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A1l things therefors are charged with love,
are charged with God and if wo know how to
touch them glve off spark: and teke fire,
yield drops and flow, ring and tell of himet

liimnph!'y House, eds, The HoteeBacks and Papers of Gorard

Manloy Hookins (Lendom, 1337), pe 38Ze  LeConiter roTOrred %o as
Hotoeld00Z e )




Chapter I
Biographical Sketch

Gerard Manley Hopkins! reputation as a poet has been almost
wholly posthusous. He did not "arrive® in a critical way until
the 1930's when interest seamed to be centered more on the religious
implications of his work than on the poetics Today we are beginning
to accept Hoplkdns as a major poet and to assess his virtues and
limitations somewhat more objectively.

The questions which critics first asked about Hopkins,
though controversial; were neither answerable nor pertinent. The;y
inquired if Hopkins accepted the disciplines of his faith., Did
Hopkins' 1ife as a Jesuit, they demanded, dsstroy the post or enrich
the poatry? C. Day Lewis, writing in the New Republic, 1935, sald

of him, "His religiouns vocation puts a wall betwveen his life
and ours only reminiscent of the wall of a madhouse."’2 The fole

2John Pick, "Gerard Manley Hopkins," in The Victorian Posts,
Frederic E. Faverty, ed. (Cambridgs, 1956), p. 215.

lowing year, John Gould Fletcher wrote, "To an artist of Hopkins!
sorty dogmatic theology, though it may be of assistance in
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first orientating and disciplining his mind, always ends by finally
destroying it. Art, and perhaps more particularly poetry, is a
heresy which ends in being more valuable to a man than any orthodoxy

whatsoever. « + » 3

310id.

These views were opposed by G. W, Stonier and F. R. Leavis.
"Religion," Stonier wrote, "did not stifle the poset in Hoplkins for

without religion he would hardly have written many of his best poems."h

hinid,

And Leavis, one of the Kenyon critics, writing for publication during
the centennial anniversary of Hopkins! birth, calls him,

the devotional post of a dogmatic Christianity.
His religious interssts are bound up with the
presence in his poetry of a vigour of mind that
puts him in another postic world from the other
Victorians, It 1s a vitality of thought, a vigour
of the thinking intelligence, that is at the same
tims a vitalily of concreteness. The relation
between this kind of poetic 1life and his religion
manifests itself plainly in his addiction to Duns
Scotus, whom + «_e he significantly embraced as his
own philosophers.

5F. Re Leavis, "Metaphysical Isolation,™ in Gerard Manle
Hopkins, ed. by the Kenyon Critics (Norfolk, Connecticut, 19LL),
Pe 121,

Today we are more interested in Hopkins the poet than in
Hopkins the Jesuit, and as a poet he is almost as elusive as his
poetry. Oubwardly he lived a quiet and peaceful life in England and

Ireland, where he died at the age of forty-five virtually unknown to
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his generation as a writer. His joumal and his letters provide us
with a picture of an intense inner life which goes far to explain
his postlic achievement,

He was born into a cultivated and artistic mlddle-class
fanily of Anglicans, His father, Manley Hopkins, acted as consul
general in London for the Hawailan Islands during his son's childhood
yearsy and later was chief of a London firmm of average adjusters. He
was also an amateur post and author of several books, one on Hawaii,

the others on merine insurance and other technical matters,® His mother,

6E11eanor Ruggles, Gerard Menley Hopkins (Mew York, 19LL},
pp. 15-18,

Catherine Hopkins, a highly educated woman for her day, was interested
in German philosophy, politics, and musics ©She was the daughter of a
London 'surgeon, a fellow student and friend of Kgaa’t.a.7 Of his three

Tclaude Colleer Abbott, eds, The Letters of Gerard Manley
Hopkins to Robert Bridges (London, 1935), p. 51.

sisters, one sketched, one played the piano, and one became an
Anglican nun. Three of his four brothers were artists; two drew

professionally for Punc:h.8

Bpustin Warren, “Gerard danley Hopkins (1844~1889)" in Gerard
Manley Hopkins, ed. by The Kenyon Critics (Crnnecticut, 194lLi), pp. 1~2.

Fran the time he was a youngster, Hopkins was a curious mixture
- of aesthete and ascetic. As a child he practiced self-imposed tests

of will power by denying himself such things as salt or a1l liguids for
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varying lengths of time. He conbinued these practices as & nineteenw
year-old wnderzraduate at Oxfords At times he forbade himself all
puddings, tea, the comfort of armchairs, On Ash Wednesday and Good
Friday, though never of robust health, ha permitted himself only bread

and water. During Passion Week and on Fridays he wrcte no verse.9

9Ruggles, Pe 75.

While at Oxford, Hopitins met and was influenced by Jowebt,
Walter Pater, Ruskin, ¥illiam Morris, and two leaders of the Anglo-
Gatholic movement, Pusey and H. P, Liddon. During this time he started
to kesp two diaries, one a secular and the other a spiritual record.
Many of Hopkins! contemporaries were centrally concerned with religion,
and thres of his friends were recelved into the Catholic Church just before
Hopkins had his interview with Newman, In October, 1866, Hopkins
followed them, 10 Although he was firm in his convictions, the following

mWarren, “Cerard Manley Hopkins (18LL=1889),% ppe 2-4.

letter to the Reverend Dr. John H. Newman, dated October 15, 1866,
reveals part of the emotional coste

Very Reverend Father-~I have been up at
Oxford just long enough to have heard fr. my
father and mother in retwm for my letter
anncuncing my conversicns. Their answers are
terrible., I cannct read them twice. If you
will pray for them and me just now L shall be
deeply thankful.ll

Upick, A Eopi-ins Reader (Wew York, 1953), p. 266.

The next year, 1867, Hopkins left Oxford after achieving a
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Double First in Greats (Humanities) and Jowett's esteem as one of the
Universityts finest Greek scholars. In a 1et.tér to Alexander Baillie
dated February 12, 1863, Hopkins teveals hia future plans:

I am expecting to take orders and soon,
but wish it to be secret 411 it comes about,
Besides that 1t is the happiest and best way
it practically is the only one. You know I

. once wanted to be a paintor. Bub even if I
could I wd. not I think, now, for the fact
is that the highexr and more attractive parts
of the art put a strain upon tha passions
which I shd. think it wnsafe to encounter,

I want to write still and as a priest I very
likely can do that too, not so freely as I
shd, have liked, e. g. nothing or little in
the verse way, bubt no doubt whet wd. best
serve the cause of my religicn.i?

127v1d., pe 222.

In September of the same year, Hopkins entered the Jesuit
novitiate zt Manresa Houss in Roshampton, just outside London, to
begin nine years of training. His first two years as a novice wers
given over to spiritusl training, especially through the use of the
Spiritual Exercises. Thess Exercises, formulated by St. Ignatius,
were to influence all Hopkins experienced, thought, and wrote, They
influenced, too, his reactions to nature and beauty. The Exercises are
preceded by an introduction which states the baslc principles of the
spiritual 1life to which Hopkins devoted himself anci which had a profound
effect on him and on his art.)>

13pick, Gerard Manley Hopkins, Priest and Poet (London, 192),
pp. 26"27.
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Han was created to praise, reverence, and serve
God, our Lord, and by this means to save his soul,

And the other things on the face of the sarth
were created for man's sake, and in order to aid him
in the prosecution of the end for which he was
created,

Whence it follows, that man ought to make use
of them just so far as they help him to attain his
end, and ought to withdraw himself from them just so
far as they hinder him.

It is therefore necessary that we should make
ourselves indifferent to all created things in all
that is left to the liberty of ocur free will, and
is not forbiddeny in such sort that we do not for
our own part wish for health rather than sickness,
for wealth rather than poverty, for honour rather
than dishonour, for a long life rather than a
short one, and 8o in all other things, desiring
and cheosing only that which may lead us more
directly to the end for which we wcre created.n‘

lthidu, Pe 28,

On these principles, Hopkins ordered his life from 1868, when
he entered the Jesult novitiate, until 1889, when he died.

_ Unfort.\mately, from the period in which he entered the Society
until the early months of 1877, only half a dozen letters written to
Robert Bridges are available. His correspondence with R. W. Dixon and
with Coventry Patumore had not yst begun. Neither are there poems to
mark this crucial period, for during the smm'er. belore his entrance
into Manresa, Hopkins voluntarily bumed a1l that he had written.15

15Tb1d,, pe 30.

However, froem his journal, or secular diary, we learn that in 1870
after taking his first vows, Hopkins started three ysars of philosophical

studieé at Stonyhurst, in the English Midlands. His description of
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the countryside shows not only a kesen observetion of detail, but also
a well-developed sense of hmor.

I will tell you something aboub this place.
Perpetual winter smiles. In the first place we
have the highest rainguage sic in England, I
believe. « « « Early in the year they told me
theres wde. be no spring such as we understood it
in the south, When I asked about May they told me
they had hail in May. Of June they told me it had
one year been so cold that the procsssion could
not be held on Corpus Christi, The country is also
very bare and bleak., + + ¢ Bubt nsvertheless it is
fine scenery, great hills and 'fells' with ncbls
cutline often, subject to charming effects of
light (though I am bound to say that total obacuw
ration is the commonest effect of all), and three
beautiful rivers. The clouds in particular are
more interesting than in any other place I have
seene  But they must be full of sool, for the
fleeces of tha sheep are quite black with it.
¥ie also see the northern lights to advantage ab
times, There 1s good fishing for those who do
not see that after bad 1£ishing the next worst
thing is good fishing.

16pick, A Hopkins Reader, ppe 223-22hs

In the same’year, 1871, Hopkins '.vroté a iettér to Bridges
which aroused much passion. in America during the thirties, but which
has since comg to be fegarded és the expmssion of a person sensitive
to the economic facts of 1life rather than as a political document,

I must tell you I em always thinking of the
Comaunist fubure, The too intelligent artisan is
naster of the situation I belleve. « « « However I
am afraid some great revolution is not far off,
Horribls to say, in a mamer I am a Communist,
Their idea, bating some things, is nobler than that
professed by any secular statesman I know ofs o « o
Besides it is juste =—~I do not mean the means of
getting to it aree But it is a dreadful thing for
the greatest and most necessary part of a rich
nation to livs a hard life without dignity, knowledge,
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comforts, delight or hopes in the midst of plentye—
which plenty they make. The profess that they do
not care what they wreck and bum, the old civili-
sation and oprder must be destroyeds This is a
dreadful lookout but what has the old civilisation
dona for them? As it at present stands in England
it is itself in great measure founded on wracking.
But they got none of the spoils, they came in for
nothing but Harm from it then and thereafter.
England has grown hugely waealthy but this wealth
has not reached the werking classes; I expect it
bas made their condition worse. « « « 'The more

I look the more black and deservedly black the
fubure 1ooks. + « 017

17Abbott, The letiers of Gerard Manley Hopkins to Robert

ﬁridges’ PPe 27"‘28

After completing his studies at Stonyhurst, Hopkins returned to
Manresa House to teach classics for a year and then ﬁas gent to St,
Beuno'!s College in North Wales for an additional thres years of theo-
logical studies, While at St; Beuno's, Hopkins mentions in a letter to
Bridges that he has tried to learn a little Welsh, but that it is one
of the hardest of languages. It is here, too, that Hopkins started to
vwrite poetry once more. In 1877 he was ordained and for four years
sexrved as a parish priest and preaéher at Chesterfield; at the Farm
Street Church in Londonj at Oxford; at Bedford Leigh, a mill town and

co2l-nining center near Manchester; at Liverpool; and at Glasgow.l8

18Warren, "Gerard'Hanley Hopkins (184}-1889)," p. 5.

During this period Hopkins, who had always been concerned with
Bridges! neglect of religion, offered some advice 10 his Iriend which

gives us some measurs of his own spiritual qualities and moral Judgments.
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January, 1879

You understand of course that I desire to see you.
a Catholie, or, if not that, a Christian or, if not
that, at least a believer in the trus Gode ¢ « ¢ But I
have mnother counsel open to no objection and yet I
think it will be unexpected. I lay great stress on
it. It is to give alms. It may be either in money
or in other shapes, the objects for which, with your
knowledge of several hospitals, can never be wanting.
I darssay indeed you do give alms, still I should
say give more: I should be bold to say give, up to
the point of sensible inconvenience. « « « The difference
of mind and being betwean the man who finds comfort
all round him unbroken unless by constraints which
are nons of his own seeking and the man who is
pinched by hls own charity is too great for foree
casting, it must be felt: I do not say the differ
ence batween being pinched and being at onels ease,
that one may easily concelve and most people know, ,
willynilly, by experience, but the difference between
paying heavily for a virtue and not paying at all.
It changes the whole man, if anything canj not his
mind only but the will and everythinge « « « I an now
talking pure sensey; as you must see., Now you may
have dons much good, but yest it may not be enoughs
I will say, it is not enough. I sagy this, you undere
stand, on general grownds; I am not judging fram
particular knowledge, which I have no means to do
and it would be very wrong and indiscracts
Jan 23«1 feel it is very bold, as it is uncalled
for, of ms to have written the above. Still, if we
care for fine verses how much more for a noble 1ife}l?

" 19bbott, The letters of Gerard Manley Hopkins to Robert
Bridges, pes 60.

Tt is at this time, oo, in response to Bridges, who desired
to see his work published, that Hopkins explains his attitude toward
his poetry. The growing conflict between the priest and the poet is

svident,

If some one in authority knew of my having some
poems printable and suggested my doing it I shd,
not refuse, I should be partly, though not alto-
gether, glade But this is very unlikely. All
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therefors that I think of doing is to keep my verses
together in ons place. . « « that, if anyone shd, likae,
they might be published after my deathe « « o I cannot
in conscience spend time on poetry, nsither have

I the inducements and inspirations that make others
composa, 20 :

‘ 1879

20Tbid., pe 66e

Hanresa

To Dixon, in 1881, he enlarges on this theme after re-entering
House for his ninth and final year of training.

This I say: my vocation puts before me a
standard so high that a higher can be found nowhere
elses The question then for me is not whether I am
willing (if I may guess what is in your mind) to make
a sacrifice of hopes of fame (let us suppose), but
whether I am not to undergo a severs judgement fram
God for the lothness I have shewn in making it, for
the reserves I may have in my heart made, for the
backward glances I have given with my hand upon the
plough, for the waste of time the very compositions
you admire may have caused and their preoccupation
of the mind which belonged to more sacred or more
binding duries, for the disquiet and the thoughts of
vainglory they have given to. A purpose may
look smooth and perfect fram without but bs frayed
and faltering from within. I have never wavered in
ny vocation, but I have not lived up to it. I
destroyed the verse I had written when I entered the
Society and meant to write no more; the Deutschland
I began after a long interval at the chance suggestion
of ny superior, but that being done it is a question
whether I did well vo write anything else. However
I shall, in my present mind, continue to compose,
as occasion shall fairly allow, which I am afraid will
be seldom and indeed for some years past has been
scarcely ever, and let what I produce wait and take
its chancees « « ¢ And to be sure if I chose to look
at things on one side and not the other I could of
course regret this bitterly. Bub there is more peace
and it the holier lot o be unlnown than to be known.2l

Richard

21Abbott, The Correspondence of Gerard Manley Hopkinsg and
Watson Dixon (Landon, 1935)s Pe 806
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Hopkins returned again o the subject of poverty, which
depressed him and weighed on his conscience. To Dixon he writess

My Liverpoel and Glasgow experience laid upon
ny mind a conviction, a truly crushing conviction,
of the misery of towvm life to the poor and more than
to the poor, of the misery of the poor in general,
of the degradetion even of our race, of the hollow-
ness of this centuryt!s civilisation: it made even
life a burden to me te have daily thrust upcn me the
things I sawe 22

22154d., pe 9T.

After‘his Second Novitiate, his superiors evidently decided
that Hopkins! future usefulness to the Order lay in teaching. After
two years as instructor in Latin and Greek at Stenyhurst, he was
appointed in 188l to the chair of ¢lassics at University Collaege,
Dublin, This position as Fellow required Hopkins to make out, cerrect,
and grade semiannuval examinations in Greek for all degree candidates.
The effort to be scrupulously just placed too great a strain on
Hopkins and led to his physical and psychological deterieration. 1In

1889 he dled of typhoid fever,>

23Warren, "Cerard Manley Hopkine (1844-1889)," p. 8.

