Milton ' s  words ,  The effect 

depends not only upon the sounds of the words but upon the sounds 

that the words describe,  and it is a typically Miltonic effect . 

2 3 .  "Milton I " ,  On Poetry and Poet s ,  p .  1 40 .  

24 . ibid . 
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The passage fuses together the ideas of work and happiness , and it 

does so , for example ,  through the connection s  of "whets"  with 

"whistles" and "scythe" with "blithe " .  To some ext ent thi s  i s  

obviously a connect ion of sound -- the effect , as Eliot not e s ,  i s  on 

t he ear. But the effect on the ear is in the closest possible eo-

operation with the meaning of the line s .  The whett ing of t he scythe 

gathers , by the connections , the feeling of gaiety present in 

"whi stles" and "blithe" , and it gives back to them a feeling of 

business and bri skness . By thi s process of intorinanimation the 

feeling of "happy work" is created . As Richards would say ,  the 

movement of the metre ( "scythe/blithe " )  is a movement among meaning s .  

Richards derived that way o f  talking from Coleridge , and it i s  

closely connected _with Coleridge ' s  definit ion of the imagination as 

t hat "pm·:er by which one image or feeling is made to modify many 

others and by a sort of fusion to force many into one " . 25 In 

Milton ' s lines work and gai ety are fused together and the linguist ic  

complexity is  the symptom of  this fusion . 

The fact that Eliot , besides ignoring inter inanimation unless 

it  is  prominent enough to  appear as novelty of meaning, is here 

using a crude criterion of particularity , is worth dwelling on . 

25 . Sh:-kcswn.renn Cri tic isn, od. T. lJI .  Rays or, 1 960 , i i ,  1 88. 
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Dr . Johnson1 s account of Milton ' s  imagination is  a convenient 

framework : 

Whatever be his subj ect he [ 11ilton] never fails  to fill 
the imagination . But hi s images and descriptions of 
t he s cenes or operations of Nature do not seem to be 
always copied from original form, nor to have the 
f h . d f . d '  t b t . 26 res ness ,  rac1ness, an energy o 1mme 1a e o  serva 1on .  

This includes Eliot ' s  point but goes beyond it . For Johnson , as  

we have seen ,  there were other criteria than concret e particularity . 

It was said above that the effect in those lines from L ' Allegro 

was typical of Milton . The point may be support ed by a brief 

examination of some fairly representative line s from Paradise Lost , 

which confirm the way in which the imaginat ive modification of images 

is accompanied by complexity of language : 

now glowed the firmament 
With living Saphirs :  Hesperus that led 
The starry Host ,  rode bright est , till the moon 
Rising in clouded Maj estie , at length 
Apparent Queen unvaild her peerless l ight , 
And o ' re the dark her silver mant le t hrew . 27 

This i s  a representative example of Milton ' s  "magnificence" ,  whi ch 

here hinges upon the compari son of the night- sky with a stat e  

2 6 .  Lives of the Poets, ed. ·  G. BirkbeCk Hill, Oxford, 1 905 , i ,  1 78. 

27 , Paradise Lost , Bk IV, 11 . 604-609 . 
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o ccasion ; t he stars are the ceremonial soldi ery, Hesperua i s  the 

chief of the general st aff ; the moon i s  the queen . The 

culminat ion of the effect is the fine imperious gesture of the 

queen , cast ing away her cloak ;  here the common-place metaphor i s  

made bold an d  surpri sing almost t o  the point of being a conceit . 

What prevent s it from obt ruding itself as a conceit is the success 

with which it is carried off . For instanc e ,  the imperiousnes s  of 

t he gesture has a ret ro-act ive effect upon "apparent " ,  giving it the 

implicatiom "It is obvious from her behaviour that she real ly is 

queenly " .  "Apparent " i s  al so firmly given the sense "becoming 

visible" . The moon ' s  imperiousne ss relat e s  back t o  her "clouded 

Maj estie" gi ving it , especially in conne ct ion with the fact that 

Hesperus "rode b right e st " ,  the implicat ion that the queen-moon is a 

little cros s at being out shone . That is a crude way of put t ing it · 

it i s  diffi cul t  to  find a word which describes that type of 

haughtine ss which i s  a sort of " cloudednes s " . The complexity of 

Milton ' s language here , as in the l ines above from L ' Allegro , 

c onsist s of a full and subt le exploitat ion of the powers of the 

individual wo rds . 

What make s these lines typical i s  that they exemplif,y Johnson ' s  

remark ; they fi ll the imaginat ion , rather t han give a part icular 

observation of nature . "Glowed " and " living Saphirs" are examples 

of a recurrent Mil t onic effect . "Glowed" scarcely seems to be 

the "proper" word her e ,  if one were looking for accurate 

observation ; and, it might be asked ,  how can there be a high 
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degree of intcr.rinanimat ion in a phrase l ike "living saphirs " ,  when 

the chief impli cati ons of "living " are warmth,  vitc..lity and 

movement , while t he chief implications of " saphirs 11 are hardne s s , 

lifele s sness , and so on? But Milton, of course , uses thi s type of 

oxymoron frequent ly , and to call it oxymoron is to indi cat e that 

there i s  a consp i cuous di sparity effe ct . Some other examples are 

useful , because they serve t o  make a further point about Eliot ' s  use 

o f  the criterion of concrete particularity and , rrith it , a cri t erion 

of alt erat ion of language . 

The "pavement " of heaven 1 1like a sea o f  j asper shone 11 •
28 

The 

relat ion between " s ea" and " j asper" , or " sea" and 11pavement " i s  

exactly like that between "living" and " saphirs " .  Satan wings hi s 

way "through the pure marble air '' .  29 Raphael ' s vlings are des cribed 

as "downy gold" or "feathered mail " .
30 

The fruit in Eden i s  

11burni shed 1.vi th golden rind 11 • 
3 1 

In the midst of Eden st ands , 

the Tree of Life , 

2 8 .  

29 . 

30 . 

3 1 .  

3 2 . 

High eminent , blooming ambro sial frui t  

Of veget abl e  gold.
32 

Paradi se Lost , Bk III , 1 .  36 3 .  

ibid . ' Bk III , 1 . 564 . 

ibid . ' Bk V ,  1 . 282  and 1 .  284 . 

ibid . ' Bk IV, 1 .  249 . 

ibid . ' Bk IV, 11 . 2 1 8- 220 . 
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It is no accident t hat Dr. Leavi s seizes on thi s l ast example s 

claiming t hat t he words exhib it no "fusion " .  3 3 I t  i s ,  indeed,  

typical , but Dr.  Leavi s '  remark i s , I think , mi sleading . 

What the example s make clear i s  that Milt on , in using this type 

of effect , is de scribing not an actual but an imagined wo rld , o f  

which an import ant feature i s  t hat i t  is n o t  l ike the real worl d .  

T o  quote Johnson again,  '�ilt on ' s  delight was to  sport i n  t h e  regions 

of possib i l i ty :  real ity vras a s cene too narrow for hi s mind " . The 

import ant point , for us , i s  t hat where a di sparit y act ion is so 

used,  it is funct i onal .  The clash betwe en the implications of the 

words is preci sely what makes these implications relevant 9 and 

there i s ,  in such cas e s ,  a high degree of intorinanimat i on .  As 

with Ariel 1 s claim t hat he will "drink t he ai r" , which we l ooked at 

e arl ier , t h e s e  j\iiltonic e ffect s are an as sert i on of t he exi st ence 

o f  the impo s s ibl e . The idea o f  a " sea of jasp er "  i s  plainly 

int ended to astonish the reader and the ast onishment is generat ed 

by the di spari ty between the imt)licat ions of the two words ; the sea 

i s  ceasel e s s ly moving , of vast ext ent and soft so that one sinks in 

i t ; j asper is unmoving , smal l and hard . It is clearly not 

p o ssibl e t o  d emonst rat e conclus ive ly that the re is any difference 

b etween any one of the se Miltonic effect s and di sparit ies of a 

3 3 .  F .R .  Leavis , Revaluat ion, T radi t i on and Development i n  
Engl i sh Poetry ,  London , 193b ,  p . 50 .  
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merely ab surd or unsat isfact o ry nature . All one can do 1 aft er 

making �et ailed comment s of the kind made above , is to point out 

t hat thi s is t he l ocal acti on of the fundamental Miltonic power to 

creat e  visionary worlds-- worlds imaginat ively transformed by 

feelings of awe ;  and that thi s local act ion involve s 1  through t he 

del iberate di sparity ·effect s 1  complexity of language . 

The further point to  be  made about Eliot ' s  crit i ci sm ,  ari sing 

from thi s ,  i s  that Eliot can , el sewhere , waive the c rit erion o f  

concrete part i cularity, but when he doe s  so , h e  talks i n  t erms o f  

" s implicity" of dict ion , an d  i s  therefore consi stent i n  as suming 

t hat where there is no part i cularity t here is no complexity of 

poet i c  lanb�age . This is apparent in his dis cussion of Ben 

Jonson 1 s poet ry ,  which we shall examine ; 34 but before do ing so it 

i s  ne ce s sary to des cribe the se cond of the three dist inct ive features 

of Eliot ' s  not ion of complexity in poet i c  language ; his fondne s s  

for a high degree of " suggest ivene s s " . 

V .  

It is convenient to begin describing this se cond feature by 

quoting Eliot ' s  remark that , in the poet ry of Shake speare , Donne , 

34 . See below , pp. 3 1 6-31 8. 
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VJebst er and Tourneur, t he "words have often a network of t entacular 

root s reaching down to the deepest t errors and de sires " . 3 5 Eli ot , 

s o  far as I am aware , n(�ver goe s  int o t his sati sfactorily , but the 

s ame met aphor o f  depth o c curs in another of hi s descriptions of 

Shake speare ' s  poet ry :  

The re- creat ion o f  word and image whi ch happ ens fitfully 
in the poetry of such a poet as Coleridge happens almost 
incessantly with Shakespeare . Again and again j in his 
use of a wo rd , he will give a new meaning or ext ract a 
lat ent one ; again and again t he right imagery saturat ed 
while it l ay in the depths of Shake speare ' s  memo ry ,  will 
rise like Anadyomene from the sea . 36 

It is significant that it i s  easy to assoc iat e this with Eliot ' s  

well -known account , in the same book , of the "auditory imaginat ion" : 

What I c al l  the ' audit ory imaginat ion ' i s  the feel ing 
for syl lable and rhythm , penet rating far below t he 
consci ous l evels of t hought and feeling , invigorat ing 
every word ; sinking t o  the mo st primitive and forgotten ,  
returning t o  the o rigin and bringing something back , 
seeking the beginning and the end .  It works through 
meanings ,  c ert ainly , or not wit hout meanings in the 
ordinary sens e ,  and fuses the old and oblit erat ed and 

35 . "Ben Jonson " ,  Selected Essays , p . 1 55 . 

36 .  T . S .  Eliot , The Use o f  Poetry And The Use of Criticism ,  
London , 19 3 3 , pp . 1 46- 1 47 • 



the t rit e ,  the current , and the new and surpr1 s1ng , 

the mo st ancient and the mo st civilised ment ality .
37 

31 0 

In this passage Elio t  i s  talking not about "images "  but about the 

t ied imagery or the direct effect s of words , as is  shown by hi s 

stress on " syllable and rhythm" .  We shall return t o  that point in 

a moment , and first rac all how important t o  Eliot these ideas are . 

In a much lat er e s say , Eliot quo t e s  Valery : 

"I prize the t heories of Poe , so pro found and so 

insidi ously learned ;  I believe in the omnipot ence of 

rhythm , and e sp ecially in the suggestive phrase . "
38 

Eliot is  far from ident ifying hims elf with this "credo o f  a very 

young man " ,  
39 

as he cal l s  it , but nonethele s s  goes on t o  remark that 

"within this t radition from Poe t o  Val e:cy are some of tho s e  modern 

poems which I mo st admire and enj oy " .
40 

One is here reminded o f  

hi s remark about Baudelaire l 

It may be that I am indebt ed t o  BaUdelaire chiefly 

for half a do zen lines out of the whole of Fleurs 

37 .  T . S .  Eliot , The Use of Poet�y And The Use of Crit i ci sm ,  
London, 19 33 ,  pp . 1 1 8- 1 1 9 . 

38 . "From Poe t o  Val ery " ,  To  Crit i cize the Crit i c ,  London , 
1 965 , p . 37 . 

39 . ibid . 

40 .  ibid . , p . 42 . 



du Mal i and that his significance for me is summed 

up in the l ines : 

Fourmillante Cite , cite pleine de reves , 

3 1 1 

Ou le  spectre en plein j our raccroche le passant • • •  

4 1 

One is also reminded of the way in which haunting lines from other 

poets stick in Eliot ' s  mind , o f  which he himself has given some 

examples ; 42 or, most obviously , one rr.w note Eliot 1 s own 

extraordinary power in creating hr�unting lines himself . 43 

That Eliot· tends ,  in his use of metaphors of depth ,  to associate 

imagery with the direct effect s ,  on the grounds that both are 

mysterious in t heir operation, may be confirmed by the way in which 

he develops the theme with reference to images in his own poetry :  

flhy, for all of us , out of all that we  have heard , seen , 

felt , in a li�otin� do certain images recur, charged 

with emot ion, rather than others? The song of one 

bird , the l eap of one fish, at a part icular place and 

t ime , the scent of one flower, an old woman on a German 

mountain path,  six ruffians seen through an open window 

playing cards at night at a small French railway junct ion 

where there was a ';".at er-mill : such memories may have 

symbolic value , but of what we cannot tell , for they 

come to  represent the depths of feeling into which we 

cannot peer . We might just as well  ask why , when we 

4 1 . ''What Dante Means to Me" ,  To Criticize the Critic , pp . 1 26- 1 27 .  

42 . The Use of Poet;y And The Use of Criticism ,  London,  1933 , p . 147 . 

43 . See below , pp . 377-378 for the influence of this on Dr .  Leavis .  



try to recall visually some period in the past , we 

find in our memory just the few meagre arbitrarily 

chosen set of snapshots that we do find there , the 

faded poor souvenirs of passionat e mOI�ent s .  44 

3 1 2 

This is from the s ane area as the remark about Shakespeare ' s  imagery 

rising like Anadyomene fron the sea , but Eliot is clearly talking 

about himself rather than about Shake speare . The relevant lines , 

from Journey of  the Magi , run� 

Then at druvn we came down to a temperate valley , 

�et , below the snow line , smelling of v0getation ; 

With a running stream and a water-mill beating the darkness , 

And three t rees on the low sky , 

And an old white horse galloped away in the meadow . 

Then we came to a tavern with  vine-leaves over the lint el ,  

Six hands at an open door asking for pieces of silver, 

And feet kicking the empty wine-skins . 

Professor Gardner notes that these lines effect a "transformation of 

this personal memory to give it general symbolic significance" , 45 

that the gamblers foreshadow the dicers at the foot of the cro s s , 

and that the three trees imply t he three crosses on Calvary. Professor 

Gardner offers no comment on the water-mill , the old white horse  or the 

smell of vegetation, and thi s may seem to support Eliot ' s  remark that 

" such memories may have symbolic value , but of what we cannot tell " . 46 

44 . The Use of Poet;y And The Use of Criticism ,  London , 1933 , p . 1 4G .  

45 . Helen Gardner ,  The Art of T . S .  Eliot , London , 1949 , p . 1 25 footnote .  

46 . See above , p. 31 1 .  
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It i s  that el ement of mys t eri ousne ss which makes El iot talk in 

t he same way about images as he t alks about the direct effect s ;  but 

in doing so he exaggerat es beyond all need the elenent of mystery in 

imagery . This exaggerat ion is  connected with the myst eriousne s s  

whi ch pervades Eliot ' s  account of t he way in which the poe t ' s  mind 

wo rks . A poem is , he says , 

Q concontrQti � and a new t hing result ing from the 

concentration ,  of a very great number of experiences 

whi ch to the pract ical and act ive person would not seem 

t o  be experiences at all ;  it is a concent rat ion which 

do es not happen consci ously or of delibe rntion .
47 

The stress he re on the uncons ciousne ss of t he process reminds us 

that thi s is  in turn conne ct ed with that aspect o f  the idea of 

"ob j e ct ive correlat ive s "  to uhich Yvor Wint ers so st rongly obj ected . 

Eliot says , in hi s definition o f  "obj ect ive correlatives " ,  t hat they 

are the only way in whi ch the poet can expre s s  emot ion , and he seems 

al so to suggest that they are the nearest the poet can come to 

understanding hi s emotions ; to  use the words quot ed above , "they 

come to represent the depths of feeling into which we cannot pee r " . 

The vividly rel:lembered image i s  an "obj ecti ve correlative " for 

feelings which the poet doe s  not understand . 

47 .  "Tradition and the Indivi dual Talent " ,  Select ed Essays , p . 2 1 . 
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In object ing to t his not ion , Wint ers point s out that Eliot 

himself lat er rejects  it , without seeming to be aware that he is 

doing so . 48 Contrast ing Lancelot Andrewes with Donne , and 

preferring Lancelot Andrewes ,  Eliot s�s g 

[Donne] i s  constantly finding an obj ect which shall be 
adequate to  his feelings ; Andrewes is wholly absorbed 
in the obj e ct and therefore responds with the adequat e 
emotion . 49 

Andrewes ,  that is , knows what the actual motive for his emotion i s .  

As Winters not es , Eliot makes the compari son between Andrewes and 

Donne in 1 9 26 ,  but is  still talking in terms of "obj ective 

correlatives "  in the essay on Tourneur in 19 3 1 )0 As we have just 

s een he is still t alking in those terms in The Use of Poet ry And The 

Use of Critici sm . 

Eliot ' s  preoccupation with images which stand for a depth of 

emotion which cannot be expressed in any other nay , and cannot be 

understood,  is clearly of great interest for any general study of 

Eliot . For our purposes ,  i t s  s ignificance is that it makes Eliot , 

in hi s criticism ,  attach exaggerated importance to t he "haunt ing" 

line ; and the atmosphere o f  such lines is one of the key element s 

in Eliot ' s  not ion of "complexity" in poeti c  langu._q,ge . 

48 .  In Defense of  Reason, Denver, 1 947 , pp . 468-469 . 

49 . "Lancelot Andrewes" ,  Select ed Essays , p . 35 1 .  

50 .  I n  Defense o f  Reason, p . 468, footnote .  
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llhnt does " exa.ggerc.ted inportnnc en mean hore? I n  the first 

plcc e ,  it Dr:ty bo explnined by ref erring to Eliot ' s  ovm >vords in 

The Us e of Poe try and the Uso of Criticisn. Talking further of 

the kind of ionge whi ch, in Shnkos ponro ' s poetry, " ri ses like 

Anndyomene fro� the s en11 , Elio t  ndcls thnt i t  will, in i ts pootic 

contex t ,  ' 'hnve its ra.tionnl use c..nd j us tification" . 5
1 

This is s o ,  

n.nd it i s  whn t cri ticisn is prinnrily concerned "l'ri th. To refer to 

Elio t ' s  own exnDple s ,  why the innge of the wnter-nill nea.nt so guch 

to hin nny be of interes t to the biographer or the psychonrk�lyst ,  

but the cri tic 1 s c oncern is '"i th tho effect o f  the irmg e ,  not wi th 

its origin. Tho critic nny find it diffi cult to des cribe this 

effect in nbs trnc t  terns , but if tho effe c t  rena.ins , fo r the cri ti c ,  

n s  shrouded i n  tlystory n s  the origin, then the innge ca.n only be 

regarded ns n failure . In fnc t ,  the reference to the wnter-nill , 

for exanpl e ,  presen ts no noro diffi culty thnn such n detail l-Tould 

present in n narrative secti on in n novel ; i t  establ ishes the s cone 

nnd crontes a suitnble ntnosphere . A des cription of this ntnos phere 

would invo lve subtle reference to o ther �rts of the poen, but 

would no t require s peculation a.bout tho depths of Eliot ' s  

uncons cious associative pro cess es . 

5 1 .  The Use of Poetry and the Use of Critici sn, p. 1 47 .  
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To describe the second , and more important , consequence of 

Eliot ' s  exaggerat ion of the importance of the haunt ing , suggest ive 

line , we return to our earlier point about Ben Jonson . 52 

It is in the e ssay on J onson th8.t Eliot uses the words whi ch 

we quot ed at tm beginning of our account of Eliot 1 s preoccupation 

with suggestiveness ; the words of " Shake speare , and also Donne and 

Webst er and Tourneur ( and sometimes Middleton) • • •  have often a 

network of tent acuu� root s reaching do\vn to the deepest terrors and 

desires . Jonson 1 s most cert ainly hav8 not " . 53 

Eliot is de scribing the wq.y in which Jonson '  s poetcy is "of 

the surface " though not "supe rficial " , 54 and the most prominent 

positive word in his descript ion is "simple " .  He quotes from a 

speech by Sylla ' s  ghost in Catiline ;  

Dost thru not feel me , Rome? not yet ! is night 
So heavy on thee,  and my weight so light? 
Can Sylla ' s ghost ari se within th;)r walls , 
Less threat ening than ru1 earthquake , the quick falls 
Of thee and thine? Shake not the fright ed heads 
Of thy steep towers , or shrink to their first beds? 
Or as their  ruin the large Tyber fill s ,  
Make that swell up , and drown thy seven proud hills? 

( I . i .  7-8) 

52 .  See above , p. 308. 

53 .  "Ben Jonson " ,  Selected Essays , p . 1 55 .  

54 · ibid . , p . 1 55 . 
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Of thi s Eliot says : "it i s  the careful , precise fillint5 in o f  a 

strong and simple outline " ,  55  and. adds that the 1 1\'Wrds themselves are 

mostly simple words , the synt ax is natural , t he language aust ere 

rather than adorned" . 5G 

The point I wish t o  stress  is that though the poet r.r i s  not 

suggest ive , it s language is cert ainly complex . Considc:r, for 

instance , the bold condensation of a phrase like "quick falls " ,  or  

t he grotesque met aphor of the towers shaking with fright or pulling 

the bed-clothe s over their heads ,  or the relations between " swel l 

up " and "proud 11 in the last line , or the way in which violent 

upward and dowm;ard movement s relate and cont rast •ri th each ot her 

throughout the passage , giving a sickening nightmare atmosphere 

( "heavy " ,  "light 1 1 , "arise " , 1 ;quick falls " ,  "shrink " , " ruin" , 

"fills 1 1 , " swel l up " ,  "drown" ) .  The lines , in short , exhibit a 

high degree of intorinanination. 

And yet it is  perfect ly c lear what Eliot i s  driving at , end 

his essay on Ben Jonson is  crit icism o f  the highest quality ,  so 

that to insi st that the language of these lines is complex rather 

than simple may seem to  be merely a quibble . That it is more than 

a quibble wi ll be clear when we discuss Eliot ' s  exaggeration of 

the importance of "suggestiveness" and hi s corresponding 

55 . "Ben J onson" , Selected E s says , p .  1 50 . 

56 . ibid . , p . 1 5 1 . 
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mi sconcept i on of " simplicity " o f  language , in the cont ext o f  t he 

not i on o f  a 1 1di s s o ciation of s en sibility" . 57 For the moment I 

wi ll  rest wit h the point that �l iot ' s ideas of "compl exity" and 

" simpli city" are nisleEl,ding , in the way we have des cribed.  

VI . 

So far we have looke d  at distort ion of language and at 

sugge st iveness , a s  di st inctive e lement s in Eliot ' s  idea of 

com9 lexity in poet i c  langue_ge , and at his t endency , at import ant 

po int s ,  to assume that , whe re t hese features are absent , compl exity 

must be ab sent . The third di s t inct ive el ement i s  "wi t " ,  as 

defined and di s cussed in the e s say on Marvell ,  and this el ement has 

two separable strands . 

The first st rand may be i l lust rat e d ,  for ins tance , by the 

follmvinc obs ervnt i on about the nl:'-ture of "wi t" : 

i t  ia,,lies I'. c ons t.c:nt inspec t i on nnd cri ticisn of oxperience . 
It involve s , p robably , a recognition,  impli c it in the 
expression of every experi enc e ,  of other kinds o f  
experien c e  whi ch are p o s sible . 58 

57 . See below , pp. 326-331 . 

58 . "Andrew Marvell " ,  Sel e ct e d  Essa_ys , p . 303 .  
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T hi s ,  toge the r wi t h  t h :o  clair.1 th .�t i t  invo l ve s an " int ernal 

e quil ibrium " , 59 an " 2 quip o i s e , e. bal ance 3.nd p roport ion o f  t ones " ,  
60 

o r an " al l iance of l evity and s e ri ousne s s " ,  6 1  indicat e s  ,,_rhat i t  

has i n  cannon wi t h  Ri chards ' de·finit ion o f  " i rony " ,  in Principl e s  

o f  Lite rary Crit i c i sm ,  as "the bringing i n  of t h e  oppos i t e ,  the 

compl ement arJ impul s e s " . 62  
The differenc e i s  that the pro c e s s , 

for Ri chards , invo lves the di re ct effG ct s o f  l �m guagc and i s , 

cons equent ly , beneath the l evel o f  observat ion , vrhereas for E l i o t  

t here i s  a n  ob servable complexity of t one . 

One con s e quen c e  of El iot ' s  s t re ss upon "wit " ap pe ars in a 

r emark on Dr:yden and Milt on .  Drydcn i s  a "ni t ty n poet : 

Somet imes t he wit appear s  as a de l i cat e fl wour to t he 

magnifi c enc e ,  as in Alexander ' s  Feas t : 

Soot h ' d wi t h  t he sound t h e  king grev; v;dn ; 

Fought al l hi s bat t l e s  o ' e r agai n ;  

And t hri ce h e  rout e d  all hi s fo e s , and t hrice 

he s lev1 the s lain. 

The groat advantage of Dryden over Milton is t hat whi l e  

t h e  former i s  alv1ays i n  cont ro l of his P.s cent , and can 

rise or fall at will ( and how mas t erful ly , l ik e  his o;•m 

T ir10t heus , he di rect s t he t rans it ions ! ) , the l at t er has 

59 . "Andrew j,1arvell " ,  Sel e cted Essays , p . 304 . 

60 . ibid . ,  p . 30 2 .  

6 1 . ibid . , p . 29 6 .  

6 2 .  Pr.2cti cc.l Cri tici sn, p. 250 .  



ele ct ed a pGI·ch from nhich he C8Jlnot afford t o  fal l , 

and f rom whi ch he i s  in danger o f  slipping : 

food Ql iko tho s e  �ure 

Int e l l i gent i al sub s t ance s require 

A s  dot h  your Rat i om:cl ; and bot h contain 

Wit h in t hen every l owo r faculty 

O f  s en s e , whc rebJ t hey honr , see , sme l l , t ouch , t a st e ,  

Tasting conco ct , digest , a s c illli lat e ,  

And c orp or eal t o  inco rp o re al turn .
6 3 
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This quot at i o n  is  rather unfair ,  b e cause Mi l t o n  is not o ft en in 

such acut e danger as this . The point i s  more just ly made by Dr . 

Johnson, in hi s remark that Milt on ' s " confu s ion o f  spirit and 

mat t er" in hi s pre sent at i on of the angels i s  part i cule.rly 

noti ceab l e  in the narrat ion of the war in heaven , and t hat t hi s  

no.rrat i on i s  cons equent ly "the favourit e  o f  chi ldren , an d  gradual ly 

negl e c t e d  r.s knowl e dge is inc rer-w e d " . Eliot ' s  phrase , "he is in 

danger of sl ipping" , in fc:.ct , fee l s  a lit t l e  odd; had he put 

" o c casional l y "  it woul cl have w eakene d his p o int , .cmd h2.d he put 

" frequent ly" it would have c l c�arly b een an exaggerat ion , 

It may be that the ab senc e of "wit " in Milton i s  one reason 

why El iot as sume d t hat Milton ' s l anguage is without complexit y ;  we 

have already not e d ,  in our d i s cus sion of Ri chards , a t enden cy 

amongst solll e mod ern crit i c s  t o  as sume t hat where t here i s  no 

complexity o f  t one , t here i s  no c omplexity at al l .  But t he m o re 

6 3 .  "John Dryden " ,  Sel e c t e d  Es sa,ys , p . 3 1 1 . Jolms on ' s  rermrks are 
f ron Lives of the Poe ts , i ,  1 85 .  
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inport ant point i s  that t hero is  an ambiguity in t he t mm ' '1d t 1 1 , 

whi ch re sul t s  in a crit i c i sn of Milton f2r mo r e  dar.'1aging t han the 

mere as sert i on that he lack s  ' 'wit 11  in t he sense in whi ch it i s  

exhibited by D rydcn . 

Eliot r:tctk e s  the cl aim that Marvel l blends Ghought wit h feel ing , 

by adducing Cole ridge 1 s remark that the 1 1in2.gin.::.t i on 1 1  reconci l e s  

' 'judgcnent ' '  wi t h  " ent husiasn" , and " emo t i on "  wi th "order" , and by 

c oraparing Marvell wit h ',1ill iaL1 Morri s ,  who se poetry i s  charact eri zed 

by feeling wit hout thought .
64 

This clair.1 co rre spond s  wit h  El iot ' s  vi ews on t h e  met aphysi c al 

p oe t s  in gene ral , asj for ex2.mp l e ,  in the remark t hat "Tennyson and 

Browning are c) o e t s ,  and t hey think ; but t hey do n ot feel thcd r  

thought as iD.De di J.t ely as the odour o f  a ros e " .  65 This last 

cap acity i s  pre- eninent in Donno and his follovrers , s ay s  Eli ot , and 

i s  e roded by Milt on and Dryden : "Erwh o f  t h e s e  men performed 

cert ain poet i c  funct ion s so nagn i fi cent ly we l l  that the magnitude") 

66 
o f  the effe ct concealed the ab sence o f  others " .  

