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PREFACE

This paper attempts to establish a viewpoint from which the mature ‘
poems of Gerard Manley Hopkinas may be seen in an informing light. |
The method of the paper is to trace "exponents''-«that is, images,
words, or objects that form motifs or patterns in the poetry. Similar
to leitmotifs in music, literary motifs are likewise used to set forth

themea (Webster's New World Dictlonary defines exponent as "'a thing

that is an example or symbol" of eomething). By tracing exponents
we are "recognizing patterns of images and symbole that lead us toa
constantly deepening appreciation of the literature. Image leads to
image, idea to idea, until ultimately we are led to experience the
‘meaning' of the work, wl

While the word exponential is relatively new to criticism, its

referent {s not. As ancient as literature itgelf is the concept that

?‘Wﬂfred L. Guerin and others, A Handbook of Critical Approaches
to Literature (New York, 1966), p. 152.

u
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images and symboles convey meanings or "stand for" ideas. Rather than
saying "stand for," certain modern critice prefer to say that images are
Yexponents'’ of poetic themes. Though none uses the term, the concept

of exponents underlies such significant critical contributions as Caroline

Spurgeon's Shakespeare's Imagery and What It Tells Us, John Livingston

Lowes' The Road to Xanadu, and Kenneth Burke's Counter«Statement,

all of which trace images and symbols in order to discover underlying
meanings. 2

- Almoast any pisce of literature might be used to illustrate exponents,
A convenient example is Shakespeare's Sonnet 73, "That time of year
thou may'st in me behold." It employs a different exponent in each of
three successive quatrains: branches that are almost leafless as winter
approaches, the time of day between sunset and darkness, and a fire that
is reduced to glowing ashes. Each of these images is an exponent of
things fading {nto darkness and cold, archetypal symbola of death. Each
quatrain, then, though it differs from the others, reinforces and intensifies
the others by its similarities to thexi:l‘.;' We recognize the motif ina dif-
ferent manifestation and our pleasure is increased by the recognition of
difference. But more Important, the recognition of sameness and difference
opens out to "the richnees and truth of a given experience by gradually

revealing its essence to the reader. 3

Zihid. , pp. 152-153.

3bid., p. 154,
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The result and the value of pursuing exponents, then, i@ that the
reader is brought to experience the poem's meaning. Says Guerin,

Bit by bit, as we notice instances of a motif, we work our .

way into the experience of the story, poem, or play. As

- we follow the hints of thematic statement, or recognize

similar but new images, or identify related symbols, we

gradually come to live the author's original experience.

The evocative power of steadily repeated images and symbols

makes the experience a part of our own consclousness and

sensibility. Thus the image satisfies our senaes, the pattern

our insatinctive desire for order, amd tha thematic statement

our intellect and our moxal unaibmty.

A great advantage of the exponential approach is that it allows the
critic firmly to combine literéry and meta~literary materials. Using
the literary text itself as a touchstone, he is able to bring any kind of
extra-textual considerations to the poem in order to uhéd light on its
‘maaniag: but at the same time, the necessity for relémng these materials
etrictly to e:iponenta found in the poem kebps the text firmly in mind,
The result ié that the reader's attention and understanding are dirvected
to the poém. and not to biOgraphicai or philogophical considerationa.
This 10 not to deny the value of biographical and philosbph{cal approaches
to l‘lferature; but since the body of Hopkins ¢riticism haj elready made
use of these appi-oachea and practically exhausted their poisibulties. it

would be ﬁxerely repetitious to use them again.

dmid,
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In considering how 'ﬁo apply an exponentlal approach to Hopklns. X

reai!zed that almost all cammentatora on Hopking rscognize elements

of streas in his work, but no one has, to my kacwledga. attemptod to
work out the oxponants of etress to diamvar i€ thoy ptwide an inform ing

| pattern to his work, This papar attemptn ta ahow that there ie auch a

pattorn and that it ia & manifeatation of the archetypa.l pattern of death

and r ebitth.