Neither as teacher nor 2s parish uriest could Hoepkins be
called successful. As a classical lectursr he was unsuccessful in
drawing or holding an audlence. As & priest, Hopkins was given the
oprortunity to find himsclf in the fashionable Farm 3treet Church, in
intellectual Oxford, in industrial Liverpool, and in Glasgow. Though

more at ease with his working-class parishioners, he was not able to
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rcach that degree of rapport with people, nscessary to his calling,
To scome extent Felix Randall and Harry Ploughman are idealized and
imaginative re-creations of workmen he had known, but they are far
from any typs known in Victorian England,

But teacher and parish priest were only two of Hopkinst! lives.
He was also a scholar, a student of music, and a peet., As a scholer,
he embarked on a study of Velsh while at S%, Beuno's, but only after
much soul-searching and a certain spiritual adjustment, since it was
for his cwn phileologlecal pleasure rather than for the glory of the
Church. He also started, but did not complete, various technical
papers, including a commentary on Ste. Ignatius, a treatise on the
Sacrifice, a new cdition of St. Patrick's Confeassicns, and a paper on
Dorian and Aeolian measures or rhythms. His concern with music was
curicus and characteristic, Although he had only the sketchiest
- training in vielin and had never learned to play the piano properly,
in his Dublin days under the most'sévere pressures he began to teach

himself harmony and counterpoint, and he began te compose in eamest.m"

Zthid.’ pp' 8"'100

B ad

It is, however, as a poet, that we are most concerned with
Hopkins. ‘hile still a schoolboy al Hipghgute, Hopkins wrobe scme
talented poems after the manner of Keats. 'The most notable of these
was his "A Vision of the hermaids.” At Oxford he felt the influence
of the Hossebtis and the Pre-Raphaelites. In 1875, when Hopkins began,

to write again, it was apparent that his poetry was utterly original in
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style, in rhythm, and in diction. In 1877 he began to send his poems
to his old Oxford friend, Robert Bridges, and the following year he
initiated a correspondence with the Anglican priest, church historian
and poety; R. W, Dixon. His letters to these men and to Coventry Patmore
help to clarify his work,

The "terrible sonnets" are the source of many of the questions
concerning Hopkins' spiritual life. These sonnets, received by Bridges
after Hopkinsg' death, describe the mental suffering and spiritual
breakdown of a man torn by doubt. ithether they are the revelation
of atheistic doubt, cries. of despair during a period of spiritual dry-
ness, or a sign of physical and mental debilitation may become clearer
during a study of the poems in question. Austin Warren concludes that
Hopkins! constant tension, the conflict between his desire to be an
artist and his desire to be a saint, was necessary to his achievement as
a poet, Neither Catholicism nor the Jesuit order crippled Hopkins.

The Jesuits did not ask him to burn his poetrys; nor did they forbid him
to write 6r publish. These were part of Hopkins! own personal pattern
of denial. Undoubtedly his Dublin years, with their periods of 111
health, mental fatigue, deprevssion, and heavy work amid uncongenial
surroundings were immediately responsible for his meyntal and physical
breakdown, but on Hopkins' own nature, with its awful blend of the sen~
suous and the austere, one must put the ultimate responsibility for
the final disintegration of the man and poet.25

zsIbidv, PPs 11"1110




Chapter IT
Publication

Robert Bridges, Richard Watson Dixon, and Coventry Patmore were
the chief critics of Hopkins' poetry during his lifetime. To these
three friends, Hopkins sent his poetry for criticism, encouragement,
and understandings Dixon read his poems with ?‘delight, astonishment,
and admiration."l He went so far as to assert that "The Wreck of the

1Pick, "Gerard Manlsy Hopkins," p. 201.

Deutachland“ was a test for all other poems. Patmore chose as best
those poems which were the least typical of Hopkins, but which were
the most nearly ordinary and usual. Robert Bridges, the most important
of the three, was extremely discouraging. He felt that the sprung

rhythm of "The Wreck of the Deutschland® was "presumptious’ {gig] jugglery.“2

21pid.

This poem and "The Loss of the Eurydice," which were sent by Hopklns
to the Jesult publication, The Month, were rejected. Later efforts at ,
publication by Dixon failed. Finally in 1893 Bridges was able to persuade



«15-

A. H. iiles to include Hopkins in an anthology Poets and Poetry of the

XIXth Century, and he himself wrote the introduction to the eleven poens

printed, Although Abbott considers that the selection gives a fair
idea of the poet!s range and worth, only two of the poems, "The Habit
of Perfection" and "The Starlight Night" are usually found in antholo-
gies today. Father Joseph \V.Keating wrote a favorable account of the
post in a series he did for The Month which was printed in July, August,
and September, 1909, and entitled, "Impressions of Father Gerard
Hopkins, 8. J." In 1915 Bridges printed seven pieces in his Spirit

of Man, including the first stanza of "The Wrack of the Deutschland."
The success and sals of this anthology, both in England and America, led
him in 1918 to publish his friend's work. Only 750 copies were printed;
50 werse given away; 180 sold in the first year; 240 in the second year;
then an average of 30 a year for six years, until 1927, when 90 copies
were sold. The last four copies were sold in 1928, ten years after
publication.>

3pbbott, The Letters of Gerard Manley Hopkins to Robert Bridges,
PPe Xix~xx,

In his preface to the small volume, Bridges, who was then poet
laureate, disclosed hii opinion of his friend's poetry. He hoped that
readers would search out the "rare masterly beauties that distinguish

his vmrk.ul& The word %"rars," it right be noted, is ambiguous as it is

lpick, mGerard Manley Hopkins," p. 203.

used here, perhaps déliberately 8o, for then Bridges proceeded to
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enumerate the many faults he found in the poetry. Under faults of
' taste, he listed Maffectation in metaphor," "perversion of human feeling,"
or the effort to force emotions into theological channels, and the

presence of sensualism and asceticism in a poem such as "Golden Echo."5

SIbid.

~ Bridges also deplored the rude shocks of Hopkins! purely "artistiec
wantomess." These shocks included "oddity and obscurity,® which wers
due to the habitual omission of necessary words, ani to the ambiguity
resulting from condensation of thought. Bridges did not hesitate to

 call the rhymes "repellant,” "appaliing," and "freaks,"®

6Ibid., pp. 203-20L.

Hopkins had written to Bridges concerning his poetry, "If you

" do not like it, it is because there 1s something you have not seen and

I ses ¢+ « « and i1f the whole world agreed to condemn it or see nothing

in it I should only tell them to take a generation and cocme to me again.,"T

TIbid., pe 10k

After the first edition was printed, it was the imagists and writers of
free wverse who were among the few that welcomed the new postrye. The
reviens of those days wers mixed: critiocs praised and blamed Bridges
for his part in the publication. OSome felt the poetry was too theo-
logicalj soms, that 1life was too short to try to understand sprung

rhythm, that the metrical effects were unrewarding, and that they



"produced the effect almost of 1diocy."8 Others were as vchement in

81bid., p. 206.

its defenss, calling the poetry "most sensitive" and the poet "without

equal as a metriste"?

%1b1d.

During the 1920's, some of the postry was :eprinted in antholo~
gies of contemporary poetrye. Thez:_most. important and influential criti~
cism of Hopkins started with an article in 1926 by I. A, Richards in
Dial and with the publication of Seven Types of Ambigulty, by William

Empson, in 1930. Richards initiated a close study and critical exami~
nation of the poems, while Empson opened up fertile territory for
anbiguity seekers, symbolists, and amateur psychiatrists,

During the 1930's a second edition of poems came out, along with
a studyv og l_{opk:l.ns and his art. The second edition, which went through
a dozen printings, contained an enthusiastic and sympathetic préface by
Charles Williams. It is ths one used for this paper. The Times Literary

- Supplement called Hopkins "a true genius,” "one of the major poets," and
"the most original of the posts of the nineteenth century,"0 Sir

1%n844., p. 208,

Herbert Read in 1933 wrote that "nothing could have made Hopkins?
poetxry popular in his days it was necessary that 1t should first be ab-

sorbed by the sensibility of a new generation of poets « « « no



:Lnfluen;:a w_hatsoever is so potent for the future of English poetry. nll

1l1bid., pe 210,

In America, Halcolm Cowley said, "He has more to teach the poets of

“12

 4oday than either Tennyson or Browning. And F. R. Leavis, in defending

121p14., p. 208,

" Hopkins' styls calls him "one of the most remarkable technical inventors
 who ever wrote, and he was a major poete « « » He i8 likely to prove,
for our time and the future, the only influential poet of the Victorian
age and he seems to me the greatest, . « « What Dr, Bridges calls
'blemishes! are essential to Hopkins'! aim and achievenent."'3 Leavis

L1vide, p. 211,

considered Hopkins a master in exploiting the resources and potentiali=-
ties of English as a living language. C. Day Lewis calls sprung rhythm
"one of the best gifts to posterity" and Hopkins "a true revolutionary
pocat.“]'h

Wrpi4., p. 212.

The 1930ts also saw the publication of the correspondence of
Hopkins with Bridges, Watsen, and Patmors, and the publication of The
" Note-Books and Papers of Gerard Manley Hopkins edited by Humphry House.

In addition to many articles of praise, these publications helped to
increase Hopkins! reputation considerably by their honesty -and intensity

. of conviction., They offered, too, adequate explanations of his prosody,
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literary methods, and insight into the character and divefsity of interests
of the author, |
During the 1940's F. 0. Matthiessen compared the work of Hopkins
and Whitman, The issue of communism, which his correspondence with
Bﬁdgeé revealsd, was more fully explored, as well as certain Freudian
symptoms of a religious and sexual nature. The cén‘cenary year of
Hopkins! birth- was celebrated, with the appearance of nea:fly a hundred
articles and reviews in the major periodicals. It aisb brought ‘forth

‘a work by W. H, Gardner entitled Gerard Manley Hopkins (188L~1889)s
A Study of Postic Idiosyncracy in Relation to Postic Tradition, Volume I

appeared in 194} in England, and in 1948 in Anerdicas Volune o appeared
in both countries in 1949, It 1s considered the definitive work on
Hopkins' basic contribution to poetry. | |

Since World War II, translations and criticisms _af the poetry
have appeared in many foreign countries including France, Germany;
Spain, and India.l5 |

151bide, ppe 216=227.

Sihce the first publication ia 1918 of Hopkins! woik, cc;ntem-

porary readers expect, as a matter of course, to find the poems ine
cluded in any complete anthology of Victorian postry. It is a tribute

| to Hopking that his poetry is found in anthologies of modern poetry

Just as oftten,
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" Chepter ITI

Sprung Rhythm

The disparate and conflicting selements of Hopkins' personality
are everywhere apparén*b in his poetry.‘ On the one hand he describes the
simple beauties of natursj on the othery, he chooses a rigidly disciplined,
highly intellectual == one might almost say mathematical == system of
exprassion. ¥When he tries to explain his poetry, he is often contra-
dictory, obscure, and unsounde

The phrase "gprung rhythm" is at first particularly puzzling;
Hopkins explains 1% in his preface to his poems, in letters to Bridges
and Dixon, and in his notehooks, -

Sprung Rhythn + « « 18 measured by feat of

from one to four syllables, regularly, and for

particular effects on any number of weak or

glack syllables may be useds It has one stress,

which falls on the only syllable, if there is

only one, ory, if there are more, then scanning

as above, on the first, and so gives rise to

four sorts of feet, a monosyllable and the so-

called accentual Trochee, Dactyl, and the
First Paeone

lgerard Manley Hopkins, "Author's Preface" in Poems of Gerard
Manley Hopkins, ed.Robert Bridges (London, 1931), ppe 3-Le

Concerning the nature and history of sprung rhythm, Hopkins



goes on to say:

Sprung Rhythm is the most natural of things.
For (1) it is the rhythm of common speech and
of written prose, when rhythm is perceived in -
thems (2) It is the rhythm of all but ths

nmost monotonously regular music, so that in the
words of choruses and refrains and in songs
written closely to music it arises, (3) It
is found in nursery rhymes, weather saws, and
500n, « ¢ «» (4) It arisss in common verse
when reversed or comterpomted, for the sams
reasone .

But nevertheless in spite of all this and
though Greek and Latin lyric verse « « « and
the old English verse seen in Plsrce Ploughman
are in sprmmg rhythms it has in fact ceased to -
be used since the Elizabethan-age, Oreene being
the last Eriter who can be gaid to have recog~
nized it. :

QIbido, PP« 5"6.

It may help to clarify what Hopkins is getting at, to quote
from two of his letters to Dixon, who also had trouble understanding this

new method.
Oct. 5, 1878

I had long had haunting my sar the echo of &
new rhythm which now I realised on papers To
speak shortly, it consists in scanning by
accents or stresses alone, without any account
of the number of syllablesy; so that a foot may
be one strong syllable or it may be many light
and one stronge I do not say the idea is altow
gather new; there are hints of it in music, in
mursery rhymes and popualar jingles, in the posts
themselves; -and since then, I have seen it
talked about as a thing, possible in critic.s.
Here are insbancea-'Ding, dong, )aell; Fussy's
in the well; Who put her in? ,Ldttle Johmw
Thin, ¥Who pulled her otit? Little Johnny S‘hout.‘
For if each line has three stresses or three
feet it follows that some of the feet are of
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ong syllable gnly. So too *Ons, two, Buckle my
shoe'! pasginm,

3Abbott, The Correspondence of Gerard Manlej Hopkins and
Richard Watson Dixon, pe e

Jal'h ].h, 1880

The new prosody, Sprung Rhythm, is really
quite a.simple matter and as stricet as the other
rhythme Bridges treats it in theory and practice
as something informal and variable without any

- 1imit but ear and taste, but this is not how I
look at ite & « ¢ Its principle is that all
rhythm and all verse consists of feet and each
foot must conbtain one stress or verse-accent ¢« « &
even one stressed syllable make a foot and
consequently two or more siresses may come rune
ning, which in camnon rhythm can « + « never
happenes « ¢« & And also scan always as for rising
rhythm ¢ « « in which tﬁe slack comes first, as
in jambs and anapaests,

b1hide, ppe 3940,

In connection with sprung rhythm, Hopking uses two other terns
which require a brief explanation, The first term, "abrupt" rhytlm, he
defines for Dixon in 1879. .‘ | |

I shdes add that the word Sprung which I use for

this rhythm means something like abrupt and

applies by rights only whers one stresa follows
another running, without syllables betwsen.

SIbidc, Pe 23,

The second term, which he calls "hangers" or "outrides," he explains

in his prefacs.

‘Two licences are natural to Sprung Rhyt-hm.'
The one is rests, as in music, « . « The other
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is « « + outrides, that is one, two, or thrae
slack syllables added to a foot and not counting
in the nominal soanning.6

6Hopkina, "Author!s Preface," ppe L=5.

To help his readers, Hopkins also included with his postry an

elaborats gystem of notationy which he discusses in his preface.

Theses outriding half feet or hangers are marked
by a loop underneath theme + o o

The other marks are easily understood,
namely accents, where the reader might be in
doubt which syllable should have the stress;
slurs, that is loops over syllabiles, to tie
them together into the time of onej little
loops at the end of a line to shew that the
rhyme goes on to the first letter of the next
line3 what in music are called pauses My to
shew that the syllable should be dwelt onj
and twirls~/, to mark reversed or counter=

pointed rhythme?

7Ibido, Pe 50

In a letter to Bridges, who was evidently unhappy about this

new system, Hopkins defends his style:

Aug. 21, 1877

Why do I employ sprung rhythm at 21l1?
Because it is the nearest to the rhytim of
prossy that is the native and natural rhytlm
of spesch, the lsast forced, the most rhetori-
cal and emphatic of all possible rhytims.B

Bridges,

BAbbﬁ'gt, The Lstters of Gerard Manley Hopldns to Robert
Pe .

To sm up, the distinguishing featurss of sprung rhythm, ‘then,

are thess: (1) Stresses may ocour together without intermediate
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unstressed syllables. (2) The rhythm is to be measured in fest of one
- to four syllables, though the unstressed syllables may be unlimited,
(3) The stress falls on the only syllébla of a one-~syllable word, or
on the first syllabls‘of*é polysyllabic words (L) Any seeming inequality
of rhytim may be offset by ‘a pause or by added stress. (5) The scansion
of sprung rhy'bm‘ runs on frém the beginning of a sianza to thg end.
(6) Also, permitted to sprung rhythm are resté, as in musiec, énd out~
rides, which are wealk syllablsa addéd to a foobt at the end of 2 line and
not counted in the scansion.

In order to insure the success of his particular metrical
system, Hopkins found that the use of alliteration, assonance; internal
rhyme, and word repetit,ioxi were essential, not as decorative elements o
be employed ta'please or to surprise, but as integral, essential elements
of ths new prododye For example; allitération is essential to his
postry as one way of immediately indicating the right metrical
accentuation. It ie functional rather than ornamental, and it is used
to stress the stronger accentual bedtse | In the last two lines of the
posm MSpglt from Sibylts Leaves,;" its use makes ths correct reading
"automatic.

Where, selfwrung, selfstrung, sheathe- and shelterlass 3 though‘bs
against thoughts in groans grind,10

10Robert Bridges, ed., Poems of Gerard Manlex Hopkins (London,
1931), Second Editlon, Pe Sl.