At this p o int ,  as Dr . L e av i s  has not ed,  there i s  a blur in 

E l i o t ' s  thinking about "wit " ,  but Eliot ' s  case against Milton and 

Dryden is  cl ear enough in out line ; Dryden ' s  poe t ry  has 

64 . "Andrew Marvell " ,  Sel e c t e d  Essays , pp . 298- 300 . 

6 5 . "The Met aphysical Poet s " , ibid . , p . 287 . 

66 . ibid . , p . 28 8 . 
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insufficient feeling , Milton ' s  insufficient thought . This case 

involves the idea of a "di ssociation of sensibility1 '  and needs to  

be  examined at  length . My examin"ltion will include point s from ny 

account of the various element s in Eliot ' s  not ion of complexity in 

poet ic language ,  and add some further descript ion of his not ion of 

" simplicity" .  

VII . 

Eliot ' s  most elaborate account of  simplicity of poetic 

language occurs in a discus sion of Dant e . It is claimed that 

"Dant e ' s att ·:;mpt is to o.ake us see what he saw . He therefore 

eoploys very simple language " . 67 Insofar as visual vividness  is 

related to sensory parti cularity , this position contradicts that 

held by Eliot about the language of the Eli zabethan and Jacobean 

poet s ,  since , as we have seen, Eliot t here associat es part icularity 

with complexity� 68 The contradiction springs from the inadequacy 

of his notions of both complexity and simplicity . His noti ons Rre , 

in fact , impre ssionisti c .  Up t o  a point , this doe s  not mat t er ,  

67 . "Dant e " ,  Sel e cted Essays , p .  243 . 

68 . See above , p.290. 
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e spe cially when t he impressior1 s arc as vivid and sensit ive as those 

of a crit ic of Eliot ' s  genius . But , in the end , his reliance 

upon insuffi ciently worked out impres sions leads to confusion . 

Having assert ed the highly visual quality of Dont e ,  Eli ot 

COL1pares Dant e 1 s It al ian with the English language : 

[English] words have asso ciat ions , and the groups of 

words in as soc iat ion have asso ciat i ons , which is a 
k ind of local self- consciousne s s ,  be cause they are 

the growth o f  a part icular civil isat ion . 69 

Thi s gives Engli sh words "opacity" ,  whereas Dant e ' s words have 

" lucidity " . 
70 

Mario Praz has t aken issue with thi s ,
7 1 

and,  

indeed,  it seems that what Eliot att ribut es to  English must be a 

fundamental feature of an� language , and that Eliot ' s  impres sion 

of Dant e ' s  "lucidity " is  the consequence of hi s knowing It alian 

far less wel l  than he knows Engli sh . 

It would be pre sump tuous of me to  pretend to any analysis o f  

D�t e ,  but a brief comoent o n  a Dant e- esque pas sage in Eliot ' s  own 

poet � can , I think , serve as an adequate sub stitut e . Eliot 

comment s on t his passage in ''Uhnt Dant e Means to Me " ,  refers to 

69 . "Dant e " ,  Selected Essays , p . 240 . 

70 . ibid . , p . 2 39 . 

7 1 .  "T. S .  Elio t  and Dante" , T. S .  Elio.t : A Selec ted Critiqu�, 
ed. L. Unger, New York, 1 966 , pp. 306-307. 
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"thi s  vor.J bare and aust ere stylo " ,  to t he "simple words and 

sinple  phrases " ,  and not es  that tho l;mguage is  "very diroct " . 7 2 

As  Eliot did far more work on this passage than anyone will ever 

do , and as he had genius to  boot , it seems impertinent to question 

his judge!ilent , butit seens vc�ry unlikely thi"lt v1ords like " simp l e "  

and "direct " would n!'>.turally spring to  the nind of a reader asked 

to comment on it . The first line contains a deliberat e ambiguity ; 

the second and third deliberate paradoxes i the fourth :�nd fifth 

a metaphor of 11Tiek:.physical " surprisingness  i the sixth a simile  

o f  st riking bol dness ; and so  one could go on : 

In the uncertain hour before the morning 
Near the ending of  int erminable night 
At the recurrent end of t he unending 

Aft er the dark dove with the flickering tongue 
Had passed below the horizon of his homing 
While the dead leaves still  rattled on like tin 

Over the asphalt where no other sound was 
Betwe en t hre o ,l_i st rict s wh2nce the snoko arose 
I met one walking , loit ering and hurried • • • • 

73 

The l ines would ,  in fact , offer a good o�portunity for a Richards 

to display the intense "activity" of poetry; a.s , for instance , in 

the complex int er-action between teno r  (a departing bomber) and 

7 2 .  To Criticize the Critic ,  p . 1 29 . 

73 . "Little Gidding" ,  11 . 73-86 . 



vehicle in , 

Aft er t he dark dove nit h the fl ickering t ongue 
IJ::.,,d passed b elow t he hori zon of h i s  horain.g . 
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The reader has t o  s e arch anong t he posslb ilit i es , and his search , 

being successful , i s  the re- creat i on o f  what tho l ine s are about . 

In claiming t hat Dant e i s  " simple " ,  El iot al so uses , for 

purpos e s  of cont rast , so�e l i ne s  from Ant ony P�d Cleopat ra : 

she looks l ike sl eep , 
As she woul d  catch anot her Ant ony 
I 71 n he r s trong toil of crr:,cc.  r 

This , I think , i s  a loaded examp l e , b e cau s e  it is highly comp l e x ,  

even for Shake spear e ,  but it i s ,  i n  an;y case; , not diffi cult t o  p i ck 

l ine s from Eliot ' s  ovm Dant e - e sque passage , whi ch approach it : 

First , the co l d  frict i on of expi ring sense 75 

o r ,  

The b i t t e r  t astele ssne s s  of shadow fruit . 76 

It i s  probable t hc,t one of the ren.sons why El iot l ik e d  to us e the 

wo rd "simple " o f  this sort of nrit ing , i s  conne ct e d  with t hat 

fe ature of hi s  lat e r po et ry which caused Dr . Lcav i s  t o  remark , 

7 4 . "Dant e " , Selected Es sa,ys , p . 244 . 

7 5 .  "Lit t l e  Gidding" , 1 . 1 3 1 . 

76 . ibid . , 1 . 1 3 3  
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"Eliot ' s  poetic t echnique is a technique for sincerity" . 77 There 

is  no indulgence in spect:�cu.lar effect s or "bri ll i8Jlt " ironies ;  or , 

t o  us e thet erms by whi ch we have describedEliot ' s  notion o f  

complexity,  there are no mysteriously haunt ing images ,  no daring 

distortions of language , and no "witty" stances . However ,  though 

it lacks such things , it is not "simple " ,  but highly complex.  

YII I .  

I t  i s  i n  the idea of a "di ssociation of sensibility" that 

Eliot ' s  unsatisfactory notions of simplicity and complexity are 

mo st dar:�aging� The two key poet s here are Dryden and Milton . We 

will deal first with Dryden . 

The idea of a " dissociation of sensibility" is that the ability 

to fuse thought with feeling in poet ry ,  conspicuous in "the t ime of  

Donne or Lord Herbert of  Cherbury" has disappeared from Engli sh poetry. 

In Elio t ' s  vimr Drydon and Milton were instrument al in hast ening 

the disappearance . 78 

11 .  F . R .  Leavi s ,  English Literature in Our Time and The 
University,  London, 1969 , p . 1 20 .  

78 . "The Metaphysical Poets" , Sele cted. Essays , pp . 287-288. 
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The way in which Drydcn ' s  role is discussed nay most 

conveniently be recalle d by quot ing Eliot ' s  conpRrison of hin with  

Swinburne ; D ryden , Eli ot says , 

bears a curious antithetical resemblance t o  Svrinburnc . 
Swinburne w2..s al so a master of  words , but S\7inburne 1 s 
words are all suggestions and no denob.t ion; if  they 

sugge st nothing , itis b ecause they suggest t oo much . 
Dryden ' s  words , on the other hand , are precise , they 
stat e imnensely, but their suggestiveness  i s  often 
nothing . 79 

Thi s relat es very directly to Eli ot 1 s conpari son of Marvell with 

\li llia.IJ Morri s i  Morris , like Swinburne , i s  all suggestion , whereas 

Marvell is both precise and suggc:st ive , and fuses thought with 

f 1 .  80 ee lng . Aft er sone very fine coi!linent s on Dryden ,  Eliot remarks : 

The question, which hc::.s certainly bean vre.iting , may 
justly be ask8cl :  whether, without this >rhi ch Dryden 

lacks [ i . e .  suggestiveness] , verse can be poetry?8 1 

Eliot then not es  the inpossibility of giving a cb finiti on of "poet ry" , 

quotes from Dryden ' s  elegy on Oldham , and says : 

From the perfect ion of such an elegy we cannot 
detract ; the l�ck of sugge stivene ss is  

79 . "John Dryden" , Selected Es says , pp . } 1 4- 3 1 5 . 

80.  "Andrew Marvel l " ,  ibid . , pp . 299- 300 .  

8 1 .  "John Dryden" , ibid. , p . 3 1 5 .  



co�pensat ed by the sat i s fying complet ene ss  of the 
statement . 8 2  
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In spit e of all his insight , Eliot i s ,  in the end, adopt ing the 

"romantic 11 att itude to Dryden ; the bent of his argument is  t owards 

tho vien that Dryden thinks pm7erfully , but fools  insufficiently . 

But , in fact , the excellence o f  hi s  account of  Dryden is that it 

point s to the t riviality of the criterion of "suggestiveness " ,  

exposes the falsity of equating "suggestivene ss"  with "feeling" , 

and gives the essential hint about the complexity o f  Dryden ' s  

language . 

For instance ,  Eliot quot es  the famous lines on Shaftesbury 

( Achitophel ) : 

A fiery soul , whi eh working out it s way , 
Fretted the pigmy body to decay :  
And o ' er informed the t enement o f  clay , 

and coD.lilent s :  "Those l ines are not merely a magnificcmt t ribut e .  

They croe.t e the object  , ·hich they cont emplat e " , 8 3 This is so , :md 

in creating the object they go beyond anything that might be implied 

by the idea of " stat ement " . The creat ivenes s ,  further ,  involves 

complexity of language , This i s  mo st obvious in the nultiple 

exploitation of "fretted" . The F . E . D .  gives three 

8 2 .  "John Dryden " ,  Selected Essays , p . 3 1 6 .  

8 3 .  ibid . , pp . 3 10- 3 1 1 .  
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st rru1d s of ne aning , al l of which are here rel evant . I .  "Of s l ow 

and gradual destruct ive act ion • • •  e.s of corrosive s " :  II . "T o 

di stre s s · one s e lf with c onstant regret or dis c ont ent ; t o  chafe , 

worry . Oft en with additional not i on of querul ous ut t e rances " :  

I I I . "T o move in agitat ion or tumo il " . 

with "working out " ,  which is also complex . 

T he s e  @eanings int er- act 

First , " leaving the 

body which hA-s been dest roye d by the corro s ive fret t ing " ;  s e cond , 

"plott ing it s politi cal cour s e , which invo lves a lot o f  worry" . 

But "working out " has also the kind of meaning which appears in 

such phrase s as "working out hi s appr ent ice ship " ;  Shaft esbury i s  

complet ing an al lot t ed t ask , so the re i s  a sugge st i on that he i s ,  

i n  t he end , norely working out hi s al lotted de stiny . 

This analysi s is us eful b ecause it indi cRtes the way in whi c h  

a large number of feel ings ent e r  into the creat ive effect ; by 

" feeling s "  is 1:1eant all the implications o r  connotat ions whi ch the 

meaning s invo lve . In a real sense the l ine s sugge st immensely, 

t hough their sugge st ivene s s  i s  not of the kind thRt one a s so ciRt e s  

with Swinburne . 

That the qual ity of haunt ingne ss , o r  suggestivene s s  ( in Eliot ' s  

s ense ) upon whi ch t he idoa o f  a " disso ciat i on o f  s ensibility " so 

much depends , i s  a t ri vial c rit e rion ,  is al s o  apparent in Eliot ' s  

essay on Blake , another o f  his b e st performanc e s  as a crit i c . 

Elio t  says menoro.bly , of Blo.ka 

because he was not distract e d ,  o r  fright ene d ,  o r  

occupi e d  i n  anything but exact statement s ,  he 



unde r st o o d .  He was nak e d ,  and saw nen nake d ,  

froo the c ent re o f  h i s  own c ry s t al .
84 

This fe ature of Blake i s  illus t rat e �  by : 

Love seeketh only self t o  p l ease , 

T o  b ind ano t he r  t o  it s delight , 

Joy s  in ano t he r ' s l o s s  o f  ease , 

And bui l d s  a He l l  in Heaven ' s  desp it e .
8 5 
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E l i ot i s  here t alking about Blake in the way t hat he t alks about 

Dryden ; they bot h excel at " exact s t at eoent s " .  I t  is unl ike ly that 

Eliot w i she d to suggest t hat Blake and Dryden have anyt hing in c ommon , 

o f  c ourse , but he i s , in any cas e ,  making an e s s en t i al p o int . The 

p o int is that to w hi ch I drew at t ent i on in my discu s s i on of 

Richard s 1 compari son of Blake with Gr� .
86 

r7hat ever b e  t h e  

difference b etween Blake and t he "neo - cl a s sical " poet s ,  i t  cannot 

bo convincingly d emonst rat ed as dif fering degrees o f  complexity in 

t he use of language . 

El iot ' s  imp r e s s ion of Blake here records it s e l f  in language 

s imilar to t hat in which he rec orded hi s itJ.pression of Dryden . In 

one sense , he i s  mi s t aken in both case s ;  t he language of Blak e  i s  

as complex ae t hat o f  Dryden , and the phrase "exact statement s "  i s  

84 . ' 'Will iam Blake " ,  S e l e ct ed Essa,ys , p . 3 19 .  

8 5 .  ibid . , p . 3 20 . 

8 6 .  See abov e ,  pp. 1 1 8-1 23 .  
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consequently rais loading . But it is  hard to S lc G  anything 

intrinsically obj o ction1�le in t his collocation of the two poet s ,  

insofn.r as poGtic  le..nt,ruago i s  concGrned, Had Richards , for 

instance ,  taken the above stanza by Blake for comparison with some 

representative linos by an 11ugustan poet , hE) would hc..ve found it 

impossible to even embark on an at tenpt to dist inguish them in t e rms 

of different kinds of  complGxity .  In  Eliot ' s  case what is here 

demonstrat ed,  as was noted above , is the unimportance of  

" suggestiveness" . 

IX . 

About Milt on , the other key poet in the disappearance of a 

unified sensibility , I have already made my basic cont ent ion; his 

poetry responds to analysis in t hu sa;nG rmy as doe s Dryden ' s ,  or 

Donne ' s , or Shakespeare ' s . It is  creative , and reveals t o  a high 

degree the conploxity which Coleridge attribut es t o  "imaginat ive " 

poetry . 87 But some further remarks about Eliot on Milton are in 

place , since they i llustrat e some other features  of Eliot ' s  views 

on poetic language , 

87 . See above , pp. 2 99-308. 
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The essent i al case against Milton is implied in the t erm 

"nagniloquence " . 88 In his crit ique of Milton , Eliot remarked that 

he found it ne cessary to  read Milton twice - once for the sound and 

once for the sense . The swell of the Miltonic nusic distract ed 

Eliot from the meaning of t he words , and closer inspection revealed 

that it had already distract ed Milton hirlself in the sam way . 89 

"Magniloquence" involves insensitivity to subtlety of sense ,  hence 

Milt on is the opposite of Dryden , whos e  poet ry exhibits  preci sion 

of stat ement . To illustrat e the point , Eliot quotes  a typically 

long sentence from _Paradise Lost and says , "the conplication is  

dict at ed by a denand of verbal music , inst ead of  by any demand of 

sense" . 90 Eliot ' s  view is summari zed in the renark that in 

Milton there is  a "hypertrophy of the auditory imagination at t he 

expense of the visual and tact ile " . 9 1 

We have already illustrat ed the fact that I.'lil ton ' s  language is 

complex, and thechief question here is  what Eliot meant by "verbal 

music" . An investigation of it throws l ight on Eliot ' s  secon d  

Milton essay ,  which Dr . Leavi s thinks was merely t he result of  a 

88 . See , for exru�ple , Selected Essays , p . 30 1 . 

89 . ' 'Milton I " ,  On Poetry and Poet s ,  pp . 142- 1 43 .  

90 .  ibid. ' p . 1 4 1 . 

9 1 . ibid . , p . 143 . 
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loss of nerve on Eliot ' s  part . 9 2 It seems more l ikely , in fact , 

that it represent s a failure of crit i cal rather than of general 

principle s . 

Eliot has two distinct ideas about "nusi c" in poet ry ,  and we 

will describe them in turn. 

The most  clear fornulation of  the first indi cates its 

resemblnnce to  that offered by Richards in Coleridgc on IL1agination . 9 3 

In "The Music o f  Poet ry" Eliot insists  that "the nusic of  poetry is 

not something that exist s apart from the 11eaning" , 94 and goe s  on 

to  say :  

My purpos e here i s  t o  insist that a ' musical poeo '  is a 
poem whi ch has a nusical pattern of sound and a t1usical 
pattern of the secondary meanings of the words which 
compose it , and that these two patterns are indissoluble 
and one . 95 

Alongside thi s ono may set Ri chards ' remark : 

The perceived relations between t emporal part s of  an 
utterance , whi ch seem to the ear to const itut e  good  
met re , derive from relations between part s of it s 

. 96  neanlng . 

9 2 .  See ,  for example , English Lit erature in Our T ine and The 
University, p . 1 38 .  

93 .  See above , pp. 95-97. 

9 4 .  On Poet;y and Poet s ,  p . 29 .  

9 5 .  ibid. , p .  33 .  

9 6 .  Coleridge on Imagination , London , 1934 , p . 1 20 .  
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For Richards , that i s ,  oet re heightens the pro cess of inter-

inanination . 1D1other quot ation froo Eliot nake s the reseoblance 

more clear:  

The nusic of a. word i s ,  so to speak , at a point of 
intersect ion : it arises f rom it s relation first to the 
words illlLlodiately preceding ?..nd follovdng it , and 
indefinit ely t o  the rest o f  it s cont ext ; and from 
another relation ,  that of it s inmediate oeaning in that 
context to all the other neanings which it has had in 
other cont ext s ,  to it s greateror le ss wealth of 
association . 97 

It may well be that Eliot is at this point spe cifically indebt ed  to 

Richards, becaus e there is some reason to believe that he is  not 

really in comBand of the ioplications of  this  view , This is  clear 

in the sane e ssay , when he says , discussing succes sive poetic  s chools ,  

"when we reach a point at which the poet i c  idiom can be stabili zed , 

then a period o f  musical elabor::1.tion can follow" , 9B If one real ly 

accepts  the t heory of  meaning assuoed by Ri chards ' account of  musi c ,  

t hen to  talk o f  a "poet ic  i dion" being "stabilized" i s  impossible , 

since the powers exerted by a word in one context will be different 

from those it exert s in any o ther cont ext . It may also be not ed 

that , if one accept s Richards '  definit ion of music in poet ry ,  and 

9 7 . On Poet;y and Poet s ,  pp . 32- 33 . 

98 .  ibid. , p . 38 . 
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E l i ot ' s  nccount of Mil t on ' s language , t hen Hi l t on canno t be 

"rmsical " .  Mu si c involves c oiJpl oxity o f  meaning , and Mi l t on ' s 

language , according t o  El iot , i s  not coopl ex . 

Vlhen Eliot t alks o f  Milt on ' s  ous i c  he is , in frwt , e.ppeal ing 

to an i de a  dif ferent froo the.t o f  Ri chards . Thi s ide� appears , 

fo r instance , when Eliot not o s  t he imp o rt ance o f  " de finit ene s s "  as 

a cond i t i o n  for suc ce s sful "mus i c "  in tho dict ion of P ound . 99 

Eliot h e re mak e s  thi s ob servat i on: 

Words are perhaps the harde s t  o f  al l mat erial of art : 

fo r t hey mus t  b o  used t o  e xpress both vi sual b e auty 

and b e auty o f  s ound , as i''cll as communi cat ing a 

grammat i cal s t at ement . 
1 00 

Thi s imp l i 2 s  a s op arat i on o f  mu s i c  �nd meaning , and the point i s  

made oxp l i c i  t ly i n  a compari son o f  Swinburne r; i t h  Cam;:> ion . 

quo t e s  Campion ' s  l i ne s ;  

Shal l I c ome , i f  I swim? v i de aro t he wave s ,  you s e e ; 

Shal l  I come , if I fly , BY clc:'.r LovG t o  thee? 

and commen t s : 

E l i o t  

I t  i s  an arr�gement and cho i c e  o f  words whi c h  has a 

sound-value and at the s eme t ime a c oherent comprehen si b l e  

meaning ,  an d t he t wo t hings - t h e  musi cal value and 

9 9 .  "Ezra Pound : His Met ri c  And Poetry " , T o  C ri t i ci z e  the 
C ri t i c ,  p . 1 70 .  

1 00.  ibi d . , p . 1 7 1 .  
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meaning_ are two things , not 10 1  one . 

C�pion ' s  spe cial relation �ith  �usic is  not here regarded as making 

him an unusual caso , and Eliot , on the same page , makes the s ame 

point about sane lines by Shelley , which are said to  be likG 

Campion 1 s in th9.t they have "a beauty of music and a beauty of 

102 content " .  

This  idea, evidently, i s  dir2ctly opposed t o  that expounded in 

"The Music of Poetry" , where the pat terns of r2:msic and Tieaning are 

said t o  be "indi sso luble and one " .  103 }urther ,  it i s  not a very 

far step from the comment on Caopion to  the crit ique o f  Milton ' s  

"1:2agniloquence "  : 

To  extract everything possible fro1:2 Paradise Lost , it 

would see� necessary to  read it in two different wRys , 
104 first solely for the sound, and second for the sense . 

Consequently , it is  no surprise that Eliot , in hi s second Milton 

essay , and wishing to pre.ise Milton, says that Milton can t each the 

modern poet that "the �usic of verse is strongest in poetry whi ch 

105 has a definite meaning expres se d  in the properest words " . The 

1 0 1 . "Swinburne As Poet " ,  Selected Essays , pp . 324- 5 · 

102 . ibid . , p . 325 . 

103 . See above , p. 333. 

104 .  ' 'Milton I " , On Poetry and Poet s ,  p .  1 43 .  

105 . "Milton II " ,  On Poetry and Poet s ,  p . 1 60 .  
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word " definit e "  here is p oint ing in the s ane direct ion as the 

remarks on Pound , C amp ion and Shelley and is al so , it may be 

suggested , hint ing at a rej e ct ion of Richards 1 sort of the ory 7  which 

s e e s  1 'musi c "  a s  ne cessarily conne cted wit h  comp l exity of meaning 7 

rat her than with "definit ene s s " . 

T here is , e s sent ially , l i t t l e  difference betwe en Eliot ' s  

c ri t ique of Mi lton and his "recant at i on " .  In the "recant n.t i on " it 

i s  s t i l l  not e d  that Milton lacks "part i cularity " , 
106 

and , a s  we 

have said, ther e  i s  lit t le change in the account o f  Milton ' s  

"nus ic " ,  3Xcept t hat what i s  now cal l e d  1 1Lmsi c "  was previous ly 

di smi s s ed as "magniloquen ce " .  

The import ant point i s  that nei t her the cri t i que nor the 

re cant at ion gi ve s any indi cat i on of the complexity of Milton ' s  

p o et ry ,  nor ,  cons equent ly , any indic at i on of what the Milt oni c 

"nu s i c "  is do i ng .  In fact , a s  has always been sai d ,  his musi c i s  

" subl ime " and i s  i n  the c l o s e s t  relat ion with hi s imaginat ive p ower , 

so t hat the musi c end the meaning are perfectly cons onant . In 

El iot ' s  se cond e s say on Milt on , the Mil t onic "mu si c "  se ems t o  be 

fel t  merely as an ab stract pat t ern o f  s ound , beaut i ful fo r it s ov;n 

sake . 

El iot nowher e  shows any int erest in t he " sublime " ,  and , 

evi dently , it i s  harder t o  imagine a mode more ali en from his 

106 . ''Milton I I " , On Poet:cy and Poet s ,  p . 1 56 • 

• 
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ovm poet ry . Here , probably , i s  the root of his lack of sympathy 

for Milton,  in much tho sane �ay as Johnson ' s  crit ique of Donne 

springs from his lack of synpathy with Donne ' s  subj e ct matter.  
107 

further ,  just as Johnson ' s ant ipathy w2,s confirmed by his use of  

eighteenth century literary principles , so  is Eliot ' s  by certain 

features in hi s not ion of complexity . Milton is not nwi tty " ,  he 

doe s  not cult ivate the haunt ingly suggestive line , and he does not 

dislocat e language in the way that some Elizab ethan poet s do . It  

i s  not , consequently, surprising that Eliot f.::.il3 to point out tli.e·' 

W[�ya in �rhich Hil ton ' s  1;':'-nguc..g:) i o  cooplox. 

X. 

In my account of Eliot ' s  views on poetic language , I have 

concentrated on the dist inctive element s ,  and, more particularly ,  

o n  the point s at which those dist inctive element s are o f  dubious 

value . Thi s  may seen rather like giving an account of Dr .  Johnson 

by referring only to his views on "netaphysical " poetry . I should ,  

therefore , stress again the importance of  that valuable core in 

Eliot ' s  criti cism , and especially in his early crit icism, which was 

described at the beginning of my account . 

1 07 .  See above , pp. 230-231  .. 
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That valuable core was pre sent in the fonn o f  suggest ive hint s ,  

rather than of con sistent expo sition .  I t s  value , and the 

diffi cult ie s t hat l ie in the way of ext ract ing it , are recorde d  in 

Dr . Leavi s '  account of Eliot ' s  crit i ci sn . 
108 

Dr . Leavi s , as he 

cont inued over t he years t o  read and re-read Eliot found much ,  in 

t he early crit i c i sn ,  to ponder upon and learn from . He al so found 

much t o  rej e ct , and ,  in Eliot ' s  later crit ici sm ,  a di st inct 

fall ing off. 

That i s  an account from whi ch it i s  difficult t o  di ssent , but it 

may be sugge st ed that the fal ling off was due not to a lapse of 

int egrity on El iot ' s  part , but to the fact that his c rit icism had 

always been impre s sioni st i c .  It i s ,  c ert ainly , not pos sible t o  

t race i n  Eliot ' s  work the coherent an d  consist ent appeal t o  fully 

graspe d  crit i cal principles that one finds in Dr . Leavi s ' o;vn work . 

As far as our own parti cular intere st s are concerned, Eliot ' s  

failure to ext ract principl e s  from hi s impressions , i s  refl e cted in 

the fact that there is very little analysi s  in his crit i ci sm .  I t  

i o ,  i n  f�c t ,  s oJJorh:-:t puzzling thnt he should h:J.VL; 

108 . English Literature In Our T ime And The University, 
London , 1 969 , pp . ?0-80 . 
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': cquirc'-1 such c. roput� t i on for c.nnly�is . E l i o t ' s  unwi l l ingne s s  

t o  t e st hi s not i on s  b y  sust aine d and det ai l e d  analysi s i s  t he 

fact or whi c h  allows freo pLoy t o  the di s t inct ivo f oature s ,  o r  

bias e s , i n  hi s idoc.. o f  COLll) l e xity . 

It i s  apparent that the s e  bia s e s  ( in favour of wit , 

sugge stivene s s  and d i s t o rt ion o f  language ) corr e sp ond with 

important feature s  in modern po e t i c  tast e ,  t hough an i l lust rat i on 

of this i s  b eyond the s cope of ny enquiry . P e rhap s what mo s t  

needs ins i st ing upon i s  t hc.t in E l iot ' s  crit i ci s m ,  a s  in t he 

cri t i c i sm of othe r innovc..t o rs ,  such as Dryden a..'1d 1Jo rdswo rth , t hs 

bias2s are l e s s  impo rt ent than t he core of t rue insight . I t  

would b e  unfo rtunat e vrc re Eliot eventually t o  b e  t reat ed in t h e  

same way as D r .  J ohnson , and hi s b iases pre sen t e d  as q full 

1 09 
account o f  hi s cri t i ci sm .  

1 09 . See above , p. 1 86 .  



CHAPTER 9 

THE IDEA OF CONPLEXI TY IN THE 

CRI TI C I S!Ii OF F . R .  LEAVI S 

I .  

My account o f  Dr . LG.::'�vi s wi l l  fo l l ow the s2.me p :::.t t ern as my 

a c c ount of El i o t ; I w i l l  d e s c ribe first t he counon g round between 

Dr . L eavi s and Ri chards ::md t h en the d i st inct ive feature s of Dr . 