- In her classic work. Archetypal Pattcrns in Poetry, Maud Bodkin

explains that the death-rehirth archetypo is central to zhe mythos of

\ both pagans and Chrlstiane. Esaentiauy the archetypal pattern immlves
a period in which nuffering and an,gulah gradually intensify to an atmont
unbeax-able pitch, followed by a releasp from suffering a8 a result of
tlw mbjes:t‘s attaining a new, h{gher viaion tzmd & concomitant new hapo
pineu. Examples of the pattern are found in Virgﬂ’s aelceut {uto and
emergence from Hades; Dante's journey through Hell that leads ulti-
mately to PAradices and Christ's suffering and dying that led to His
Rasuréactio# axsd Ascension. The suffering stage of the pattern is often
repregented in literature as a physical journey into the underworld, but
we recognize of course that this is only a metaj:hor for the descent of
the aoul into daékneu and despair. | That the pénnm is archotypal means
thet it is something more or 1oss universally experienced by those of

religions or spiritual sensibilities. It is not surprising, then, that the



vi

pattern should be found in Hopklns‘ poetry. The pattern is realized in
images of tanaion:. preamré. or stress {ollowed by release and stasis.
The vup;rlod of stresg in equivalent to the descent into the underworld,
and the release is eguivalent to the emergence into a new happiness,
or rebirth, ,

The archetypal pattern is found not only in the ﬁnagery of individual
poems, but also in the arc described by the development of his poetry
during his years as & Jesuit: the poet descended into strongly {elt deepair,
only to emerge at the end of his life with a new spiritual vision. This
paper attempts to trace both the imagery of the individual poems and the
arc described by the poet's epiritual development.

Part of the fun of doing this paper has been the surprising conclusions
brought out by the critical method. ibegan with undefined goala and ended
with an increaud understanding of my own deepening appreciation for

Hopkins' work.



CONTENTS

Preface o ¢« « o 5 ¢ s ¢ & o v o % ¢ & % 5 85 8 8 & o o it

Chapter : '
1. Introduction and Summary of Hopkins Criticlem . 1

IL. Stress and Release, or Suffering and Relief, as
Exponents of the Death«Rebirth Archetype in
‘Hopkiha'Poctry.....q...’-.... 9
Ol Language and Syntax as Analoguen.of the Deathe |
Reblrth Archetype « « o « o o o o o o o s oo 32
Iv. Conc!ﬁaionl.......v.,._;........ 42
V. Gdtdetone:earch.‘. ..J.......‘.... A7
BIBHOGEAPAY « ¢ « 4+ o s ¢ b e e s u s e e s u e e . 52

VB .Y « & o ¢ ¢ 4 ¢ s v ¢« ¢ 3 3 ¢ ¢« o a s s ¢ « s & s 55

vit



CHAPTER 1

INTRODUCTION AND SUMMARY

- OF HOPKINS CRITICISM

Criticlem of Hopking' work actually began before his death in 1889,
even though his poems were not published until 1918, During his life-
time he circulated his works among three !rtendl--nobort Bridges,
Richard ﬁatsonbixcn. and Coventry Patmon-’-who wrote criticiems
to him in the form of correspondences. Dixon was delighted and
enthusiastic about the poems, calling them "amasringly original.
Patmore, sympathetic to the Catholic sentiments in the verses, never-
theless apoke of their "obscuring novelties.* And Bridges, later to
become poet laureate, wrote to Hopkins expressing both encouragement
and discouragement.

Bridges was the most conatant critic of Hopkine and wag responsible
for the first edition of Hopkina' poems in 1918. BEridges had been living
paiiantly with the poemnas fcﬁ thirty years and had occasionally introduced

| individual poemas into antkolo;iu. In his "Preface to Notes" to the first



edition, he

presents the outlines of Hopkinsg criticism ever since that
time, becauge all scholarship since 1918 has tended either
to accept Bridges' position, to qualify it, or eventually
completely to reverse {t. Future critics were to weigh
every word and phrase of the "Preface to Notes." (John
Plck, "Gerard Manley Hopkins' in The Victorian Poets,
ed. F, E. Faverty (Cambridge, 1956), p. 203)

Bridges praised the "masterly beauties that distinguish his work, "
but then proceeded to snumerate "faults of taste’: "affectation in
metaphor, "'parve:aion of human feeling, " "exaggerated Marianism,"
“the naked encounter of sensualism and l!ce‘tlciam which hurts the
'Golden Echd. " and “oddity and ob‘ucuri’ty" resulting from license wmi
the language: he calls some of the rhymes "repellent, " "{reaks," and
in speaking of Hopkins® mlétakai says, "hia’chudishnesa is incredible
and appalling.” ledgdu‘ commeniévsaem aczuratel& to reflect the
postic tastes of the time, for the reception of the first edition was mixed
and ten years were required io exhaust the '750 coples printed. Most of
the early reviews were marked by “confusion." (Pick, &gg_‘ + Pe 265)