The same 1s true of the use of alliteraticn in this line from "The

Windhover."
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Fall, gall themselves, and gash gold-vermilionslt

L1pid,, pe 29,

Am———

Hopkins, like most scholars of his age, had no clear under-

standing of Greek and Latin rhythmic usagas‘lz Although he bellevesd

129aiter J. Ongs Ss J.y "Hopkins' Sprung Rhythm and the Life
of English Poetry," in Immortal Diamond: Studies in Gerard Hanley
Hopking, Norman Weyand, S dey 6de (New York, 1949), Pe 103s

that there were strong similaritiea between sprung rhythm and the
rhythms of Greek choruses, it is almost impossible to say when Hopkins
perceivad these relationships. Bomn boints out that the “bautschland“
(1876) precceded his statement of 1878 that he had discovered “new
mabrical effects” in Greek choruses. In 1882, Hopkins mentioned that
sprung rhythm was in tha Greek manner, but it was not until 1866 that
he began his researches on the theory of Dorian rhybhm. And then in
‘1887, he proclaimed his discovery of a acientific basis of métar and

music.13

. 13john Louis Bonn, S« J.; fiGreco-Roman Verse Theory and Gerard
Manley Hopkins," in Immortal Diamond, ppe 73=T7he

Though'* Hopking was untrustworthy on ﬁhe Greek metric system,
Bonn asserts that he did make a major contribution to English metrics.
His acute ear heard subtle cﬁanges of cadence in Pindar and the Greek
dramatists, and these shifts in rhytha and modulation, he incorporated
into his verse.u‘ '
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lhibid. s D 78.

Hopkins’ also recognized his debt to 0ld English Verse, but it
is uncertain whether hs used it as a model for sprung rhythm. Four
years after he wrote the “Deu’c.schland,“ Hopkins confassed that he was
not sure if sprung rhybhm oocurred in Anglo-Saxon verses A nmonth
1ater, he wrote to Bridges that he was only then beginnixxg a study of
Anglo«-Saxon, Ong observes that Eduard Sievers published his definitive
work on ths structural principles of 01d English poetry in 1885, almost

- ten ysars after the poem was writtemls

150118; PP. 95*95‘ ‘

Piers Plowman, to which Hopldns referred; is also a questionable

gource. In 1882 he wrote to Bridges, "I am reading that famous poem
and am coming to the conclusion that it is not worth reading.“16

161b1d., pe 97

Hopkins'! stoqk with B:idges was never very high. Mors likely thé.n not,
by citing eminent authorities, Hopkip_s hoped to convincé his friend that
sprung rhybhm was fimly rooted in English tradition and elassical
literature.

Frequently Hopkins cannot make up his mind whether or not more
recent authors used sprung rhytime The rhythm of #ilton's Samson
Agonistes confused him. In a letter to Bridges (April 3, 1877), Hopking

writes that the choruses are "intermediate between counterpointed and
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sprung rhythm." Later he adds, "In reality they are sprung." By
October 6, 1878, he has decided that Milton did not use sprung rhythm,

but was instead a master "in the use of coxmterpoint."l7

: l7Ib1do, Pe 98.

The most promising gource for the new rhythm, which Hopkins
claims had long been haunting his ear, is to be found izi his state~
ment ﬁha‘b sprung rhythm is the rhythm of everyday spsech. Conseiously
or unconacibusly, and long before he namsed it, Hopkinsg was hearing it.
But whers the new rhythm came from and what it implied were not clear
- %o the poat. Only after he used it,' first in "5St. Dorothea™ and then

in the "Deutschland,” did Hopkins try to construct a theory to fit it.18

181bid., pe 120,

‘ Sensg-stress rhythn in the English literary tradition did not
disappear with the Norman conquest. It persisted within the later
running rhythm along with the use of alliteration and the old English .
half-line, not merely in such isolated poems as Sir Gawain and the

Green Knight whose opening stanza contains these lines:

And far o'er the French flood fortunate Brutus
With happiness Britain on hillsides full broad
Doth found.
Wayr, wastey and wonder there .
Have éwelt within its bounds

but also in the poetry of Chaucere Skelton's half-lines from "Philip
‘Sparrow" are larg'ely sense-strasss ' |

It was so p;at.ty a fool,
It would sit on a st00l <« . "
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For to keep his cut-, y

With, Philip, kaep your outl
And an analysis of Surresy's "The frailty and hurtfulness of besauty” shows
a marked sense~stress pattem, alliteration and all, overlaying the
running rhythmz

Brittle beauty that. nature made 80 frail, ,

Fhereof the gift is small, and short Jthe sesson,

Flow'ring to—-day, to-morrow apt to fas.l, :

Tickle treasure, abhorred of reason s e

Renaissance literature, the drama particularly gave full play to
the sense~stress pattaru.’ Hopking recognized it in Shakespeare and in
Greens, but the same is trus of Flestcher, Webster, and the rest, The
plays of Shakespears abound in examples rich with alliteration, assonance,

consonance, ahd the echoes of old English versification. From Act I,

scens 2, 1l. 185~190, of The Winter's Tale comes this passage as Ong

| interprets it.

' Gone alreadyd
Inch-thick, knee—deep o'er head and ears a fork'd one}
Go, play, boyy play- thy mother plays, and I’
Play too; but so disgracad a part, whose issue
Will hiss Ja bo my graves centsmpb and clamour
Will be my knell. Go, play, boy, play « o o17

l9Ibido, Pe 1550

Donne, Ben Jonson, and Herrick also, sought for the natural
speech rhythm, and in their poetry, perhaps without being fully aware
of it, fell into the sensz-stress pattems of their predecessors.

Compare Hopkins' stanza 9 from Part I of The Wreck of the Deutschland

with Donne's Holy sonnet:

Be adored among men,
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God, three-numbered form;
Wring thy rebel, dogged in den,
dan's malice, with wrecking and storm.
Beyond saying sweet, past telling of tongue,
Thou art lightning and love, I found it, a winter and warmj
Father and fondler of heart thou hast wrung:
Hast thy dark descending and most art merciful then,

From Donnes

-Batter ny hearb, threg~persongd God; for You ,

As yet but knock, breathe, shine, and seek to mendg

That I may rise, and stand, o'erthrcw me, and bend

Your force, to break, blovr, bnm, and maks me N6We + » o
It is not a cainoidence that sprung rhytim and ebrupt rhythm are nost
noticeabls in poems which are conversationals Jonsont's "To Dr. Donne®
or his "To My Book~seller" or Herrick's "Corinnats Going a-Maying® fall
easily into a sense~stress pattem. Pope, who advised in An Essay on
Criticisms |

Be hot the first by whom the new are tried,
Nor yet the last to lay the old aside.

evan Pope, unlike his contemporaries, utilized the old variegated speech
rhy‘blms in the apening lines of Epistle to Dr. Arbutinots

"Shut, shut the door, good Johgl“ fatigued, I saidj
vT{e up the knocker; say It ck, I'n ddade™

The eighteenth century, after Pope, was} almost destitute of
sensébstress rhythms until Robert Burns ravived the sense-stress cowmnter-
point in his declamatory verse. Hers is the first stanza of "To a Mouse':

Wea, sleekit, cowrin, timrous beastie,

Oh, what a panic's in thy breastiel

Thou need na start awa sae hasty,

Wi' bickering brattlel

I was b laith to rin an' chase thes,

Wi' murdering pattlel

Burns is followed by Blake who in "The Fairy," uses the old
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English halfnline in verse similar to Skelton's.

So a Fairy sung. ’
Fron the ledves I sprungj
He ledptd from the spray
To flde awdys :

But in my hat caught,

He soon shall be tdught 20

0113d,, po 164s

There are samne stii'riﬁgs in Southey, Shelley, and Byron,' but
it was }Keat.s 'arhbm Hopld.ns first consciously imitateds The ‘oéening lines
in the "0de on Kelancholy" have a kind of counterpolnt rhythm and Ong
dividés the lines to expose the old English antiphonal patterns

No, no, go not to Lejith P naz.ther twiat /
’dolf's-bane, tight-roabed, for its poisonons winet

and the last line

’ N : ;- /
And feed deep, deep upon her peerless ’eyes.al

2l1pid, s Pe 165,

Heavy counterpoint is apparent in the "Ode on a Grecian Urn":

MBeauty is truth, truth beauty," that is all
Ye know on earth, and all ye need to knowe2

22Thid,

The whole nineteenth century moved generally toward this more
natural verse, culminating perhaps in Browning. The song of the little
silk-weaver in Pippa Passes uses the Engligh half-line., "Soliloquy of

the Spanish Cloister® and "My Last Duchess," both dramatic monologues,

are heavily counterpointed.
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Certain lines in "The Ring and the Book" are halved by Ong as four
stress linesy |
Flung with a flourish! But rapentance, too.

But pure and s:unple sorrow for law's breach
Rather than hlunderer's—-ineptitude??3

231bid.

Hopkins says in a letter to Bridges of September 17, 1881, that while
he admires Browmning's touches and details, the general effect offends
him and he concludes that thes poetry is repulsive.
Although many possible influsnces on Hopkins can be cited, it

is doubtful that Hopking was really receptive to them. He seemed to
have preferred 'bhé role of a discoverer, an innovator, an original. His
approach to the postry of Coleridge is curious indeseds To the objective -
obgerver, the two men and their poetry have much in common. Both
experimentdd with metrical systems; both employed and often coined new

words and double epithsts; both kept remarkably similar jowmals and
| illustrated themj bobth suffered from i1l health, a sense of isolation,
" & thwarting of the creative impulse. "The Rime of the Ancient Mardner"
arid tha "Deutschland" describe essentially similar spiritual voyages as
well as physical onese?} And modern texts agree that in "Christabel,"

2lgvmphry House, Coleridges The Clark lectures 1951-52 (London,
1953), pe 139

Coleridge used sprung rhythm, as he did in other of his poems,
- In the preface to "Christabel," Coleridge writes:
I have only to add that the metre of
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Christabel is not, properly speaking, irregular,
though it may seem so from its being founded on
a new principles namely, that of counting in
each line the accents, not thae syllables, Though
the latter may vary from seven to twelve, yet in
;ach %%ne the accents will be found to be only
10UT,

Goe issamel Taylo:;: Coleridge, "Preface to Christabel® in The
College % of E_x}g% sh Literaturs, ed. Alexander M. Witherspoon
ew Yorky 1 17-; Pe . ,

Iike Hopkins, Coleridge also uses repetition, antitheses,
alliteration he asks questionsy and like Hopkins, he too omits verbs,

For example,; in "The Ancient Mariner®:

Aloney alone, all alone,
Alone on a wide, wide 6ea « « »

and in "Chiristabel!:

Is the night chilly and dark?
The night is chilly, but not darke

and

The thin gray cloud is spread on high,
It covers bub not hides the sky.

Hopkins, howsver, did not acknowledge Coleridget!s influence.
On the contrary, in a letter to Dixon of January 10, 1879, he wrotet

Is that anybhing of the sort that Coleridge
neant by his distinction between accent and
quantity? You no douvbt know of his making
that distinetion, and giving it out as a
discoverys saying that Christabel was written
in accent, not quantity, or something like
that,?

26pbbott, The Correspondencs of Gerard Manley Hopking and
Richard Watson Dixon, ps 10 '
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On February 27, 1879, Hopkins followed this up with a note saying that
Coleridge was drawing a distinction betwsen two systems of scanning,

one opposed to sprung rhythm; the other, capabie of being developed into
16,27 And that was that} |

2TTbide, pe 21

Sprung rhythm bhas given rise to a variety of explanations,

- Harold VWhitehall contends that tha new rhytlm went against the trend

- of English verse from about 1300 with "its increasing emphasis of the
sense pattern rather than the sound pattern and its gradual adjustment
to the printed rather than the spoken word,"28 While it is trus that

2ya701d Whitehall, "Sprung Rhybhu® in Gerard Hanlsy Hopkdns,
Ke!vcn Crit-ics, Bds_.’pg 30.

Hopkins asked for an oral interprative reading of his works to justify
his new rhythm, Ong states definitely that sprumng rhythm amphasizéa the

sense stress rather than syllabic stresse??

290ng,_ Pe 119,

Just as normal yronﬁnciation of prose allows minpr adjustments
in accentuation and timing, and the same phrase may be sﬁresmzd in
different ways for nmeaning and emphasis, sco scanning Hopkins' poams
requires accommodation to & marked rhythm without loss of natural
timing, and without loss of the interior fhytm and stresses of indi=-
vidual mﬂs. But the scansion of sprung rhytim runs on from the
beginning of a stanza to the end, and it is the senss that influences the



rhythm. Hopkins! use of rhyme lends weight to Ong's contention. The

end rhymes are no more important, really, than the interior rhymes.

They add to the sound effect, but they are not used to emphasize the
senses

For example, Alexander Pope in An Issay on Criticism uses

rhyme to reinforce his meanings

True ease in writing comas from art, not chance

As thoss move easiest who have leamn'd to dance.

'Tis not enough no harshness gives offence: '

The sound must seem an echo to the senss,
In show-business language, we might call the first and third lines
“sé.t-ups“ and the second and fourth "clinchers." The use of rhyme
whils ornamental is also functional. | |

“"The Bu"gler‘a First Commmion" is perhaps an éxaggerated
example of Hopkins! use of rhyme, but it does point up the difference
in technique.

A bugler boy from barrack (it is over the hill

There)=-boy bugler, born, he tells me, of Irish

Hother to an English sire, (he

Shares their best gifts surely, fall how things will),

This very very day came dom to us after a boon he on

My late being there begged of me, overflowing

Boon in fiy bestowing, -

Came, I say, this dzgy to ite-to a First Communion,
This is the rhytim, sursly, of everyday speech, heightaned and drama=-
tized. Rhyme is an embellishment only, a delight to the ears It is
not always readily apparent to the casual readers "Irishe-sire he /
Sh(ares)" and f"hoon he on"e-YCommunion.® The run-on lines, too, serve
t+0 inhibit the emphatic quality of rhyme. In Pope's poem the mind soon

becomss attuned to a definitely rhymed sense pattern; in Hopkins' postry



it is the rhythm, the epruug rhythm, which produces 2 sense patterns

In "Bingaey Poplars“ notice Hopkins! use of interior rhyme:

¥y aspzns dear, whoss airy cages quelled,

Quelled or quenched in leaves the leaping sun,

All felled, felled, are all felleds

- 0f a fresh and following folded rank
Not spared, not one
That dandled a sandalled
Shadow that swam or sank

On meadow and river and wind-wandering weed-wmding banla
The juxtaposition of "dandled" and "sandalled" might be called counter=
- pointed rhyme. The eye and the volce have a tendency to bring the two
words together, bub the proper reading for sense would pubt a pause
after "dandled" and combine "a sandalled / Shadow” into a fast-running
phrase, Because of this counterpointed rhyme, the reader must rely
-mainly on rhytim and on slliteration as guides to sense, and then
"3 sandalled / Shadow" like "wind-wandering weed-winding bank?® carries
the poetts meaning hcma.

Although sprung rhythm is concerned with sense stmases, and
ruaning rhythm is concerned wlth syllabic stresses, neither rhytlm
necessarily excludes the other, Often ths two rhytims meet, and for a
ghort time run on togather, as instanced by the second line in "Spring
and Falls to a young child"s |

, ' ,

Maxg’ aret, are you grieving

Over Goldengrove mleaving?

Leaves, like the things of man, you /

. With your fresh thoughts care far, can you?
When the two rhythms do meet, the line should be read with the stress
heavy and accented as contrast to the rest of the poen,

Counterpoint, or variations on running rhythm, is not possible

in sprung rhythme Ruming rhythm, although it never runs counter to a



sense stress, admits of variations and reversales because its pattern 1s
regular, Since sprung xhythm has no fixed and regular pattern,‘ but
absorbs all variations, it cannot be counterpointed effectively, It is
the occasional meeting of the thres rhythms that has ;;aused so much of
the confusion regarding sprung rhythme The point to remember is that
metre in sprung rhytlnm is always regulars metre in runing rhythm and
counterpoint rhythm is not always regulare
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Chaptexr IV
Inscape and Instrsss

"Inscape" and "instress? are words found frequently in Hopkina!
writings. They reveal his preoccupation with the essence, the unique=-
néss, the :j.ndividuality of thingss Each object is éoﬁtemplated separately
for its own individuating characteristics. He considers the impression
an object makes as emanabing from its owm being, without any sharing in
the awareness or sensibility of the viewer. Consequently objegf,s have
not only a physical lifs of their own for Hopkins, but also an emotional
and spiritual 1ife of their own; not only an objactive appéarance y but
aﬁ inner life capable of exerting an influence on others. This atbitudé
may explain in part many :.ns‘aances of personification in Hopkins? poetry.‘.
It also explains, according to Peters, the lack of imsgination with which
Hopkins deals with objects, since he believes them to have their om
serious and purposeful 1ife.t |

Ly, Ae M. Peters, S. Jey Cerard Manley Hopkins (London, 1948),
PP 20~21.

The texrm "inscape" is described in a letter to Dixon asg "ihs
very soul of arte"? In a letter to Bridges, Hopkins is more specifict
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x 2Abbott, The Correspondence of Gerard Manley Hopking and Richard
Watson D:!Jmn, Do E-gu '

"design, pattern or what I am in the habit of calling 'inscape' is what
I above all aim at in poetry."> But Hopkins uses the term also as the

3Abbott, The Letters of Gerard Manley Hopkins to Robert Bridges,

Pe 66-

ontological secret" behind the object, the inner form of the object.