L eg,vi s ' views on poet i c  longuagc . Since , again , I shal l be 

concent rc,t ing on what I think are doub t ful point s i n  Dr . L eavi s '  

w o rk , I should s t r e s s  t h2t he i s ,  in my op inion , t h e  b e st o f  t h e  

node m Engl i sh c r i  t i c s , bc;c2u s e  h e  k e ep s t o  t h e  c•mt ral roc.d o f  

c ri t i c i sn ,  r e s p onding as a ful l  human b e ing t o  l it erature s e en as 

ful l  hum:::m utt eran c e , Md b e cause hi s p ower to r e s i) ond has shown 

i t s el f  over a very wide; aroa of Eng l i sh l it er;::�ture . Furthe r ,  he 

has shown greFLt c on s i s t ency i n  t he app l ic '.t ion of s ound l i t c r2ry 

princip l e s ,  wi t hout al l owing t h e o ry t o  out weigh hi s s t rength and 

d e l i c acy of r e sp on s e  t o  actual works . I n  al l of t hi s he re s embl e s  

Dr . J ohnson , t h ough thi s i s  not , o f  cour s e , t o  c l ain that hi s 

l it erary genius i s  conparab l e  with J ohns o n ' s . 

To t ake f i r s t  the common ground with Richard s ,  we may s ay 

immediat ely t hat Dr .  LeP.vi s ' key cri t i cal t erms are " comp l e xi t y " , 

" real i sat i on " , and " s e l f  - realisat i on ' ' . The p oe t , by a comp l ex 

u s e  of language , enab l e s u s  t o  grasp ful ly , or real i s e ,  what ever 

it i s  t hat he is t alking about , and the grasp i ng i nvo lves 
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awareness  or s e l f- r 2al i s at i o n . The p ro c e s s  i s  some t im e s  des cribed 

in Coleridgean t erm s by Dr. Le::wi s ,  as a fu sion of t hought wit h 

feel ing i t he roD.de r h<>, s  the ex) e ricmc e and know s what it i s . 

These i d o e1 s  re sult in a vi ovr l ike that of Richards ' theory of 

" p s eudo - st at ement " .  For Dr . L e2.vi s  the " t rut h "  o f  p o et ry i s  a 

que s t i on of degree o f  real i s at i on . 

It i s  not nc c e s sFl ry t o  illus t rat e t h c s -3  id c;as at grc:'l.t l engt h , 

since t hey will b e  familie.r t o  any road er of Dr . Leavi s ' work , 

but a few quot at i ons Bay be c-1dduced as reminde rs . With r eg2.rd t o  

comp l e xi ty , Dr . L e a  v i s  says , i n  a Scrut iny art i c l e : ' 'What '."l e are 

conc e rned wit h in analysis are always mat t ers o f  c omplex verbal 

organ i s at i on " . 1 T ha rel ct i on between thi s and real i s at i on i s  

exGop l i f i e d  i n  thG fo ll ovving c omncnt on J amGs Joyc e : 

T here i s  pro s e  in Ulys s e s ,  t he d o s cri9t i o n ,  for i ns t ance , 

o f  St ephen Dedalus walking over t he but"-ch , of A. 
Shak e sJ e ar ean concret ene s s ; the r i ch complexity it 

o ffers t o  analy s i s d e ri ve s from the int en s e l y  imagine d 

2 experience real i z e d  in the words . 

Th e r el at i on , in turn , b etween t hat and s el f-reali sat i on i s  exemp l i fi ed 

in t he f o l l owi�3 reuQrk : 

[ the poet ' s  ] cnpc.ci  ty for expuri encin� nnd his power of connunicn t­

ing nro incUo tineuishnblc ; not Dore ly becnus e we should 

1 . "ILlagery and Mov ement " ,  Scrutiny, xiii ( 1945 -46 ) ,  1 1 9 .  

2 .  "Joyce and. ' The Revo lut ion of the 17ord ' " , Scrut iny ,  i i  
( 19 33- 34) , 1 94 . 
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not know of t he; one wit hout t he o ther , but b e ce.uso his 

power of l!lo.king words G Xp r 2 s s  w hnt he fe el s i s  

indist ingui shable frOL! h i s  a\'li:.rene ss  of wh'l.t he feel s .  3 

The e s sence of p o et ry for Dr. L :.:<:ovi s , as for - !e,rburt on or Col e ridgG , 

s el f-knowl e dge . The iclen of s elf- real i s at ion should b e  further 

i l lu s t rat ed wi t h  ref�renc� t o  spe cific � o et s :  

The acti vity o f  the t hink ing nind , the ene rgy o f  

int el l ig enc e , involved i n  the Met ap hysical h2.b it neEms 

that , when the po et has urgent p e r sonal ex)erience to 

dec1..l wit h i t  is at t ende d  to .wd cont enp l d ed - which in 

turn raean s  sone kind of s ep2.rP"ti on ,  or d i s t in ct ion , 

b etween exp e ri encar :md exp erienc e . ' Thoir ntt eL1pt s 

wc�ro always analyt i c ' - t o  analyse your exp eri enc e you 

oust , whi l e keep ing it '"tl ivc: and iDT:ledio.,t oly pre s ent 

as experi en c e , t reat it in sone s ens e as cm o b j ect . 
4 

Thi s  may be put sinply in t e rn s  of " s i nc erit y " , r'.,S in Dr . Leavi s ' 

coDl!lent on A sh We dne sday : 

i t  is imp o s s ib l e  not t o  s ee in it a p ro c e s s  o f  

s elf- s crut i ny ,  o f  sel f - exp lo rat i o n ;  o r  not t o  feel 

t hat the p o e t  icnl p rob len at any p o int W"\.S .� spiritunl 

_flrobleL1 , a probleu in t he at t aiiiDent of a difficult 

s incerity . 5 

3 .  New Bearings in Engli sh Po etry , London , 1 9 59 ,  p . 1 3 .  

4 .  " ' T hought ' and Emot ional Quality " ,  S c rut iny ,  xi i i  
( 1 9 45 - 46 ) ' 6 1 .  

5 .  New Bearings in Engli sh Po etry ,  pp . 1 1 7 - 1 1 8 .  

\ 
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The s e  int er-rel a t ed ideas of c o:r:.1plexity , real i s at ion and 

s e lf-reali sat ion wi l l  be further i l lust r2.t ed when w.c di s cu s s  t he 

di s t inct ive features of Dr . L e avis 1 thinking , so vr e may rest for 

t he moment wi t h  t hat brief prel irclinary out l ine . 
6 

II . 

A Jclore det ai l e d  probing of the basic ideas , as they appear in 

Dr . Leavis ' work , is afforded by hi s vi ew of p o e t ry as 

p seudo - st at ement ; t o  put it in that way i s  just ifiable even though 

he doe s not us e t h e  wo rd '\) s eudo - st at enont " or pres ent 11.n expl i ci t  

theo ry .  Dr . L e avi s 1 way o f  cmt t ing i t  i s  t o  s ay t hat poet ry i s  

" en::wtnent " a s  O;Jp o s ecl t o  " stat enent " .  '7e have alre:::.dy s een 

exampl e s  of t hi s  l ine? of t hough t , in our dis cus sion of Dr . Johnso n ' s  

Shak espeare cri t i c i s:J , 7 so we will now conct:mt rc .. t e ,  wit hout further 

i llust rat ion , on a point at whi ch t he id -::as appear in a rather 

int ere st ing and provocat ive way . 

8 
'I'he c:=:tse i s  Dr . Leavi s '  di scus sion of Lawrenc e ' s  St . Mawr , 

6 .  For an account of Richard s ' concept s of "p s eudo- st at ement " ,  
" complexi ty " ,  "real i sat ion " and " s elf - real i s at ion" , see above , 
pp. 29-3 1 and pp. 90-94 . 

7 .  See above , p . 246. 

B.  F . R .  Leavi s ,  D . H .  Lmrrence, Novel i s t , Lond_on , 1 9 5 5 , pp . 2 2 5 - 245 · 
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with  which Professor Buckley has registered disagreement ; 9 this  

disagreenont offers a n  opportunity to  nake sane necessary point s .  

Dr . L._cavis 1 argm1cmt about St . Mawr runs as follows .  He 

begins , if the oetaphor i s  perr.d s sibl e ,  fron the " surface " ,  the 

words on the page : 

Lawrence writ c;s  out of t he full l iving lang-uage with 
� flexibility and a creative freedom for which I can 
th . nk f ll l . d t . 1 0  l o no para e ln  no ern u:�es .  

The power of t he language i s , Dr. Leavis clains , a realizing power 

which present s it s subj ect fully ; it gives us the "potent actuality 

of  Mrs ',7itt " ;  ensures thd the nountains ( the s etting of t he close 

of  the story)  are 11Darvellously evoked" ;  and  gives us  the horse , 
1 1  St . Mawr, "by a wealth of poetic  and dran2"tic neans " .  Dr .  Leavis 

offers no detailed analysis  of thi s ,  and restrict s himself largely to  

general comncnt s on the conplexity of tone . He quotes , for 

inst ance , a conversation between the heroine and her nother and 

says :  
� � 

These exchanges ,  intic1at ely tetG-a-tet e ,  between Lou 
and her mot her are marvellous in their range and 
supplenes s ,  their harmonic richness , nnd the sureness  

9 . V .  Buckley , Poetry and Morality,  London , 1 9 59 ,  pp . 2 1 0- 2 1 2 . 

1 0 .  D . H .  Lawrence, Novel i st , p . 226 . 

1 1 . ibid . , p . 23 5 , p . 244 , and p . 2 3 1 . 
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of their inflexion , which , since the surf�ce , belonging 
to the convers:=ttional everyday world , is o..lways kept 
in touch with the depths ,  can blend in one utterance 
the hard-boiled sardonic with the poignant . 1 2 

The subtly conveye·,1 tones of the dialogue set before us not 

stereotypes ,  but p eople who seem t o  live . That Dr .  Leavi s offers 

no close analysis is an interesting point , which will be comment ed 

upon later .  

Inplicit in  this  realisation are moral judgement s ,  which are 

not stated but enact ed , The most interesting example of this ,  i s  

t he enactment o f  the ;;JOsit ivo values by whi ch the various ch::trc:wters 

arc dranatically "placed" . These values nay be point ed to  in some 

such phr':'..se as "integrity of being " , or "sincerity " ,  in the sense in 

which it appears in Richards ' utilisat ion of Confucianism . 1 3 Of 

those  values t he whole story itself  is  the enactment . The heroine , 

for example , want s a nan nith such int egrity , and Dr. Leavi s 

coDL.lc.mt s :  

The kind o f  int elligence , ' burning like a flame fed 
straight from underneath ' , that Lou postulates - the 
intelligence of a full thinking man who , nore than 
merely intuitive , can sit the stallion as Lewi s does 
- doesn ' t  prove it s possibility by being present ed 

1 2 . D . H .  Lawrence, Novelist , p . 237 . 

1 3 .  See above , pp. B0-82 . 
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in any charact er : Lou , �t t h e  clo se , has l i t t l e hope 
of me e t ing the man she uould Ci:'cr.J to n2.t s wi th . But i t  

i s ,  neverthe l e s s ,  i rrG s i s t ibly pre sent in St . Mawr the 
d ramat i c  po e:c ; it is no nGre ab s t r 1 0t p o s tul�t e . I t  

i s  pre sent a s  the carvel l ous cre�t i ve int e l l igence o f  
the autho r .  1 4  

A furt he r  quot at ion , al o1� the s�e line s ,  i s  us�ful , be caus e i t  

s e rv e s  ful ly t o  cl0ri fy t h e  i s su e s  invo lved : 

The p ower of the affi rmat i on l i e s ,  not in 311y insis t ence 
o r  a s s ert i on or argument , but in the creat i ve fnct , 

hi s art ; it is thnt whi ch b ears i rrefut ab l e  wi tne s s . 
What his art do e s  i s  beyond ar�1ent o r  doubt . I t  i s  
not a que st i on o f  netaphysi c s  o r  the o logy - t hough no 
doubt there are que s t i on s  j_) re s ent ed for t he 
f.letaphysi c i an rmd the t he o l ogian .  Great art , s ome thing 
creat ed and there , i s  what Lawrence give s  us . And 
there we und oni ab ly have a world of wond e r  and 
reverence , whe re l i fe we l l s  up fron myst e ri ous spring s . 
It i s  no me rely imagine d wo rl d ;  what the c re at ive 

imaginat i on of t he art i s t  raak e s  us cont emp l a t e  bears 
an unanswerab l e  t e stimony . 1 5 

I t  will b e  sccn that D r .  Ler.�vi s 1 path f rom the ;mrf:-;,ce of the wo rk 

t o  t hi s  final po s i t i on i s  very direct ; p o e t i c  real i sat ion is 

t e st imony of spi ritual health . The t rain of t hought i s ,  in 

imp ortant r e sp e ct s ,  l ike t hat pursued by Ri chards in Coleridge 

1 4 .  D . H .  Lawrence, Novel i s t , p . 234 . 

1 5 .  ibi d . , p . 2 3 5 . 
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on Imaginat i o n ;  t h e  poet give s us t h e  "fact of mind " , whi c h  may 

b e  t ranslated int o do ct rine s , of ve,rious kind s ,  and those d o c t :!:'in e s  

are open t o  doubt , argwnent , que s t i oning ,  d i s agreement , and s o  

1 6  
on . The "fact of nin d " , real i s ed by the poet ' s  c onplex u s e  o f  

l anguage , i s  not open t o  que s t i oning of thRt k i n d ,  and the only 

relevant que s t ion i s ,  " I s  it real i s e d? " That que st ion i s  

evi dently impor t an t . I t  nay be j u s t  as difficult t o  an swer as any 

que s t ion rai s e d  in theology o r  ne t aphy s i c s , and i t  will b e  dis cus s e d  

l at e r . For the noment we may f'lirly sunnllari z e  Dr .  Leavi s '  

argument as fo l l ow s : the c ent ral value o f  St . Mawr i s  real i sed 

with such power t hat it has the i r r e s i s t ib l e  ir.unediacy o f  fact . 

The n s s e rt i on t hat real i s at ion is rect itude , i f  one nay so put 

it , seems a b o l d  view , and i t  i s  t h i s  a s s e rt ion with which Pro fe s s or 

Buckl ey d i s agre e s . 
1 7 

However , i f  one accept s what may be cA.lled 

the Col e ri dgean definit ion of t h e  " imaginat ion " , t he as s e rt i on , s o  

far from b eing bold , i s  inc lude d  in t he defini t ion . 

Coleri dge , at the beginning o f  hi s des crip t i on of the 

" imaginat i on " ,  s ay s : 

The f!Oet , d e s crib e d  in i de al p erfe c t i on ,  b rings t he 

who l e  soul of man into act i vity , wit h  the sub o rdinat i on 

1 6 .  See above , p. 1 06.  

1 7 .  Poetrv and Moral i ty ,  p . 2 1 1 ,  
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Imaginative lc.ngue.ge , ?..s defined by Coleridge , i s  witness to t he 

presence of inab�nation y L�agination is essentially defined in 

t e�s of sp iritual he�lth ;  hence realisation i s  rectitude . With 

regard to  t he moral element , Coleridge ' s  definit ion is like Richards ' 

definit ion of value in Principles of Literary Crit icism ,  whi ch says 

that the highest value is attained by an organi sat ion of impulses 

in which t he less inportant are arranged so as not to  int erfere 

with the more important . It  al so resembles th�t ha�ony of being 

which Richards later tried to describe by using sone Confucian 

pas sages. . 19 

How the Coleridgo8.U definition of  ima.ginat ion relR.tes to  

Dr . Leavis '  di scus sion of  St . Mawr may be indicated by a 

remark from Rich2.rds '  commentary on Coleridge : 

The extracted abstract do ctrine ( if we arrive at any 
such ) is a skeleton of the living knowledge [ given by 
the poem] , deformed and scheoat i zed for t he legit imat e 
purposes of comparison ( 2.s vmll as for the irrelevant 
purposes of argument ) . In the poem [the idea� • • •  are 
autonomous,  sanctioned by their acceptability to the 
whole being of t he reader . Out of the �oem, they 

1 8 .  Biographia Lit eraria ,  e d .  J .  Sha.wcross ,  Oxford , 19 54 , 
ii ' 1 2 .  

1 9 . See above,  p . 35,  and pp. S0-82 . 
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are do ct rino Tierel y ,  e.nd a t empt at i on t o  d i sput e . 20 

Dr . Lea vi s 1 "unanswerab l e� t est imony " corre sp onds with Richards 1 
'acceptability to t he wbolo b c;ing o f  the reader" , Md his "que s t i ons 

present e d  for t h e  net ap hysici3l1 and theoloGi an" correspond with 

Ri chard s 1 " ext rnct ed ab strr .. ct do ct rine " . 

The Coleridgoan basis of Dr . Leavis  1 vi c;ws on poet i c  language 

nay b e  convenient ly r ecalled by his remark on Colcridge ' s  

di st inct i on between f,q,ncy and imaginat ion : 

[ i t] :is n �¥ cf calling at t ent i on t o  t he o rgan i c  conplexi t i e s  

o f  ve rbal l i f e ,  netaphori cal and othe r ,  i n  which 

ImaginRt ion nMifest s  it self l o cqlly . 
2 1  

The moral element i n  the definit ion of imaginr.t ion implies ths..t t h e  

language of p o et ry has an ine scapably evaluative func t i o n .  Thi s  

point i s  made , and Rccept Gd,  by Dr .  Leavi s , in hi s e s s[cy " Lit e rr:.ry 

Crit ici sm and Philo s ophy " ,  in t he rer:u.rk thrLt words in p o e t ry 

"reali z e a conplex expe rience • . •  [ and] a cert e .. in valuing i s  imp l i cit 

. th l '  . I f  22 ln e r e a  l zlng • Th'lt words in p o et ry have an ovcclur;, ti vc 

funct ion fo l lows f rom t heir pos s e s si on of element s of t one and 

fee l ing ,  for whenever t one and feeling are �r2 sont t he quest ion o f  

t heir appropriat ene ss must always ari se . 

20 . I . A .  Richards ,  Coleridge on Imaginat i on , London , 1 9 50 ,  p . 2 1 1 . 

2 1 .  "Coleridgc in Crit i cism" , Scrutin,y, ix ( 1 940- 4 1 ) ,  63 .  

2 2 . F . R .  Leavi s ,  The Common Pursuit , London , 1 9 5 2 , pp . 2 1 2- 2 1 3 .  
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As Richards em.:_:Jh'1si zes , Cole ridgo ' s definit ion o f  the 

imaginati on cont ains the i den o f  " io.personal ity " ,  which Colcridge 

describes as t he nppoal of imaginat ive p o e t ry  to the " al l  in ee.ch 

of human nature " .
2 3  The idGa o f  " iupE; rsonal i ty' '  o c cuJ,Ji es a 

s imilar �)bee in Dr . Loav i s ' t hinking , and iiAs ful ly il lustre.t ed i n  

Professor Buckloy 1 s  chapt er ,  "F . R .  Leavis : Impersonality and 

Value s " . 24 The way in which Dr .  Leavi s u s e s  the term may be 

r e call e d  by hi s rene.rk that in 1.-::.vrrence ' s fi cti onal present at i on , 

in The Reinbow , o f  a child-parent relat i on s imilar to that between 

hiBs e l f  and his LJ.other, "the expari ence i s  who l ly impersonalized ( and ,  

in b eing impersonal i z e d ,  extcndc-'!d) " . 25 

The inportanco of the idea of " imp e r sonal ity " ,  here , s e rves <=tS 

a renind er th:'lt the high cln.ins for the p o c; t  mr•,de by Coleridge and 

Dr . Leavi s 2.rG not , of course ,  new-fangled . 

Ras s elas , IIillac s ays of the p o G t : 

In Dr .  Johnson ' s  

He must di vest himself o f  t he projud� ces o f  hi s age or 

count ry ;  he must consider right Md wrong in the i r  

ab s t racted and invarb,bl e st::.t e ;  h e  nust d i sregard 
pre sent laws and opinions , and ri se t o  General and 

2 3 .  Biographia Li t eraria , i i , 64 . Cf . Coleridge on 
Imaginati on , p .9 7 . 

24 . Poetry and Morality , pp . 1 84- 2 1 3 .  

25 . D . H .  Lawrence, Novel i st , p . 1 3 1 . 
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and t ranscendent t ruths whi c h  wi ll always b e  the 

S 2Ill.8 • • • •  He rmst writ 0  r1s the int e r)rct c r  of nature , 

and the legi s l a t o r  o f  mankind , .')Jld consider himself 

as presiding over t he thought s Md nannc:: rs of future 

gene rat ion s ;  a s  a b oing su�) e r i our t o  t ime o.nd place . 
26 

InlRc i s  describ ed he re as feel i ng t he " enthu sias t i c  fit " upon him , 

but the j oke i s  against the ent husi.::'..sm and not n.gainst the i deal . 

I t  i s  in the l i.:;ht o f  the sane id eal t hat J ormson hinsc;lf gives 

Shakesp eare a supremo place . Thi s perennial clain for poetry ari s e s  

fron t he acut e s ens e of "there-ne s s "  f e l t  b y  t he reader ,  who s e eras 

t o  b e  in the presence o f  cxp o rienc 2 s  m1distorted by t h e  poet ' s  

p ersonal ity or t ine . T o  pursue further t he forego ing ide.'ls wi t h  

reference to Dr . Le<?.v i s ' di s cus sion o f  St . Mawr , I w i l l  cons id2 r 

briefly one of hi s quot e.t i on s  from the st o ry .  Lou sees the 

st al lion for t he first t irno : 

The: wild , bril l i n.nt , ::.l ert heac1 of St . �.'t2.vrr scorned t o  

l o ok at her out o f  anot he� wo rl d . It was as if she 

had had a vi s i o n ,  c:.s if the wall s  of hm:: own worl d had 

suddenly mel t ed e.vray , leaving her in 3. grc l.t dn.rknc s s , 

in the :r.1idst of which the l arge , bri l l i ant eye s  of t hat 

horse look ed at her wi th denonish que s t ion , whi l e  hi s 

naked ee.rs s t o o d  up l ik e  daggers from the naked l ine s 

o f  hi s inhuman head, and h i s  gre�t b o dy glowed red 

with power .  

2 6 . Rass elas ( Ch0p t er X) , Works , 1 8 2 5 , vi , 1 8 6- 1 87 .  



·.7hn.t was it ? Alno s t  like a god l o oking at h e r  

t e rribly out of the everl a st i ng J�rk , s h e  h a d  felt t he 
eye s  of that horse ; grer.t � glowing , f0a:csor.w oye s , 
arched wit h  n. que G t i on ,  n.nd c ont aining <"- Vlhi t e b l n.de of 
l ight l ike <1 thread. What "'''.S hi s non -hunan que st i on , 

n.nd h i s  unc anny thro::tt ? She didn ' t  know . 2 7  

353 . 

Dr . Leavi s says thr�t thi s i s  not "an indulgence of the imaginati on 

or fancy t hat cannot , by t ho m;;.ture , bo credit e d  wit h  nny real 

signifi can c e  or t aken s e ri ously " .
28 The woman ' s  vis i o n  of tho 

hor s e  is " real i s e d " ,  end it is al so , as the s t o ry and Dr . Leavi s ' 

furthe r comment ary make cl ear , Lawren ce ' s  ovm v i s i on , with the 

addit ion t hat Lawrenc e  do e s  know what St . Mawr ' s  que s t i o n  i s . 29 

If 7ve l o ok evon cursorily at t he passage we seo t ho.t there i s  

a pro c e s s  o f  valuing i nvolvou i n  the pre sent �t i on .  It i s  not a 

p i cture whi ch wo fi r st 3b so rb and t hon judge . Tho opening 

predominant ly c a rries a feel ing of approval and admirat i on , as do 

phr:tso s  l ike " the l :J.rg e ,  b ri l l i ant eye s " . But the r8 s er'lb lance o f  

the ears t o  " dagge rs " ,  the " inhuman he ad" , nnd t he eye s 1 1arched 

wit h a que s ti on " and cont n.ining a "whit e  bl ade of l ight " ,  CP"rry 

feel ings o f  fear . In an ac count of St . Mawr analysi s would go 

27 . D . H .  Lawrence, N ovel i s t , p . 2 29 .  

28 . ibid. 

29 . i b id . ' p . 2 30 .  
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int o more detail , but t ho s e  few points  are suffi cient to show the 

inevi tnbily avalu·"l.t i vo .ftmct i on o f  the lrmguage . 

Consequently , any 2.dverse mor'l.l judgemcmt of :;. work nust be 

transl ,,_t able  into a l i  terc..ry judgement . Ind0od , to  put it in that 

way is  t o  fal s i fy , because the 11oral judgenent and the li t crary 

judgement are inse�arable . By "literary juc1genent " ,  here , i s  me:1nt 

t he kind o f  juc�gecwnt that is  connected with the ideil o f  

"realisation" . For exQ.Qple , o f  the above pR3sage , the crit i c  who 

finds Law:rence unsat i sfr:1.et ory will  say:  "the tone and fe eling here 

indic�t e that the horse and i t s  s ignifi can ce for Lou , and fo r 

Lawren ce , are int ended to be of  great importru1ce . I nyse lf cannot 

attach that degree of imp o rt ance to these things , and I therefore 

judge the tone and fe eling to be inappropriat e" . In Coleridge an 

t erns i t  would be said that tho facult ies of  the soul are not here 

subordinated to each other acc ording to their rclat ivo worth and 

dignity . 30 

I b e l i eve , therefore , that Profe s so r  Buckley ' s  di sagreement 

with Dr .  Le�vis is i l l -found e d ; but I will  out l ine it briefly 

since it may be said to be typical . 

Prof0sso r  Buckley ' s cent ral argument i s  that l it erature canno t  

be it s own sanct ion ; we should tost" li ter::1ry works :::.s follows : 

not only be referring them t o  our own personal ' sense 

o f  health ' ,  but by referring them, c..s wel l ,  t o  

30 . See above , P• 1 1 1  • 



whatever institutions or bodies of b elief from which 

that sense i s  partly derived , and by whi ch , too , it 

i s  t e sted . 3 1  

3 5 5 .  

This sounds just a little like reading � poem and then going to  

ask a prie st what one ought t o  think about it . However, the chief 

point is that Professor Buckley seems to have an oc'.d idea of what 

Dr . Leavis ne,--ms in clair;ling that St . M.J.wr is it s own sanction . In 

fact , Dr. Lenvi s '  whole point is that St . Mawr is "unc.nswernbl e "  

preci sely because o f  the response i t  elicits frou our deepest self , 

and the.t deep est self includes our " sense of he:il th" and the beliefs 

involved in that "sense " .  Dr.  Leavis i s  clait1ing that St . Mawr 

exhibit s th1.t t r::mscendcmco whi ch Imlac attribut es to  great poetry. 

Professor  Buckley appears to be di sagreeing with Dr . Leavis '  

theory but he i s ,  in fact , nerely di sagreeing with Dr.  Loavis '  

e stimqte of St . Mawr, and he only appears to himself not to be 

doing so because he uses the word "great " in e. chfferent sense from 

Dr . Leavis . Professor Buckley ' s  position is thi s :  "iThile finding 

Lawrence a great artist , I find nuch of his work hat eful in some of 

its  tendencie s " .
32  

Exactly what this  means is not e�)lained , but , 

Professor Buckley ' s  argument being what it is , it can only mean 

that he find s Lawrence "great " and "hat eful " simultaneously . For 

3 1 . Poet;y and Morality,  p . 233 . 

3 2 .  ibid. , p . 2 1 1 .  
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D r .  Loavi s ,  who i s  adopt ing a Coleri dgea.n vi c::w of t he func t i on of 

iLl'J.ginati on ,  thi s i s  merely a solf-contrC�.d i ct i on .  

There i s ,  of course , c:, sons c:: i n  which we c :m cal l an art i st 

" greJ.t " but "hat eful " .  In one forn. or another this i s  a connon 

ty_i)e of l i  t Gr.<'iry judgement . D r .  Let>.vi s hi11self r:mke s  th<!.t type of 

judgenont about Mi l t o n  o r  She l l ey ,  but "great " in t k�t s c::nsc  moans 

something di fferent from what i t  means wh.::m Dr. Le:J.vi s  app li e s it 

t o  St . Mawr . Further , Dr . L<:.;Rvis .:.t t empt s ,  in the c :-:.se of Mi lton 

c.,ncl Shell oy ,  t o  also malcc:: a l i t erary judger1ent , >rh::..t ev e r  wG may 

t hink o f  hi s succe s s ,  o r  1 "'.C� ol it , in doing so . 

Gr;}.nt ed the Colc ridgean definit ion ,  there cw be no theoret i cP.l 

o b j e ct i on to D r .  Luavi s 1  discussion of St . Mawr , but even if ·ue 

grant it , t he re nro obvious Rnd im,Jortant diffi cult ie s .  In the 

first p l a c e , Col e ri dGe i s , like Iml ac , de scribing t he ioaginati on in 

" ideal perfect i on" , (:nd when ;ve d e :.> cend , ns w e  nust , to di s cus sing 

poetry writ t en by w�rc r.1ort aL :3 '·' '" shal l find lc: s s t hc:m p Grfect 

harnony of soul . In the seconc1 p l ace , '.-rG are fn..r fron ::my stat e  

o f  perfect i on i n  our r1othod s o f  ano.lysing poeti c  langu_"'.ge . 