After Bridges' criticiam, the most important and influential criti-
cism of Hopkins was that which began with L. A. Richards' article in

Dial (1926) and his subsequent discussions in Practical Criticism (1930);

and with Willlam Empson's Seven Types of Ambiguity (1930). Richards
and Empson not only iecogniaod but also appreciated the complexity

and richness of meaning in Hopkins' verse, and the reception of the
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second edition of his poems {1930) was marked by the extent of critical
praise accorded it. (Pick, ibid,, p. 208)
Following a trend established by Richards and Empson, varicus
other critics began to praigse Hopking' poems: F. R. Leavis (New

Bearings in English Poetry, 1932), Sir Herbert Read {Form in Modern

Poetry, 1933), T. S. Eliot {After Strange Gods, 1934), Edith Sitwell

(Aspects of Modern Poetry, 1934), and C. Day Lewis (A Hope for

Poetry, 1934).

' The 1930's also gaw important advancements in the understanding
of Hopking' relationship to certain spiritual exercises. Representative .
of this kind of approach are two articles by Christopher Devlin:
"Gerard Hopkings and Duns Scotus' (New Verse, No. 14, April 1935);
and "The Ignation Inspiration of Gerard Manley Hopkins" (Blackfriars,
1935), In addition, scholarship was put on a firmer footing by the

publication of The Letters of Gerard Manley Hopkins to Robert Bridges

and The Corregpondence of Gerard Manley Hopkina and Richard Watson

Dixon in 1935, The Notebooks and Papers of Gerard Manley Hopkins in

1937, and Further Letters of Gerard Manley Hopkine in 1938, The

importance of these volumes in Hopkins acholarship is considerable
for the tniight they give into his prosody and hle {deas of the nature
and place of poetry in hig life, Following these publications came a
spate of admiring articles. {For a discussion of the important ones,

see Pick, in The Victorian Poets, pp. 213-216.)
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' The 1940's saw some notable publications on Hopking. Among these

wers John Pick's Gerard Manley Hopking: Priest and Poet (1942);

Eleanor Ruggles' Gerard Manley Hopkins: A Life (1944, the centenary

of his birth); Gerard Manley Hopkins by the Kenyon Critica {(1945);

W, H. Gardner's Gerard Manley Hopking {1844-1889): A Study of Poetic

Idiogyncragy in Relation g_q. Poetic Tradition (Vol. L 1944; Vol. 11, 1949);

and Immortal Diamond: Studlies g_n_Geiard Manley Hopkins, ed. Norman
Weyand (1949). All of thess publications reveal how far critical opinton |
had reversed itself since Bridges published his evaluation in 1918, All

of the writers agsumed that Hopkins is permanently establiahed in
English letters and that he has had a protean influence on modern British
and American poetry.

The year 1948 saw the third edition of Hopkins' poems, edited by .
‘W. H. Gardner. The edition draws on the findings of his two<volume
work, and together "they have established Gardner as the leading
Hopkins scholar of our times.” (Pick, ibld., p. 223)

Concerted critical praise for Hopkins seema to have reached a high
point during the 1940's, the centenary decade of his birth, and during the
1950's and 1960'e praise has continued, though aoine diseenting voices
have been rai-ed.r In 1949 Yvor Winters thruat an attack upon Hopkins

{"The Poetry of Gerard Manley Hopkins, " Hudson Review, 1, Winter

and Spring 1949), but nevertheless conceded him to be among "the twelve
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or fourtesn best British posts of the nineteonth century." But Winters
did break the trend of giving Hopkins unqualified critical pratse.  In
1959 Paull ?. ‘Baum, in a carefully anﬂytica.l article {"Sprung Rhythm, "
PMLA, LIV, 418-425), attempted to prove that Hopkins' much-praiased
prosodic theories were imperfectly formulated in the poet's own mind,
and that "sprung rhythm'.'? did not exist, elther in his theories or in his
practice. Baum's article greatly diminished Hopkina' inflated reputation
as & technical {nnovator, -.