He also uses it to express relationship. The bond created betwsen an

object, the viawer, and God results in an insca&; Perhaps & better

wnderstanding of the tem can 'be’ gained by referring to Duns Scotus,

who seemsd to valldate and confim for Hopking his omm thoughts on nature.
Scotus took a sacramental view of ths world, conténdhg that

God created the world so that man might look upon the visible besuties

of the universe and act aé a bridge between the finite and the infinite.,

He also beliaeved that by the exercise of will, man's nature i8 perfected,

and by a voluntary "act of love" his sxperience of beauty may be directed

Godwards to becoms a meritordous act, He also wrote that each indivie

dual has a distinctive fom, a haacceitaé, or thisness, as wsll as a

genaric uidditas, or whatﬁesa; both of which serve to individuate natural

thingse Althngh Hopkins had been using the word "inscape" for several

yéars before he read Scotus » he recognized in him a spiritual kinship

and a justif;i.cation for some of his dearest beliefs.

hPick, éerard Manley Hopkins, Priest and Poet, pps 32+38,
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“inscape“ seens to be modsled on the word, landscaps, and appears
to inmply a contrary, or outerscapes The "inscape® is not mechanically
present in an oﬁject , but requirss a deep, personal attention, a physical,
mental, and spiritusl act.‘on the part of the viewer so that he may ob-
serve the distinctive qualities of an object and relate them to Godts
grace, J

From Hopkins! journal, these lines written in 1870 illustrate
not only his use of the word, but also the quality of his aesthatioc
lifes | |

I do not thmk I have ever seen anything more

. beautiful than the bluebell I have bean looking
ate I lnmow the beauty of our Lord by it.>

SHote~Books, ppa 133-13ks

The following year, he added this observationt

The bluebells in your hand baffle you with
their inscaps, made to every spense: if you
draw your fingers through them they are
lodged and sgmggle with a shock of wet
haadse o o

61bide, pe Se

Each of bhe‘ passages quoted above continues with a long, meticulously
‘detailed desériptim of the flower; its shades, shape, its joining of
the parts, and sometimes the descriptions include small drawings
skatched for the saks of greater claritye.

Again Hopkins writes, "This skelston inscape di‘ a spray-end of
ash « « « 18 worth noticing for the suggested globee « » o7 Zlater he
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TIbidey pe 13Ls

notes in his journalt "As we drove hame the stars came out thicks I
leant back to look at them and my heart cpening more than usual preised
our Lord to and in whom all that beauty comes home.8 Ong might think

81‘bidn » Ps 205,

that Hopkins! asgoclation of beauty and God would have given him great
Joy and peaces Bub in 1869 this entry is found in his papers, "But a
penance which I was doing from Jane 25, to July 25 prevented my seeing
much that half-year."d The tragedy of the man 18 implicit in those lines.

Tbidey pe 121.

#Tnastress” is used less frequently than "inscaps," and is nowhere
axplicitly clarified, but it does appear in "The Wreck of the Deutschland®
in stanza 5, and in the prose writings. The starting point in trying to
arrive at its /méaziirfxg is the word "stress" which in Hopkins' philosow
phical writing stands for the perfection of being. "Instress" apparsntly
means the intrinsic force necessary to the perfectioh of being; or, when
used as a verb, to realize or to bring to realization. MInstresst is
that stress or ensrgy of being by which all things are upheld and strive
after continued existence, according to Peters.i0

1Opaters, pe 13.

Thronghou*b his journal, Hopkins sees and desci-ibsé tinscape,”
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‘bub "instress" seems to prbduce an indescribable emotional reactions
Essentially "instress® is 2 straining, striving toward perfection, or
towarci Gode It is used in the following insﬁancés in his journals
"Looking all round but most in looking far up the valley I felt an
instress and cham of Walés:“ll and "Take a few primroses in a glass

Liote-Books, p. 210.

and the instress of « « ¢ 30 8imple a £1l0WEr ¢ ¢ « 18 remarkable, 12

2Tbids, ppe 142-143.
Thesg two texms are basic to Hopkins! way of thinking, rather

~than to his actual poetic worke They exertsd an influence over svery=
thing he wrote and thought and dide.
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Chapter V
His Postry

As g post, Hopkins was both a traditionalist and a revolution-
ary. He revived, in his postry, the ancient traditions of Christianity,
of languagé,. and of technique and gave them new life and new meaning.
| Many of his sonnets which seem strange are only, according to the
author, approxinations in English of the original Petrarchan someb.:

lpick, A Hopkins Reader, p. xii.

The early postry of Hopkins, ‘the poetry which survived burning,
shows the influence of Keats and of the Pro~Raphaelites. One finds
vestipgas of the earlier decorative diction, the frequent use of such
ﬁo:ds as "baauty," "lovely," "dear," and "swect."2 The most characteristic

2vas:szph."tne #iles, "The Sweet and Lovely Language,® in Gerard
Hanley Hopkins, ed. by The Xenyon Crities, (Norfolk, Connecticut, T%S),
PPe 53"“630 .

of his school poéms, "A Vigion of the Mermaids," written in heroic
couplets after the manner of Keats, shows a taste for richness and color

ag well as a delight in the appeals to his senses:
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in gusts of scented wind
Swirling out bloan t111 all the air is blind
With rosy foam and pelting blossom and mists
0f driving vernsil raine ¢ o o3

3Pick, Gerard Manley Hopkins, ppe 2-3

Another of his sarly poems, written January 22, 1866, and un~
touched as yst by religious or personal denial, is reminiscent of BEmily
Dickinson, |

The stars were packed so close that night
They seemed to press and stare

And gather in like hurdles bright
The 1liberties of air.®

hBouse, Pe 53¢

~ The next group of poems, also' among his }aarlie*s‘o, begin to show
not only Hoplkingt religlous i}aclination, but also that Charact.eristic of
his of prohibiting to himself those things which delight hims The
‘conflicf. between the dreamer on the ons hand and the churchman on the
other becomes increasingly apparents

Trees by their yield .
Are knownjg bub Teee
My sap is sealed,
My root is dry,.

If life within

I none can shew
(Except for sin),

Nor fruit abova,-w

It must be s0w-

I do not love.

Will no one show

I argued 1122
Bacause, although
Self-sentenced, still
I keep my bruste

If He would prove

And search me through
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- Would he not find
(What yet there Bmust
Bs hid behind)? o

5Ibide, pe Sla

One wight easily guess from thil’s poemy written just a few years before
his conversion to Catholicism, the direction which Hopld.ns must take,
”Self-—santenced“ says the poet«--uand leaves ths critics to pomder
whether to 1ifs or to daath.

In "The Habit of Perfection," ostensibly a rebule to ths pawfera
of the senses, the- au’chor seems to linger over such phrases as "pa]ata,
the hutch of tasty Lust," and "fesl-of-prinzose hands,"6 And Shough

6Robart Bridges, ed., Poens of Gerard Manley H g (Londony
1931), Second Edition, ppe 8~9, Unless spacially noted, quotations
fraa Hopkins'! poetry will come from this second edition.

shape, color, texture, sound, and @mell are renounced for poverty and
lily=coloured clothes, the author does not as yet wear the new habit with
eases |

The poem "Heaven-Haven" appears in Hopkins' notebook under the
'titl_a "Regt.® Just when he of Bridges added the subhsading "A nun takas
thé vell® ig not clear. Bub it fits Hopkins' om desires so well that
& might easily bes taken as an autobmgraphical ix*cidﬁnt Thers is an
interesting resemblance between "Heaven~Haven” and "A Prospect of Heaven
Hakes Death Eaey" by Isaac Wabtbs (1674-1748), also a religious post and
innovator in i*ersification. Probably both pdems ara part of the same

3

religious and literary tradition which includes the works of Donne,
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Herbert, Crashew, Traherns, and Vaughan,

In "8t. Dorothea" Hopkins experiments for the first time with
stressess In the hands of a schoolboy, however, the poem ﬁeems cloger to
doggerel than to postry, although Hopkins “wrota to Bridges that he had
borroed the beat from Shokespeares! To dbviate the tendency toward

7&?. He Gardner, Gerard Manley Hopking (1844-1889), (New Kavan,
19h8)g Pe 38.

postic degeneration is one of the reasons why Hoplkins uses the collateral
techniques accompanying sprung rhythm, -

After seven years of priestly training and meditation, Hopkinsg
at the age of thirty-one broke his self~imposed silence, d at ths
request of a suparior at St. Busno's, he wrote his major mrk. UThe
Wreck of the Deubschland” comamorates the dcaath of £ive Fraﬂciscan
nuns, exiles from Gemany uvnder the Falk decra‘s, who ‘pe'rished aboayd the
Deutschland when the ship went agrownd on the Kentish coast during a
snowstormad But the poem is more than just a simplsb narrative concerning

8p1 sanor Ruggles, Gerard Manley Hopkins, (New York, 194h),
Pe 5. ‘ v

a tragic event $ b is in reality two stories, ons of which is auto-
biographicals As Hopkins wrote to Bridges,

I may add for your greater interest and
edification that what vefers to myself in
the poam is all strictly and literally
true and did all occur; nothing is added
for poebical padding.
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IAbbott, The Letters of Gerard Manley Hopkins to Robert Bridges,
Phe hé"'h'Ti - » v

The two stories touch at the spiritual level and describe the engulf-
ment of the heart and spirit in horror and dread, and the wltimate fule
£i1lment in Christ, |

"The Wreck of the Deutschland” opened new channels of pProsodys
It was in every way a mature plece of work embodying the full range of
Hopkins!? }métrical and linguistic techniques, It is also thé veﬁ'epitme
of tﬁe Spiritu,ﬁl Exercises‘ The entix;a poen is in sprumg rhythm and

employs eig;ht-’liné stanzass Part I (stanzas 1-10), maintains regularly
the following number of stresses by lines, 2»34;-}5%—-6# and these
lines are indicated”by thé. iﬁdentatien. | In Part II the first line of

. every étanza has three s‘tresses.lq |

10Gardners pps bhli7e

The opening 1linss of Part the First,

: Thou mastering me
God} giver of breath and bread;
World's gtrand, sway of the seaj
Lord of living and deadj
Thou hast bound bones and veins in me, fastened me flesh,
And after it almost wmade, what with dread,
Thy doing: and dost thou touch me afrgsh?
Over again I feel thy finger and find thee,}t

Lpridges, pe 1lo-

are a reiteration of the meaning of Catholicism. God, master of the
universe, has created man and made Himself known to him, Bub he has |
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done movej He has touched man and raised him by Divine Grace to

- participate again in thg 1life of Christ by re-enacting the sacrifice on
the Cross, Or, as Hopkins himself put it in his comments written in
1880, on the Spiritusl Exercises of St Ignatius Loyola, the uplifting
action of supematural grace, or elevating, "which lifts t,hé rocaeivey
fram one cleave of being to ancther and to a vital act in Christ: this
18 truly God's finger tmiching the very vein of persmaliw.“lz '

Pyote-Books, pv 337.

The next stanza describes the choice which man is permitted to
make freely. Though Hopkins says yes to God, He recognizes the diffi-
culty of that dscision,

I did say yes

0 at lightning and lashed rods .

Thou heardst me truer than tongus confess
Thy terror, O Christ, O Godj

Thou knowest the walls, altar and hour and night:
- The swoon of a heart that the swesp and the hurl of thee trod
Hard down with a horror of heights
And the midriff astrain with leaning of, laced with fire of stress.

In stanza 3 tﬁe reason for the choice is apparent. ILugifer
surrounds him. Where does safety lie?

The frown of his facs
Bafore ms, ths hurtle of hell
Behind, where, where was a, where was a place?
I whirlsd out wings that spsll
And fled with a fling of the heart to the heart of the Host,
My hearty but you were dovewinged, I can tell,
Carrierwwitted, I am bold to boast,
To flash f{rom the flame to the flame then, tower from the gracs
to the grace. \

The fourth stanga deals with the temporal nature of the poet as
he is consumed by tima,'but Just as a well is replenished by mountain
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springs, so he 100 is nourlshed by faith, Christ's gift to mams

I am soft sift
In an hourglass-at the wall

Fasty bub nined with a motiony a drift,

-~ And it crowds and it combs to the fall;
1 steady as a water in a well, to a poiss, to a pane;
But roped with, alwaysy all ths way down from the tall
: Fells or flanks of the wvoel, & vein

Of the gospel proffer, a pressure, & principle, Christ's gif‘hs

In the above stanza the word veel means "pare hill® in Welshy and
the literal meaning of the sixbn and Bevanth linee ig that a well 1s
fed bty the trickles of water within the flanks of surrounding mowntains,13

pridgas, pe 10ks

The two metaphors ars beautifully juxbaposeds Sand--temporal time,
encased in walls of glass--{lows downwards swiftly, relentlessly to
annihilation, Sand=—arid, hot, drye-a desert from which all 1life has
been sucked, is snother imags conjured up by the vords, Bub the well;
with 1ts cool, upﬁard thrust of everflowing water which refreshes and
brings forth the bounty of nature and God, creatss & picture of life
everlasting. These mebaphors express for Hopking the revelation and
they build up to a climex of feeling in stanza five in which God, many
and nature meet; and God's mystery stresseds and Instressedy is brought
bo realized fulfillment by being felt, rather than known, |
I kiss ny hand »
‘To the stars, lovely-aaunder
Starlights wafting him out of itj and
Glow, glory in thunders _
Kiss my hand to the dappled-withwdzmson wests
Since, tho! he is under the worldfs splendour and wonder,

His mystery must be instressed, stressedj
For I greet him the days I meet him, and bless when I understands
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In this stanza, God's mastery, which stems from the Incarnationy the
result of His assumption of human fomm, is proof of the Divine spirit in
all that is natural and finite, |
The next two stanzas are largely doctrinal, The sixth describes
man's intuitive kmowledge of Gody and his original f£all from Grace,
The seventh tells of the Passion and of man's redemption through Jesus
Christe It leads directly into the eighth stansa, in which all men ave
brought to Christ through his Incarnation and Passion. The Grace He
sends to men ié the privilege to imitate Him,
-Hither,; then, last or first,
To hero of calvary, Christ's feet-—
- Hever ask if meaning it, wanting it, warned of itwmen go,
Ome might expect, after this rush of the physical, emotional,
and spiritual forces of man toward chriét, that the last two stanzas
of Part I, stanzas nine and ten, would be peaceful, hushed, drained, and
exhaustedy but this is not.so, Hopkins, the priest, the Jemﬁ, the
saint, fbmd no rest, not even aftér hé found hia way to hozne and Father,
Bs adored among men, |
God, three-mmbered form}
Wring thy rebel, dogged in den,

Man's malice, with wrecldng and storm.
Beyond saying sweet, past telling of tongue, -
Thou art lightning, and love, I found it, a winter and wammg
Pather and fondler of heart thou hast wrungs
Hast thy dark descending and most art merciful then.

With an anvil-ding
~ And with five in him forge thy will

Or rather; rather then, stea.lin as ing
veh him, melt him but master P 1118

Whether at oncey; as once at a crash Paul,
Or as Austin, a lingering~oub sweet skill,
Make mercy in all of us, out of us all
Mastery, bubt be adored, but be adored King,
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Far Hopkins, the heart and the spirit ars willing, but men's
malice, his reason, offers combate Lat God master him with forcel let
God master him with lovel but let God master himi This poem, which
Canon Dixen found "enommously powerful," also contained, in his opinion,
"glenants c;.t' desp distress” and of M™terrible pathos."” There seems to
be a question as to whether the poenm is an expression of contrition,
fear, and suhnission, or an expression of love of God freely given.u‘

mﬁbbot‘b, The Correspondence of Gerard X«%anley Hopl:ins and
Richard Watson Dixon, ppe 32—3§.

In his comments on ’cha S,pirituzil Exarcises, Hopkir:{s is concerned

with hig own identity a.nd with his position in relation to the Universal
Will or Mind, or Spirit. He writesy

The universal mind being identified not only ..
with me but also with all other minds cannot be
the means of commmicating what is individual in me
to them nor in them %o me. I have and every other
has, &8 said above, my own knowledge and powsrs,
pleasures, painsy merit, guilt, shame, dangersy
fortunasi fatess we are nobt chargesble for ons.
ancther,Ld '

15 ote-Books, pe 313, |

But further on, Hopkins questions this conclusion:

s ¢ o & baing so intimately present as God is to
other things would be identified with them wera it not
for God's infinity or wers.it not for God's infin%ty
he could not be so intimately present to things.*

167bide, P 316e

The problem of guilt, of wniversal guilt, of the sharing in one
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anotherts guilt and of redemption is tha major theme of the second part
of "he Tirack of the Deutschland," But whether the problem is resolved
in the poem, or iF it i3 ever resclved by Hopkins ié debatable, In
~ the poem Hopkins visualizes his struggle as a part of the universal
struggles The mum's spiritual test is & tost of Hopldns and a test of
all men who éhére in Ghris*b.l

Part the Second of tha "Deutschland® begins with & comment on
Deaths

- ¥5ome find me a2 sword; some

The flange and the raily flanmas

Fangy or flood! goes Death on drum,
And storms bugle his fame.