Cons equent ly , the que 3t i on n.s t o  ':rhether or not a given work i s  

"real i sed " ,  o r  " imaginat ive " ( in C o l c ridge 1 s s ens o ) i s  one that can 

eli cit no easy o r  cert ain answers . 

In the case of St . Mawr the s e cond of t ho s e  difficul t i e s  i s  

part i cularly p rominent , becaus e i t  i s  a pro s e  work , and s o  l n.cks 

the local concentrat i on whi ch melees the language of poet ry more 

r e sp onsive to analys i s . The point cnn be conveni ent ly 
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i l lu st r2.t ed b y  rc fe rrinr; t o  ano the r des crip t i on o f  n hor se , highly 

adnired by Co l e ri dg e ,  but not coument ed on in c�e t ai l  by him , 

b e c:mse he t h ought it re..t her t o o 1 1 :J t rong" for a vub l i c  l e cture . 
3 3  

l1.donis ' hors e ,  in V onus and Adon i s , secs ::;. " br8 cding j ennc t " :  

Ioperi ously he L : a_;:> s , he neighs , he boun<� s , 

And norr hi s woven girths he break s  asun(� c r ;  

The bearing eart h w i t h  h i s  ho.rd hoo f  h e  ''founds ,  

Who se h o l l o\i womb resounds l ike heaven 1 s thund e r ;  

T h e  i ron b i t  he crushoth 1 t ·:re en h i s  t e e t h , 

Cont ro l l i ng what he was cont rolled wi t h .
34 

T o  r ecal l  t hi s  is to s e e  that vrhen Dr. L oavi s  s :cy:J that Le.wrence , 

" invoking t he e s s en t i al resources o f  poet i c  e xp r e s si on , can hazard 

the oa st int en s e  enot ional and i 1aagi nat ive height en ing " is pros s ing 

a l it t l e t o o  hard . It i s  not nerely t h:1t pro s u  ce.nnot encon1Jass 

the rhyt h .. ·'"i i c  e ffe c t s  of _po e t ry ,  so p owe rful in t he l ine s n,bove , but 

al so t h2. t it cr�nnot ,  I think , ·�chi eve qui t e  the cl irc:ct concent rat i on 

h8re shown in words l ike "bearing " , "vJOund " m1cl. "hollow woob " . 

That may b e  t he rer� s on why D r .  Loc:.vi s offers , in fnct , no de t ai l e d 

analysis in his account of St . Me..r:r . 

The first o f  the diffi cult i e s  ( t hat actual wri t ers do not 

at t ain " ideal perfe c t i on " ) is al s o  p rominent . Professor Buck l ey ,  

33 . Co le ridge , Shake spearean Crit i cism , ed . T . M .  Ray s o r ,  
Everyman , 1 9 60 ,  i ,  1 9 1 .  

34 . Venus and Adoni s , 11 . 2 6 5 - 2 70 . 
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considering D r .  Leavi s '  a s sertion t hat St . Mav;r 1 1b oars an 

unansworc:,ble t e stimony" scys , "L·2?..vi s  can s ay thi s he re ·. J i  th su ch 

conviction only be cause he so obvi ously <:.ssent s t o  L�v;ren c e ' s 

at titude s " . 3 5 This i s  an easy r em?.rk "'nd Pro f 2 s s or Buckl ey doe s 

not say how it is obvious , My ::-�ore t han he says why he fincl s  

Laarcmce "hat eful " ,  but i t  i s  obviously t rue that t here Yfi l l  al vray s 

b o  ro01.1 for erro r in such natt ers . A convi ct ion that n work i s  of 

the highe st inaginat ive .i:)Ower r:ny turn out to be  a delus ion . In 

this c a s e  t he di ffi culty ia proninent bE:! cause La·.uonce i s a re cent 

and in somu re sp e ct s a cont rover sial writ er .  T o  say ,  o.s D r .  

Johnson used t o  say , t hat t ime plays an G s sent ial part in the 

s e t t ling of j udgenent s of l i t e rary merit , is not to assur::1e some 

myst erious and aut o11at i c proc e s s , but to s ee the ne ce s sity for 

l ong t e st i ng ,  invo lving a who le suc c e s sion of individual j u�gement s . 

D r .  Loavi s h8.s no i l lusions on thi s  s cor e , and h:·o s n.lways 

insisted on t he co l l abor:--,t ive nature of c rit i ci sn .  He t r.ck e s  a s  his 

de scri pt i o n  o f  t he c r i t i cal ent erp ri s e Eliot ' s  phr'l.so "the common 

pursuit of t rue judgement " . 36 Consequently h0 hCJ.s no i l lusions 

about the power of analysi s :  

A cri t i cal account of any poet ry can only p o int , or 
draw a l ine round . It ous t always be left to 

35 . Po ot:ry and Moral ity ,  p . 2 1 1 . 

36 . T he Common Pur suit , Preface , v .  



each re'"l.der t o  grasp for himself what is concretely 
present ed . 37 

35 9 .  

There is no que stion of "proof" .  Dr. Leavis also describes very 

well the use of analysis in inculcating a habit of  c�reful reading : 

What we call  analysi s is , of course ,  a const ruct ive 
or creative process . It is a nore deliberat e 
following-through of that process of creation in 
response t o  t he poet ' s  words whi ch reading i s . 

By this deliberat eness "we ensure a more t han orclina.ry faithfulnes s  

and complet ene s s 11 • 38 

The advantage of the ideas used by Dr .  Leavis in his discus sion 

of  St . Mawr i s  that they open the road for literary enquiry , whereas 

Professor Buckley ' s  position, by separat ing literary judgement s 

from moral judgement s ,  closes that road . Professor Buckley ' s  

procedure is  to extract the do ct rine from a work and then conduct 

a dis cussion (moral , netaphysical , the ological , and so on) of 

that . 39 There are many difficulties in Dr. Leavis '  path , but it 

is  a path that always leads t owards literature , not away from it . 

37 . " ' Little Gidding ' " , S crutiny, xi ( 1942-43 ) ,  267 . 

38 . F . R . Leavis ,  Education and the University,  New Edition , 
London , 1 948, p .  70� 

39 . See , for example , Poetry and Morality ,  p . 2 1 1 . 
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I I I . 

Having out l ined D r .  Leavi s ' use o f  tho ide�s o f  conp l exity 

and real i s at i on ,  n.nd. having not ed the i r  res <:mbLwce to t he w o rk o f  

Ri chard s , I w i l l  exru:Jinc sm.1e of t h e  d i s t inct ive foaturo s o f  

D r .  Leavi s '  d evel opnent o f  t hen . 

One of t h e  most ir1port ant o f  the s e  dist inc t i ve featur e s  i s  

t he idea of " exp lorc�t i on " . The idoa ( i t  i s 1 of cours e ,  by no 

neans unique t o  Dr . Leav i s ) po int s s imply to the poet ' s  abi lity to 

b ring language to b oar upon exp eri ence in 8� unu sually int iQate 

way ; but D r .  Leavi s ' app l i cat ion s of i t  indi cat e ,  I t hi nk , an 

imlJOrt e.nt bias , whi ch bias may be sUDLled up by saying that D r .  

L oavi s  t end s t o  as sume that Eliot ' s  Four Quart e t s are the st andard 

me�ifestat i on of t he " exp l o rat o ry- creat i ve "  use of language . 
40 

T hi s bias i s  v e ry nuch l ike th'lt we s aw when d i s cu s sing R ichard s ' 

u s e  of Coleridge ' s  l i ne s ,  

To thee do al l t hings live from p o l e  t o  p o l e  

The i r  l i f e  t he eddying of t hY l i ving s oul . 4 1 

I argued thero that Ri chard s was misled by conc ent rating on an 

example whi c h  i s  about a phi l o sop hi cal prob l em . The simi le.rity 

40 . See F . R .  L eavi s ,  Engl i sh Literature in our T ine and th e 
University, London , 19 69 , p .  1 04 ,  for a t yp i cal o c currenc e  
o f  t h e  phra s e  " expl oratory- creat i ve " . This b ook i s  t he 
publi shed version o f  the Cl ark l e ctures of 1 9 67 . I shal l  
refer t o  i t  hencefort h  as Engl i sh Lit e rature in our T ime . 

4 1 . See above , p . 1 1 5 . 
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b etween the .. t and Dr . Le o.. vis 1 us e of El iot can b e  indicP.tecl by 

quot ing a renark by D r .  Leo..vis about Burnt Nort o n :  

it sc ons t o  n e  t o  bc t h e  equivalent in poetry of a 

phi l oSOi)hic al work - to do by stri ct ly poeti cal means 

t he busine s s  of an epi st eno logi c ,?.-1 and met aphysical 

enquiry . Of course , in t his  given co..s e exA.uinat i on of 

the inst rument s is  nece s sarily at the s&Jo t ime a use 

o f  them in the poet ' s  charact e ri st ic k ind of 
explorati on . 4 2 

Whethe r o r  not the word " ins t rument s "  ( one of Ri chards ' favourite 

word s ) i s  a nod in Richards ' d i r0ct ion , t he idc�s here are cert ainly 

l ike tho s e  of Richards .
4 3  

Thi s !"Jay b e  more ful ly illust rated by 

Dr . Lc.::2-vis  1 smmary of his di s cuss ion of Four Quart et s , in the 

Clark Lecturos . Ho says that j ] :'. io t 1 s poen, 

conp e ls a cl os e� at t ention t o  the subt l e t i e s  of 
lingui s t i c  expre s sion - t o  t he vnys in which the 

conceptual currency nay aff::: ct the probl cn of how and 

what one believes and what believing i s , e.nd in which 

l ingui st ic  convent ions nnd habit s part ly doterninc 

ex-perience . T hat the creat ive bat t l e  t o  vindi cat e 
spiritual values should be as sociat e d , �s it i s  in 

Four Quart et s ,  with t he subt lest kind o f  analyt i c 
int e rest in l anguage seems t o  me a piece of good 

42 . Educat ion and the University, p . 9 4 .  

4 3 .  As i n  the t i t l e  o f  Ri chards ' co l l e ct ion o f  e s says , 
Speculat ive Ins t rw1ent s .  



fortune that we , who RI'C concerned for hUlilane education 

at a t ime when linguistic  scienc e ,  or scientific 

linguistics , is naking it s vi ctorious advance s ,  have 

a duty to  oxploit . 44 

362 . 

Four Quart et s dewand s ,  that i s ,  the sort of nttent ion t o_ l�nguage 

which wo saw in Richarcl s 1 progra��e for the further use o f  the study 

of poetry - a progrFIDffie demanding not only awareness of what the 

words are doing , but also of how they are doing it . 45 Herein lie s  

the peculiarity o f  Four Quartet s ,  and one has no wish to quarrel 

with Dr . Leavi s ' account of it . It is the use of Four Quart et s 

as a standard which is unjust , ann it is  interesting to sec how 

this injustice come s about . 

Dr. Leavi s ' account of the language of Four Quartet s ,  sket ched 

above , dovetails  very readily with a sinilar but more general sort 

of reQark that he is wont to make . In Education and the 

University , for example , he says that Eliot , in Burnt Norton,  i s  

essentially faced with certain difficulties o f  belief ,  nn d  add s :  

"Those diffi culties  are such that they certainly cannot b e  met by 

e;ny simple re-iL,posi tion of traditional frames" . 1.Vha t 111e find 

44 · English Lit erature in our T ime ,  pp . 1 3 1 - 1 3 2 . 

45 . See above , pp. 1 1 2-1 1 5 . 



in Eliot ,  rather than such re-iupositions , are the following : 

explorations into the concrete actuqlitics  of  er�crienc8 

below the conceptual currency ; into tho life that must 
be the raison d 1 etre of any frame - while there is life 
at al1 . 46 

This is more general because it does not involve , necessarily , e 

lingui sti c interest of  the pcculiqr type de s cribed above . It i s ,  I 

would say ,  an account of what � poet ought to  be doing ,  if he is 

to avoid mere cliche . 

The phrase "conceptual currency" is directly connected with 

Dr . Leavis ' grand indictment of the eighteenth century : 

The Augustan cannot conceive the need for • • •  [the 
exploratory-creative] use of language , The ideas 
he want s to express  are adequately provided for- and 
this i s  truo of ) O C  t ry as of p rose - in the common 
currency of t enns , put together according to  the 
conventions of grunrJar and logi c . 47 

The charge is repeated in the Clark Lectures ,  in t he context of a 

discussion of Eliot . The eight eenth century "had no place for 

the distinctively poet ic use of language , the exploratory-creative , 

exemplified supremely by Shakespeare " . 4B Although Shakesp eare is  

46 . Education and the University,  p . 103 . Cf . Engl i sh Lit erature 
in our Time , p . 1 17 and Lectures in Ame ri ca ,  London , 1 969 ,  p . 46 .  

47 .  "Johnson as Critic " ,  Scrutirw, xii ( 1944- 45 ) ,  194.  

48 . English Lit erature in our T ime ,  p . 104 .  
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the stat ed st andard here , I would suggest that , in view of the 

cont ext , Eliot ' s  Four Quart et s  are the actual standard . That 

point may be pressed by not ing an important link between Dr . Loavi s '  

account of Four Quart et s and his di scussion of explorat ory-creative 

l anguage in the e ssay "Tragedy and the 1MediUI!l ' " ,  which also 

contains an adverse account of the eighteenth century. 

In "Tragedy and the 'Mediur:1 ' " ,  Dr.  Leavis says that Sant ayana , 

in some remarks on Macbeth, is  "proposing for the poet as his t rue 

busines s  the lucid arrangement of ready.minted concept s " . 49 

Against this Dr .  Leavis quotes Professor Harding ' s account of 

I saac Rosenberg� 

Usually when we speak of finding words to express a 
thought we seem to  ncan that we have the thought rather 
close to formulation and use it to measure the adequacy 
o f  any possible phrasing that occurs to  us , t reating 
vrords as serve..nt s of the idea . ' Clothing a thought in 
language ' ,  whatever it mea�s psychologically , seems a 
fair met aphorical description of Etost speaking and 
writing . Of  Rosenborg ' s  work it would be mi sleading . 
He - like many poet s in some degree , one supposes  -
brought language to bear on the incipient thought at an 

earlier stage of it s development . Instead of the 
emerging idea being racked slightly so as to fit a 

more faniliar approximation o f  it self , and words found 
for that , Ros enberg let it manipulat e words almost from 

49 .  The Common Pursuit , p . 1 30 . 



the beginning, oft en without ins ist ing on the controls 

of logi c and intclligibility. 5° 

365 .  

D r .  Leavis also not es that Professor Harding connect s this use of 

lru1guage with Ro senberg ' s  open-ness  to ex9erience , and quotes 

Pro fessor Harding 's follouint; co:.J: :ent on· Rosenberg : 

[ he hnd. ...,_] uillingness . . .  to  let himself be new-born 

into the new situation,  not subduing his experience to 

his e stablished personality. 5 1  

Dr.  Leavis makes the same associat ion of a breaking down of language , 

as it were , with a breaking down of the "established personality" , 

in his account of Shakespearean t ragedy : 

The sense of heightened life that goes with the t ragic 

experi ence is condit ioned by a transcending of the ego 

-- an escape from all att itudes of self-assert ion . 5 2  

Thi s ,  for Dr. Leavi s ,  is  the essence of the tragic effect . 

we respond to  a Shakespearean tragedy in the follo1-ring vmy: 

It is  as if we were challenged at the profoundest level 

with the question , ' In what does the signifi cance of 

life reside? ' ,  and found ourselves contemplat ing, for 

answer ,  a view of life ,  and of the things giving it 

','{hen 

50 . The Common Pursuit , p . 1 24 .  Dr. Leavis i s  quoting from 
"Aspect s of the Poetry of Isaac Rosenberg" , Scrutin;y, iii 
( 19 34-35 ) , 365 . 

5 1 .  ibid . ,  p . 1 3 3 . Cf .  Scruti�y ,  iii , 363 . 

5 2 .  The Common Pursuit , p . 1 3 1 . 
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value , t hat make s the valued appear unquestionably 
more import �mt than th.:: val ue r ,  so that t he s ignifi cance 
l ie s, clearly and ine s c;::>,pab ly ,  in the wil l ing adhe s ion 
of t h8 indivi dual self to somet hing other th;:.n it selr . 5 3 

In linking thi s wit h the 2xplor:1.t ory- cred ive us e of l anguage Dr. 

Lea vi s shows a cert ain t ent A.t i  vene s s : 

The att ai�ent in lit erature of this l evel , and o f  
o rgani s at ion at this lovc l , woul d so2ru t o  involve the 
poet i c  us e of language , o r  of processes that mnount 
to  that . 54 

Dr.  Leavi s does  not explain what t hese other "pro ce s s e s "  might b e ,  

There i s  a similar tentativene s s  i n  his ac count o f  the �-explor�t ory 

use o f  language and. i t s  reld ion with an incapacity for expre s si ng 

t ragi c experience :  

It may not be alt ogether t rue t o  say thGt in such a 

use of language - in the busine s s  o f  expressing 

' previously definite ' ideas - one is neces sarily confined 
t o  one ' s  ' e str�blished ec;o ' , ono ' s  ' ready-de fined self ' . 
But it do e s  seem �s if the ' t ragi c '  t r�nscendence of 
ordinary er,) eri ence th2.t can be at t ained by a mind t i ed 
t o  such a use must inevitab ly t end towGrds the rhetori cal 
order represont ed by Mr . Sant ayana ' s account of Seneca ' s 

t ragi c phil o s ophy. 5 5 

5 3 , The Common Pursuit , p . 1 3 2 . 

54 · ibid . , p . 1 30 .  

5 5 .  ibid . 
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Despite the t cntativeness 1 however ,  t he point l s  clear , and i t  is 

a very intere st ing one . The place al lot ted in this s cheme t o  

eighteenth century literature is indi cat ed by the assert ion that 

Dr.  Johnson i s  even less percept ive than Santayr�a : he is 

incapable of underste..nding language used for "explo ratory creation " .  56 

It is in t he idea of n. defeat ing o f  the ego t hat this G ssay 

links very c los ely with Dr.  Leavis ' account of Eliot ' s  lat e r  

poet ry .  I n  "Tragedy and the ' Medium ' " the idea i s  developed by 

reference t o  D .H .  Lawrence . Dr. Leavi s quotes an attack , from one 

of Lawrence ' s lett ers , on sane of the political thinkers o f  

Lawrence 1 s day : 

They all want t he S&Je thing : a cont inuing in thi s 

stat e  o f  disint egration wherein each separat e lit t le 

ego i s  an independant little principality by it sel f .  

What doe s  Russell really want ? He want s to keep his 

own establi shed ego , hi s fini t e  and ready-defined self 

intact , free from contact and connection . 

be ult imat ely a free agent . 57 
He want s t o  

As  opposed t o  this , the "t ragi c experience "  involves an "e.dhe sion of 

t he individual self to something other thP� it self" . Dr . Loavis 

is talking about what is in a general sense a religious impul se , 

and here lies a central part of hi s int erest in D . H .  Lawrence , of 

56 . The Common Pursuit , p . 1 25 and p . 1 30 . 

57 . ibid . ' p .  1 29 .  
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cours e .  For inst ance , Dr . L eavi s e l s ewhere s ays t hat t he remark 

some t imes made about George El i o t , that she i s  1 1 Gthi cnl " rat her 

t han " re l igious " ,  could not have b e en mado cJ.bout Lawren ce , end g i v0 s ,  

a s  a b r i e f  exaQp l e ,  Lmvrence 1 s  account o f  T om Bran�ven, in 

The Rainbow : 

But during t he l ong February night s wi th the ewe s  in 

l abour , l ooking out from t he she l t e r  int o the flashing 

s t ar s , he knew he cli d no t b e l ong to him s e l f .  He must 

admit t hat he was only fra�entary , s o8et hing incomp l et e  

and subj e ct .  There HGre s t ars in the dP..rk heaven 

t ravel l ing , the whol e  ho s t  .:_:Jassing by on some et ernal 

voyage . So he sat smal l and submi s sive to t he great 

o rde ring . 58 

The defeat o f  the ego i s  a l arge theme in D r .  L eavi s 1 acc ount 

of Eliot in t he C l ark Lecture s . He says , for exFU!lp l e , th2.t the 

"unwi l l e d "  quality of East Cokc r ,  11 iS  given in the openin:; 

line::; of the po er;.11 : 
Becau s e  I d o  not hoJ e t o  turn again 

Be caus e I do not hope 

Be caus e I do not hope to turn 

Desi ring this man ' s gift and t hat man ' s  s cope 

I no l onger strive to s t ri ve t ow'l.rds such t hings . 

-- i f  st riving involve s t he wi ll , and willing invo lves 

s e l f- a s s e rt i on and the d e s i re t o  exal t t he s el f ,  then 

t here i s  to be no more s t ri ving . 59 

5 8 .  D . H .  Lawrenc e, Nove l i st , p . 1 10 .  

59 . English L i t e rature in Our T ime , pp . 1 1 8- 1 1 9 .  



" 3 69. 

In D r .  Leavis ' account , the self-searching implied here involves 

60 the exploratory use of language . 

Such are the ways in >rhich , for Dr.  Leavis , the idea of the 

of  the exploratory-creP..tive use of language is linked with Eliot ' s  

later poetry .  H e  needs that poet ry ,  peculiar a s  i t  is  ( in the way 

I have defined ) , to  buttress  his critique of eight eenth century 

lit erature , becaus e ,  without it , his criti que will not stand . It 

is  t rue that eight eenth century writ ers did not use language for 

exploration of the kind exhibited in Four Quartets - an explorati on 

which involves a scrutiny o f  the linguistic  instrument that can 

only be  called philosophical . It i s  not true that their language 

is not explorato�J-creat ive in the more general sen se . 

That last claim can , in fact , be amply supported by referring 

to Dr. Leavis ' own account o f  Pope or Johnson , In his chapter on 

Pope in Revaluation, Dr. Leavis gives a forceful account of  Pope ' s  

poetic creat ivity . He says , for instance , of a pa.ssage from 

The Rape of the Lock :  

The beauty here is , for our contemplat ion , c reated, just 

as the immediat ely following lines evoke the delighted 
6 1 

eagerne ss  of the chase . 

60 . Engli sh L it erature in Our Time , pp . 1 14- 1 1 5 . 

6 1 .  F .R .  Leavis ,  Revaluation, T radit ion and Development in 
English Poetry, London , 1936 ,  p . 96 . 



He not e s , e l s ev1he re , of J ohns on : · 

[ he , gi v 0s ] Boral deql amat i on the weight of lived I 
experien c e  and t ransfornshi s  eighteenth- century 

general it i e s  int o an • • •  extrao rdinary kind o f  
62 

concret ene s s .  

370. 

In t hat wo rd "t ran sforn " the r e  is indi cat ed a different rel at ion 

b etween experience and the " coE!I!lon currency o f  t ems " from t hat 

p o s tulated in D r .  Leavi s '  adverse account of eigh t eenth century 

lit e rature . 
6 3 

The point can be reinforced by D r .  Leavi s '  remark 

t hat , in The Dunciad , " ' O rder '  fo r Pope i s  no mere word , but a rich 

con c ept imaginat ively real i zed " .
64 

The eK�lorat o ry- creat i ve u s e  

of l anguage do e s  not ne c e s s arily require an abandonment o f  the 

" common curre ncy of t e rms " ;  such t ems may simply be enriched by 

b eing re- soaked in experienc e . 

Dr . Leavi s ' phrase " imaginat ively realiz ed" b rings in, of course , 

t hat clust er o f  ideas whi ch we have sraen as cent ral in his literary 

cri t i c i sm .  What i s  im�o rtant here i s  not that Dr . Loavi s i s  

c ont radict ing hims elf, but t hat h i s  po s i tive ac count of ei ght eenth 

century poet ry is the corre c t  one , and t hat it should be Jro s s e d  a 

l i t t l e  further . When Dr . Lea vis remarks on the "weight of l ived 

6 2 .  The Comoon Pursuit , p . 1 1 9 , 

6 3 .  See above , p. 363. 

6 4 .  The Common Pursuit , p .  9 2 .  
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experience" felt behinu The V D.ni t,y o f  Human ':'Ti she s ,  he is on the 

way to not ing t h3-t the po eu deal s with experi ence o f  a kind very 

urgent t o  Dr . Johnson . T he view o f  l i fe it expr�sses  is  very 

grim . It s grin-ness i s  b rought out st rongly in the one pi1.s sage 

in t he _i)Oem whi ch nay be said to st rike a f-:1.l se not e - the appeal 

to Decocritus : 

Once more , Demo critus , ari se on earth , 
With chearful wisdom and inst ruct ive nirth,  
Soe not l ey l ife in nodern t rapp ings dres s ' d ,  . 

6 And feed with varied fools t h ' et e rnal j e st .  5 

It is no j es t  to  Johnson , and to  s ee this no recourse t o  b iography , 

easy 'ls thC'..t would be , i s  needed ; the poem it self is  suffi c i ent 

t e stinony . The �)O ehl , howvver ,  conveys re solut i on as well as an 

acut e sense of  the grihl-ne s s  of l i fe , and we night draw att ent ion t o  

thi s not only by reading out p'ls sages t o  get the feel o f  it , but by 

point ing to the recurrent net aphor o f  l ife e.s a b';.t tle  whi ch runs 

t hrough t he whole poen . The feel ings at t endant upon that recurrent 

l'letaphor fus e  with the charact eri st i c  t one of the �oeiJ , 

It i s  convenient , at this  po int , t o  general ize by referring to  

s or;:te remarks by Profe s sor Harding . In "The Hint erland of T hought " ,  

he pursue s the l ine of thought that we have seen in his account of 

Ro senberg .  He uses Susanne Lange r ' s  account o f  "presentat ional 

6 5 .  The Vanity of Human Wishe s ,  11 . 49 - 5 2 . 
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synbo l i sm " , n nd a s so ci at es it with Jung ' s idoa o f  "e.rchJty-po s " . 66 

"Pre sent at i onal synbo l i sm" o c curs when a vwrd or i!;'n.ge ca:r.'ri e s  <'-

nunb or o f  r:te>:min::;s s i..nul t Meously , vri thout put t ing these nem1ings 

into a...'1 exp l i c i t  and logice.l rel at ion with e'1ch other . 
67 

The hor s e  

St . Mawr i s  for u s  a conveni ent example of suc h a symbo l .  

Pro f e s s o r  Ir.-;,rdirl6 r:1ake s ,  fo r our purp o s e s ,  two in�)ort �nt p o int s 

about p r e s ent at i onal symbo l s : f i rs t , that they may carry ,._,i th t hem 

t races of pre- cons c i ous act i vity, s 2 cond , t hat the symbo l  it s e l f  

need not ari se fron t he pre- cons c i ous . His regi st e ring of a 

d i s agreor!lent with Jung nost cvnveni ently conveys t h8 two p o int s :  

The di ffi culty I find i n  ac c ept ing Jung ' s ful l  idea of 

t he archety�) e is the im�) l i c at i on thqt the inage it self 

whi ch conveys the neaning ari s e s from the depths o r  

rernot ene s se s  o f  the bo dy .  For inst r:.nce SO! .e s ense o f  

surging animal vit al ity and i t s  huge pot ent i al power 

Elil.Y ari s o  in any of us c..nd raay emerge into con s c i ou s  

expe ri ence fron b0low, in t he nay t hat t he expe rience 
of hungo r  onerge s out of b o dily proce s se s .  A s  i t  cones 

t owards ' symbo l i c  t ransformat i on r the oo st apjJro j)riat e 
image t o  hand nay be , o r  oay have been for 1:1any 

centuri e s  past , the hor s e ; and t he horse mP� then 
serve {-'.S t he symbol of .Cl. ve ry complex f'l<>.ss of i nart iculat e 

pot ent ial ex)eri en ce , inc luding a s en s e  of the del i ght , 

t h e  danger , t he p ower , the vulnerabil ity , the wildn e s s  

66 . D .W .  Harding , Experience int o Words , London , 19 6 3 ,  p . 180 
and pp , 1 93- 194 . 

67 . ibid . , p . 1 80 .  
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and the managablenes s  o f  animal vitality . But although 

the meaning o f  the symbo l  may have come towards 

definition out of the rer:wt enesses of the whole 

p sychosomat ic person , the image - the horse - see2s 

mo st likely to hr�.ve ent ered by vray of the sensory 
68 surfaces , especially the eye . 

Profe s so r  Harding then point s out that � 

The choice o f  obj ect s to carry the symbolic meaning 

may be largely an individual matter, or it may be 

culturally inst itutional ized .
69 

I f  we t ransfer the s e  ideas to The Vanity o f  Huoan Wishes ,  we can 

say that the im�ge of life as a battle i s  a presentational symbo l . 

The image in itself is commonplace and does not ri se from the 

depths of Johnson ' s  pre-consciou s .  However ,  it carries with it 

a complex of attitudes , present in the t one and feeling of the 

poem ,  which have been partly formed at the pre- conscious  leve l , 

and the presence of this complex of attitude s is what makes the poem 

"Johnsonian"- the poet has art icul11t ed his deepest self by an 

exploratory creat ive use of language . 