In the present decade, as in the past three, Hopkine has beeun an
objeci of study for & number of our best critics, who festify to hia
continuing high rank. However, the 1960's have seen no major book«
length studies of Hopkins {aside from Hartman's collection of essays),
the recent books being in the nature of specialiged studies such as Robert

Boyle's Metaphor in Hopkins {1961) and J. E. Keating's The Wreck of

.the Deutschland: An Egeay and Commentary {(1963). Critical opinions

have multiplied into a confusing diversity, and today the opinion seems
to be, as Geoffrey Hartman sums up {n the Introduction to his Hopkins

{1966), that

After almoast fifty years of close reading and auperd editing,
Hopkins' verse remains something of a ecandal. . . . The

basic questions about his greatness, direction, and even
plain-gense are not yet answered. Almost every one of his
poems has cruxas (Iike "Buckle" in " The Windhover") that
defeat exegetical activity, There {8 a strange absence, among
so many books and articles, of any that can be called definitive-«
definitive on some aspects of interpretation. {(pp. 1-2)
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The diffaring opinions about Hopkins are i{n one sense the subject of
Hartman's book, for he etaiu. "1 have tried to juxtapose essays of very
diiterent. persuasiona.” (p. 15) .

.But while thore {8 disagrecmaent over the value 2nd meaning of Hopkina'
work, théro is one area of almost universal agreernent: that Hopkine was
a man in couflict, and that ﬁis conflict arose out of a struggle between
sengualiam or aestheticism on the one hand, and asceticism on the other,

Catholice, and especially Jesuits, have been quick to claim Hopkine,
and their view of the nature of his conflicta is fairly well summed up by

the title of Chester A. Burns' article in Immortal Diamond, the book

that was intended to be the &et‘initive study of Hopkina from a Jesuit views
point, The article, "CGerard Manley Hopkins: Paet of Ascetic and
Aesthetic Conflict, ' asserts that Hopkins' conflict was between "two
opposing slemants in hia lifor the poetic urge and religious discipline”
{ps 175). Underatandably enough, Catholice, in pralsing Hopkine zs a
religious poet, tend to gloss over the ""terrible sonnets” that come at
the end of bia carear and to emnphasize the "happy peems” of the period
of roughly 1873-1878, Their tendency is to dismias his dark poetry as
being the result of his aeathetic-ascetic struggle and of hie physical and
prnfeséim! sufferings in Ireland. |

Some non-Catholics tend to treat his conflict as springing from some-~

thing leas raépéctéble thai& "aosthc;iéim" and speak of his “gensualiem, "
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Speculation on the nature of his sensuality ranges as far afield as gado-
magochism (Philip chdarion) and homogexuality {(F. O. Matthiesgon),
but by far the majority of critical commentaries stay with the startling
awareness of and attraction to physical beauty that {s go evident in some
of hia poetry and seems somehow out of place in the work of a religious
poet. o |

The first expresaion of critical interest in this aspect of Hopkine'
work was undoubtedly Robert Bridges' comment about "the naked
encounter of sensualism and asceticism which imr!:n the '‘Golden Echo. "
This comment was picked up and amplified by the achool of criticiam
that grew up around I. A. Richards and William Empson. In Seven
Types of Ambiguity Empson says of the author of " The Windhover" that
“Confronted suddenly with the active physical beauty of the bird, he con«
ceives it as the opposite of his patient spiritual renunciation” {(p. 225).

From that point on, to recount the view that Hopkins' conflict was
egsentially ascetic~aesthetic would be virtually to recount Hopkins
eriticiam. A good indication of the validity of this statement is the
basic assumptions underlyiﬁg the representative critical essays in the

three major collections: Gerard Manley Hopkins by the Kenyon Critics

- {1945); Immortal Diamond {1949); and the Twentieth Century Views col-
lection, Hopkins {1966). In the last, which presumably represents the

latest thinking about Hopkins, Geoffrey Hartman, the editor, says in



his article that

Christ, as he appears in Hopkins, is dangerously near to

physical man, while man is still dangerously near to physical

- beauty, so that Hopkins' work becomes an ode on the eternal

nativity of Christ in the world of the sengea:; In that ode, "Th

Windhover' is one of the finest stanzas., {p. 127) \
Thea continued interest in the relationship of chkinu' sensory perceptions
to his religious perceptions has quite naturally led critics to his early
poems. This, combined with the basically biographical approach of
most of the criticiam, has resulted in a distorted view of Hopkins that
haes neglected gome important aspects of his work. It is in order to
pregent these aspects as I see them that § havs laboured in the following
sections.