But we dream we are rooted in earth=-Dust}
Flesh f£falls within sight of usy we; though our flower the same
Wave with the meadow; forget that there must
The sour scybhe cringe; and the blear share comes

Interestingly enoughy Wells sess in the first stanza a marlcéd resemblance
" to Beowulf, with which Hopkins wes familiar in the ordginale Using
Gtmeré‘a tranglation of lines 1761~1768; ha quotess

The flower of thy might
lasts now a while: bub erelong it shall be
that sickness or sword thy straength shall minish,
or fang of fire, or flooding biliowy
or bite of blade; or brandished speary
or odious ages or the eyes! clear bean
wax dull and darken: Death even thee . _
- in haste shall o'erwhslm, thou hero of warll?

1THenry W. Wells, Hew Poets fram 0ld (Hew Yorks 1940), ppe 3840«

The metaphor of the flover which appears first in Deowulf very briefly
is &laborated on by Hopkins at the end of the stanza. In writing of
Death both use the wpords, fang, flood, and gword.

Stanza 12 plunges into the narrative of the actual wreck, following
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closely newspaper accounts of the disaster, The thirtecnth stanza
‘brings the scene vividly to the mind, to the eye, and indeed the cold
- seems Lo penstrate our very bones:

Into the snows she sweeps
Hurling the haven behind,
The Deutschland, on Sundayj and so the sky lnaeps,
For the infinite atr is unkind,
And the sea flint-flake, b7 ack-bacl;ad in tha vegular blow
Sitting Eastnortheast; in cursed quarter, the windj
- Viry and white=flery and whirlwind-gwivelled snow
Spins to the widow—making unchilding unfathering deepse

Hare, surely, is avidence of Hopkins! love of elaborate rhyme, his
profuse use of nature iméggry, ang tim deft handlihg of a sweap of
alliterative and compound words,

The next five stanzas describe the wreck and tell of 2 death
of a sailor as ﬁe tries to vascus some of the women on decks In the
_ ninstesnth stanza ths heroine of this narrative appearse A Franciscan
nun reads in the world sbout her the message of Chriat c¢alling her to
the Cross. Suffering with her, sharing her pain, joining her in Christ's

sacrifice is the poet himsalf,

Sister, a sister calling

A master; her master and mineje
And the inboard seas yun swirling and hawling

The rash smart sloggering brine
Blinde her; bub she that weather sees one thing, onej
Has one fetch in her: she rears herself to divine

Ears, and the call of the tall nun

To the men in the tops and the tackle rode over the storm's

bravwlings
In this stanza, the word "fetch" is a dialect word meaning a dsep pain=-

i‘ul breath or inapiratiomla

18?1::1;, Gerard Manlay Hopking, pe L6.
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After desoribing the mun and her companions, their trials and
suffering, the author brilliantly blends, in stanza 21, the horrors of
the shipwreck and beauty of suffering when it is done for the sake of
Christ and manes Throughout the storm Christ walts in heaven for the
nun to respond to His grace, for her to find and come to Hims, The con~
trast of the fourth line in which the fury of the elements is destroying
life, and the last two lines, which describe an emotional reaction to
w‘:.he elemsnts afber Christ 1s found; ls powerfully moving,

Loathed for a love nmeén knew in them,
Banned by the land of their birth,
Rhine vefused theme Thames would yuin thenmy
Surf, snow, river and earth
Gnasheds but khou art above, thou Orion of light;
Thy unchancelling poising palms were weighing the worth,
Thou martyrenmaster: in thy sight

Storm flakes werde scroll=leaved flowers, lily showers-——sweet

heaven was astrew in thens

The next stanzas yemark on the resemblance between the five nuns
and the wounds of Christe As a badge of His love, Hls chosen cnes, the
five mma; are permitted to r»aéenét:t the Redemption. They are compared,
too, to Ste. Francis, who bore on nis body the stigmata. In stanza 22
the cinguefoil token refers to a i’iva~laé.vad plant or figure; in stanza
23 lovescaps crucified mey be translated as Love-in-its-essence is hers

crucified.1?

197bide, pa Li7e

Stanza 24 again unites the poet and nuns. Never for more than
a moment does Hopkins allow the reader to forget that he, 1like all

Christians, is part of the eternal drama.
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Away in the loveable west,
On a pastoral forehead of Wales,
I was umder a roof here, I was at rest,
And they the prey of the galesy
She to the black-about air, to the breaker, the thickly
Falling flakes, to the throng that catches and quails
.Was calling '0 Christ, Christ, come quickly':
The cgga: to her she calls Christ to her, christens her wild-worst
SUe

The next stanzas procliaim the glory of the Lord and ths perfect
self-gacrifice of the mm, and her fulfiliment in Christ. They lead up
to stanza 28 which is the climax of the poem, Writing in his "Comment
on the Spiritual Exercises," Hopking expresses in prose ths meaning of
his poetry. For him the vsorid’ is an expression of Gode "Therefore its
end, its purposs, its purport, its meaning, is God, and its 1life or
work to name and praisse him."20 And for the Jesuity the greatest praise

2011idey pe U9

is to re-enact the Incarnation and Redemption, to be at one with Christ,

But how shall I + + « make me room there:
Reach me a ¢+ « o Fanoy, come fasteree
Strika you the sight of 1t? look at it loom there,

Thing that she + « o there then] the Master,

Ipse, the only onsy Christy King, Heads

He was to cure the exbremity where he had cast hery
Do, deal, lord it with living and dead;

Lebt him pride, her pride, in his triumph, despatch and have dons
- with his dooam there.

The last two stanzas, 3L and 35, not only reconcile the ways of
God to man, bub show man glorying in those ways, however difficult they
may be, The stanzas have a swesp and an accelsrating tempo, as though
all pain has passed, and the sun now shines once more on Hopkins, o

England, on mankind, and in heaven.
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Now burn, new born to the world,
Doubled=natured name,
The heaven-flung, heart~fleshed, maiczcn-furled
Hiracle~inwiary~of=flame, '
Mid-numbered He in thres of the thunder-thronel
Hot a dooms~day dazzle in his coming nor dark as he camaj
Kind, but royally reclaiming his ownj
A relsased shower, let flash 4o the shire, not a lightning of fire
hard~hurled,

Dams, at owr dooyr
Drowned, and among our shoals,
Remenmbey us in the roads, the heaven—haven of the
Reward:
. Our King back, ohs upon Fnglish soulsl ‘
Let him easter in us, be a dayspring to the dimness of us,
be a crimson-cresseted east,
More brightening her, rare~dear Britain, as hig reign rolls,
.. Pride, rose, prince, hsro of us, high-priest,

Our hearts! charityts hearth' g firsy, our thoughta' chivalry's

throng's Lord.

The paradox of evil, dealt with from the opening lines of the
poenm to its completion, is the basis for conflict in Hopkins, himself.
How he reconciles the power of an all-loving, alleembracing God to
create svil as well as beauty and goodness, is the major theme of "The
Wreck of the Deutschlmd." The stom is both an event and a symbol as
it arouses and finally subduss the inner conflict. As the nun's heart
and spirit rise up to meet the catastrophe, the storm ceases to inflict
pain; it becomes the path to glory. Man, then, has the choice of meet-
ing evil with faith and love and wonder, or he rﬁay be magtered by it
and at the last be forced to acquiesce to its majesty. Although an
external event supplied the initial inspiration and the motif and broad
outline of tha work, the poel's omm religious fervour, his mysticism, |
his instress, supplied the emotional tone and imagery.

This poam, which Bridges was later to call in his preface, "a
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great dragon folded in the gate to forbid all entrance,"2l was sent to

2Lxbbotit, The Letters of Gerard Manley Hoplins o Robert Bridges,

Pe L2,

him by Hopking with this note, dated August 8, 1B877:

Hy Desrest Bridges,--iy bag turned up last
night, I tharefore send the Deutschland herewiths
please return it as soon as you conveniently calle ¢ o o
It seens that triolets and rondels and rondeauns and
chants royal and what not and anghing but
sarving God are all the fashion,

22 Ibidey DPPe h2=h3e

Two weeks la‘bar Hopld.ns dispatched another letter to his friend,
After explaining the principle of spmng rhybhm, he writes,

MKy verse is less to be read than heard, as
I have told you beforesj it is oratorical, that
is the rhytlm is s0e I think if you will study
what I have here said you will be much more pleased
with it and ray I say? converted to it.

You ask may you call it ‘presumptious jJugglery's.
No, but only for this reason, that presmptious is
not English,

I cannot think of altering anythinge Why shd.
I? I do not write for the publics You are my
public and I hopes to convert yous

You say you wds not for any money read my poem
again. Nevertheless I beg you will. Besides
nmoneys you lmow, there is love, If it is obscure
do not bother yourself with the meaning bul pay
attantion 4o the best and most intelligible stanzas,
as the two last of each part and the narrative of
the wreclk.23

231bido, Pe hé.

The follcwing yoar, in April, Hopkins is st411 explaining "The
’dreck“ to Bridgem



The Deubschland would be more generally
interesting if there were more wreck and less
discoursey I knowy but still it is an ode and
not primarily a narrativee '

From notices in the Athenseum it would appear
that Cosse, Dobson; and Co. ars still fumb
with triolsts, villanelles, and what not.

2 10ide; pe LYW

Having failed to convert Bridges to an underéﬁan'dihgw and _ |
appreciation of his poetry, Hopkins tumed to his new friend, R. W. Dixon,
From St. Giles's, Oxford, this first, rather humble admonition is seat
in March, 1879

Very Reverend and Dear Siry=-I now send my :
pieces; please return them when done with, as
I have no other coples. It 1is best to read
the Eurydice first, which is in plain sprung
rhythm and will possess you with ths run of
its The Deutschland, earlier written, has more
variety but less mastery of the rhythm and
some of the somets are much bolder and more
licentionse s ¢ »

T hope you will liks them.25

25Abbctt, The Correspondence of Gerard Manley Hopkins and
Richard Watson Dixan, pe 20e .

The response was gx;atif‘ying. A weeck later Hopkins received

the following replyt

Reverend and Host Dear Sir—-I have your Poenms
and have read them I cannot say with what
delight, astonislment, and admirations They
are among the most extraordinary I have read
and snazingly originale « « o

It seems to me that they ought to be pube
Jisheds Can I do anything? « « « I could very
well give an abrupt footnots aboub your peems,

if you thought goode « » o You may think it
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odd for me to propose to introduce you into

the year 1540, but I know how to do it. My

‘object would be to awaken public interest and
expectation in your as yet unpublished poems. « -« u26

26104ds, PP 26-274

In response, Hopkins discusses publication.

- It was of course a very great plsasure to
have so high an opinion expressed of my poetis -
and by yous

But for what concerns the notice you kindly
offer to make of me in your forthcoming volume,
it would not at all suit me.. For this there are
geveral reasons, any one sufficient; but it is
enough to say now that (1) I have no thought of
publishing wmntil all circumstences favour, which
I do not know that they ever will, and it seems
that one of them shds be that the suggestion to
publigh shd. come from ons of our own people;
{(2) to allow such a notice would be on my part
a2 sort of insubordination to or doubledealing
with my supsriorss e «

The 1ife I lead ie¢ liable to many mortie
fications bul the want of feme as a post is the
least of thems. I could wish, I allow, that my
pisces could at some time beccne known in scme
spontanaous may, so to speak, and without my

foroing.27

27Ibidc’ Pe 28,

It is sufficient to say tha:b the poem was not published in its
entire‘ty mtil 1918'. Before leaving it, I would like to point out scme
of the qualities which maka it effecbive, though smwhat difficult at
first sight. S

Since sprxmg' rhyttm has already besen discusa_ed,vit will suffice
to scan one stanza for the beat. .Hovti;:a, that the first line of the

opening stanza is "rove ovér;" or continuing, so that the words !



"mastering" of the first line and #Cod" of the next line carry almost
as much emphasis as the syllables which mark the rhytlms:
7N ’ -
Thou mastering me

;-

\ _ . /
Godl glver of breath and breadj
! / / A
World's strand, sway of the secaj

/ I !
Lord of living and dead;
/ 1 / / /
Thou hast bound bones and veins in me, fastened me flesh,

/ / / / 4
And ai'tsr it almost un:aade, what with dread,

v Trw doing: and doqt. thou ‘bounh ne afresh?
/ / !
Over again I feel thy finger and find thee.zs _

28Gardner, pe L4S.

An extreme sziampla of monosyllabic feet is the last line of

stanza 11:
] ! / / /- /
The sour\snythe{cringe,} and the blear\ share\ coma,."

If the rhytlm sounds odd; compere it to this line from Milton as scanned
by Bridgest S |

Y ! / / : A
"Rocks, caves, lakes, fens, bogs, dens and shades of death."29

29711144, pe 93.

Notice too; the interior rhyme and use of agsonance int caves, iakes,
shades; fens, dens, death; and rock, bogs, in Miltonfs verse.

When Hopkins writes a polysyllabic line, he applies the principles
of both stress and strength. He mcplains the following line from ‘stanza
31 in this manners ' |
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ro. o, 4 v vwee Lo ovv L0
"Binger of a taender ofy, O of a feathery delicacy, the braast

v o'

of the"

The first two beats are very strong and
the more the voice dwells on them the more it
fetches out the strength of the syilables they
rest uwpong the next two beats are very light
and escaping, and the last, as wsll as those
which follow in the next lins, ars of a mean
strength, such as suits narrative. And so
throughout let the stress be made to fetch out
both the strength of the syllableg and the
meaning end feeling of the words,>0

BOIbid. 3 Ps h?o

The use of sprung rhythm is hardly more unusual than the new ways
in which Hopkins employed language, All the attributes of AngloQSaxon
poets appear conapicuously :i.n hm poe'bzy, and all contr:lbuta to the
heightened, ecstatic, and passionate feeling. His postia diction
avoided many of the pitfalis of the Victorian era, and in spite of its
oddities and int:icacies, it is ﬁgoMs,_ if sometimes obacure; W}xil“g
avoiding Latin words, which ars raré' in hjisb poe'c.ry,; Hopkina 1eaned
Héavily on such words as "hie" inﬁtead of "haste," *ghost“ instead of
”apiﬁt," "lade" instead of "load," and "brine" instead rof "gea."
"Fettla," "pash," *‘rive," "wend,“ and "bole” though good Saxon words,
were no longer part of the vocabulary of his contemporaries. The pre=~
velencs of imaginative compounds, also a featurs of AnglowSaxon poetxy,
1s to be found frequently in Hopkins! poetrys Stanza 3L haa'no less than
nine compoundsj Doubled-natured, ‘héai(en-ﬂung, heamfleshed, naidenw
furled, mracle«in-ﬁary-oféfm:ae, niidmmbered, thunder-throne, docas-day,
hard-hurled, 3L |
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3lpeters, pp. 63-67.

Alliteration, assonénce‘ , partial assonance, interior rhykxe, and
consonance add to the ccmplex rmm Their use mhensifies and enriches '
the poetry Jjust as it adds precision to 1ta reading The first stanza
of Part II is particularly axpresaive becansa of the sublety and variety
of Hopking' verbal orchestratim.

"The Wreck of the Deutachlarxd'f is notable, too, for the ways in
which emotion and passion are expressed, The use of 3}__1&, ah's, and O's
is frequent, Stanza 2 begiﬁsz | |

I did say yes
0 at lightning and lashsd rodj
Thou heardst me truser than tongue confess
Thy terror, O Christ, O Godj
and further examples may be found in stanzas B, 12, 18, 20, 2l, 29, and
31.
The exclamatory phrase is also‘ used for its affeativg value. In

stanza 1, there is the question, "and dost thou touch me afresh?" In

stanzal 18 ’ »
Ah, touched in your bower of bone
Are youl turned for an exquisite snart,
Have youl make words break from me here all alme,
Do youl
in stanza 20,

(0 Deutschland, double a desperate namel
0 world wide of its good!

and as a last exampls, stanza 25 starts,
The majestyl what did she mean?

Hany ques’bions are asked by the poet; many have no answers.
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Stanza 3 asks, "Where, where was a, where was a place?"® The poet asks,
in stanza 25, "The majestyl what did shs mean?" And then, "Is it 1ov§
in her of the being as her lover had been?" Or is it, "The keener to
come at the comfort for feeling the combating keen?" In genei'al, it
geenms to make littls differsnce to Hépld.ns whethe:é he addresses his
questions to hiheelf, to anothezf, to God, or to a péréonifisd ob;}ect or
abstractions whichever form he usss serves to heighten the emotional
inpact of !ﬁs language.

For added effect th?re are noticeable such techniques as extrema
condensation of thought by means of ellipses and by peans of p\mctuatidn
instead of connectives. Stanza 1l contains examples of both,

- She drove in the dark to ieeward,
She struck--not a reef or a rock
But the combs of a smother of sand: night drew her
Dead to the Kentish Xnock. '
In all, ?e‘bers mentions that in the "Deutschland® he has counted twenty=

one colons and twenty-four dashes plus mumerous exclamation marks.32

321bid., p. Bl.

Any words, which, in the post's mind, impede the onrush of action, thought,
or feeling, are omitted. The conjunction "that" is almost never used,

and other conjunctions are extremely rare. Prepositions are often lacke~
ing, and frequently even a verb is éitoher not expressed at all, or not

repaatzed..33 One example of compression in which the verb may be considered

BBIbid. s PPe 90"‘930

lacking, or at least not repeated in different form, 18 found in these
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lines from stanza 2,

I wag under. & roof here, I was at rest,
Ana they the prey of the galas.