Professor Harding remark s that : 

The l e s s  sensitive writer skids from the potentially 

new thought into the fluent old words, accepting a 

68 . D .W .  Harding , Experience into Words , London , 1963 , 
pp . 194- 195 . 

69 . ibid. , p . 1 9 5 · 
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com�romise whi ch burkes what might have been an 
. . 1 t •  70 orlglna crea lon . 

That is , the "fluent old word s "  g,re not faithful to the writ er ' s  

deeper exp eri ence - they do not carry with then t races of 

pre- cons cious act ivity . The following i s  a represent ative exanple 

fro:r.J. The Vanity of Human 1Ji shes o f  t he way in whi ch t he co�plex 

o f  att itude s referred to above carrie s  it self int o the language of 

t he poen : 

Shou�rl Beauty blunt on fop s  her fatal dart , 

Nor cl aim the t riumph o f  a l et t er ' d  heart i 

Should no disease t hy t o rp id veins invade , 
I 

Nor Melancholy ' s  :t>hantoms haunt thy shade ; 

Yet hope not life fron gri e f  or danger free , 

Nor t hink the do om o f  man revers ' d  for thee : 

Deign on the passing worl d to turn t hine eye s ,  

And p ause a'fThile f rom lett ers , t o  be vTis c ;  
There nark r1hat ills  the s cholar 1 s life as sail , 

Toil , envy , want , the pat ro n ,  and the j ail .
7 1 

The re current iruage is plain throughout thi s :  "blunt " ,  "fatal dart " ,  

"t riumph11 , "invade " ,  " danger " ,  "as sail " .  The l ines carry a st rong 

feeling o f  tho hos tility of life tmd ; : at tho sc..ne tine , a crc.�nt enereY 

of res olution; the nore the hoo tili ty is s tressed, the greater the 

res oluteness seens to be. 

70 . D . � .  Harding , Experience int o Words , p. 1 85 . 

7 1 . 11. 1 5 1 - 1 60 .  
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Furthe r ,  it i s  import ant t o  t ak2 int o ac count here t he e ffect s 

o f  sound and rhythD . It is t here above all t hat one woul d exp e ct 

t o  find t he sort o f  f::o,it hfulne s s  t o  the 0.0pths of ex�)e ri ence that 

Profe ssor Hnrding de s c rib es . As > -,_s oft en bcGn s:::i d ,  Ema lysis o f  

sound and rhythi:l i s  al'-iL!..YS diffi cult , but it seens sRfo t o  remark 

UIJOn tho ene rgy o f  Johnson 1 s  lino s , and to sugge st t hat this energy 

i s  l argely a oat t e r  o f  a strc'tt egi c d ep l oyment of powerful verb s . 

"Blunt " ,  "inv2.d e 1 :  :md "assail " are here part i cularly not i ceabl e ,  

and ;JP-rt i cularly rc;lcvcnt t o  our o t her cor.1r1cnt s on the pas sage . It 

is al so import ant to not e the g�:meral effect of Johnson 1 s "me dium " . 

It s dits'Tiity , in both di ct ion and r:wveruent , is a large elor.1ent in 

what one neans by cc,lling the p o em "J ohnsoni �:m " . Thi s  dignity , 

Yihi ch i s  suggest ed , not st at eC', ,  ensure s that , de sp it e  the o vert ly 

cl. e st ruct ive t enour of the poem - it s sett ing up and kno ck ing down of 

a variet y of hunan :o..spi ra.t i ons- t he re i s  no s en s e  o f  mere c<::.rping 

o r  bel i t t l ement . It i s , it app oars to Pte , t hi s  dignity whi ch 

qual ifi e s  the poeo for t he adj e ct ive "t n=tgic " ,  a worn to whi ch , in 

i t s  gene r.:1l a_ .. .tJlicab ility t o  Johnson , Dr . Le:wi s draws at t ent i o n .  72 

Since I feel th':J.t T he V�..ni ty o f  Human 'Ji she s successful ly 

embo tlie s  J ohnson 1 s  dee11 est and no st urgent e:A�1erienc e , and s inc e it 

i s  so t horoughly an August an poon ,  I cannot agre e wit h  Dr. Leavi s '  

7 2 .  The Common Pursuit , p . 1 1 5 ,  



view of t he August o.n 11u.s e of lan&,ruage n : 

[i t]UEt tcnJ t o  turn forrls axl'l convent ions frou ag0nt s 
of l i fe int o dobilite.t ing convent ional it i e s , su ch c:.s 
forbi,-J t he dovclo�:nent of th;_o- ind i vidu.::-�1 son si bili ty 
and set U.) o..n insulat i on ag:o,inst eny vit ' ',li zing 
recourse t o  the concret e . 7 3 

376 .  

Why nust the nGdiuru -_·:hich i s  suc c G s s ful in Dr . J ohnson ' s :;_)Oem bv 

tlo omcd t o  fcci lun: e l s enhcrc? I woul d  l ike t o  )Ursuo the point � 

l it t l e  furthe r ,  e,gain wit h r eg?.rd t o  D r .  Loc..vis 1 [!Cklire.t i on for 

El iot . 

IV . 

I have argued the.t Dr . Le::�vis ' vi ew t h:?.t the eight eenth centUr'J 

deni e d  it s el f t he ex;_1lorat o ry-crcf:t ive use o f  lan[�;uaGc i s  relo.ted t o  

ili s t aking Four Quart et s ,  ':rhi ch exp l ore s t he l i"-'l':,"U.ist i c  inst rument 

it self in an unusually consci ou s  nrl.l1lle r ,  c.s a st e>.ndarcl . Profe ssor 

H�'.rding ' s n.c cou11t offers an op�)Qrt unity for not ing anothe r  way in 

which Dr . Lcccvi s s e ems t o  t dco Eliot as a st 2JHl3.rd . 

Eliot ' s  iJO e t ry i s  r cna:r:-kabl e  in it s use of iraagcs rrhi ch are 

individual rathe r than " cultural ly inst itut ional i z e d " , and he i s  

73 · The Common Pursuit , p .  1 1 1 _ 
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in t h :is  rG spe ct , one sup�)osc s ,  a typ i cal modern poet . The figure 

of Coriolanus , the voi c e s  of chi l dren in n.n a;:ip l e -t ree , n [;i rl 

\7i th hyuc inths , et figure opaning c:. door alont; 2. corridor ,  c� b i rd 

s inging in t he r.li st , cone t o  r:cndo:m rucollcct ion . Eliot 1 s mm 

uet Rphor of images "ri sir:g like .A.nmlyo;:lene from the soa" conveys 

7 ·� very vividly the pro c e s s  whi ch s e ens t o  be iJlvolve d hero • 

.,. The 

ina.ges appear: t o  cone frou the dept hs of the -�;oet 1 s personal 

exp e rienc e .  

The e xpl orat i on of ir.tr.;e s  from s:;_.Jccific personal expe ri ences 

i s  e.. key ol encnt in Dr.  Le:wi s 1 .:.ccount o f  Eliot . In Lecture s in 

America he deal s nt l ent;rt h  wit h La figl i a  che piane;e , of which I 

wil l  quot G t he o:;:J eninG l ine s :  

Stand o n  ti;e highe st -:Je..VCE1lmt of the s t <.:,i r -

Le2.ll on e.. gc.rden urn -

�-.�o;.cve ,  we2..ve tl-:e s1..mlight in your h::tir -

Clasp ,your florrors to you wi t h  a po.iner" surpri se -

Fl ing then to the grounc� and turn 

'.7i th a fugi t i  vo rc s cntnent in .vour eye s :  

But wer:we , vver"L-v e the sunlight in your hair .  

Dr . L :::avi s sr.ys : 

the EJ.Otl.o ry obvi ously repre s en t s  s ouething very import ant 

for El iot , s onc vi t2..l node of experience - sor:wthing felt 

as perhap s  a p o s sibility of t rans cending disgust , 

74 . See above , p. 309. 



re j e ct i on and _;;J rot o st . ":le knm.r thi s not just fro:c1 

t he �"> mrc r of t he IJ00lfi i t s c lf ,  but fron t l1e pe .. rt p l c,yGd 

b:y cl o s ely re la t ee� evo c ::-,t i ons in h i s  lat er ) o ot ry .  
7 5  

378 . 

I an not here conc c; rne d  ';;i t h  t he ve..l ic1i ty of D r .  Lee;, vi s 1 point , but 

wi th the in)ort e.ncc he at t ache s t o  the inago ---:hi ch i s  ingrain2d 

int o " s ono vi t o.,l no <le of experi ence " .  

flhen Dr . Loo..vi s di s cus s c; s  El iot 1 s  L:.t er p o c;t :r:y ,  in the ClE::. rk 

L e cture s ,  an impo rt ant fc2.tur-3 i s  tho contrast b otHeen El iot c,nd 

t he e ighte ent h c entury poc.:t s .  Ho says of Four Quartet s :  

I t  required n CP.pG.city fo r int en :::; ely priv::1t e o r  non­

so ci 2.l ( o r  non- currency ) ex:p c rion c e  -whi ch CL10unt s 

t o  saying , f o r  b ringing t o  GXIJ re s sion in l.::mguage nhat 

langur�g8 do e sn ' t rorvlily l end i t se l f  t o .  7 6  

Ho s cy s  o f  e ight e ent h century �Jo ct ry : 

17he..t • • •  t h c  :i) o et 1 he.s t o  s ::> .. y ' I!rust b '-' suit ;:;d t o a uode 
thd i .. ;J l i <.: s overtly so c i o.,l ancl 1 ci vi l i z od 1 pro s cmtc:.t ion � 

experi ence thc:ct do e sn ' t l end it self t o  such t ree.toent i s  

inp l i c it ly t o l d  the.t i t  do e sn ' t exi st , o r  i s  o f  no 

cons equenc e . 77 

The uiGht e ent h c ent ury " in c s s ontL,.l int ent ion , el inin:>.t ed. crcC' .. t i vity" , 

and thi s e l iuin2 .. t i on i s ,  fo r Dr . L eo.,vi s ,  t o  be l arge ly exp laine d  by 

7 5 . L-2cture s in Aneri co.. , p . 43 . 

7 6 .  Engl ish L i t e rature in our T ime , p . 1 1 5 .  

7 7 .  ibid . , p . 1 05 . 
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referring t o  Lo cko end Nevrt on t he prophet s o f  tJe chanism as opposed 

to creativity . 78 

To di s cu s s  the l arge inp l i c at ions of Locke and Nevrt on is b eyond TIY 

coup et once . Vlhat I thi�J( is doubtful in Dr . Le�vi s '  thinking , i s  

t he irlplico.t i on thc:.t where t here i s  no overt exp lorat i on of specifi c  

p rivat e exp e rienc e ,  the re i s  no crentivity o f  poet i c  hmguage--

t hat the eight eenth century "had no place for the di st inctively p o oti c 

use of language ,  tho explorat o ry- c reative " . 79 There are , 

evidently , great differences of s one kind between Eliot ' s  poetry 

e�d Johnson ' s , but t hey are no t t o  be explained in t erns o f  

fundatJent al difference s of languQgo . This i s  t he sane point as 

we nade earl i e r  when discus sing Richards ' coiJ:t)ari son of Grey with 

Bloke, or Dorme wit h  D:ryden . 80 

At the ri sk of pursuing the point into t e diun , one Dight 

finally not e that a vmrk like Gull i ver 1 s T ravel s ,  whi ch very fully 

exenplifi e s  the August nn  virtue s of cl ear pro se s t at enent ( virtues 

whi ch Dr. L eavis finds debilit at ing ) , is expl orat ory- creative in 

a high degre e .  The Yahoo s ,  for inst ance , are imaginat ively 

real i sed pre sent at i onal symbol s  whi ch embody Swift ian expe rience 

78 .  Engl i sh Lit erature in our T ime , p . 1 0 5 . 

79 . ibid . , p . 1 04 .  

80 . See above , pp. 1 1 8-1 27. 
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of an intimate ne,ture . That t hey arG pre s ent ed in lEmguagc whi ch 

has the fora of cl eP-r pro se; st at eiJ.ont , and that the words hr..ve en 

r:..ir of  sir;•:;Jlicity , has no effect what 0ver upon t he creat ive l_Jroce s s .  

A s  Profe s sor K·.rcling point s out , i t  i s  not ne cc:: s s .:!.ry for the 

j_J re svnt :::-t i onal synb ol its2l f to onerg;:; fron tho c�epths , for it t o  

v .  

I would lik•a next t o  exanine Dr . Lea vis ' over-en�Jhasi s  on t he 

inport ancc of di spari ty-::>.ct ion in t he l CllbU-·1-ge of poet ry - an 

over- orJpha s is ro- inforcod by D r .  L E::avi s ' int e::rc:;st in "wit " .  I 

wi l l  first out l ine his int erest in "wit " ,  

For Dr. L eavi s ,  "':;it " invo lves much t he sane :::.s it  invo lve s 

. "'l ' t ' , f '  ' t ' 8 1  ln � 1 0  s �0 lnl l 0 l1 ,  D r .  L cw i s  soys , for oxanp l e , of Pope ' s  

[ it creates ] c. rG.:'cdincss for surpri s e  that [lllOunts in the encl to 

an inplicit recot,rnit i on , at any x1o int , in accept ing 

l t . ' f th 1 l t ' b '  l . t . 82  w 1a 1 s  g1ven , o o e r  an c  comp emen <-.ry p o s s 1  1 1 1e s .  

8 1 .  See abov e , pp. 31 8-31 9.  

82 . Revaluat i on ,  pp . 7 2- 7 3 . 



We recall El iot ' s  saying t h<:ct vtit " involvo s ,  probc.bly , a recognit ion , 

inp l i ci t in the exp r e s sion of every C:::Qe rienc e , o f  other kincls o f  

experi onco whi ch arc p o s r:;ibl e " .  8 3  

The ide<t o f  wit , e..s used by Dr . Leavi s ,  d so gl .?.Ytce s at 

Ri chards '  idea of " irony" , o r  the re con c i l iat ion o f  o..rposcd 

att itude s .  Thi s i s  seen in such renark s a s  that , i n  ':'he '.7ast e Lancl ,  

t h e rc i s  a " co -p rc; s once i n  the nincl o f  a numb e r  o f  different 

orient at i ons , fundru::J.ent al at t itude s ,  orders of exp e ri enc e " ;  o r  

t hat i n  Maub e rly , "t here i s a subt L ::ty o f  t one; , a comp lexity o f  

at t itude , such as we as so ci at e wit h sevent e enth century wit 1 ' . 84 

The rel ation b ct'.7een D r .  Loavis e..nd Richards h e r e  i s  wort h  

l o oking qt i n  a l it t l e noro det ail . It is nost cl ear in the e s say 

"Tragedy and the Mccli1m " .  85 D r .  Lcavi s u s e s , agai n ,  Profe s so r  

Harding ' s account o f  Ros enb org , whi ch c ont e.ins the f o l l owing remark 

about Rosenb crg ' s  J O e t ry about d eat h in bat t l e ;  

The value o f  what v-1as d e st royed seeme d to hiB to have 

b oon b rought int o  sight on ly by the destruct i on ,  and 

he had to ro sl) Ond t o  bot h f��ct s wit hout al lowing 

e i t he r  to neut ral i z e  tho other. It i s  this w hi ch is 

mo st impres s i ve in Ro s enbe rg - the complexity of 

experi enc e  which he w2.s st rong enough t o  pe r;.1i t 

himseu . 86 

8 3 .  T . S .  El iot , Sel e ct ed Es says , London , 1 95 1 ,  p . 30 3 .  

84 .  New Be arings in Engli sh P o etEJ , p . 1 07 and p . 1 4 1 . 

8 5 . The Common Pursuit , pp . 1 2 1 - 1 35 . 

8 6 .  ibid . , pp . 1 3 2- 1 3 3 .  Dr . L eavis i s  quot ing fro� S crut igy ,  
i i i , 36 3 . 
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Thi s  i s  close to Richards 1 idea of a reconciliat ion of opposed 

at t itudeB . Dr . Leavis ,  who doe s not like that idea,  says , having 

quot ed Professor Hardins , tho.t he will Derely "not e the stress l ai d  

by Harcling on 1 co1:1plexi ty I v.nd 1 technique I " . 87 Dr . Leavis is 

toning down the i dee. so th8.t it will dovetail with a nore general 

notion of "coDpl exity o f  attitude " .  

This clust e r  of notion s ,  coD.prising ''wit " ,  "poise " ,  "cor.;1plexity 

of  attitude" and so on , in it s elf i s  unobj ect ionable ,  part icularly 

since Dr. Leavis is quite ha.i_)py to waive it when confront ed with 

"un-witty" poetry which he likes . Being a first-hand critic he is 

no wooden applier of  principles . For example he says of Hardy : 

Hardy is a naive poet of sinple at titudes and outlook • • • •  

His greatne ss lies  in the int egrity with which he 

acce:)t ed the conclusion , enforced , he beliovecl , by 

s cience , that nature i s  indifferent to hUL!an 

values . . . .  88 

Hopkins , too , is "in a certnin obvious sense simple -ninde d" , and i s  

contrasted with the seventeenth centucy po et s  in this rcspect ,
89 

Dr . Leavis , of course , has a very high regard for both Hardy and 

Hopkins .  

87 . The Common Pursuit , p . 1 3 3 . 

88 . New Bearings in Engl ish Poet5Y, pp . 57-58 . 

89 . The CotJ.IDon Pursuit , p . 50 and p . 52 .  
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Further,  the ideas of "wit " and " conj)lexity of attitude " refer, 

for Dr . Leavis ,  to a dee;_:>er and sir:1pler criterion - the presence of 

"thought " in poetry . This is apparent in the Cle.rk Lectures where 

Dr .  Le£'..vis says thr,t the importance of sevent eenth century "wit n ,  

a s  an influenc e on Eliot ' s  earlier poet ry ,  i s  that it nimplies that 

the poet appo.<:>.ls to the full waking and thinking mind of the 

reader" . 
90 

The point appears earlier in Dr.  Loa vi s '  cor:u:aent on 

Coleridge ' s  account of Venus and Adonis .  Coleridge not ed the 

"perpetual act ivity of att entionn required on the part of the 

reader , and Dr . Lcavi s remarks that "Coleridge has given an account 

of  the elonent of ' vrit ' that i s  in Venus and Adonis " .
9 1  

Dr . Leavi s ,  

in the Sar:lG vein , seys elsewhere ;  

c.n essent ial part o f  the strength o f  good Met aphysical 

poet ry  turns out to be of the sane o rder as the strength 

of all the nos t satisfying poet ry :  the conceitedne s s ,  

the Metaphysic3.li ty , i s  the obtrusive acconpaninent o f  

an essent ial presence of  ' thought 1 such e.s w e  have in 

the best work of all gree.t poet s .
92  

Coleridge 1 s  phre.se npcrpetual e.ctivity of attent ion" ,  above , i s  a 

reminder of the connect ion between all this and Richards ' idea of 

"realisation" . 9 3 Dr. Leavis '  point about the metaphysical poe t s  

90 . English Literature in our T ime , pp . 102- 103 . 

9 1 . "Coleri dge in Criticism" , Scrut iny ,  ix ( 1940-4 1 ) ,  68 . 

9 2 .  " ' Thought ' and Enot ional Quality" ,  Scrutiny, xiii 
( 1945-46 ) , 6 1 . 

9 3 .  See above , pp�93-94 . 
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i s  t h�t r:tade by Dr . Johnson : 

To writ e on t heir plan it w2.s at least no2 cessary to  

re-::cd 2.11.c� t hink .  No Tian could b e  bo rn a I!lut aphysicnl 
poet , nor as surac t he dignity of a vrrit er by de s c ript i ons 

co:)ied fron de script i on s , by ini t .<>..t ions bo rrowed from 

imi t at i ons , by t re.di t i onal im2.gery �md horerli t ary 
s imil e s ,  by readin e s s  of  rhyme and volubil ity o.f 

b 94 
sylla l e s . 

Dr . Leavi s ' int erest in wit , then , i s sub j ect to a number of che cks . 

It  doe s ,  howeve r ,  play rn important part in his over- st res s  upon 

di sparity- acti on in poet i c  language . This i s  cle2.r , for example , 

in hi s di s cu s s i on of Pope ' s  Elegy t o  the Me!'lory of an Unfortunat e 

Lady, whi ch I wi l l  cor.1Dcmt on in sor:tG det�dl . 

Dr. Lcavi s '  discussion o f  Pope ' s  Elegy is conduct ed in a 

cont ext info rr1ed by the i dea of wit : 

Seriousne s s  fo r Pope , fo r t he Met aphysi cal s ,  for 

Shake spe are , vr2.s not the sust ained ,  simple sol ennity 

it t ended to be identi fi ed with in the ninet eenth 

century : it r:tight include anong i t s  vari ed and disparat e 

tone s the ludi crous , an d  denand , as essential t o  the 

t ot al e ffect , an accomp anying play of the cri t i cal 

int elligence . 9 5  

94 . Live s  of  t he Poet s ,  ed.  G .  Birkbeck Hill , Oxford , 1 905 ,  
i '  2 1 . 

9 5 . Revaluat ion , p . 7 1 .  



In t he light of this clain Dr . Leavis comment s on the l ine s :  

Mo st souls , ' t i s  t rue ,  but peep out once an ago ,  
Dull sul len pris ' ners in t he body ' s  cage : 
Di8 l ight s of l ife , t l-uct burn a length of years 
Usel e s s , uns ocm ,  as l r-JD.ps in sepulchr.? s ;  
Like East e rn Kings a lazy stro.t o  th..:y k G op , 

9 6 And clos e confin ' d  t o  their own palac o ,  sl eep . 

His analysi s runs ::cs follows : 

the asso ci 2t i ons of ' p eep ' are not dignified , and 
one 1 s foel ings tov;e,rc"s t he 1 souls 1 very , wi th the 
changing iraagE:ry , fro:o pi  tying cont empt for t he 
t imorous peeper s ,  through a shared s ense ( st i l l  
qual ified vli t h  c ritical c ant cn!!pt , for one i s  not 
oneself dul l  and sul len ) of the pri sone r s ' hopele s s  
p l ight , and a so lenm cont emplat i on i n  t he sepul chral 
couplet of l ife wast ed anong shrivel l e d  husk s , t o  
t hat cant eo;;t cix>?d 1ri t h  humour anC. n s ense o f  
opulence th:-Jt i s  appropri.:1t e t o  the Kings l2..zing 
in their pal�ce s . 97  

This s eems p e r sus,sive coruncmt ary , but t he feel ing i s , I think , a 

good den.l l e s s  varying tha.'1 Dr . Lee.vis sugge st s ,  and I would 

t herefore draw at t ent ion to t he "propri ety"9 8 of t he language , 

rat her t han to it s act ion t hrough di spari ty . The cent ral point 

9 6 .  Revaluati on ,  p .  70 . (Elegy, 11. 1 7-22 . ) 

97 . ibi d . ,  pp . 7 1 - 7 2 . 

9 8 .  See above , pp. 1 96-1 97. 
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i s  that the pri s on2 rs _§££ hel pl e s s ,  a s  Dr. Le<c.vis in<Ucat e s  i n  

referring t o  their 11ho:;:J c l o s s  p l ight 1 1 • Our f oGl ing tha,t they ar.� 

helpless :-:.it ige,t c s  any feel ing of cont enpt for then , and thi s 

nit igat ion i s  connc ctcc� with an iBp o rt o.nt el ement in t he wh o l e  

p o cD - the fact that t he l ady ' s  ��oul is a rcre one . 

as 

i s  

2-TC t he c.ns s  of soul s ,  fat ed to nediocrity . Th::tt 

indi cat e d  by such l ine s  as , 

'Jhy b ;:tde ye el s o ,  ye Pow 1 rs ! her soul aspire 

Above; the vulg;w fl i,;·ht of l ow desire?99 

She i s  not , 

she i s  fat e d  

This t ouche s upon t he pocn 1 s t ot al " s t e,t ement " , whi ch i s :  "There 

are a fev; r emarkab l e  s oul s ,  v1hi ch l eav\Jn t he he::wy lump of mank in d ,  

n..-•1d i t  is t he funct ion of the :;J O e t , 11h o s e  own soul resp onds t o  

t heir greatne s s ,  t o  s ing the i r  p rai s e s " .  The ne di o cre soul s '  

helple s sne s s  springs f ron the fact t hat t hey t o o  n .. re fat ed. . The 

phrase "burn a lcm;;t h of ye:rs " ,  for inst <:>ncc , cn,rrics thr>t f e e l i ng .  

The helple s sne s s  i s  the key p o int i n  the final s inile . The kings 

are " c l o se confin ' cl" ( i . e .  pri sone r s ) , and a 1 1 s en s e  o f  opu l ence " ,  

which Dr . Leavis want s us to feel her3 , i s  surely irrel evMt . 

"Opul ence ''  c.qrri e s  with it a b ro ad Md generous feel ing whi ch i s  

inappropriat e  t o  the st �rvecl sou l s  t hat Pope i s  d e s c rib ing. The 

passage i s  charact e r i z e d ,  in fact , by a unity o f  fe eling , whi ch 

readily l end s it s e l f  for comnent in t e rms o f  pro pr iety . The 

99 • l l . 1 1 - 1 2 .  
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current of feeling is apparent in words like "dull " ,  1 1d.it111 n.nC. 

"lazy" , .mcl t he t hree similes h�ve a cumulative affect of  

oppressive confinement . The propriety of the first and third 

sioiles also consi st s  in the fact that the prisoners , though 

feeling oppressed,  arc reconciled t o  their situation. Like sane 

"old lags " ,  they have largely lost the desire for freedom . It is  

difficult to see , in  the sequence of  similes of  imprisonment , 

death,  and sleep , that one ' s  "feelings towards the ' souls ' VP..ry ,  

'Jd th the changing imoJ.gcry" . 

That Dr .  Leavi s '  eye is rather fixed upon a pre-det ermined 

idea that "wit " must be present , is further evidenced by his next 

The kings are at least dignified, and they make the 
tre.nsition to the complet e dignity of the Lady , who 

100 ent ers again in the noxt couplet . 

"Transition 11 i s  a word that Dr . Lee.vi s is fond of , and he possibly 

owes it t o  Eliot , who uses it in a sinilar way when COitlparing 

Dryden with Milton. 1 0 1 But if  Pope hacl needed a transit ion from 

one tone t o  another ,  surely the s epulchre is even more "dignifi ed" 

than the palace . The fact is that no trMsition is needed. In 

a curious sort of way Dr. Leavis ' view of Pope i s ,  I think , a 

100 . Revaluation , p . 72 .  

10 1 .  See above , p. 3 1 9. 
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p o s t - roTIMti c o no , in i t s  Ecs sum;_:Jt i on t hat t here i s  gred diffi cul t y  

involved in moving fro"t a s Gr i ous t o  a l ight t one . 

Thi s i s  al s o  t he c e,so in Dr . L eRvi s ' connent on tho l i ne s :  

I s  i t , i n  hoav ' n ,  a crino t o  love t o o  we l l ?  

T o  bear t o o  t ende r ,  or t oo fi m a he art , 

T o  act a Lover ' s , or a Roman ' s  part ? 

I s  t h o ro no b right r2versi on in t he sky , 

For t ho s e  who great ly think , o r  br:woly di e? 
102 

F o r  Dr . Leavi s t h i s  i s  an oxa.Dplc o f  t h e  habit of " criti cal 

' p l ac ing ' " whi ch go es along with the "wi t t y''  modG . What i s  b eing 

"placed' '  here i s  a "rRt hor hi stri oni c exalt Rt i on" . 
103  Dr .  L e av i s  

o ffers n o  anRlysi s ,  but , i f  t here i s  such an effect , it mus t  hinge 

largely on t he log'l.l metapho r of ' ' reversion" . D r .  Leavi s ,  as I 

understand it , roads t hi s  as int roducing , becaus e it s surpri singne s s  

verges upon con c ei t edne s s ,  t hat c o o l  no t e  whi ch i s  charrcct e ri st i c  

o f  p rominent d i s parity act i on in met aDho r .  But , 2�ai n ,  i t  i s  t he 

p rop riety of t he uet aphor whi ch no s t ne e d s  to b e  po int ed out . The 

uncle who ha s driven t he gi:::-1 t o  sui c ide v1as her legr>"l guardian , and 

t he imnediat e imp l i c at ion of t he le gal metaphor here i s  t hat ho has 

cheat ed her out of he r inheri t cmce - spiritual inho rit ance , p rinnri ly , 

t hough there may well be o, veiled ref erence t o  t he lit eral s ens e ,  

1 02 . Revaluat ion , p . 7 5 . (Elegy, 11. 6-1 �) 

103 . ibi d . 
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al so . The chie f effect is t o  bring in t he idea of the "god s "  as 

just guerdians j t hey not only l ook aft er heroic souls but p rot e ct 

cheet ed o rphans . The overall feeling gener�t e d  is nob le nnd 

pathet i c .  Pope i s  coning o n  e,s st rong a s  he cruJ. , an d  would , surely, 

not have l iked t o  b e  told. tho.t he was "crit ically placing" the 

feeling . Dr . Jormson, who much admired t he poem , saying that 

there i s  no other ?OeiJ of Pop e ' s  in which "t he sen s e  predomim-�t es 

mo re over the di ct ion" , at the same t ime cast igat G d  Pope for "the 

il laudabl e  singularity of t reat ing sui cide with respect " ,  and adde d ,  

nore violent ly , t h8.t poet ry "has not oft en been worse employed t han 

0 d .  . f 0 th f f 0 • 1 1 1  1 04 1n 1grn Ylng e e.morous u ry o a rav1ng gJ.r • Dr . Johnson 

t o ok t he poen " se r iously" , as I think it should b e , and I find his 

reading more ac curat e than D r .  Leo.vi s ' . 

:,mat I have called tho p o st - ronant i c  el ement in Dr .  Leavi s 1 

reading al so n.Jpears in his co�rrent on the l ines : 

As into air t he purer sp i rit s flow , 
And sep 1 rat e fron their kindred dregs below ; 
So fl ew t he soul to it s congenial place , 
Nor left one virtue to redeem her Race . 1 0 5 

Dr . Leavis says : 

The ' mean ' el enent in the t exture of the previous 
pas sage can be safely carri ed on in ' dregs ' .  The 

1 0 4 .  L ive s of the Poet s ,  iii , 226 and ·i o 1 . 

1 0 5 . Revaluat i o n ,  p . 70 . (Elegy, 11 . 2 5-28. ) 



very violence of this direct ed as it is upon her 

contempt ible f?Dily ( ' her Race ' ) , dra�s the 

att ent ion away from the value it give s ,  retrospect ively , 

to ' spirit s ' , though enough of this value is felt to 

salt a little , .1.s it  were , t he SyTipatheti cally t ender 
106 

nobility th�t i s  oppo sed to ' dregs ' . 

This seems a subtle description o f  the Yrays in which thG words 

int er-act , and , again ,  it involve s the idea of a di sparity act ion 

in the met aphor . The cont rast of t he "mean" element in the vehic l e  

with the exalted elenent in the t enor is a spe cies o f  wit ( "salt " ) . 

The wit ensures that t he lady ' s "dignity is not a precarious one , 

to be sedulous ly guarded fron all pos sible vi sible associations " .  
1 07 

This last comnent i s  noticGably reminis cent of Richard s ' account of 

" '  " 108 
1rony • But there seen t o  be no real ground s for supposing 

that witty sal t is b eing sprinkled here . Vlhat i s  there "nean" 

about t he met aphor of distillat ion? A romant ic poet might find it 

st art l ing , but not Pope . Pope chiefly needed a met aphor from a 

natural ?roce s s ,  t o  re-inforce the idea that the conduct of the 

lady and of her family is , their natures being what th ey are , 

inevit ab le . To point the int er-act ion of this with the poem as a 

1 06 .  Revalunt iJn , p . 7 2 .  

1 07 . ibid . 

1 08 . Principles of Li terary Cri ticism, p. 2 50 .  



whole one can quot e the beautiful lines :  

Yet shal l thy grave vdth ri sing flow ' rs bo  drost , 
And the green turf lie light ly on thy breast : 
There shall the morn her e�rl iest t ears bestow, 
There the first roses of the; year shall blov1 . 1 09 

3 91 . 

The suggestion that the girl ' s  gre�tnoss of soul is  part of t he 

natural scheme of things is  here ext ended into the clr·.im that nature 

will look after her now that she is doad . In these  lines no 

st retch of ingenuity could discover a " criti cal placing" of the 

exalted sentiment . 

Such , I think , is the way in which Dr . Leavis ' pre-occupat ion 

with wit , rmd hi s consequent over-emphasis on the action of disparity 

in the int er- connect ions of words , distort s  his reading of Pope ' s  

Elegy. 

VI . 

The above interest in disparity-effects ,  there support ed by a 

desire to discover "wit " ,  al so stands , of course , in it s own right 

in Dr. Leavi s '  crit icism .  H e  di scuss es the point in a theoret ical 

109 . Elegz, 11. 63-6 6 .  
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way in 2. comment on Donne 1 s met aphor comparing farm- labourers with 

" count ry-ant s " :  

I t  is from some such complexity -".s t hi s , invo lving the 

t e l e s co p ing or fo cal co- incidence in the mind o f  

cont rast ing o r  di s crope�t impressions or effect s that 

metaphor in general - l ive met apho r - seems to de rive 

it s l if e :  l ife invo lvos frict ion end t ension - a 

s ense of arro st in some degre e . 

And t h i s  general i z at ion sugge st s a wider ono . 

Whenever in poet ry w2 come on p l aces of e sp ecial ly 

s t riking ' co ncret ene s s ' - places whe re the ve rse has 

such l if e  end body t h2.t we hardly s e em t o  be readinG 

:J.rrungane:rJ.t a o f  "ITO rds - we may expe ct analys i s  t o  

yield no t ab l e  inst ance s o f  the eo-pre sence i n  complex 

effect s of t he d i sp arat e ,  the conf l i ct ing o r  t he 

t t .  
1 10 

c on ras �ng . 

Dr . Leavis i s , init ially,  t alking qui t e  exp l i c i t ly about di spari t y  

act ion in met ap hor , and me� b e  indebt ed here t o  Richard s .  L ikewi se 

t he word "t e l e s cop ing 'r may bG an e cho of Eliot 1 s comment that in 

met aphysi cal p o et ry  there i s  oft en a " sudden cont rast of 

. 1 1 1  
a s s ociat i ons " o r  a "t o l e s co p ing of �m2.ge s "  But the st re s s i s ,  

i n  any c�se , highly charact erist i c  o f  Dr . Leavi s ' approach t o  

p o et i c  language . 

1 1 0 .  "Imagery and J:Iovement " ,  Scrutiny ,  xi ii ( 1 945-4 6 ) , 1 20 . 

1 1 1 .  T . S .  Eliot , Sel e ct ed Ess�, p . 28 3 .  
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The bias. here is exactly the opposit e of that to be found in 

eight eenth century analytic method . Vfuile recognizing the value 

o f  "surprise " ,  particularly in the matter of dist.<mce between tenor 

and vehicle in mete.phor, the eight eenth century cri tic annlyzed 

predominantly in t erms of propriety - of consonance between the 

"impressions or effect s " ,  as Dr. Lce..vis calls  them . 1 1 2 Dr. Leevi s ,  

while perfectly familiar with the general idea of propriety 

t ends to stress the importance of disparity . In criticizing Dr . 

Leavis ,  I am not esserting that cont rast -effect s are unimportant , 

but that he t oo much neglect s propriety . 

This , I thin;< , is  cloar even in the chief example with which 

Dr. Leuvis immediately illustrat es his general isation - a fragment 

from the invo cat ion t o  the corpse , in Tourneur ' s  The Revenger ' s 

Tragedy, to which Eliot had drawn attention in hi s essay on 

Massinger, while doveloping the view of poetic  language ·whi ch we 

have seen as central in Eliot ' s  criticism :  1 1 3 

Doe s  the silkworm expend her yellow labours 

For thee? For thee does she undo herself? 

Are lordships sold to maintain ladyships 

For the poor benefit of a bewildering minut e? 

1 1 2 .  See above , p. 392 .  

1 1 3 .  T . S .  Eliot , Selected Essays , p . 209 . See also above , pp. 290-291 . 



Dr . L eavis comment s :  

The key-wo rd in t he fi rst l ine i s  ' expend 1 •  In 

t ouch wit h ' spir. ' , it c.,_ct s wit h its fo rce of ' sp end ' 

on the ' ye l l ow ' , t urning it t o  gold , and so , whi le 

adding di re ct ly to the su.sgestion of we.?.lth and 

luxury , b r inging out by n. cont n1st ing eo -pre s ence 

in the one word t h0 so ft yel lovm o s s  of s i lk . To 

refe r to s i lk , emblem o f  luxurious leisure , as ' labours ' 

394 . 

t t . f fl ' t . . t .  
1 14 

i s  in i s e l f  a e l e s cop 2ng o con lC �g asso c2a 2 on s . 

This seems rat he r f1.1.r- fot che d .  "Ye l l ow labour s "  i s ,  more obvi ously , 

a vehicle fo r t h e  f2 eling o f  di sgust at phys i c al corrupt ibility 

whi ch pe rvade s t he who l e  sp eoch ,  and. the chief imp l ic::.t ion i s ,  

"The stuff whi c h  people pri z e  so much come s from P. worm 1 s innards 

--and inde ed t hi s i s  fitt ing b a c�u s e  the bodi e s  which silk cove rs 

are thernsel vo s di sgust ing " . The Swi ft i an p o s sibiliti e s  o f  

"yel low labour s "  ne ed no e l abor,ct ion . Dr. Lo�vi s ' suggest ion 

t hat "yellow" b rings in the ide e.. of "go l d "  s eems merely t o  di s t rnct 

from t he main p o i nt . I agroG wi t h  Dr . Lv:wi s th ':l.t "exp en d "  i s  in 

t ou ch with b o t h  " sp i n "  :wd " spend" in the s en s e ,  I t hink , o f  

" d e st roy " o r  "wast e 11 ,  as i n  phra s e s  l ike "his st rengt h \'.':-".s sp -.3 nt " ·  

Thi s <;.sso ciat e s  it not wit h  �oon idea of gol d  but with "undo " and t he 

con sequen c e  o f  the "bewildGring minut e "  of the s exual act . ':'he 

mul t iple pro p riety o f  "und o " is obvious , and had Dr. Leavi s b e en 

1 1 4 .  "Imagery and Movement " ,  S crut i ny ,  xiii ( 1 945-46 ) , 1 20- 1 2 1 . 
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l e s s  int ent on stre s s ing the inpo rt ance of cont r�st effe ct s ,  he 

woul d pro sum�bly havo not ed it . "Undo " mecms "unwind " ,  "undre s s "  

and "ruin " .  The s e cond 2nd third o f  t ho se meanings �ro not 

l ogi cally pres .::;nt , but arc impo sed by t he perv.,.sive fGeling of 

d i sgust . 

Dr . L eavi s ' comment ary on that fragment f rom T ourneur i s  not , 

in i t s e l f , imp o rt �t .  The mis r0ading , as I t hink it , of Pope ' s  

Elegy i s  a. more import ant cons equenc e o f  Dr . L e <'.vi s 1 over- emphasis 

on cont rast effect s ,  not onl,y b e cau s e  the poem is an import ant one , 

but also b e c ause Dr . Loavi s ,  in ple.. c ing it in the "met aphys i cal 

t radi t ion , as ho do-:; s  by st re s s ing i t s  "wi t " ,  i s  imp l i c i tly 

att empt ing t o  remove from the August an trn::iiti..an an e s s ent ially 

August an achie veoont . A s t i l l  more import ant cons equenc e  i s  hi s 

analys i s  o f  Milton . 

O f  the sp e o ch in wh i ch Comus t empt s t he Lndy , D r .  L e<e.vi s say s :  

I t  may l ook l e s s  mature , l e s s  develope d ,  than the 

verse of P':!.ril.di s e  Lo st ; it i s , as a mat t e r  o f  fi"..Ct , 

r i che r ,  sub t l e r  and more sensit ive than anything in 

Paradi se Lost , Paradi s e  Regaine d ,  o r  Samson 

.Agoni st e s . 

1 1 5 

1 1 5 .  Revaluation , p . 48 .  



396. 

Dr . Lcavi s comment s spe cifi cal ly on t he line s :  

And s et t o  '.'fO rk m i l l i o n s  o f  spinnin g Worms 

That in their green shops VIGA.ve t h e  smoot h -hai r ' d si lk • . • •  

The Shak e sp eari an lifG o f  t his i s  to be exp l ained 

largely by the swift di versity o f  asso c i c>_t ions t hat are 

run to get he r . The imp r e s s i on of t he svmrming wo rrr1 s 

i s  t el e s co p e d  wit h  t hat o f  the ordered indu s t ry o f  t he 

work shop , e�d a furt her vivi dne s s  resul t s from t he 

co:n,t rast ing ' gre en ' , 11i t h  it s suggestion of l eafy 

t ranqui l l ity . 1 Smoot h -hai r ' d '  p l ays o f f  again st t he 

energy of tho verse the t a ct ual luxury of st roking 

human hair or the livin g cont of an animal . 
1 1 6 

This i s  a fine c ommentary but , a�.ain , in omi t t ing any mnnt i on o f  the 

p ropri ety of the l anguage Dr. Leavis i s  giving a m i s l eading 

emphP..s i s . The propriety is dramat i c , and in ie;rno ring t hi s  and 

t re at ing the l ine s almo st as i f  they \/ere a hymn t o  n:::.ture in a 

lyrical p o em , D r .  Lcavi s is a l s o  fall inG int o the t endency , t o  b e  

dis cus sed l at e r ,  o f  ic.appropriat ely applying the c rit e ri on o f  

" concret c:mes s " . It is nece s s ary t o  set the lin o s  in their 

imme diat e cont ext , in order to i l lust rat e my point : 

Wherefore d id Nature p our her bount i e s  fort h 

With such a ful l  and unwi t hdrawing hand , 

Covering t he earth wit h o dours , fruit s ,  and fl o ck s , 

Thronging t he s eas with sp awn innumerable , 

1 1 6 .  Revaluat i o n , p . 48 . 



But all to please 2nd sat e t he cur ious t �ste? 

And set to work millions of spinning .woTID� , 
That in their green shop s weave the smooth-haired silk , 

T o  deck he r sons ; and , t hat no corner might 

Be vacant of he r plenty ,  in her own loins 

She hut ched th ' all-worshippe d  ore and precious gems 

T o  store her children wit h .  
1 1 7 

397 . 

That Comus ' exhort ati on to the L�dy to  indulge her appetites i s  

supposed t o  b e  evil i s  clear not only from the wi der context but 

from t he speech it self . The excessivene s s  of the thing begins t o  

be felt at "Covering the eart h  with odours • • • •  " , which has a 

smothering feeling , B.nd is carried on in the next line . This 

exce ssivene ss is commented on in the phrase " sate the curious t aste " ,  

and the unpleasant fact that the tast e i s  being sat ed with " spawn 

innumerable "  needs no elaborat i on .  Pre sumably the meaning is t hat 

the fi sh grow up to be eat en ,  but the unpleasant not ion of sat ing 

one self vnth spawn still intrude s  it sel f . The feel inGS thus set 

in motion inevit ably colour the next line , so that the "millions o f  

spinning worms " present by no means on ent irely pleasing picture and 

the redundancy o f  "haired "  in " smooth-haired silk " i s  a voluptuous 

exce ss . The unpleasantne ss roaches a climax in the grote sque rie o f :  

in her o wn  loins 

She hut ched th ' al l-worshipped ore and preci ous gems 

To store her children with . 
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This quit e explicitly present s the idea of the children ransacking 

the mother ' s  womb . An analysis of the lines , in t erms of m1ity and 

propriety , adopt s the procedure that was used in our earlier 

examination of some lines from Paradi se Lo st . 1 1 8 Contrast effect s 

do h�ve a vivifying effect 1 but they are seconda� to those 

inter-conne ctions of mecming which unify the fooling of  the passage . 

The distinction between those lines and anything in Paradise Lost 

( and , evidently , they � different from anything in Paradise Lost , 

as Dr.  Leavis says ) has to  be made in t erms of rhythm and movement , 

not in terms of  a fuller exploit ation of meaning . 

Similar comment s might be made on t he other passage from Milton 

which Dr. Leavi s ,  in Revaluat ion , analyzes in terms of  contrast -

effect s :  

1 1 8 . 

1 1 9 . 

Not that fair  field 
Of Em1a, where Proserpin gath 1 ring flow ' rs 
Herself a fairer Flow ' r  by gloomy Dis 
Was g�ther 1 d - which co st Ceres  all that pain 
To seek her through t he world -
• • •  might with thi s  Paradise 
Of Eden st rive . 1 19 

See above , pp. 304-306 . 

Revaluat ion ,  p . 6 3 . I have added a line t o  Dr . Leavis ' 
quotat i on .  ( Paradise Lost , Bk IV , 11 . 268- 27 5 . )  



Dr. Ler.vis comment s :  

It is  in the repeat ed verb thatthe realizing imaginat ion 
is irresist ibly manifest ed;  it is the final ' gathered ' 
that gives concrete life t o  a conventional phrase and 
makes Pro serpin herself a flower. And to  make her a 

flower is to establish the difference between the two 
gatherings : the design - t he gathered gatherer - is 

bt l . . t . l . . t 1 20 su e ln l s slmp lCl y .  

Again the commentary i s  impressive , but again one needs , I think , t o  

make the obvious point that the consonances of meaning are more 

important t han the contrast s or disparitie s . :Milt on has brought 

b�ck t o  full life one of the oldest of metaphors ( the girl as 

flower) and the bringing back t o  l ife is very clearly a matter of 

rele�sing all the reverberation s  of feeling and implications that 

the metaphor can contain .  Det ailed analysi s  would be  superfluous ,  

and it would be foolish to suppose that Dr. Leavis himself could not 

have given it . 

It is not , I think , possible to say exactly what part this 

over-emphasis on contr�st effect s ,  and the sometimes unsat isfacto ry 

style of  analysis t hat goes with it , played in Dr . Leavis '  over-all 

estimation of Milton . It seems likely, in fact , that Dr. Leavis ' 

radical objection t o  Paradise Lost (which i s  where the criti cal 

focus has been ) is moral rather t han aestheti c . For example , we 

1 20 . Revaluation, p . 63 . 
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are told that Milton , in Paradise  Lost , "offers as ultimat e for 

our worship mere brute assert ive  will , though he condemns it 

unwitt ingly by his argument and by gl impses of hi s own finer humn.n 

t d d" 1 2 1  s an ar • Since a sense of God ' s t errible  and overwhelming 

power is preci sely v1hat li2s  c.t the heart of the "sublime " ,  one may 

fcdrly rephrase Dr.  Le;:wis  1 comment , end s n,y that the "sublime " is 

1 22 a mode whi ch he finds repellent . I would say ,  therefore , that 

Dr . Leavi s '  work on I'Hlton i s  much l iko that of Dr .  Johnson on the 

metaphysic ."'"l poe ts ; he has no sympathy with the at titudes and 

experiences whi ch tho poet ry che..ract eri st ically exprc:sses , and his 

l ack of sympathy is  readily re-inforced by hi s habitual styl e o f  

1 . 1 2 3 ana ysls . This point has already b een made about Eliot ' s  

crit ici sm of Milton , 1 24 2.nd it i s ,  of  course , evident that the 

religious poet ry in wl1i eh Dr . Lon,vis is most int erest ed is Eliot ' s  

Four Quart et s - poetry as far r�moved as may b e  from that o f  

Paradise Lost . 

1 2 1 . Revaluati on ,  p . 58 .  

1 22 .  See ,  for example , Spectator ( No . 489 ) ,  ed . D . F .  Bond, 
Oxford,  1 965 , iv , 233-234 .  

1 23 .  Sec above , pp. 2 30-2 3 1 . 

1 24 .  See above , pp. 337-338. 
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V I I . 

I h.'wo argued th:\t Dr . Loavis holds pot ent ial ly misleading 

views about t he oxplorc1to ry use of l::.nguage and '-bout the 

importance of cont r.::.st eff,� ct s .  I '\';i l l  now look 2..t his 

o c casionn.lly doubt ful A.ppl i c p_t ion of t he criteri on of "concret ene ss " ,  

r.md nrcue t hat he c2.n , nt st rat c(..;i c point s ,  fall int o a crudely 

" imagi st " approP.ch , even t hough he is , at other point s ,  ��e l l  aw-:1rc 

of t he limit at ions of such an 2.pproach . 

One f2.ctor here is Dr . Leavi s ' vi r:?w of t he "direct ,;; ffcct s "  

o f  poet i c  l anguage , and h i s  comment s on Keat s '  appl e s  in t he opening 

l ine s of Ode to Autumn are 2� e.pt st arting point : 

It i s  a mat t er , 2li!ong othe r things , of the way in 

v1hi ch the analogi ce.l sug,;e stions of the vc.ri e d  concplex 

effort s and mot i ons compelled on us ::.s we p ronounce: 

and fo l lon t he wo rds r.nd hold t hem prope rly t ogethe r  

( ucc:..."l.ing, that is , he.s from first to l ::tst it s 

insep �r�b le �nd e s sent ial part in t he eff9 ct of the 

' c>ound ' ) enfo rce .:cnd enact the paraphrRsable meo.ning . 

The �ct i on of the p acked consonant s in ' mo s s ' d  cott �o 

trees ' is  plain enough: there st 2nd the t ro o s  gnarl e d  

and sturdy , t hcir lesfy ent anglement s thickly lo[l.ded .  

It i s  not fanciful , I think , t o  f ind that ( the sen s e  

being what i t  i s ) the pronouncing of 1 cott ae;e- t rees 1 

suggest s ,  too , t he c risp b i t e  and the fl ow of juice as 
the teeth c l o s e  in on the ripe apple . 

1 25 

1 2 5 .  The Common Pursuit , p . 1 6 . 
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I do not think t hat D r .  Lea v is i s  being merel,y fanciful , much as an 

un sympatheti c rc��er might d i s 2.gree wit h  h im .  However,  it  is 

useful t o  rememb er here , I think , wh"1,t Richrtrds said rtbout the 

"dire ct effect s "  of  langu2.ge , whi ch he called "tied image ry " :  

Too much importance has always boon ntt Gched to the 

sensory quali t i c; s  of images . What givc; s M imo,ge 

effi cacy i s  less it s vividne s s  p,s en im".ge t han it s 

ch�r2.ct er as a ment al event p ecul iarly conne ct ed �nth 

sensat ion . It is , in a vray whi ch no one yet knows 

how to explain ,  a rel i c t  of sen s at i on and our 

int el l c; ctual n.nd emotional response to it depends 

far more upon it s being , through thi s fact , a 
repre sent at ive o f  a s ensat ion , t han upon it s s ensory 

re semblan ce t o  one . An image may lose almost all 

it s senso ry nature t o  the point o f  be coming s carcely 

en image at nl l ,  o.. mere skelet on , and ye t rc:;prcsent 

�. sGnsat ion C:'�it e as ac1.equat ely c.s if it were flaring 

with hallucinat o ry  vividity . 
1 2 6 

In his analysi s of Kce.t s ,  Dr. Leavi s t akGs t he "t i ed ime,gery "  as 

b e ing imitative o f  sen sat ion ,  and i s  quite jus t i fied in do ing s o . 

Richcrds ' p o int , however , s eems t o  be general ly vo,lid , and D r .  

Leavis , i n  fact , e l s ewhere implic itly regist ers agreGJ:tent w i t h  it , 

as, I think, c an be shovm i n  the follmving wny. 

Dr. L c:;avi s ,  in his analysis of Koat s , i s  sei zing upon an 

1 26 . Principle s of Lit erary Crit ici sm ,  London,  1 9 26 , pp . 1 19 - 1 20 .  
Cf.  above , p. 27. 
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unu sually prominent :::xe.mpl e  of  the way in whi ch t he direct e f f e ct s 

work . It i s  pe rhap s significant thc:tt he trric0 us es the same lines 

from t he Ode t o  Auturm ,  end t h2.t he twi c e  us e s  sone l ines by Donne 

for th0 s <>..lne s o rt of purpo s e .  
1 27 

One might be t empt ed t o  conc lude 

t hat convin cing examp l e s are not very cc:.sy to come by . 

A simil�r p roninence i s  s ei z ed up on by Dr . Lcavi s in hi s 

di s cus sion of Hopkins ' use of tho din; ct c ffoct s of  l anguage . Ho 

r efers , wit hout quoting it , t o  Ton ' s Garl 2.nd ,  and to  Hopkins ' own 

conrrJont s on the poon :  

[Hopkins] indic;:.t es novr C'..J."ld then in not 2s  tho kind 

o f  thine he i s  doing. 1 He rG come s a vi o l e nt but 

effect i ve hypc rb,.,,t on or suspension , in which the acti on 

of the mind mini c s  t hRt of the labouror - surveys his 

lot , l ow but free fro:J carq t hen by a suddGn strong 

,..,__et throws it ovor the shoulder o r  t o s s e s  it n.way as 

G l ight mat t e r . '  Effect s of this order may be found 

f h. k 1 28 
on c.ny page o l S  wo r • 

The pqssage t o  whi ch Hopkins rcfGrs is ; 

Tom Heart - at - Gaso , T om NC'.vvy : he i s  al l for his mG al 
Sure , 1 s bed now. Lo\'1 bo it : lus t i ly he h i s  lmv lot ( fe e l  

Th�t no 1 e r need hunger , Tom ;  Tom s e l dom si ck , 

Sel dome r h e�rt sore ; that t reads th rough , prickproof , t hick 

Thousand s of tho rns , thought s ) swings though . 1 29 

1 27 .  See Revaluat ion ,  pp . 263- 264 an d  p . 1 3 ,  and English Lit e rature 
in our T ime , pp . 88- 89 . 

1 28 .  New Bearings in English Poet;y, p . 1 7 2 .  

1 29 .  Poems o f  GGrard Manley Hopkins , e d .  W. H .  Gardne r, 1956 , 
p .  1 07 .  
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No one would que st ion t he suc c e s s  of this bold e ffe ct , but i t s  

unusualne s s  needs no st re s s ine; . Hopkim.:; hin1 s e lf S'WS t hc.t it is 

" i n  point o f  execution V8ry hie;hly wroU{;ht " , [:lld Dr . Leavis refers 

to "the _p e culie.ri t ic s  of [Hopkins '] technique " .  1 30 
Dr . L e;c.vi s ,  

hovtever , insis t s  at t h o  S£'.Jse t ine t hnt Hopkin s  i s  only c.,ccc:ntunt ing 

the nntural qugl it i c s  o f  the language , 1.11d t ri e s  t o  enforce t he 

p o int by coLiparing Hopkin s ' l in0 s wit h tv;o passo..gGs fron 

Shak"' SP ' ' "' r"' 
1 3 1  - � \,.i t ·� c . It i s  cl ee.r to me t hat nci t he r  o f  the s e  two 

pas se.ges i s  ncn,rly so "highly wrought " :;,s Hopkin s ' line s ;  but there 

is no need to oxamino them in de t ai l ,  bec2.us e  t he e s s ent ial p o int 

i s  con ceded e l sewhere by D r .  Lenvi s hims elf . Aft c: r  a ch ,c.r:_;,ct l3ri s t i c  

analysis  o f  Shak e sp �are ' s  use o f  t he direct e ff e ct s  o f  lengunge , 

he scys : 

In the nli:•.ture Shake sp e nre it i s  porvr-,sive , but it con 

be fixed on fo r convincing coomcnt only whe re t he 

l •  • L '  1 • l l b • 
1 3 2  

wo r nn g  l S  comp2.r<cc L l  ve y slmp e anc o Vl OUS . 

For the mo st part , th:::.t i s , t he wo rking of t he dir 2ct effe ct s is not 

simply iBit 'l.t ive and i s  b eyond analys i s .  The se arc the p oint s 

ins i st ed on by Richards . 

1 30 . New Be �rings in Engl i sh Poetry , p . 1 67 . 

1 3 1 . ibid . ,  p . 1 69 . 

1 32 .  "Antony and Cleopc.t ra and Al l Fo r Love " , S crut iny , v 
( 19 36-37)' 1 6 2- 1 6 3 .  
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Dr . Leavi s ,  I have agre ed,  is  just i fied in his coffiQent s  on 

Keat s Md Hopkin s i it i s  with regard t o  Milt on thr1.t his re lioncE-

on an :ill.it at ivo theory o f  tho dir2 ct o ffoct s is  suspect . When 

Dr . Leavi s prai s e s  this .:3.sp2 ct o f  Milton 1 s language , he 3.ppeal s t o  

an imitative c rit erion: 

Nor was hi s name unheard or unador 1 d  

In ancient Greece ; and in Ausonian land 
Men ce.l l ed him Hul cib e r ;  and how he fel l  

From Hoav 1 n ,  they f�bl 1 d , thrown b y  angry Jove 

Sheer o 1 re the Chryst al Battlem ent s :  frol:l Morn 

To Noon he fel l ,  frou Noon to d ewy Eve , 

A Summer ' s day ; 2nd with the sett ing Sun 

Dropt f rom the Zenith lik e  a fall ing St �r , 

On Lenno s t h 1 Aegeo.n Ile : thu s  they relat e ,  

E . 

1 33 
rr2ng • • • •  

Dr . Loavis comment s :  

Whd i s  I!lo st important to not e  i s  that the he .<1.vy 

stro s sc:: s ,  the chur:o.ct e.ri st i c  cadences , turns and 

return s of the vers e ,  h�ve a p e culi�r expre s s ive 

felicity . 1
34 

He make s the same point of the se..me passage in "Mr . Eliot and 

Milton" , rnd use s the same crit erion when prai sing t he spee ch o f  

1 33 .  Pnrndiaa LlDst, Bk. I ,  11 .738-747 .  