In the above lines the maning ia quits clear, 'l'he nexb example offere
a cholce of meanings: ‘

Let him ride, har pride, in his triumph, despatch and have done
with his doom there.

These lines from stanza 28 geem to say, ‘“Let Ghriat t’rample' or
override the nw's pride.” But they can also mean, "Let'. Chriat rids in
his triuwmph, that 13 the nun's pride in Him, that He haa the powex' to ’
dsspateh and hava done with his doome" Both msanings are valid; both
are %o be imderatood,‘ not one or the other, and both are to be grasped at
the same time, The reason fof‘ this is thaﬁ Hdpldns,”becénsa 6f hié
tight construction expscted full value fei' every’k word or phrase he used,
and the more meanings he could squeegs ihté his verse, the greaﬁer the
impact;

in connection with double-duty words and phrases, one notes
the English love of play on words, almost puns sometimes, in Hopkina'
postrys Reminding us that there wem five nung on tha Deutschland,
Stanza 22 begins,

Fivel the finding and sake
And cipher of suffering Christ.
Mark, the mark is of man's make
And the word of it Sacrificed: + « ¢«
The two meanings of the word "mark" are obvious; used as a verb, the
first Mark means "observe"; used as a noun, the second mark means "a

visible sign." " But are theée the only meanings that strike the readerts
mind? What of Saint Mark, of John Mark, reputed author of the second:
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bock of the New Testament which tells of Jesus' 1ife? What of the
nautical meaning of the words one of the knots, bits of leather, or
colored cloth placed at intarvals on a sounding 1ine to indicate depths
in fathoms? Can one ignore these posaibilities? In stanza 3 one finda
a similar problem in these linéa,

I whirled out wings that spell
And fled with a fling of the heart to the hsart of the Host..

Hopkins ofbaﬁ uses the word "spell" in place of "time," but is that all
he 1s doing here? "Spell" also means magical power or irresistible
influénce, to enchant. In éngloﬁa#on "spei" or "spell“’ is a séyiné,
a talei. Is Hopkins so‘ menchanted® that "time" that he mus‘b "’oeii,“
“aﬁm," or sing the praises of the Lord? And what of “whirled® for
"world"z |

Stanza 17 is particularly interesting because of an ixﬁplied‘
musical pune The last line reads,

A prophetsss towered in the tumult, a virginal tongus told.

For a man who was a musician as well as a poet, for a man who Zuved to .
sing the praises of God, it is natural, perhaps, to use the werd ”virgin—
at an& think of the old musical mstment, and it ‘is} xipt too far-;- |
fetched to substitute the word "tolled" for "told," particularly when
the word "towered” is neé—r by to suggest 2 belfz'y- |

Ons last example contains a multiple—duty invanted word. It‘
comes fmm the last line in s’t.anza kAl |

Maiden could obey 8o, ba a bell to, ring of 1t, and
Startle the poor shesp backl is the shipwrack then a harvesty
: does tempest carry the grain for thee?

"Shipw rack® of course suggests "shipwreck™ which bringé a harvest of
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souls to God, But "shipwrack® also sugrests a ship wracked with pain
end suffering, A rack is also the framework which holds a harvest such
as hay, and certainly the ship is a container of a rich harvest. Another
meaning, equally applicable, cames from the 0ld Norse in which "rack" or
"wrack® means to be blom by the wind, The last meaning is "to draw off
from the dregs," as in the making of cider. Suraly the souls of the nung
wers drawn to God leaving only 'c.he dregs, or the husks, | |

Although there is much more to be gaid of "‘I‘he Wreck of ths
Deutschland,” I believe that a study of some of the later and shorter
poamsAwill bé more pz%fitabla. ‘In my opinio;l, ‘"Thé Wreck of the
Dettscfxland“ is not entirely s}wcasaful. In many stanzas the ineé.nings ars
forced and obscure, and ths ‘aliiteration:: and word play ars éx%perating.
I do agree with Hopkins, however, that the more one reads ths poem, the
more fascina'c.ing and intense it becomes.

From 1875,’ when the ?Deutéohland’} was written, until the end
of 1878, Hopkins completed éoime sixtean poems, In them the same sacra-
mental view of nature is expressed, and the same vieﬁ upheld that God
must win his creatures to Him, Ths_ same technicai’ devices are developed
and ela‘oorated. 4 :eligious experﬁ.eﬁce of beauty is the central motif
of the poms«-al; baauty leads to CGods All ’thé ‘senses are directed to
an appreciation of His beauty. During this period, the poetry of
Hopkins seems to indicate & personality in balance and in harmony with
the wrld.

In 1877 many of Hopkins' best known poems were writtens Many

of them seem to be no more than 8 serles of inscapes, but a closer
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reading discloses Hopkins! concern with his fellow man and the social
structure of his day. The "communist” letters find their counterpart
in one of his most beautiful poems, "God's Grandeur," The world, which
"ig charged with the grandeur of God" goes almost unnoticed bescause
Generations have trod, have trod, have trodj
And all is seared with trade; bleared, smeared with
toil;
And wears man's smudge and shares man's smell:
the soil ,
Is bare now, nor can foot feel, being shod.
The squalor and misery accompanying material progress resulis in the
loss of vital sensatione-foot cannot feel, "being shod.,™ But there is
hope, for naturs is never spent; and

Because the Holy Chost over the bend
Yiorld broods with warm breas’c. and with ahl

bright wings.

This sonnet reveals many examples of the poet's techniques In
dsveloping the sonnet form, he was always tyying new methodsy shifting
the emphasis, lenghtening or shortening the line, expanding or tightening
" the musical and semaniic phrass, and experimenting with new rhythmio
devices, "God's Grandeur," though in standard rhytim, is counterpointeds;
that is, accent beats are reversed in two feet rumming. Hopkins marked
the following 1lines with twirls,c~ , for clarifications

: 2 e Rt : '
The world is charged with the grandeur of Gode ¢ + o
and, , V .
CN G
Generations have trody have trod, have trods « » Jb

31‘Gardne;r, Ps 87«

Hopkins produced many of his surprising effects with his use.
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of rests, or psuses, and he did not hesitate to break the rhythm of
a line at its most sensitive position. In this sonnet we have the .
lines

It gathers to a gﬁeat.ness, like the ovoze of oil
Crushed. Vhy do men then now not reck his rod?

We can recognize, too, mamr of the mannerisms of the “Deutsch-—
land": alliteration in the seventh 1ine, “smudge,“ "shares,“ "smell,"
and "s0il"; repetition of the word "rod's the question 1n line l; 3 the
use of the colon to replace a conjunetion in line 7; and the interject.ion
"ghi" in the last line, Present too, are the interior rhymes, the
assonanca, the verbal shifts--all enhancing the brilliant imagerye.

“The Starlight Night,® "Spring," "The Lantem out. of Dooxrs,™
Pied Beauty, and "Hurrahing in Harvest" were all written :Ln the same
year, and all sing the beauty of Cod, of nature. At the same time
men's spirit is probeds his being is laid bare; his soul is sent searoh-
tn. . _ , ,

Of all the poans written in 1877, Hopkins aelected "The Wind=
hover! as his best, and he dedicated it to Christ. It tells nf the
wnseen war in the breast of a humble servant of Gody it dsscribes |
Hopkins! spiritual conflic_‘b and his reconciliation in Christ. Although
its appeal is immediate, great effort is required for an appreciation of
its profound significance. There are two major intérpretationé of th.is‘
poem: one by Gardner, the other By Willian Empson. Since I feel that
Gardnerts is the more plausible, I shall offer it first,

In the seste‘b, Hopkins, according to Gardner, holds up for
eritical Jjudgument two conflicting sets of values, One is symbolized



s

by thve} Wiingdom of daylight's dauphin,® the windhover. The other is
represented by the XKingdom of Heaven's "chevalier,” Christ, The recons
ciliation of discordant tendencies in his own personality, the recon=
ciliation betﬁeen the claims of this life and the claims of the naxt,
between the value and danger of beauty, between the desire for freedom
and the desire for snb;}uga’c.ibn, is resolved in "The Windhover,"
"astery" and the Yachieve of" may elicit admiration, but failure has
its own success as exemplified by Christ's 1ife. The word "buckle" as
used in the poem, is cruciél to its meaning. 'Gt’ardner' suggests thres
possibilities, (1) buckle within, meaning discipline, (2) buckle to,
meaning to labor, (3) buckle under, meaning to sacrifice, A fourth
meaning which would give aid and comfort to Empson is disregarded:
buckle, to bend, warp, or crumple. At any rate, the result of the first
three meanings of the word is a "lovelier," Mmore dangercus® life.
Juxtaposed are the life of spiritusl activity and the 'iif.e of physical
activity, and to both the poet responds. But though Hopkins might have
been the post~knight of chivalry, by an act of will 1_1& choosaes to be
the plodding, humble, servant and soldier of Christ. The life of a
swoopi'ng windhover, beautiful and terrible in act;ion, cannot ccmparé to
the disciplined 1ife of the spirit, which is more dangerous since it
must fight the powers of ev:il; and which is more beautiful in its moral
purpose. And the "blus-bleak embers,¥ the remains of youth and youthful
vigor, when they | |

Fall, gall themselves; and gash gold—-vemilion-

The crown of gold and the martyr's blood; images of the crucifixion
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suggested by the last words, arc the reward for which Hopkins makes the
sacrii‘ica.35

351bid., pp. 180-18k.

Empson, one of the psychological critics, uses "The Windhover"
as an example of ambiguity because he faels it reflects a state of
indecision on the part of its author, rather than a reconciliation of
conflicting desires. |

He points out first that the "fire" referred to in the poem may
be a reversion to the fire in which Hopkins burnt his early work before
beconing a Jeéui‘b. Conffbhﬁéé by the‘ active physical heéuty of the bird,
Hopkins recognizes that it is the opposity of his life of paﬁiént.v épiritual
renunciations The poet cannot decisively Judge. which 1ife is superior.
According to Empson, the phrass "My heart in hidﬂng“ implies that the
1life of the Windhover is more dangerous, but the last three lines ins:gst
that the lifs of remm‘ciation should be the more lively, Empson admits
two meaningé of the word "buckle.” Buckle may be a military belt buckle
which readies the wearer for _heroic’ actién, and it may signify the buckling
of a bicycle wheel which becomes uselees; distorted, and indapable of
actione "Chevalier! personifiés either physical ox spiritual ’_'activity_.
For Empson this is a clsar case of the Freudian use of opposites, where
two incompatible, but intensely desired modaes of life, are spoken of
simultaneocusly in words applying to boths, The last line of the poem
suns up the post's conflict, and Empson's case. The "gold" used for the
halos of saints standas in opposition to the "gasvh"‘aﬁd Hegllh of their
self~tortures as they bleed, “venniZl.ic)'n.“3 6



36y11114am Empson, Seven Types of Ambiguity (London, 1949),
ppe 226-226,

In all feairmess to Hopkins, Peters points out that the poem was
not dedicated to Christ’ wntil soms six years after it was composed, and
then for the reason that it was ‘Hopkinst finest achievement. Consequently |
Peters has no sympathy for those who seek hidden meanings in itj he
‘believes it tc be simply a reaction to the majestic splendor of the bird
in motion37

3Mpeters s Dps 85-86.

"The Windhover," written in a rhytim described as "falling
paeonic, sprung and outriding,® is scamned by Gardner as follaws=38

38(}ardner, pPpe 9899,

!
/ : / , _
I caught this moxlning morning's miniony king=
J ! . / ‘
dan of daylight's dauphing dapple~dawnedrawn Falecon,

!
in his riding
, ! ’ : /
Of the rolling level underneath him steady alr, and

I
striding ;
/ ! !
High there, how he rung upon the rain of a wimpling wing

~

In his ecstasyl then off, off i‘or’c.h on swing,

/
Az a skate's heel sweeps smooth on a boMandz the hurl

and gliding

/7 ./

.7 VAR
Rebuffed the big wind. My heart in hiding



/ ' ;) /

Stirred for a bird,--‘hhe achieve ofy the mastery of the thingl
Brute beax.ty and valcur and act, oh, eir, pride, plmne, here
Buc,kle! AND the fire that braaka from thea then, a
bi:{licn _ :
’ /o / - ’
- Times told lovaller, more dangerous, 0 my chevalierb
No wor;der of its sh;er plod makes plo;gh dowm aillion
Shine, and blus-—bleak embers, ah ny dear,
Fall, gall themselves, and gash gcldwvemilim.
Hopkins resorts to a curious expedient when he capitalizes the
word PAND," In the scansion it is considered a slack syllable, but when
raad sloud it must be pronoiméed wit.h speed and stress. By this means,

Hopkins enabled a six-stress line to masquerade as 2 pentametar«” '

39Ibidc, Ppe 99-100,

This poen is hoﬁableg for its swift succession of independent
images which are related primarily only by the poet!s habit of thought.
The grace and the sovereignty of the falcon are dsscribed in terms of
"minion," "dauphing® "falcon," and “chevalier,® which are words derived
from the language of the medlevgl French courts and from the practice of
the chivalric code, In contrast are the words gillion," "shaer,"
"plod," and "plough® which exploit a rich country«English vocabulary,
The fusion of thesa twé sabs of words, _tha blending of the abstract and
the éctual, the combination of thought and feeling, all contribute to
what is surely an artistic triumph, |

Between 1879 and the time Hopkins entered his Tertianship in

1881, he composed sixteen additicnal poems. These are not centrally
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coixcerned with a sacramental view of nature, nor do they chant the
| praises of the Lord as freely. This group of poems is concerned pri~
marily with man and wfl.th Hogkins' experience as a prisst. A greater
awareness and tendémgss is apﬁémht in sucﬁ poems as "Felix Randal;"
nBréthers," "Spring and Fall,n and "At the Vedding March,” | ganj of the
poams deal with the transisnca o!;' life, the passing of beauty, and the
poe*h'ﬂ dedication t;o Gods Included in this group, too, is & poen entitled
"Duns Scotus'a Oxford“ and cne dedicatad to ths musician ”Henry Purcell.”
But ﬂxe most self~mvealing of all the poems ia "The Leaden Echo and the
Golden Echo,™ Unlike "The Windhover," it is a long poem; and two voices,
the vo_icé of despair and the voice of hope; ére quite cléar and separate.
The fusion achieved in the éaﬂier poen has bean forgone, pefhaps lost,
and the Golden Echo asks,
P .Owh:y?arewe s8¢

haggard at the heart, so carewcoiled, care-killed, so fagged,

80 fashed, so cogged, so cmnbered, _ ‘
as it seems to reflect Hopkins' own mood oi‘ the tima.  The answer tq
despair is still God, but a greater effort is required before it can be
given. | ‘ v

Between 1882 and 1884 Hopkins wrote a few occasional pieces,
mainly to honer ﬁhe statue of the Virgin at Stonyhﬁrat, and to appeal to
popular taste, but they lack the quality of his earlier work.

"Spelt from Ss.byl’sLea'vas.," written iﬂ 1881;, forashadows the
"terrible" sonnets of Hopkins' Dub]in period. In thia poen the fading of
tha dappled daytime world into night becomes tha symbol of the time when
one is facad with two inescapable categories: "black, whit.a s right,
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wrong." And the poet wamms,

+ ¢« » Ware of & wofld vhers but thess two tell, each

7 off the others of a rack

Wthere, selfwrung, selfstrung, sheathe-and shelterless, thoughts

against thoughts in groans grind.
The poems born out of Hopkins! suffering and desolation are closely
- associlated with his ill health, uncongenial surroundings, and heavy duties,
and with a period of mental depression and spiritual aridity. "Written
in blood," the "wrrible” sonnets® include the following poems as they
were numbered by Bridgess LO, L1, Lk, L5, L6, L7, 50, 51, 69.
The poem to which Bridges gave the title, "Carrion Comfort,"

Huaber L0, 1s oﬁe of the most moving and most interesting of Hopkinst?
gonnets, and is typical of this group. The opening iines are a cry of
despair,

Not, I'll not, carrion comfort, Despair, not feast on theej

Hot uniwist-=~slack they may bewthess last strands of man

In me or, most weary, cry I can no more. I cang
But thers is one thing left still—~hope. He belleves that he is suffer-

ing for a reason,

Why? That ny chaff night fly; my grain lie, sheer
and clears

And as the poet and the pries‘o agsesses his life; he is reminded of

what his service to God has meant.

Nay in all that toil, that coil, since (seens) I kissed
the rod,
Hand rather, my heart lol lapped strength, stole joy,
would laughy cheer.

But his service to God was achiaeved at great cost, and Hopkins asks,
Cheer whonm though? the hero whose heaven-handling

flung me, foot trod
Me? or me that fought him? O which one? is it each



ona? That night, that ysar
Of now done darkness I wretch lay wrestling wlth (my
, . God}) my God. ‘
‘How expressive are the two uses o.f the saue pﬁrasa,, "my God,'.‘" and what
tonal values they allom -
The poem mmbered L1 offers no hope at all, but death. Baginning
No mrat, there is none. Pitched past pitch of grief,
it ccncludes,
B I I 833. :
Life death doas end and sach day dies with sleep.