1 34 , Revaluati on, p.45. 
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Comus , part o f  whi ch vre have alread,y examined .
1 35 

If the Lady ' s 

aust ere doct rine v:-ore universally pract i S::; d ,  says Comus , Nature , 

woul d b e  quit e surch�rgod with her own we ight , 

.And stlrulgl ' d with her w g,st e fert ility; 

Th ' earth cumbcr ' d , andthe wing ' d  air dark ' t  irlt h  plumes , 

The herds would over-l!mlt i  tude t he i r  Lords , 

The sea o ' re fr8-ught would swell , [ 2lld th ' unsought diemonds 

Would so on b l az e  the forehead of the deep , 

And so be stud with stars , t hat they b elow 

Would grow inur ' d to l ight , and COL1e e.t last 

To gaze upon the sun with shc'1.lllele s s  brows .J 1 3 6  

Dr . Leavis quo t e s  only as f2.r a s  " swel l "  end says : 

To cut the p as sage short here i s  to l ame it , for t he 

effect o f  Nature ' s  being st rn.ngle d  with her wast e 

ferti lity is pQrtly conveyed by the e j aculat ory 

piling-up of claus e s ,  as thG�ot:!.der, by t urning back , 

can verify . But one 'Nay in whi ch the verse act s the 

men.ning - not r.:terely says but doe s  - i s  fairly 

represent ed in the line , 

Th ' earth cumber ' d ,  and the wing ' d  air dark ' t  with plume s ,  

Where t he crowding of st re s sed words , the consonantal clust ers 

and the clogged movement have a funct ion that needs no 

1 . 
1 37 

ana ys � s .  

1 35 . The Common Pur suit , p . 1 7 , footnot e . 

1 36 .  Revaluation ,  p . 5 1 . I have added some lines to  Dr. Leavis ' 
quotat ion ( Comu s ,  11 . 7 28-736 . ) 

1 37 .  Revaluation ,  PP � 5 1 - 52 . 
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Cut t ing t he passage short , in fact , all ows D r .  L eavis to e vade t he 

difficulty whi ch I r�i s ed earl i e r  wit h regard to thi s whole 
1 38 

sp eech . The speech expre s ses a certain style o f  exe.ggernt i on 

and the direct effect s of t he l anguc:cge have reference t o  that , 

r�t her t han t o  the obj e ct s  whi c h  t he vers e  i s  d e s c ribing . It 

would b o  difficult for Dr. L <::avi s t o  cor:1ment on "bestud with stars " 

in the way in whi ch he corunent s on , 

Th·1.earth cumb e r '  d ,  and thn wing ' d air dark 1 t with plume s ,  

be cause the sound and rhythm are not simply iBit at ive . Even in t he 

line isol�t ed by Dr.  Leavi s ,  the reader ' s  at t ent i on , surely ,  i s  on 

Comus rather then on the obj ects  he is de s cribing . RhythD , as 

Richards said , is the organisat ion of the direct e ffect s in the 

servic e  of the ongoing movenent of me aning . In this sp eech the 

raeaning i s  primarily a mat ter o f  Comus 1 feelings , t one Md 

int ent i on . 

It i s  when Dr . Lea vi s adversely criti ci zes Mil t on 1 s verse that 

one i s  mo st worri e d  by t he consequences of appealing t o  a simply 

imitat ive theo � o f  t he funct ion of t ied image�J . According t o  

Dr . L eavis ,  Milt on 1 s "charact erist i c  cadenc e s " ,  which have
. 

in t he 

Mulc ib e r  p as sage "a peculiar expres s ive felicity" , have, as a rule , 

a "rout ine thump " .  1 39 Tho s e  cadences have , in fact , an intimat e 

1 38 .  See above , pp. 396-397 . 

1 39 .  Revaluat ion ,  p . 46 . 
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rel::.ti on wit h  Milton 1 s 1 1 sublimity" . T o  use D r .  Johnson 1 s  p hras ing 

again , on e recal l s  the ren:".rk t h::tt Mil t on ' s  "ne.turo..l p o rt is 

gigant i ck loftin e s s " .  
1 40 

"Port " i:::; an apt word for referring t o  

aovemcmt , and Johns on is imp l i ci t ly not ing t he obvious rel ati on 

between movenent aDd focling in P ·'.rrtdi s e  Lost . T o  revert t o  

Ric hards 1 l an{;uage , t he tied inage ry of Parc�disc L o s t  funct ions with 

referen c e  to Milt on ' s  charact e ri s t i c  feelinG , tone cmd int ention . 

A s  we have already no t ed ,  D r . Leavis is far f rom being in sympat hy 

wit h  that feeling , and it i s  cons equent ly no surpri se t h�t f o r  h im 

Milton ' s  rhythm doe s not cor:12 t o  life . Further,  the lack o f  

sympathy i s  re- inforced � d  confirmed b y  an appe �l to � cri t i c�l 

p rincip l e  which i s  alwc.ys congenial to Dr . Loc.vi s wd , in s ome 

cJ.s es , vuli d .  In thi s c a s e  t h e  p rinciple; i s  th,".t o f  " concret ene s s " ,  

with part icular reference t o  t he funct ion of the t ie d  im2.ge ry . 

VI I I . 

Dr . Le."'.vi s  i s  al so cA.pable , e.t st r2.t egi c p o int s ,  o f  misusing 

t he ideal of " conc ret ene s s "  not s im)ly with r eferen c e  t o  t i ed 

image ry but in a general way . One says " at st rat egi c point s "  

1 40 .  Lives o f  t m  Poet s ,  i ,  1 77 . 
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be cause be i s  pe rfectly wel l  e.ware in theo ry of the l imit e.t ion s  of 

1 4 1  
such �� app roach . One such st rat egi c point is his crit ique of 

Milton , but the nece ssary corunent s on th2.t have al ready boen nade 

" th d t El " t '  · · 1  d 
142 w �  regar o lO s s�m� ar p roce ure . I will look inst ecd 

at some of Dr.  Leavis 1 cnalysis of Shelley ' s poet �y . He comment s 

at l ength on IITffuen the l8lllp is shat tered" and the final two stanzas 

receive the severest st rictures : 

When heart s have once mingled 

Love first l eaves the wel l-built nest ; 

The weak one is singl ed 

To endure �hat it once po s s essed . 

0 Love l who bewail e st 

The frailty o f  all things here , 

Why choose you the f rai l e st 

For your cradle ,  your hone , Md your bie r? 

It s passions will ro ck thee 

As the sto ros ro ck the ravens on high; 

Bright reason will mock thee , 

Like the sun f rom a wint ry sky . 

From thy nest every raft e r  

Will rot , end thine eagl e homo 

Leave thee naked to laughter, 

Vfuen leaves fall and cold winds come . 
143 

14 1 .  See , for exampl e ,  The Co�non Pursuit , pp . 1 6- 1 7 . 

142 .  ibid. , pp . 19-20 . For Eliot on Milt on s e e  above , pp. 301 -308. 

143 . Revaluation ,  p , 2 1 7 .  
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The first two sta�z�s , which lead into  thi s ,  consi st o f  a series 

of figurative illust retions of things dying when their container,  

so to  speak , is  broken -- for instanco , the first two line s of the 

poem : 

jfuen the lamp is shattered 
The l ight in the dust lies dead. 

The stanzas we hP.ve quot ed elabom.te this  ide8. with regA.rd to love;  

when the heart , which contains love , is broken , love dies . 

Dr . Lenvis professes puzzlement at the penultimate stanza: 

It would be unpoeti cally lit eral to suggest that , 
since the weak one is singled , the t ruant must be the 
mat e ,  and , besides ,  it would raise unnecessary difficulties . 
Perhaps the mate , the st rong one , is wh2t the weak one , 
desert ed by Love , whose alliance made possession once 
possible , now has to endure ?  1 44 

He dismisses thi s last alternative as unlikely, and conclude s  that 

1vc are not being invit ed to respond to �:e.ny "renliz;.tt ion of the 

metaphors " ,  but to rGact unthinkingly to the "sentiment al 

commonplaces " . 145  Dr . Leavis then conclude s ,  having decided that 

t here is no "realization" in the penultir.1ate stanza, that "thee"  

in  the first l ine o f  the last stanza is the poet himself, and that 

1 44 . Revaluat ion, p . 2 19 . 

1 45 . ibid. 



Shclley i s  me.king " self -pity a luxury " .  
1 4 6  
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But the pcnult ir.1e.t o stan za do e s ,  a s  I re ::td it , hnve a p l ai n  

e nough m0 aning , though it do o s  no t " rce1l i z e "  it s ob,j G ct s in t h e  way 

t h?.t D r .  Le avi s deucmcl s . Two people fnll in lov e . One of them 

i s  l evel -headed and can e xerci s e  emot i onal c ont ro l ( " t he 11e l l -built 

n e st " ) , and he , o r  she , stops loving b e fo re the o t her . The ot her 

i s  the "wedc ono 1 1 , who i s  left al one , r>.nd for hi1:1 , or hsr,  love i s  

now an unw e l come inmat e of the he �rt , merely t o  b e  endure d .  The 

quest i on is t hen askedi why l o v e  cho os e s  to s t ay i n  such •:;eak he art s ,  

whi ch wil l  b e  unable t o  sustain him? 

In the last s t an z c,  l o ve , ::�.s t he syntax obvi ously denand s ,  i s  

s t i l l  being addre s s ed . The weak heart , subj e ct t o  wi l d  

fluctuat i o n s  o f  emo t i on , w i l l  ro ck l o ve about . Alt ern;:ct ing with 

t ho s e  fit s o f  pas s i on wil l b e  cyni cal mo cke ry of love . Eventual ly , 

t he vrea.k hen.rt will rot it sol f by t he so various o xco s s e s , an d  

re qsanab l e  p e op l e , h<".ving observed t he who l e  s e quenc e o f  e vent s ,  

wi l l  conclude th�'.t love i s  a very s il ly sort o f  bu sino s s . 

Throu ghout the poem "l ove ' '  has t � c  s ense " roTiant i c  pas s ion " . 

It i s  p o s si b l e  t hat "bright rec-�son " b e l ongs t o  the p e o p l e  who 

wi ll E1.l so l augh at love at the cl o se o f  the p o em .  On t he ot he r  

hcm d ,  i t  i s  p o s sib le t hat t he final l aught er wi l l  co�C�e f rom t he 

weak one ,  react ing against h i s  sentiLlental exc e s s  wit h an ensuing 

1 46 .  Revaluat ion , p . 22 1 .  
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cynical excess . I t hink t hat t ho vro rds , and t ho s ituG.t i on , can , 

in f::o.ct , comfo rt ab ly b c! P.r both of t h e s e  int erp re t :?..t i on s 

s imult nneously . 

The fun c t i on of t he netaphors h e re is not to achi eve 

" ro al iz e.t ion " , in the sii ::�le sense . It s function is th�t whi ch i s  

generally d e s cribed i n  Ri chards ' rem:1rk t hat "the poet ' s  t ask i s 

const antly , • •  t hat of finding ways and I!J.eans o f  cont ro ll ing f e el ing 

t hrough met aphor " .  
1 47 

Fo r inst nnco , in , 

Br ight reason will mo ck t hee 

Like t he sun f rom � wint ry sky 

one not cs how "b right " ,  int ro duc c d  by t he L1ot2.pho r , b rings in a 

c e rt ain t one . This t ono can be b ,; s t  indic;o,.t e d by s aying t hd 

"b right " in t h o  s en se o f  " clever " \VP..S us ed , at thEct t im e ,  "chio fly 

o f  one ' s  inf e ri o rs or children " ;  and it nay fairly be c al le d  

. . 1 1 4 8  
l ronlca • If "b rii_;ht rG-'\Son" refers t o  t he \'iO�:.k one 1 s ovm 

cynic 2.l rc; act i on , t h e  imp l ic cct i on o f  ch ildi s ll..nG s s  has an obvi ous 

rel evance .  I f  it b e l on[cs t o  Gocki ng observe rs o f  the s i tu2.t i on , 

t hen t hey are " inferior " b ocn.u s c  they � D.o ck in g ,  and not hel p ing . 

The t one o f  irony modul::-.t o s  int o a more st ron<SlY c ri t i co.l feel ing 

as the met apho r l e e.ds up to the fo rceful word " ro t " ?  ond thi s 

fee ling move s ,  in turn , int o t h8 sharp throat of the last l ine . 

1 47 .  I . A .  Richards ,  P re.ct i cal Crit i c i so ,  London , 1 9 2 9 ,  p . 2 2 3 . 

1 4 8 .  N . E . D . , 8 .  
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It  may be tho.t Dr .  Legvi s ,  in such analys es , i s  bet raying the 

t endoncy which Richards saw in Hulr:J.e 9 and mistakenly demanc�ing 

real izat ion of the vehicl e , rather than real isat ion of the whole 

metaphor. 149 Thi s s eems t o  be the case i:-1 sono conrnent a on Blake , 

at e. point when Blake ' s  " c oncretenes s "  is  being fevourably cont rast ed 

with Shelley ' s  lack of it . Dr. Leavis says of t he opening of 

"0 Rose thou art sick " : "The vo cat ive e st ablishes the Rose ' out 

t here ' before us , so that it bel ongs to the order of visible beings 

and we don ' t  que st ion t hnt wo see it " .  1 50 Dr . Leavis himself not es 

t hat " se e "  can bo raisleading in a cont ext like this , e..nd ins i s t s  

t hat he is  not guilty o f  the "vi sualist fallacy" , but even s o  one 

feel s inclined to insist that Blake is not t alking about a real 

ro s e ;  the poem i s  netalJhoric and the ros e  i s  the vehicl e . The 

point may be re- inforced by noting that Dr . Leavi s '  claim is a 

surpri singly large one for the mere use of a vocat ive .  The same 

can be said of hi s remark that "found out t hy bed/Of crimson j oy " , 

is  voluptuously �ctual in suggest ion ,  and , in ways 
we needn ' t  t ry  and analyse ,  more than tactual - we fool 
ourselves ' bedding down ' in t he Ros e ,  and t here is  al so 
a suggestion of a s ecret heart ( ' found out ' ) , the fo cus 

1 49 .  See above , p. 1 43. 

1 50 .  " ' Thought ' and Emoti onal Quality" , Scrut iny, xiii 
( 1945-46 ) ,  6 9 .  



of life , down there �t t he core of the clos ely 

clust ered Md enclo sinG pet al s .
1 5 1 
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I f  one devotes  one self so strenuou sly t o  "real i zing" the 2.ctual ro se , 

one has insuffi cient attention loft for the t enor of the mGte.phor,  

and t he evidence , of course , that the poem is  nore than a lit eral 

present at ion of a rose i s  given by the poeo itself.  It would be a 

waste of time , for exnmpl 8 ,  t o  t ry to "realize " the ninvisible worm" . 

The role played by D r .  Leavi s '  views on poet i c  l RngUage in his 

e st imate of Shel l ey is , I think , much the same as in the case of 

Milton .  He has l itt le sympathy with the poet ' s  charact eri st i c  

att itudes, and pos sesses convenient , but actual ly inapplicable 

c rit ical princip l e s  whi ch can be  brought to bear to 

re- inforce the l�ck of sympat hy .  

I have already touched upon the other noticeable nrea in which 

D r .  L eavi s ,  in my opinion , too sim;.1ly applie s the crit erion of 

1 52 
concretene ss - Shake speare 1 s dramat ic poetry . The proc e s s  here 

i s  like that exhibit ed in the forego ing analysis of Blake . As we 

saw ,  it i s ,  with ree::.rd t o  Shakespeare , only o ccasionally evident , 

and Dr .  Leavi s commonly talks of Shake speare ' s  poet ry in t erms of 

t one , feel ing and int ention . Thi s i s  to be expected,  since he 

frequently speaks in those terms when dis cussing poetry in 

1 5 1 . " ' Thought ' and Emot ional Quality " ,  Scrut in,y , xiii 
( 1945-46 ) , 69 .  

1 5 2 .  See above , pp. 249-2 5 5 .  
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general , For cxe�ple , one readily recall s his analyses of Donne , 
1 5 3  

However ,  Dr . Leevis '  occasional t endency t o  t alk as though a 

speech in a Shake speare play i s  " concre t e "  in the way that , say , 

Keat s '  Ode to Autumn is concret e ,  is im}orta.nt becaus e it gave 

powerful impetus to that sort of Shakespe�re criti cism which i s  

$ 
pract i ced by L . C .  Knight s ,  or by Wilson Knight . For instnnce , 

Dr . Leavis says : 

Shakespeare ' s  marvellous faculty o f  int ense local 

realisation i s  a fc.culty of realizing the whole locally . 

A Shake speare play , says Prof e s sor Wilson Knight , 

may be considered as ' an extended net apho r ' , and the 

phrase suggest s with great felicity thi s almo st 

inconceivably clo s e  and delicat e  orgc�i c whol enes s . 
1 54 

A representative remark by L . C .  Knight s may be set alongside thi s .  

He say s  of an image in Mc.cbeth g 

P revious image s of darkne ss and t orpor have helped to 

determine the way in whi ch we receive the quot ed passage 

when it come s ,  

and goes on t o  speak of the "larger pattern that lies  behind the 

plot and the characters " .  
1 5 5 

Newt on , in a plea for a return t o  an 

emphasi s  upon the study of charact er in Shakes peare ' s  plays , makes 

1 5 3 .  Revaluat ion , pp . 1 3- 1 4 . 

1 54 .  ibi d . ,  pp . 60-6 1 . 

1 55 .  Some Shake spearean Theme s ,  London , 1 9 59 , p . 1 8 . 
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a gene ral condonn·,t i on of thv study o f  Shakespeare ' s  "theme s " ,  1 5 6  

I h'l-VG n o  obj o ct i o cl t o  t he stucly o f  thc;:ti.J S . '.".11.'"'.t i s  unt en':'..bl e ,  I 

t hink , i s  tho Vi 0'.7 th>.t t he study of t hcmo..t i c  iUC�i�ery does [:ro;::t er 

ju.st icc to Sh.:J< o s e:tx:.ro ' s  poet ry ,  th:-::.n does t lw study of " chnr:�ct e r " . 

As vrc have so .m ,  the study of t hL'm<1t i c  imagery inovik�bly ignore s e, 

lRrgo part of the subt lety ..-J.nd povrer of ShakG Sj)0are 1 s poe t ry . 1 57 

Any aYJ.r.lysis o f  drrJ,'l;_\t i c  poet ry ,  unl e s s  i t is to  �llc.co �'..rt ifi c ial 

restrictions upon i t s olf , ::mst qui ckly ent er into que st ion s  of 

t o�o , feel ing �nd int ent i on in the l �gu�gc , and , in ent ering into 

t hem , it finds i t s clf discus sing " char::.ct c r " .  A real d e l i cacy of 

rosponsc t o Shrc.ke sp care 1 s poetry is  th:-�t whi ch i s  e xemp l i fi ed in , 

for exruJ.ple , D:r . Jolmson 1 s  rcc count of Polonins . 1 58 

IX . 

I h2.vo ergucc-:. thr'.t Dr . Lof'.vi s ' views on ) Oeti c lal'lu"UB.GC 

c ont::·�in c. bo..si c c luster o f  ideas whi ch are s ioi lar t o  Richnrds ' , 

1 5 6 . J .M . Ne;wt on , " S crut iny' s Failure with Sh;:ckosll oc.re " ,  
Cc.mbridg·e Quart erly , i ( 1 9 65-66 ) 9 1 44- 1 77 .  

1 57 . Sec above , pp. 249-2 5 1 . 

1 58 . See above , pp. 2 52-25 5 .  
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but t h::.t ho shon s bias e s  in t he p.-:crt icul.:cr 8-pp l i c c�t ion of then . 

These biases con s i st of t o o  nc.:Tow "'- vi eV< of the " cxplor'c t ory-

cre?.t ive " uso o f  l.<:.n.:;u;:-,t�:c , �- t cnc1\'3ncy to over- cmphr:..s i zc 

di spari ty-act i on ,  and t o  ap)ly too s ir:1p ly t he �)rinc ipl c o f  

." concret enG s s " .  Those biro_s 8 s  :.re , !l.S one woul cl expe ct , l::.reely 

rclat er2 to cort ccin ou�'h"-S'-'s in the flO et ry  <-mcl cri t i c i sill of 

T . S .  El iot .  The�,r nrc no st not i ccc..bllj ''t st rat cci c po int s whore 

they convcmiont ly re - inforce juclgeacmt s whi ch sp ring from Dr.  Le avi s '  

b.ck o f  synpP.thy 1.1i th ccrt nin poet s .  

On the p o s it i v,� side , I c.m no t claining ,  o f  c our s e ,  thi>,t 

D r .  Leavis i s  a �:;re :�t cri t i c  b o c 2.use he hc'l.s �'. core of so und crit i cC'..l 

p rinc iple s sioilC'..r to Ri chard s ' . Such principl e s  are wo rt hl e s s  

unl e s s  t hey arc ::�c c onp8.11iod by a cap:'-city for ful l  ro spons o t o  

poe t ry- a capacity 11hi cl1 Dr . L2c..vis p os s ess e s t o  a rare dcgre e . 

The ro l e  of cmalys i s  in such re sponse i s ,  .,.s we have seen , well 

des crib ed by Dr . Loo..vis hins o l f : 

Uh;;.t '.-:c cal l analysis is , of cours u ,  c. cons t ruct i vc o:c 

cre2.tiva pro ce s s . It i s  n. more delibe rat e fo llouing 
t hrough of that ,')ro c o ss of cron.t ion in rcsponsc t o  the 

poot ' s  wo rds whi ch roading is . 1 59 

1 59 .  Educc,t ion end t he Uni versity ,  p . 70 . 
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T h e  word " cro.::'J.t i o n "  h e r d  se:r.:·ves c1s c. convcmient rcHinclor t h:1t 

Dr . Lo2.vi s ' s tyl e of r-ill.al;,·s i s , b c int; conc.:: rned wit h  coLlp l c:; xi ty 1 

i s  go2.rocl t o  the i r'lG "cS of ":rc:-1-li s?.t ion" and " s elf-rc"'l i s .-.;t ion" 

whi ch l ie :-tt the hea.rt o f  hi s c l ,•,ins for the value o f  poet ry ;  

the enalysis i s  i n  im.n:1edinto t ouch with tiw wider int ere st . It 

i s 1 I think , this eff e ct ive r.nd s imple c ore of lJ rincip l e s  whi ch , 

combining vrith hi s gift for vivic1 and de l i c d e  response t o  _;JOGt ry , 

givos Dr . Lc ::wi s '  crit ici sm it s ch;.::.r::.ct cri st i c  energy n.nd point . 



CHAPTER 1 0  

\1. Er·iPSOlJ : COfiiPLEXI TY AND ANBIGUITY 

I .  

I wi sh to examine some a sp e c t s of Emp son ' s  crit i ci sB in the 

l i ght o f  the two vi ew s whi ch have been re current throughout my t he s i s ;  

the view that modern analyt i c 3.l c!'i t i ci sm has more in common wit h  

older crit i c i sm t han i s  commonly supp o s ed , and t he vi ew that modern 

crit i c i sm exagge rat e s  c ertain features o f  poet i c  language , ··nane ly, 

those which come under t he gen eral head o f  " di sparit y " , 

" cont rast " o r  "irony " . Bot h  o f  t he se views can b e  readily 

i ll u st rat ed from Seven T,yre s  o f  Ambiguity and my di s cu s sion o f  

Emp son is t herefore brief . ':That follows doe s not , o f  course , 

pret end t o  be a comp l et e e s t imat e o f  Emp son ' s  cri t i cal achievement . 

The chief point s t o  be s t re s sed are t hat Type I of Empson ' s  

s even type s o f  ambiguity closely r e semb l e s  Ric hard s ' notion of 

" in tGllnanimat i on "  an d ,  therefo re , the doc t rine o f  "p ropriety " ;  

t hat i t  i s  di fferent in kind fron the o ther typ e s ; t hat it i s  

the mo s t  import ant typ e_; and t hat the remaining typ e s ,  though they 

are t he framework for much fine criti cal comment ary , r e pre s ent a 

charact e ri st i c  bias . 

The f irst of t he s e  point s can be i l lus t rat e d  f rom t he opening 

page s o f  Seven Type s  o f  Ambigui ty .  Ernp son define s " amb iguity " 

as what o c curs when " a  wo rd o r  a grammat i cal s t ructure i s  
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e ffect ive in several way s  at once " ,  and goes o n  t o  give hi s  wel l -

known ( no t o rious , one might say ) comment ary o n  the line nBare 

ruined cho irs , whe re l at e  the swe e t  birds sang n g  

t he compari son holds for many reason s ; b ecause ruined 

monast e ry  Oho irs are plac e s  in whi ch to s ing , b e cau s e  

they involve sit t ing i n  <i. row , be cause t hey a:L'e made o f  

wo od , are car1ed int o  knot s and s o  fo rt h ,  be cau s e  t hey 

used to be surrounded by a shel t e ring bui lding 

c rystallised out of t he l ik ene s s  of a forest , and 

coloured wit h st ained gla s s  and painting like f l owers 

and l eave s ,  be cau s e  they are now abandone d by al l but 

the grey wal l s  co loured like the ski es of wint e r ,  

b e c au s e  the co l d  an d  Narci s s i st ic charm sugge s t e d  by 

t h e  choir-boys suit s wel l  vri t h  Shake sp eare ' s  f e e l ing 

f o r  the obj e ct of the Sonnet s ,  and fo r vari ous s o c i o l ogi cal 

and histori c al reasons ( the pro testant d e s t ruct ion o f  

mona s t e ri e s ;  fear o f  purit anism ) , which it would b e  

hard now t o  t ra c e  out i n  t h e ir proport ions ; the s e  

reason s ,  an d  many more relat ing the s imile to it s place 

in t he Sonnet , must al l combine to give the l ine it s 

b eauty , and there is a s o rt of amb iguity in not knowing 

whi ch o f  them to hold �os t  c l e arly in mind . Cle arly 

t h i s  i s  involved in a l l  such richne s s  and he ight ening 

of e ffe ct , and the machinat i on s  of ambiguity are among 
1 

t h e  very ro o t s  of poet ry .  

1 .  Seven TyPes of Ambiguity , Third Edit ion ( Revis ed ) , London , 
19 5 3 ,  pp . 2- 3 .  
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The bearings of t hi s  can be indi cat ed by noting that it coul d b e  

t aken a s  an e � borat e i l lustrat ion o f  Richards 1 vieli that i n  

" imaginat ive " met aphors t here i s  a mul t iplicity of l inks between 

t enor and vehi cle . 2 I have already discussed t he ways in which 

Ri chards ' i dea of " int e r  inanimat ion" resemble s  the doct rine of 

" propriety" and do not need t o  il lust rat e in any det ail the re lat ion 

b et ween t h e  lat t er amd Emp son 1 s first type of ambiguity . 3  The 

general po int might b e  made , hovrever, that Empson in Seven Type s of 

Amb iguity already shows signs of finding t he spirit of eight e ent h 

c entury analyt i cal cri t i c i sm congenial , as is indi cat ed by his prai s e  

of Johnson , who , Emp son says , t hought "to a great ext ent right ly'' 

t hat he po s s e s sed a "posit ive machinery" of analysi s . 4  Emps on 1 s  

l iking , o f  course , come s out part i cul arly st rongly in hi s sub s equent 

wo rk on Milt o n ,  both in Some Versions of Pastoral and !.lilt on 1 s God , 

bot h of whi ch show close famil iarity with eight e enth century analys i s  

of the verb al det ai l o f  Paradi s e  L o st . 5 

My s e cond and third point s ( t hat t he fir st type of ambiguity i s  

b o t h  radi cally diffe rent from and more import ant t han t he remaining 

2 .  See above , p. 92. 

3.  See above , p. 204. 

4 .  Seven Types of Ambiguity , p . 2 5 5 . 

5 .  Emp son ' s  chap t e r  on Mi lton in Some Versions o f  Past o ral i s ,  
of course ,  acknowle dged by Chri st opher Ricks as the cue fo r 
Ri cks 1 own analys i s  of Milton 1 s styl e in his Mil t on 1 s Grand 
Style , Oxford , 1 963, P• 9. 
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tY'.Jes) have both been made by Empson himself , though neither , so 

far as I kno-.:7 , has been stressed as mucL ;:;,s it ought to b e .  

Empson concedes the rad.ical difference i n  a discussion with 

F .W .  Bateson in Essays in Crit icism .  Pressed by I;Tr . Bateson about 

sor11e of the detail s  o£' his col;llnentary on "bare ruined choirs " ,  

Empson remarks ;  "Tii,v First Type i s  meant t o  be different from the 
6 other ones " .  The difference is , t hat in the later types there are 

conflict s between the various implicit meanings , whereas in the first 

type there are only different "emphases " all of whi ch are , so t o  

speak ,  unidirectional . 7  

That the first type i s  the most important is  explicitly noted by 

Empson . After  the commentary on "bare ruined choirs " ,  and the 

basic definit ion of ambiguity , which I have quot ed above , he says ; 

"Such a definit ion of the first type of  ambiguity covers almost 

everything of literary import ance " .  He adds that his chapter on the 

first type ought , therefore , to be hi s "lc:Pr:� st a.nd most illuminat ing" , 
8 but immediately goes  on to  .give reasons why this i s  not the case . 

The most import ant of these  reasons is that it i s  very hard to  be 

� about the background meanings which Empson claims are enriching 

6 .  "The Criti cal Forum" , Essays in Criticism ,  i ii  ( 1 95 3 ) , 362 . 

7 .  Seven Type s  of
-�

�iguity, p . 48 
..... ,.... . .... 1 .. 

8 .  ibid . '  p .  3 .  



42 3.  

"bare ruined choirs " .  Thi s ,  of course ,  is true when analysis is 

as subtle and fertile as Ernpson ' s ;  and most of  the adverse 

criticism levelled at Empson has tended chiefly to accuse him of , 

t o  use his own phrase , "spinning fancies out of his own mind " . 9 

Indeed , he seems to  have almost wilfully invit ed that sort of 

criticism,  remarking. in a rather casual way , near the end of Seven 

Types of Ar:lbigui t,y : 

I have , in fact , been as complete as I could in cases 

that seemed to deserve it , and considered whether each 

of the details was reasonable , not whether the result 
10 

was reasonable as a whole .  

He  has ,  that is ,  piled up possible meanings for words ,  phrases and 

sentences ,  without intending to claim that they could all be fitted 

into the total context . This , clearly , is an important reservation 

and it seems typical of Empson not to have helped the reader by 

giving it more prominence . Had Elder Olson noticed it , his attack 

on Empson 1 s  "method" would have had , to  say the l east , to  be modified, 

since  he accuses Empson precisely of piling up meanings in that 

1 1  
wczy . 

However ,  even when that reservation is allowed for , it remains 

t rue in general that analysis of the background of meaning which 

9 . Seven Types of Ambiguity, p . 49 . 

1 0 . ibid . ,  p . 244 -

1 1 .  Elder Olson, "William Enpson, Contcnporary Cri tiqism and �oetic 
Diction" , Critics nnd Criticism , ed. R . S .  Crane , Chicago , 1 952 , 
p.48. 
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may be felt , at any given point , to  be giving the language of a poem 

it s penet rat ion and vital ity , may easily s quander it s el f  in mere 

fancifulne s s .  I would like here t o  iterate my own view ,  that analysis 

of t hi s  kind i s  valuable not becaus 2 it can be definit ive in part i cular 

ins t ance s ,  but because of it s cumulat ive effect s .  Cumulat i vely it 

may develop in t he r - qd(;r a prop er at t ent i vene s s  to  full and 

de licat e  us e s  of language ; and it mey b e  used to  support a general 

judgement about a body of poet ry .  As an example o f  that last 

point I would t ake Johnson 1 s claim that "harshnes s "  i s  one of 

Shakesp eare ' s  charact erist ic defect s .  Johnson 1 s  analysis does  not 

give conclusive proof in � exampl e  but point s to signifi cant 

feature s in a numb er of example s .  
1 2  

One woul d not wi sh t o  b e  too caut ious . Analysi s can go furthe r  

t han Johnson was wont to  t ake it , an d  s t i l l  elicit t he reader ' s  full 

consent . Thi s b rief account of t he nature of Empson ' s  first type 

of amb iguity should close wit h what s eems t o  me o, charact e ri st i cal ly 

impres sive exampl e .  I t  i s  from Emp son 1 s commentary on 

t he "propriety" of "Dust hat h cl o sed Helen 1 s eye " - "propri ety" in 

the sense of full ness of mean ing brought out by int er-conne ction s  

wit h  t he surrounding words . Emp son quot es ; 

Beauty i s  but a flower 

Which wrinkl e s  wi l l  devour . 

Brigh-:ne s s  fall s from t he air . 

1 2 .  See abov e , pp. 205-207. 



Queens have di ed young and fair . 
Dust hath c l o s e d  Helen ' s  ey e .  
I am s i ck ,  I nust dio . 

1 3 Lord, have mercy upon us . 
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an d ,  aft er an expanded ac count of t he vari ous p o s s ib l e  meanings o f  

"Bright ne s s  fal l s  from the air " ,  comment s o n  "Dust hath clo sed 

Hel en ' s eye " :  

O ne must t hink o f  Helen in part as an undecaying corp s e  
o r  a st atue ; it is dus t  from out s ide which s et t l e s  on her 
eyelids , an d  shows t hat it i s  l ong since they have b een 
opened ;  only in the backgroun d ,  a s  a t ruth whi ch coul d 
not otherwise be face d ,  i s  it sugge st ed that t he dust i s  
generat ed from he r own co rrupt i on .  A s  a result o f  this 
amb iguity , t he line imp o s e s  on brightnes s  a further and 
more t errible compari son ; on t he one hand , it i s  the 
b right mot e s  dancing in sunbeams , whi c h  fall and become 
dust whi ch is dirty and infect ious ; on the ot her,  the 
l ightne s s ,  gaiety , and acti vity of humanity , whi ch shal l 
come to dust in the grave . 1 4 

Thi s , I think , i s  the kind o f  crit i ci sm which g enuinely sharpens 

one ' s  reading of t he poem . It i s , in an important s ense , primary 

c ri t i ci sm ,  in t hat it concerns it self with that wit hout which other 

kinds of cri t i c i sm can have no very us e ful exi st ence . It hel p s  t o  

put the reader i n  full p o s s e s sion of the st at ement s ,  an d  feel ings , 

1 3 . Seven Ty&�s o f  Amb iguit� , p . 25 ( T. Nashe , Sumoer ' s  Last Wil l  and 
Testamen , 11 . 1 578-1 5 4) . 

1 4 .  ibid . , p . 2 7 .  
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about deca;y and death , of  whi ch the poer.1 consist s ,  and i n  do ing s o  

i t  concent rat es at t ent ion o n  what Johnson c alled "the force o f  

poet ry " : "that force which c al l s  ner; powers int o being , whi ch 

embodi e s  sent iment , and animat e s  mat ter" . 1 5  

I think it i s  ne ce ssary , therefore , t o  disagree ( as Emp son 

himself doe s )  with Ja�me s Smit h ' s l imit ing c rit icism of Emp son ' s  

approach . Smi t h  complains that Empson us e s  the word "ambiguity " 

ambiguously and continue s :  

I s  the ambi guity referred t o  that o f  l ife - i s  it a 

bundle o f  d iverse forc e s ,  bound together only by their 

co-exi s t ence? Or is  it that of a lit erary devi ce -

o f  the al lusion, conceit , or pun , in one of the i r  more 

or less  cons cious fo rms? I f  the fir st , Mr . Emp son ' s  

thesis is  vrhol ly mist ak en ; for a poem i s  not a mere 

fra.gnent of life ;  it i s  a fragment t hat has been 

det ache d ,  considered , and judged by a mind . A poem i s  

a noumenon rat her than a phenomenon . I f  the second , 

then at l east 'Je can say that Mr . Emp son ' s thesi s  i s  
1 6  exaggerat ed . 

Ambiguity of Emp son ' s  first type doe s  not invo lve ( as do the 

remaining typ e s ) "a bundle of diverse forces " .  That is , it  doe s  

not ne ces sarily invo lve , e ither· at a cons cious or an unconscious 

l evel , "irony " , "t ension" , "paradox" , o r  what ever word of t hat 

1 5 .  Ramb l e r ,  ( Eo .  1 68 ) , Yal e ,  v ,  ·1 2 7 .  

1 6 .  Quot ed by Erupson in Seven Type s  of Ambiguity , Preface , 
p .  xu .  (Jiu.1e:J S®th ,  o. ruvi��., of S Gven Types ot_�'Q.ilill.�J.:i, 

The �}-�_rj�F-, x ( 1 930-31 ) , 74 1 . ) 
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kind one chooses to employ . And it is  much more than a matter of  

"allusion , conceit or plm1 1 , Miss  Tuve once remarked that Ernpson ' s 

analyt ical method is an old one that has ·b een "resuscitated after  

. 1 7  some four or  five hundred ye8.rs and g�  ven a new slant " .  I 

believe that , in it s most important feature s ,  Empson 1 s method is a 

refinement r8.ther than a "new slant " and a refinement of a method 

which occupied a central role in English literary criticism as 

recently as the eighteenth century.  

I I . 

My fourth point about Ernpson ' s approach in Seven Types of 

Ambiguity ( that the last six type s represent a bias ) requires  

illustration at greater length than do  my first three point s .  

In general , the l .'1t er types owe much t o  Ricbards 1 concept of 

"irony " .  This  is evident , for example , in Empson 1 s  remark that in 

Herbert ' s  "The Sacrifice " ,  "the contradi ctory impulses that are held 

in equilibrium by the doctrine of atonement may be seen in a 

1 . . t . t . I f  1 8  um�nous J UX  apos� �on • This is  the language of  Richards ' 

1 7 .  R. Tuve , "On Herbert ' s  ' Sacrifice ' " , Kenyan Review , 
xii ( 19 50 ) , p . 74 .  

1 8 .  Seven Types of Ambiguity, p . 224 ; see above p , 28. 



Principles of Literary Criti ci sm ,  and i t  is  here part icularly 

428. 

significant because Herbert ' s  poem is a key instance of the seventh 

type of ambiguity , and the seventh type is the purest of the later 

types .  19 'l'ho conflict beh1een the possible meanings of a poem ,  or 

of a part of a poem , need not always be of that kind , but there i s ,  

in the later types ,  ahreys confl ict of some kind . This is  made 

clear in Enpson 1 s  definition of the fourth type : 

.An ambiguity of  the fourth type occurs when two or more 
meanings of a statement do not aeree among themselves , 
but combine to make clear a more complicated stat e of 
mind in the author.  Evidently this is a vague enough 
de finit ion ,-rhich would cover much of t he thirt.l type , and 
almost everything in the types which f ollow. 20 

I shall a�·gue that Empson , pressed by his O"l'm theory , tends to find 

conflict where none exist s and , more importantly , that the nearer a 

poem approache s t o  his seventh type ( the purest in the serie s ) the 

less value it has as a poem . I sha.ll do so by considering a key 

poem in the seventh type and a key poem in the fourth type , which , 

as wo have just seen is defined in such a way as to  cover almo st 

everything in the book out side the first and second types . 

It is sufficient to  discuss these two example s ,  since they can , 

I thiruc , be related to a general principle .  I will outline this 

principle first , by referring again to James Smith ' s adverse 

1 9 . Seven Types of Ambiguity, p . 192  ru1d p . 224 . 

20.  ibid. ' p .  1 33 .  
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crit icism of Eops on ' s E�pro ach . The point with which I agree in 

Smit h ' s critique is that a poem is a "noumenon" rather t han a 

"phenomenon" ;  that it ''has been detached ,  considered,  and judged 

by a mind" . 2 1 E:mps on posit s ,  in crucial inst ances , a degree of 

unauarene ss on the part of the poet , which would , I think , have 

prevent ed a succes sful poem from having been writt en at all.  

The words "unavmrene ss " and " successful " in that last sent ence 

evidently present di fficult ie s . I think t hese can best be handled 

here by using Richards 1 way of working out ( insofar as it can , 

tentat ive ly , be "worked out " ) t he degree of "realisati on" exhibited 

in a po em. As we have seen , "realisat ion" indicat e s , for Richards , 

bot h  t he poet 1 s a\7areness of his experience and. hi s success in 

putting it int o word s . Ri chards 1 "instrtl!Jent " for probing t he s e  

que stions i s  t he not ion o f  " intel':inanimat ion " i "�·ealisat ion" , on 

thi s  view , is the system of int er- conne ct ions between the words o f  
22 the p oem . In plain terms , the �oet by an unusually full use of 

language both grasps and present s his experi enc e ,  inst ead of merely 

t alking about it or point ing t owards it . 

As Richards not es , in any such idea as that of a syst em o f  

int er- connected meanings , t he idea of "unity " i s  al so involved.
2 3 

2 1 .  See above ,  p . 426 . 

2 2 .  See above , pp. 90-93. 

2 3 .  I .A . Richards , Coleridge on Imaginat ion, pp. 75-76 . 
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My general p oint is tho.t Er!!p s on 1 s F.qproach naturally flout s the 

"unity " of a p o em by int roducing meanir,gs whi ch unbo.lance t he syst em 

of int er- conne ct e d  meanings vrhich i s  the p oem . I will t :r.:r t o  press 

t he p o int by l ooking at two cas e s  where Empson is up sett ing a sys t em 

o f  meanings in the way I have suggest ed . 

I wi l l  t ake first Hopkin s 1 The Windhover , whi ch i s , for Emp son , 

a p art icularly important case o f  Type VII , about whi ch type , in 

general , Empson says : 

An example of the sevent h type o f  ambiguity , o r  at any 

rat e of the last type o f  thi s  s e ri e s , as it i s  the mos t  

ambiguous t hat can b e  conceived , o c curs when t he two 

meanings of the wo rd, t he two values of t he ambiguity , 

are t he two oppo s i t e  meanin6s defined b y  t he cont ext , s o  

t hat t h e  t o t 2.l effect i s  t o  shovr a fundament al divis i on 

in t he writ er' s mind . 24 

Emp son put s The Winill1over in this cat egory by claiming that Hopkins , 

without b eing aware o f  what h e  i s  doing , i s  juxtap osing two 

c ont radi ctory impul s e s : on t he one hand , an impul s(.: towards 

spiri t ual fulfillment ; o n  t he o t her , an impul s e  t mmrds physi cal 

fulfillment . 

In Emp son 1 s view, ':;he crucial wo rd in t he poem i s  "buckl e " , 

whi ch ,  he sqy s ,  has two meanings ;  

Brut e beauty and valour and act , o h , air ,  pride , p lume , here 

24 . Seven Type s of Ambiguity, p . 19 2 .  For t he importance o f  
Hopkins 1  p o en in Emp son ' s  s cheme , s ee p . 2 2 4 .  
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Buckle l AND t he fire t hat broa.� s  from thee t hen , a billion 

T imes told lovelier, more dange rous , 0 rw chevalier!  

Ernp son define s t he two meanings as follows ; 

buckl e like a milit o.ry b elt , for t he di scipline of 

heroic act ion , and buckle l ike a b i cycle whoel , ' make 

usele s s ,  distorted,  and incapable of it s natural mot ion 1 •  

This double meaning refle ct s ,  for Empso n ,  the confl ict of the ��hole 

poem :  

Confront ed suddenly w i t h  tho active physical beauty of 

the bir d ,  he [ Hopkins ] conceive s i t  as the opposite of  

his patient spiritual renunciat ion ; the s t at ement s of  

the poen appear to ins i s t  that his own l i fe i s  superior � 

but he cannot decis ive ly judge b etween them , and holds 

b th . t h  . 1 . . d 25 o Wl agony ln ns mm • 

"Conc&ives " ,  " j udge " and " in his mind " are que st ionable , t o  say the 

l east , be caus e Empson al so want s to insi st t hc:',t Hopkins is unaware 

of t he second moani11.3 of " buckle " :  ' 'he would have deni ed wit h  anger 

t hat ho had meant ' like a b i cycl e wheel ' ,  and t hen after much 

26  
cons cientious self-torture would have suppre s s ed t he whole poem " . 

However,  as I suggest ed above , it i s  bet t er t o  examine t he point in 

t enns of ' 'real i s ation" and "unity '' , rather t han to tackle di rectly 

t he que st ion of ' ' awarenes s " .  The import ant fact , I bel i eve , i s  

t hat what Emp son calls the s e cond meaning o f  ''buckle ' '  i s  the 

25 . Seven TyPe s of Ambiguity , p . 225 . 
in full on this page . 

26 . ibid . ,  p . 226 , footnot e .  

Emp son quot e s  t he poem 
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p rimary and obvious meaning, because it is insisted upon by the 

context . This is most clear in "AND the fi re that breaks from thee 

then" , whe re t he vehicle of the met aphor refe rs to something bending 

under pre s sure and emitt ing sparks -a met aphor , probB.bly , fron the 

forge , That i s  t he system of mea..J.ings with which "buckle 11 i s  

immediately connect ed , More widely , it is  conne ct ed with the two 

final metaphors of the poen; the bonding and sparking moveL'1ent is  

repeated when the dmmward pressure o n  the ploughshare makes i t  shine , 

and when the falling o f  the embers makes t hem break and glow . 

This repeated metaphoric effe ct grows from the central statement 

o f  the poem , which says that self- submission i s  both more exciting 

and more beaut iful than s elf-assert ion; and the closely 

inter-conne ct ed meanings that I have just roughly sketched are the 

"realisation" of that stateuent . 

To return to the immediat e cont ext of "buckle " ,  the s ense 

"collap se " ,  is al so accentuat ed by the sound and movement of the 

lines , whi ch closely connect "buckle " with "breaks " . Further,  it i s  

easy t o  f ind a place for the ot he r sense ( as i n  buckling a belt ) ; 

the poet ' s  feeling for the "brut e  beauty" of the bird has t o  be 

gathered and concentrated before it can be collap sed . In t his w ay 

the two meanings des crib e ,  in my view , that easily recognizable action 

of the mind by which one brings an impulse to  clear definition and 

then deals with it . 

Emps on ' s  int erpretation de st roys not only this coherent 

system of meanings , but almost ever,ything else in the poem . It 
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cannot recognis e ,  for inst ance ,  the consi stent and clear t one in 

which Hopkins speaks about the b ird . The t one is one in whi ch 

delight ed admiration is t empered by a criti cal not e - a not e whi ch , 

t o  uy mind , is part i cularly clet=>.r in such phrases as "brut e beauty" 

and "air, pride , plume " ,  and which has been int roduced in the first 

line of the poem with the rathe r arrest ing word "minion" . The 

bird is , after all ,  a brut e ,  and the t one i s  that o f  a man who is  

in cont rol of the �plicat ions of what he is  saying . The cont rol 

manifest s it self in tho exact and delicat e reverberations between the 

words . "Air" has , for example ,  a double range of meaning . It 

refers , in the first place , t o  the free element in which the bird 

displays its beauty , and carri e s  on , the re fore , the sense of delight 

which the poet has so powerfully caught in the early part of the 

poem ; but it al so carries t he meaning whi ch appears in such phrases 

as "he gives himself airs " .  Thi s latt er sense i s  brought out by 

contact with "plume 1 1 , which has a hint of the phrase "to plume 

one self" , as well as a reference to beaut iful plUI!lage . Furthe r ,  it 

seems t o  me that t he tone generat ed by the se meanings is  t ransmitted,  

by wa:y of "minion" to "dauphin" ;  the "air,  pride " and "plume " are 

t hose of the courtly hanger-on . Finally , that atmosphere 

surrounding the bird is cont rasted with the images in which the 

bird is rej e ct ed ;  the forge , the ploughshare and the hearth all 

imply the opposite of court ly displa:y. 

Language functioning at t his level o f  richness and p recision 

is , surely , incompatible with the degree of unawarenes s ,  on the 
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poet ' s  part , that Empson 1 s  interpretation require s .  The more 

successful a poem is , t he less can it exhibit that divisivene s s  of 

mind with 'Xhich Empson is pre-o ccup ied. 

My second example o f  the way in which Emp son exaggerat e s  

divisivene s s  of mind is h i s  comment ary on Donne 1 s  "A Valedi ction , 

of We eping" , which i s  a key poem in his fourt h type . The conflict 

Empson secs in this poem i s  l o s s  acute than that he sees in "The 

Windhover" , since the cont radictory feelings here are not s o  

diametri cal ly OPDOsed ; but t he two case s  are broadly simil ar ,  since 

Donne ' s  "feelings " ,  l ike Hopkins ' ,  are said to be "painfully 

nixod" .
27 The mixture is said to consist of the poet ' s  grief at 

part ing from the woman he love s , and his angry hosti lity b ecause he 

thinks t hat tho vmman will be unfaithful to him when he has gone . 
28 

The kind of evidence given by Empson t o  enfo rce his assertion 

that the p o et is suspicious of the woman , i s  typified by his comment 

on , 

When a t ear fal l s , t hat t hou fal st whi ch it bore , 

So thou and I ere nothing then , when on a divers shore . 

Emp son int erpret s this as s aying� 

The se t ears by falling show that you will fall who were 

t he c aus e o f  t hem . And therefore , b e cause you wil l  

27 . Seven Type s of Ambiguity ,  p . 1 45 .  

28 . ibid . , p . 1 39 .  
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There i s  not ,  I t hink , any need to  reproduce all of  Empson ' s evidence ; 

the �portant point is that his int erpretation distort s the main 

system of meanings which constitutes the poefl . The case , in this 

respect too , is similar to  his treatment of The Vlindhover. 

It is , I think , most  apparent in t he final lines of the poem 

that Enpson has gone astray : 

Since thou and I sigh one another ' s  brc�th,  
W11oe 1 er sighs most , is cruellest , and hasts the other ' s  death.  

Empson comment s :  

In it Gelf the notion i s  a beautiful one , ' our sympathy 
is  so perfect that any expression of sorrow will give 
nore pain to  the other party than rel ief to  it s owner, 
so we ought to be trying to cheer each other up ' ,  but 
to  say this is  to abandon the honest luxuriance of 
sorrow with which they have been enlivening their part ing , 
to try to forget feeling in a bright , argument�t ive , 
hearty quaintness  (the good. characters in Dickens make 
the orphan girl smile through her tears in this way ) ; 
the language it self has becone flattened and explanatory : 
so that he almost seems t o  be feeling for his hat . 30 

Empson has to insist on this descript ion of the tone and feeling o f  

these  line s ,  since he i s  claiming that the poet i s  still feel ing 

29 . Seven Type s  o f  Ambiguity, p . 14 1 .  

30 .  ibid. , pp . 144- 1 45 -
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host ile to the woman . Empson , in the revised edition of the book , 

does  concede that these final lines may imply "that they may choose 

to do each other less harm than they could" and that the poet 

"therefore seems to have cured himself of some of the earlier 

suspicions " ;  

correct " .  3 1 

but he still believes "that all this analysi s i s  

It seems to  me  to  be  incorrect . Empson gives no 

indi cation how a "beauti ful " idea can generate the feeling that his 

desire to find conflict in the poem compels him to impose here . And 

it is part icularly difficult to  see any evidence that the poet i s  

"feeling for his hat " ,  since the power of the lines springs largely 

from the fact that t he lovers are embracing . The effect here i s  

typical of  :Donne , in that i t  gives new life to  a "witty"  commonplace ; 

the idea i s  that "the unifying power of our love has made us one , 

therefore when you sigh, ;you are sighing .!!1Y. breath" ; but the 

immediate dramatic point is that , as is st a.t ed in the final stanza, 

they are in one another ' s arms , so that they are literally sighing 

one another ' s  breath . The effect is  something that :Donne has been 

working for throughout the poem .  The first stanza begins with ,  "Let 

me powre forth/My tears before thy face " ;  the second says , "my tears 

mixed with thine do overflow/This world" ; and the third , "1hleep me 

not dead, in thine arme s " .  The feeling o f  physical closenes s  thus 

produced is made to "pey off " in the closing lines of the poem , when 

it  is united with the idea of an interchange of souls ; the 

3 1 .  Seven TyPes of Ambiguity , p . 1 4 5 ,  footnote . 
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ext raordina� success of the p oem , t o  my mind , i s  that one 

momentarily feel s that the idea that they have become each othe r is 

l it er ally t rue • 

I f  there is any confl ict of the kind that Emp son insist s on, it 

i s ,  at mo st , a minor el ement in t he earlier part of the poem .  

Empson ' s  own final remark seems , in fact , t o  half concede the 

point : 

But perhap s I am libelling thi s  masterp iece ; all one 

can say is that it s passion exhaust s it self ; it achieves 

at the end the sense of reality he was looking fo r,  and 

some calm of mind .
3 2 

In view of the rather t riviali zing remark about Di ckens ' orphan-girl s ,  

and the cl aim that the poet i s  1 1feeling for hi s hat " ,  "libelling" 

seems the correct wo�d� The import ant point , however , is that 

Emp son , as in the case of The Windhover ,  i s  impos ing upon the poem a 

confli ct which breaks up the delicate system of meanings which 

consti tut e s  the poem . It i s ,  to my mind , not pos sible to have , at 

the clo s e  of the poem , both the feelings of t ender int imacy , fo r 

which Donne is so clearly working , and the feel ing of merely 

convent ional reas surance which Empson tries t o  impose;  the two 

feelings are , surely , mutually exclusive . 

My general conclusion is that where Emps on t ries to trace , 

in a suc cessful poem ,  an ambiguity of the k ind exemplified in hi s 

32 .  Seven Type s of Ambiguit�, p . 1 45 . 
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comment ary on t he two p oems di s cu s s ed above , his at tempt e it he r  

breaks down o r  de st roys the poem ; in the case o f  "The Windhove r "  

the poem i s  d e s t roye d ;  i n  t he c a s e  o f  "A Val e di ct ion , o f  �,7eeping " , 

Emp son s e ems t o  half confe s s  t hat hi s at t emp t has b roken down . 

The conc lusi on can be applied t o  :Emp son 1 s  gene r al comment on t he 

problem t hat his met hod rai ses wit h regard t o  t he idea of a poem ' s  

unity : 

all t he sub sidiary meanings must b e  rel evant , b e cause 
anyt hing ( phras e ,  s ent ence , or poem ) me ant to b e  
consid e red as a uni t  must b e  unitary , mus t  s t an d  fo r a 
singl e o rder o f  t he mind . In comp l i ca t e d  situations 
t hi s  unity i s  t hreat en e d ;  you are t hinking of several 
things , ?r one t hing as it is s hown by s everal things , 
or one thing in s everal ways . A sort of unity may b e  
given b y  t h e  knowl edge o f  a s cheme o n  whi ch all t he 
things o c cur ; so that the s cheme i t s e l f  become s t he 
one thing whi ch i s  be ing con s i dered . 3 3 

Hence , as I unde rstand it , Empson ' s  view t hat "The Windhov e r " , fo r 

example , embo die s an unreso lved and unperceived confl i ct in t he p o e t , 

i s  t he " s cheme " whi ch incorporat e s  al l t he meanings whi ch Emp son 

finds in the p oem . I have al ready argued t hat a poem ,  inso far as 

it i s  "real i s ed" , cannot exhi b i t  c onfl ict of t hat k ind ; t o  put t he 

point in t erms o f  Empson ' s remark s about unity one may s ay that the 

poet him s el f ,  and not merely t he reader, mus t  be in p o s s e s si on of 

t he " s cheme " ,  if a p ro p e r  uni ty is t o  sub s i s t . 

3 3 .  Seven T.ype s of Ambiguity , p . 23 4 .  
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That this is the case i s  indicated,  I think , by the p oem with 

which Empson deals immediat ely aft er "The Windhover" - Herbert ' s  

"The Sacrifi ce " .  This poem , Empson remark s ,  deals with "the various 

s et s  of confl icts in the Christian doct rine of t he Sacrifi ce " , but 

t he conflict ing ideas , 

are no longer thought of as cont radictory by the autho r ,  

or i f  so , then only from a stylistic point of vi ew; 

he has no doubt that they can be reconcil e d ,  and that he 

is stat ing their reconci l iat ion .
34 

For thi s reason , Empson says,  "the poem is out side the ' confl ict 1 

theory of p oet ry" . 
35 

Herbert , that i s ,  i s  himself aware of the 

" s cheme " ,  and the poem ,  to use James Smith ' s  words , is a "noumenon " 

rather t han a "phenomenon" . I believe that this will always be the 

case ; the more a poem i s  "realised" , the less  wi ll i� exhibit 

cgnflict o f  the kind to whi ch Emp son ' s approach commits him . 

Exact ly what kind of "awarenes s "  of his experience the poet has , 

may be di sput able , and it probably varie s a good deal from case to  

case ; but it seems that a successful attempt to  put an exp erience 

into words inevitably involves " awarene ss"  in a real and important 

sense of the word . 

34 . Seven Type s of Ambiguity , p . 224 . 

35 . ibid . , p . 227 . 



440 

III . 

In ny prefatory rennrks about the cri tics I l1avo boon 

discussing I spoke , on the one hand , of o. connon core of litorc.ry 

pri nciples nnd , on tl1e o ther, of dis tinctive fea tures . I h:we 

s tressed the dis tinc tive fonturo s of the criticisn of Eli o t ,  Er1pson 

and Leavi s ,  and particularly exanined tho s e  features at points whe re 

they nay be fel t t o  be sonowhat unsati sfac tory. Wi th regard to 

Johns on, and the o ther eighteenth century critics whon I hnve briefly 

nentioned,  I hnve s tressed the C O[IDOn co re . Further, ny ac count 

of Ri chnrds o c cupi ed i tself chi efly wi th his notion of interinanination 

and neglected his noti on of " irony11
•

36 
Needl ess to sny, i t  is the 

latter tern which has had nuch the wider currency in nodern crit ici sm. 

I hope that this has not s eoned an unjust pro cedure . I hnve 

not wished to sugges t thnt the eighteenth century cri tics are wi thout 

their own bins , nor, of course , that the bias of the nod ern crit i cs 

has b e en neroly n "ni s take11 • It vmulc� hc.ve been easy to expo s e  the 

weaknesses of eighteenth century cri ti cisn and equally easy to hnv e  

exanincd points a t  which the bias of no dern criti cisn has been 

frui tful . �li th regard to that lns t poin t ,  I have nbt oven touched 

upon the \Wrk of such Jmerican cri t i cs as Brooks , Ta te or Blnckr.mr . 

I hnve refrained fron dvmlling on the bias of the eight eenth 

cen tury cri tic s  and have expressed reservc.tions about the bias of the 

nodern crit i cs in order to bring out the centrali ty of the connon 

ground occupied by both groups . 

36 . See above , pp. 75-76 . 
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