The third of ths "terrible sonnets® describes not only tha
poet'a spiritual loneliness, but also the lmeliness he feels in Ireland
away from his beloved England.

The ninth and tenth line of the forty-fifth somnet are truly
agonizing.

I am. gall, I am heartburn. God's most deep decrea
Bitter would have me taste: my taste wao mes « « «

The i‘ortymsixhh gonnet asks i'or,

Patience, hard thingl the hard thing tut to pray,
But bid for, Pat.ience is}

In sonnset 47, Hopldns cries out,

My own heart lat me more have pity onj let
He live to my sad self hersafter kind,
Charitable; not live this tormented mind
With this tormented mind tormenting yet.

Sonnet 50 is reminiscent of the plea of Job.
Thou art indeed just, Lord, if I contend
With theej bub, sir, so what I plsad is just.
VYhy do simners! ways proaper? and why must
Disappointment all I endeavour end?

Once more the poet takes measure of his 1life, and ends the poem,
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Ses, banks and brakes
Now, leaved how t.hinkl laced they are agsin
with fretty chervily look, and frash wind shakes
themj birds builde-but not I build; no, but strain,
 Time's eunuch, and not breed one work that wakes.
Ming, O t.hou lord of 1ifey send my roots rain.
Sonnet 51, dedicated to Robert Bridgea, is Hopkins! attemp‘e to
explain to his friend his lack of postic output.
I want the one rapture of an inspiration.
0 then if in my lagging lines you miss
The rolly the rise, the carcol, the creation,

My winter world, that scarcely breathes that bliss
Nowy ylelds, you, with some sighs, our explanation.
In the last of the "terrible sonnets,” Hopld.na writes,
Aad T that dle these deaths, that feed this flame,

That « « « in smooth spoons spy lifaets masqm mirroreds
tame
My tempests there, my fire and fever fussy.

Perhape these sonnets may help to answer the question asked ab
the begimning of this papers Did Hopkinst! 1ife as a Jesuit destroy the
~ post or enrich the poetry? After the -somets, Hopkins wrote few poens,
In 1886 he wrote only one, and in _1138? he wrote two,' tTom's Garlad?
and "Harry Floughman." A few additional poems and fragments round out
Hopking! works, with the exception of one of his last and greatest poems,
written during the last year of his 1life, "That Natuve is a Heraclitean
Fire and of the comfort of the Resurrection.” This poem must enter
into any final judgment of his works In his notes at the end of the 2nd
edition of Hopkins' poetry, Bridges quotes from one of Hopkins! letters
to him, dated Septembar 25, 1888, |

Lately I sent you a sonnet on the Heracliw
tean Fire, in which a great deal of early

Greek philosophical thought was distilled;
but the liquor of the distillation did not



76

taste very greel, did it? The effect of
studying masterpisces ies to maks me admire
and do otherwise., So 1t must be on every
original artist to some degree, on me to a
marked degree. Perhaps then more reading
would only refins my singularity, which is
not what you want, Note, that the aonnet
has three codas, not two b0

l‘oBridgeB, edq’ PP 117“’1180

The sonnet is also in sprung rhytim, vwith nany outri&as and hurried
fect. Beeauss the poem is both a culmination of Hopkina! technique and
a swaming-up of his 1ife,v I offer it in ite entirsty as a conclusion to
this chapter.

Cloud~puffball, *bom tufts, tossed pillows flamt forth, then
chevy on an air-
built thoroughfaret heaven-roysterers, in gay=gangs they throngs
they glitter in marches.
Down roughcast, down dazzling whitewash, wherever an elm
arohes,
Shivelights and shadowbtackle in long lashes lace, lance, and pair,
Delightfully the bright wind boisterous ropes, wrestles, beats
earth bare
0f yestertempest's oreasesj in pool and rut peel parches
Squandering ooze to squaezed dough, crust, dustj stances,
starches -
Squadroned masks and manmarks treadmire toil there
Footfretted in it. Hillion-fueled, nature'!s bonfire burns on.
But quench her bonniest, dearest to her; her clearest~selved spark
Man, how fast his firedint, his mark on mind, is gonel
Both ars in an wnfathomabls, all is in an enormous dark
Drowned, O plty and indignationl Manshapes that shone
Sheer off, disgeveral, a star, death blots black oubj nor mark
Is any of him at all so stark
Bnt vastness blurs and tims beats 1evel. Enough! the Resur-
rectiony
A heartt!s-clarion] Away griefts gasping, joyless days, dajections
Acrogss my foundering deck shone
A beacon, an eternal beam., Flesh fade, and mortal trash
Fall to the residuary wormj world'!'s wildfire, leave but ashs
In a flash, at a trumpet crash,
I s all at once what Corist is, since he was what I am, and



This Jack, ljoke, poor potsherd, pateh, matchwood, immortel
diamond’
' Is immortal diamond,



Chapter VI
His Influence om Hodern Poetry

In his love of God, England, and natural beauty, Hopkins was as
Victorian as any poset of his genemtion. But because of his technical
originality, because hs has so much to offer modern posts, hs is
equally at hame in the twentieth century. Hailed at first by the imagists,
he has continued to grow in statm'e; The extent of his influence may be
gauged by examining the work of his cantemporaries and those who followed
hiws

The lyrical postry of Robert Eridges is distingwished for ita
delicacy and for the sublleties of its rhytimses Robert Hillyer, in hias
study of Bridges! poatry, wrote:

Both those who adnire and those who disliks

the poetry of Bridges agree on one point: that
technically he was one of the masters of English
verse., Hls experiments within the tradition are
bolder and more informed than most of those oute
side 1te »  » Starting early with Gerard Manlsy
Hopkins and other friends a systematic study of
what could be done in English meters without
breaking dom the instrument, he explored pos-
sibilities which, though not so obviously starte
ling as Hopkins'! "sprung rhytim" were subtly
quite as adventurous, His main Impulse came
from classical profody and his early adaptations
of quantity to English metrics have never been
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equaled, In his later work, notable in the 'loose
Alexandrines! of The Testament of Beauty, he coum-
binad with this strong quantitative gence an
elerent whally derived fyom our own apcient verse;
that is, great liberty in the number of syllablee
within the single 1ina.1 _

1i0uis Untermeyar, ed., Modern British Poetry, (New York,
1950), PPe h?"“h&c

It 18 not surprising that the close asscclation of Hopkins and
Bridges should have led to similar experimentations, While it may be
trues that the tradition of old English verse is the ultimate source of
their ingpiration, yet the correspondence of Hopking and Bridges indiw
cates that in the matter of rhythm, Hopkins was the leading spirit,
Bridges, the scmewhat wmwilling follower; Hopkins, the bold adventurer,
and Bridges, the cautious, doubting, careful refiner. In the following
examples, the vigor, vitality, and urgency of Hopking! poetry is lacking,
but the handling of the new rhytlm is deft, the strangensss and shocking
oddities ars eliminated, and what they lack in impact, they make up in
lucidity and genteel, old=fashioned charms. That 1s, if ons has never
read Hopkins with pleasure.
A Passer-by
Wither, O splendid ship, thy white sails crowding,
Leaning across the bogsom of the urgent West,
That fearest nor sea rising nor sky clouding,
Wither away, fair rover, and what thy Quest?
Ahl soony when Winter has all our vales opprest,
¥ihen skies are cold and misty, and hail is hurling,
Wilt thou glide on the blue Pacific, or rest
In a summey haven asleep,; thy white salls furling, ¢ « »
London Snow |

Yhen men were all asleép the enow came flying,
In large white flakes falling on the city brown,
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Stealthily and perpetually settling and loosely lying,
Hushing the latest traffic of the drowsy townj;
Deadening, muffling, stifling its murmurs failing;
Lazily and incessantly flcating down and dowmj
S5ilently sifting and veiling road, roof and railing;
Hiding difference, making unevenness even,
Into angles and crevices softly drifting and sailing,
All night it fell, and when full inches seven
It lsy in the depth of 1ts wmoampacted lightness,
The clouds blew off from a high and frosty heavengy
And all woks earlier for the unaccustomed brightness
0f the winter davming, the strangs unheavenly glares
The eye marvaled--narveled at the dazzling whitenessg
The ear hearkensed to the stillness of the solemn air;
No sound of wheel rumbling nor or foot falling,
And the busy morning cries came thin and spare.
Then boys I heard, as they went to school, callings
They gathered up the crystal manna to freeze
Their tongues with tasting, their hands with snow<balling;
Or rioted in a drift, plunging up do the kneess
Or peering up from under the whiteemossed wonder,
¥0 look at the treesl® they criede %0 look at the treesl"
With lessened loady a few carts creak and blunder,
Following along the white deserted way,
A country company long dlspersed asunder:
When now already the sun, in pale display
Standing by Paul's high dome, spread forth below
His sparkling beams, and awoke the stir of the day.
For now doors open, and war is waged with the snow;
And tyains of somber men, past tale of number,
Tread long brown paths, as toward their toil they go:
But even for them awhile no cares encumber
Thelir minds diverted; the daily word is unspoken,
The daily thoughts of labor and sorrow slumber
At the sight of the beauty that greets them; for the charm
they have brolcen. ,

Hopkins' reaction to these poens is explainad in letters to his
friend, On February 22, 1879, Hopkina wrote to Bridges concerning
A Pasger-by"

The pi.eces in sprung rh{ﬁlnmdo not quits satisfy
nes They do read tentative, experimentaly I can-

not well say where the thought is distorted by = .
the measure; bub that it is distorted I fesls o o »
The Passer-by in particular reads not so much

like sprung rhythm as that logacedic dignified=
doggrel one Tennyson has anployed in Haud and.
gince,2
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2Abbott, The Letters of Gerard Manley Hopiins to Robert Bridges,
Pe Ti. B

His crit:icism of the second poem is more spacifica
October 26, 1880

London Snow is a most beantiful and successful

pieces It is charmingly fresh, I do not know

what is like it. The rhythm, as I told you, is

not quite perfect. « o « You are certainly less

at your ease in sprung rhythme In the snow-piece

this has not besn a hindrance however, but perhaps
- has helped it, by making it more original in

diction. Truth compels, and modssty does not for-

bidy me here to say that this volume has at least

three real echos « » « 0f m83 I do not wish them

away, but they are there. The 'snow-mossed wondex?

line recalls 'For though he is under! in the Deutschs
land, '0 look at the trses! ths first line of the Starlight
sonnet, and 'throned behind! again comes from the
Deutschlands « » » It 18 easy to see why this is: that
18 the longest pisce extant in sprung rhythm and could
not help haunting your memory.’

3Tbides ppe 111-112,

Although the influence of Hopkins on his contemporaries was
1inited, the influence of Bridges, one of the cldest members of the
'Georgians!, was not, It is most probable that Bridges! experimentations
wera the onaa echoed in Walter de la Mare's The Iisteners (1912).

"Is there anybody there?“ said the Traveller,
Knocking on the moonlit doors

and in Laurence Binyon's The Airman:

'S i I . / . /
How at last voyaging a fabulous dmminion
Surpassing all the measures of his kind,
_ He, 2 free rider of the mdulating silences,
Has in himself begotten.a new mindj p
Made him a compinion of the winds of Heaven, gravalling
Unpaven streets of cloudy golden SnowSe « « o



82~

hGardner, P 218, :

Between the publication of Bridges! Shorter Poems (1890) and

Hoplkinsg!? _Iig_g_zg_g in 1918, the i.éagists formulated ne# poetic goals,

tFrac verse', developsd naturally from ’chtﬁ work of Whitman, ssemed to

F 8. Flint and Ezra Pound, two of the original members of the Imagist
school; the best means e~f prodmﬁg new rhytims to ekp:éess new moods.

But there were importaent differences bétwesn vers libre and sprung
rhythm as used by Hopkins, Hopkins! rhythm is metres the lines are
measured and the verse patterns are regular. In fact,; Louis MacNeice
oriticized Hopking for "t-yingfhiﬁ sprung rhythm to an arbitrai'y nuaerical
frame," so that every line had a specific number of feet.5 The tendency

SIbido’ Pa 258,

of both rhythms to fall into prose was counteracted by internal and end
thyne, assonsnce, alliteration, and feprung! syntax. |

Ezra Pound, whose first poetry appeared in 1969, believed that
not enough attention was given to the rhythmic quality of postry. in :
The Towmsman, July, 1938, he wrote, |

In fact I em tempted to put it as a brace of.
axioms for 811 poetry: When the metre is bad,
the language is apt to be poor, When the
nmetre 1s good enough it will o8t drive oub
all other defects of language.

bitugh Kenner, The Postry of Eera Pound (Norfolk, Comn, neds)s
PP. 109-110,
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As one who hslped in the revival of old English alliterative verse,
Pound experiments with sprmmg rhytim in his "Seafarer," i‘ro& Ripostes
(1922).

Bi/‘c.ter bréast-careu halve I abided,

Kndwn on ny, kel jany a carp's hold, '

And dire sea—»surga, gnd there I oft,, spent
Narrow nightwatch nigh the ship's heade s o of

TEzra Pound, Personae (New York, 1926), ps G

With t.:hne, however, his rhythmic experiments have far on’adistanced those
of most of his contemporaries. The following lines from #"The Return®
indicate the subtleties of caéance and beat which hg achieved, but which
remain within ths compass of sprung rhytims ‘ |

Ses, they returnj ah, ses the tentative
Hovements, and the slow feet
The trouble in the pace and the wncertain
Wavering!. '

and fram "The Alchemist"s

¥Midonz, with the gold of the sun, the leaf of the
poplar, by the light of the amber,

Midonz, daughter of the sun, shaft of the trae,
silver of the leaf, light of the yellow of the

‘ anber;

Midonz, gift of the God, gift of the light, gift o.t‘
the amber of ths sun,

Give light to the metal,d

81bides ppe Tu=75e

This poet.x'y is so differen‘h i‘rom Hopki.ns' that at first any resemblance
seams forcede But the same inflnsncas which shaped Hopldns‘ verses,
werg at work on Pound's,; so that the similarities are strildng, though
the mood is quite different. In the first example, the accent is on
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the worde, ®see® and "return® in the first half of the sentence, and
on "geo" and Ytentative® in the second half, The alliteraticn of tha
gocanted gyllatles 18 in the Hopkins-0ld Inglish traditions The first
ling and the firat wrd of the second ore spoken relatively quickly and
are somewhat Jerly and wsure in controst to the last part of the sentence
which is slow ond liquid, | |

Tha second otanza from "The Alcheniot? is an exompls of the
quantitative beat, use of repetition, alliteration, cssonance and
congmances kldonz, gold, gifty mnd light, leaf, tree; and the subtlety
of yellow, silver, mebaly and amber, and daughters If Pound seans to
have gone too far in the intricscies of rlyths, 1t is bocouse, as he
sayny

I beliave in an abgoluts riytims I balieve

that every emotion and every phase of emotion

hes some toneless phrose, same rhybhnevhrase

to exrresy ibe & ¢ « This bolief leods to vers
1ibrs end to exporinents In quantative versaey

xenner, ps 112,

It alzo leadsy as in the cose of Hopkdns, 4o musice Pound, S0o0, was
interested in ms‘ie;';atmfaptad to write 4%, and his postyy shows its
effocte. |
| In all falmess one ghould conmider Found's techniques, though -
lator in date, colloteral with Hopkine! rather than derivative. Both

worked from the same sourcess Gresk choral poetry and old Inglish verogs
Pound, hmw, is a lyric posts Hopking, & dromatic pootse T S Flict,
oir the other h_md, indabted as he waa to Pound, is far ¢losar to Hopidns
in that he too is essentially a dramatic poete Even their thinking s.e
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closely related, Hoplkins stated that he detected sprung rhythm, the
rhytim of everyday speech, in Shakespeare, _Elioﬁ expands this idea,
Shakeapeare, hs wrote,

was slowly adapting his form to colloquial
speechs so that by the time he wrote
Anthony and Cleopatra he had devised a
medium in which everything that any dramatic
character might have to 8&y, « ¢ « could

be said with naturalness and beauty.lO

sir Herbert Read, The True Volcs of Feeling (New York, 1953),

Pe 140,

He noted that the later plays moved from simplicity towards elaboration,
and that Shakespeare experimented "to see how elaborate, how complicated,
the music could bs made without his characters ceasing to be hman
beings."1l Eliot, too, expeﬂmented in the sans way, Murder in the

Lyid,, ppe W0-1ile

Cathedral, his first attempt, was new primarily in the uss of alliteration
and occasional meﬁpectéd rhyme. The Family Reunion advanced a further

step, Eliot remarksd that hs hoped Yto find a rhythm c¢lose to contemw
porary apeech, inh which the stresses could be mads to come wherever we
ghould naturally put them, in uttering the particular phrase on the
particular occasion."12 What Eliot worked out and what he employed was,

lzrbid., Poe 1)43.

as he himself put its

e » o & line of varying length and varying
number of syllables, with a caesura and
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three stresses, The cassura and the stresses
may come at different placesy almost any-
where in the lines ths stresses may be close
together or well separated by light syllables;
the only rule being that there must be one
stress on one side of the caesura and two on
the other,l3 ' :

131hid,

The difference, and perhaps the only onsy to be noted betwsen
Hopkins! sprung rhythm and what Eliot worked out was in the use of the
cassura, The caesura is one of ths devices used by Hopkins and others
to avold monotony of rhythm. In his Notsbook, Hopkins observed that
"The more marked the rhythm, whether by quantity or beat the more need of
a caegsura to break it."lh

lthido’ Ps lu.to

In his pageant play, The Rock, it is not surprising that Eliot
could turn out the following lines, lines that might easily be 'attributad
to his predscésaor.

. Moon light and star light, owl and moth light
. Glow-woram glowlight on a grassblade.lb

lEGardner, Pe 269 |

Hexbert Read makes an interasting observation when he points
out the similarity of Hopkins .and James Joyce in tlieir uée of contracted
similes or metaphors and in the new combinations they made of existing
words.16 " He might also have added that both extracted parallel meanings

léIbido, Pe 2630
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from wards, particularly homophones. Both employed archaic words such

as "inwit," in place of consclence. Both enjoyed puné and word gamese
Both men wers musicians, and in Joyce's "Anna Livia Plurabelle" from
Finnegan's Wake the intricabe musical harmonies of alliteration, assonance,

and intermnel rhyms are a counterpert of Hopkins! o verss. One observes,
00, sentences ending with the praposition Mof," the abrupt punctuation,
the postic stresses and accents. Both poets, too, wrote for the eary
rather than the syes

.Can't hear with the waters of. The chittering
waters of. Flittering bats, fieldmice bawk
talke HoOl « & & Who were Shem and Shaun the
living sons or daughters off Night nows Tell
ney tell me, tell me, elm} Telmetals of stem
or stons. Beside the rivering waters of
hitherandthithering waters of. Nightil?

175ames Joyce, Finnegans Waks (New York, 1939), pp. 215-216,

Gardner notices that Gertrude Stein, too, has something in caamon
with Hopkins in her use of repstition, sound relations, and the chance
commections of sense brought out of homophones. Two pairs of lines ave

offered for comparison. The first example in each pair is by Gertrude
Stein, the second by Hopkins, '

Sweet sweet sweet sweeb sweet tea
Susie Asado,
Swaet swoet sweet sweet sweet tea
Susie Asadoe. v
Susie Asado which is a told tray sures
A lean on the shoe this means slips slips hersSe + » 18

18(}ardner, Pe 267,

Angd froam "The Woodlark"s
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With a sweet Joy of a sweet. Joy,
Swaet, of a sweety, of a2 sweet Jo X
Of a sweetw—a sweetn-sweetwgoy.

19Ibid.

In the second pair of 15.nea, the almost hypnetic fosoination of a
rvepetitive thought and tone pattern is explored. From Miss Stein we
have,

They do say.look at it,

To look at ite They will look at ite They w.ﬂ.l say look
at 1t,20

20Tbide, pe 268.

f

In "The Golden Echo" we find,

¥hen the thing we fresly forfelt is kept with fonder a care,
Fonder a cars kept than we could have kept it, kept :
Far with fonder a cares {(and we, we should have los’b it)
finery, fondeyr
A care mpb.m?ihere kap'c.? Do but ‘oall us where kept,
WhaTo em=
Yonder el

217pid,

Ts S Eliot uses the same davicé in "Ash Wednesday," (1930) where it is
eloquent of splritual desolation and indecision in the mamner of a chant
oy dirga. |
' Eecausa I do not hope to turn again
Because I do nolt hope

Because I do not hops to turn »
Desiring this man's gift and that man's 8copSe s ¢ #22

22Ibidog Pe 269+
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During the 30's, Hopkins was "rediacovered,.f‘f but as a fighter
in-the struggle of the prolata.riaﬁ. The bird-image, taken from "The
¥indhover' made a desp impression on many poets and was adopted by _
Auden and G, Day Lewis as a Commmistic symbol of revoluticnary idealisms
Auden used it in "The Stringst | Excitenent" and lewis wrote in "The
Yagnetic Mountain'i |

Now to be with you, elate, unshared

¥y kestrel Joy, O hoverer in the wind

Over the quarry furiously at rest
Chaired on shouldsrs of shouting wind,23

231bides pe 2764

In time, Auden's political ideas and his postic abilities matured.

"Look, Stranger," a dramatic'monologue, owes more than a little #o

Hopkins :'m :S.i:s rhytlm, alliteration, and its haii’-vrlmms. The firsﬁ
stanza is fully illustratives |

look, stranger, at this island now '
The leaping light for your delight discovers,
Stand stable here

And 35..181’1'{3 be 3

That through the channels of the sar

May wander like a river

The swaying sound of the sea.2h

%mtamayar’ ad, 9 Pa l‘BBO

fLooks S%ranger“ ghows an advance over earlier work which was nore

frankly imitative:s

Me, March, you do with your movements master and rock
Viith wing-whirl, whals-wallow, silent budding of cells25

zgﬁardﬁer, De 274
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Stephen Spender, whose work was published simultaneously in
this cowmtry with Auden's, pays tribute to "The Windhover® in "He Will
Watch the Havk" and, like his friend, is drawn to the now rhytims. The
opening lines of his poem "“The Express™ are scanned by Gardner as follows:
ﬁé‘ter the fi}:;st pa'{werful plzin mmifésto, /

The bla';k statement of pistans, ,withéut more fuss
But gliding like a qusen she leaves the station,26

Qélbid., Poe 2&96

Ronald Bottrall, wmhose debt is mainly to Pound and Eliot was
peeu]iariy susceptible to the influence of Hopkins in his poem Festivals
of Pirs,published in 193k:

‘then how unlace, trace
The flying blaze, maze of hither

Thither, came go? Trumpet dazzles
Raze the path to the castle gate « « « 27

Z?Ibidc’ Ps 2750

Denald Stauffer, who examined the various versions of "Timberline

by W. W, Gibson, author of Kestrel Edge (192)) and obher works, discusses

the creation of the lines:

roock peaces rock peaces to grow
red thrifts of lichen rTust . « » 20

28ponald A. Stauffer, "Oenesis, or The Poet as Maker," in Poets
at Work (New York, 1948), pe 58

in which Hopkins' technique of compression is borrowed with telling
effects The words "yock peace" suggest hot only the Rocky iountains,
but also the peace found in their height and isolationy they suggesbt
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pilece of rock, or rock formations; and ths word "rock" suggests motion,
the soothing, tranquil mobion of a child rocked in protective ams.
Stauffer lists the variants which led to the final lines with their
fgimultaneous suggestions of emotion, life and death, struggle and peace,
the hard cold penury of the timberline,"2

24,

(1) Here 15 & rock peace in snow
+ o ¢ for crows / and conies to nest,

(2) Here is a rock peace that grows dead lichens.
(3) « e o thrifts of lichen on flint.
(L) red thrifts of lichen and flint,
~ (5) rust thrifts of lichen, dead.
And finallys red thrifts of lichen rust.’?. Clearly, Gibson is thoroughly

301b1de, Ppe 58=59

familiar with both the timberline of the Rockies and with Hopkins,
In 1932 Monk Gibbon published Seventeen Sommets with the

following dedicationt

To the Memory
of . .
(erard Manley Hopidns

The influence of whose work
will be seen in some if not all.3l

31081'(31‘!81" Pe 2760

' The first somnet, called "The Postry of Gerard Manley Hopkins,"

opens thus
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Incomparable treasure, heartt!s blood spilt
Out of heart's anguish, high heart, "all-hoping heart,
~ Child-imnocent, clean heart, of guils or guilt,
But heart storm-tried, fire~purged. heaven-chastened . « « 32

321vid,

Another devotes of Hop&dns was Elizabeth Madox Roberts. The
second stanza of I, Adam (1939) has a familiar sound:

fithat is 17" God said, and he sebt a thing on & stone.
Hooked~beak, have-~taks, swoop-snatch, and swift talk
Of a short, crooked claw, and I said,

"It is the hawk,"33

~ 33Arthur MacGillivray, "Hopkins and Creative Writing,” in
Trmortal Dismond, pe She

It is not possible to capture every echo of Hopkins, but any
list would have to include the following poems which span the thirbies,
forties and fifties: |

"Tha Falconer of God" by William Rose Bemet (191h4)

"The Poor Man's Pig" by Edmund Blunden (1920)

fHigh Falcon®" by Leonie Adams (1929)

"Before the Sea" by Randall Swingler (1933)

“A Dray Horse" by T« He White (1933) o

Bafore the Brave by Kenneth Patchen (1936)

These Things" by Francis Maguire (1937)

"Poeng for my Daughter? and "Valediction to my Contemporariesh
by Horace Gregory (1930~1940)

“Stormy Day®™ by We R. Rodgers (1941)

nSeagulls® by Clive Sansom (19L3)

fiiodification of Landscape" by Robert Pann Warren (1954=1956)

"Pilots, Man your Planes" by Randall Jarrell (1955)

To bring this list more nearly up to date, I shall quote from three
poems written in 1959, The first is by Delmors Schwafﬁz, entitled "A
Little Morning Mugic," and it was published in The New Yorksr on

April 18, 1959, The tthird stanza begins:
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The darltened ones turn slightly in the faint light of the
small moming,
Grow gray or glow greens—
They are gray and green ab once
In the pals cool of blus lightj

And the poem ends with this lines

Gazing and blazing, bless:l.ng and possessing all vividness
- and all darkness.

Postry (November, 1959) published "Battle Piece" by Ben Belitt. This
exerpt is from Part V, '

One, with a trident; in the ammoniac '

Dung of the stable, walts for the bluefly's epiphany; Ons
Turns from a burnish of water, the millenial

Barrow that honors a monster,

And enters a labyrinth; one, in a havoc of horses,
Harrows the world's rage with his lance's point -

For a chapel, a chalice; the cannibal kiss of a brother.

The title poen of Babette Deutsch's book, Coming of Age supplies these

liness

From that close cave, ldcking awsy its ﬁches,

Who, fighting toward air, who, crying, comes?

Coming, daring it, who abruptly pitches ’

Into a dazzle that chills, a gulf that drums?

Hopkins' influence is a continuing one, and riot only in poetry.
In 1959 Spinster, a novel by Sylvia Ashton-Warner, was published, Each
chapter of the novel is headed by 2 dirsct quotation from Hopkins, an;l
it is evident that her pross style borrows in its abruptness and its
use of ellipses from the wdrk of the post.

Edith Sitwell, poet and critic and one of the major voices in
poetry today, came under the influence of Yeats, Hopkins, Wilfred Owen
and T S. Eliot, From each she borroweds She chooses her words nob
merely for their meaning but also for the emoticnal effact of their sound.

Metrically, she has on the whole been traditional avoiding the sort of



frae verse which uses prose rhytim. Until recently she has used tradition-
al fomstms# or five-stress lines of standard English poetry. Since

1940 Miss Sitwell has taken to.using sprung rhytlm, as in the poem called
UTearshs |

The rocks of great diamonds in the midst of the clear wave « « 3h

3bArthur Waley, "A Note on Edith Sitwell's Postry" in A Cele~
bration for Edith Sitwell, ed. Jose Garcia Villa (New Jersey, ISLUJ, pe 85.

and in "Most Lovely Shade":- ,
ﬁeep in the dark saecret of the 1036 « + » 35

35Tbid.

and in “Green Songht

With the bird-notes of Doom in the ege, and Fate in tha
bud that is flushed with the world's fever.36

361bide, pe Bhie

Although Miss Sitwell uses sprung rhythm, she is well awsye of
the dangers of blind imitation, Commenting on the influence of Hopking
on younger posts, she writess |

They produce exterior and therefors unliving
rhythms, instead of rhythms which live in, under,
and over, the lines, Tmitatlions of them have
resulted, too, in a complets loss of melody,
arising from falsified, clumsy, or two thick vowel-
schemes, clumsy and huddledeup assonance-patterns,
useless alliterations, and a meaningless accunmu=
lation of knotted consonants.37

3Treters, ppe xii-xiii.
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Iouis MacNeice, whose own poetry was infiuancad by Hopldhs,
maintaing that

Hopkins! influance on younger poets today has
often been wnfortinate. A close imitation of
his manner is dangerous because both his rhythms
and his syntax were psculiarly appropriate to
his owm uwnusual circumstances and his om
tortured but vital personality,.38

381pid., pe xiits

There is no doubt that in ‘the hands of inexpsrienced writers a
close imitation of Hopkins is disastrous. But the same thing might be
sald about a slsvish imitation of any well-known arbiste At the seme
time, it is not far from the truth to say that every professional post
writing in English today is famil:.ar with Hopkins; is influenced by him
either in & positive way or in a negative way~- that ia, as Hopkins was
influenced by otherst he read them and dld other&isel Te Sa Elibt wrote
that Hopkins was sasily imitated; but not easily adaptable.3? This state-

391, S. Eliot, "After Strange Gods," Nation, March 23, 19L6,
W? 3&7"‘3&80 . ‘

ment may have been trus in 1946, but it is not trus today. Sprung rhythm
is named, rmcognized, and in current use., It 1s standard tecimique for
such poets as Marianne Hoore, Muriel Rukeyser, Archibald HacLéish, Stephen
Spender, Auden, and even T. Ss Eliot, In fact it is peculiarly adapte
abls to the nervous rhytim of twentieth century living with its wars,
machines, and space mlssiles. In ité timing, its abruptness, its violent
intensity, 1ts pauses and elisions, and in it repetition, sprung rhythm
has its counterpart in modern musical 'compositims and in "rock and roll."
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Chapter VII
Evalxﬁtion

Thers are many oi:;]ections to 'ohe‘ poetry of Hopkins, Many
believe that the Kenyon eritics overestimated his worke. In gensral his
eritics say that his range wz;s too narrows, that his poems were more of
the same rather than something new, that thers was no developments They
point out that Hopkins was verbose and self-indulgent in his use of
images. They refer to the peculiarities of some of his rhymes. He is
said to have put too much depexidence on sound for soundts sake, He is
charged with substituting description to justify emction, rather than
using action. His originality is challenged; his sources are questioned.
Even ag a religious poet he is open to criticisme Eliot considers hinm
inferior to Villon and Baudelaire, &lthough the Jesults who have written
about Hopkins have come to his defence insofar as religious doctrine
or Hopkins' religious sincerity 1is open to queation,

- In his long poem, Egsay on Rime, Karl Shapiro writes:

Hopkins'! influence, on the other hand

Is actually small, in metric as in balief.
Except for such devices as his end-rine, -
Which hints at the phonology of Greek,

His impress is not great., The dissonant vowels
Have caught us, but is it not fortultous
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That Hopkins and not Emily Dickinson

Is credited with this invention? The chief
Velue of Hopkins! prosody to cuy rime

Liss in a prophecy. He forsaw a brasak

In rising rhythm, and stamped the count of ear
With wmigtakable boldness on owr minds,t

1karl Shapiro, Essay on Rims (New York, 1945), p. 350.

That there are glaring faults in Hopkins' technique and manner
is obvious to every readsrs Bridges was the first to point oubl scme of
them. Firsty, the use of ellipses is eccentric in such lines as "guess
the beauty (that has) been" and "canfort (that) serves in a whirlwind,"
Secohd, inversion as a device to allow for end rhymes is both old-
fashioned and cumbersome, "Fair thy fling," "thy creature dear,”
Mpighty & master," and the lines of "Spring and Fall," |

leaves, like the things of man, you
with your fresh thoughts care for, can you?

are examples of inversion misuseds Third, Hopkinast! forced rhymes disturb
and distract the readers Yeommunion--boon he on," "eternal--burn all,"
"Ingland-mingle and,® "Irishe-sire he / Shares" and "overbend ua-«énd,
as/-tray."

-Hoplkins' faults must, however, be balanced by his virtues., His
use of alliteration was masterfuls "Thou hast bound bones and veins in
me, fastensd me flesh," "feel thy finger and find thee," "drop-of-blood=
and-foam=~dapple" and in poem 63

And the sunlight sidled, like dewdrops, 1ike dandled

diamonds
Through the sieve of the straw of ths plait.

‘The critic T. C. Wilson, commenting on postic diction, praises
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Hopkins for his precision of phrase, his extension of the functions
and subjaect matter of verss to include images from contemporary life,
and for his use of the rhythms of everyday speech.?

“?i{:m(}iilivray, in Immortal Diamondy p. 70s

Helen C, White addss

He may try to say too many things at once, he
may demand a widey span of application than
the usual reader is accustomed to give, but
he has the gift of projecting his state of
mind te the point where it stirs all the
sensibilities of his reader.3

31bid,

The emotional intensity aroused in the Hopkins controversy on the
part of thoss who praise him and those who blame him in itself testifies
to Hopkins! power as a major post. And ;whein all the critics have had
their say, the postry remains; it cannot be ignored, fqrgo’oten, or
destroyed, It enrichss the world we 1ive in and 1t will continue to do

so as long as poetyy is written and reads
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