X should note that while § was working on this papsr, a new edition

of Hopkins' poeme came off the press (The Poems of Gerard Manley

Hopkins, ed. W, H. Gardner and N. H. MacKenzie). The need for a
new edition testifies to the continuing-«and increasing-~acholarly interest

in his work.



CHAPTER I

STRESS AND RELEASE, OR SUFFERING AND RELIEF,.

AS EXPONENTS OF THE DEATH-REBIRTH ARCHETYPE

1N _HOPKINS' FOETRY

This chaptéx? will trace motifs of stresg and release and show how
they are ezpuu#nes of a complex pa.ftern that cérraspond: to the archetypal
pattern of ﬁadth and rebirth. It will emphasize that vHopkim‘ suffering
was not, aé many critics have suggéata& the result of a conflict between
asceticism ami é.evsthaﬂcisin. but rather the vesult of i conflict between
:altgims»halief and despalr. Section I will ghow, I believe, that Hopkina®
attitude toward beauty changed significantly between his early mature
period bbginuing 1875 and his late mature period beginning iough!y 1384,

' amphashing the waning sensuality and wa;ging spirituality evident in his
poetry. Seetioi: It will show that corresponding to that change is a
deapeﬁtng awareness of and attachment to fmages of :tr;u and releane

as exponents of the death-rabirth archetype as exemplified in the Passlon,
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Grucifixion, and Resurrection of Christ.

I

Onév of the m#in areaé df iﬁterest in Hopkins criticism has been the
poet«priest, or sensusl-gpiritual, conflict that is supposedly expressed
in hie poami. In an admirably cogent and clearly written essay, Lawrence
Dufrcll ,mmm#rises the traditiqnai view that Hopkins the Jesuit auffered‘
anguish at the sensuality of Hopkins the poet:

Perhaps he knew how aensual his eye and mind were, and

‘recognised the forbidden fruft in those outbursts of sprained
" mexuality which dot his notebooks and poems with splashes

of bright light. ! ~
The ascetic-agsthetic conflict is oftan taken to be the key to his poetry,
and the cause of the so~called "terrible sonnets” that he produced near
the end-vot his life; But such a view, it geems to me, ie inconsistent
with tha evidence in the mature poetry, by which 1 mean the poetry
beginning with " The Wreck of the Deutschland” in 1875,

“The Wreck of the Deutschland" was written after a seven year sllence

~ that ensued upon Hopkins' entering the Jesuit order. In that period a

deepening raligio;u maturity significantly altered him. The young Hopkins

1A Key to Modern British Poetry (Norman, Okla., 1952), p. 168,
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who in 1362 wrote A Vision of the Mermaida" that, sayas Robert Bridges,
“betrays the influence of Keats, "2 yas t’rank;y sengual. By 1866 an in-
creasing religious concern was pulling him away from sensuality, as we
see in '"The Habit of Pa:fectlon":

Elacted Silence, sing to me
And beat upon my whorled ear,
Pipe me to pastures still and be
The music that I care to hear.

Shape nothing, lips; be lovely-dumb:

It is the shut, the curfew sent
 From there where all surrenders come

Which only makes you eloquent.. ‘ -

‘Be shelled, eyes, with double dark
And find the uncreated light:
This ruck and reel which you remark
_ Coils, keeps, and teases gimple sight, = -

.. Palate, the hutch of tasty lust, o
. Desire not to be rinsed with wine:
The can must be g0 sweet, the crust
So fresh that come in fasts divinet

__ Nostrils, your careless breath that spend
_..;3:3Upon the stir and keep of pride,
. 'What relish shall the censers send
Along the ganctuary sidel

| ©feslsof-primrose hands, O feet
That want the yield of plushy sward,
-But you shall walk the golden street
And you unhouss and house the Lord. (31-32)

 2The Poemn of Gerard Manley Hopkins, ed. W, H, Gardner and
N. H. MacKenzie (New York, 1967), p. 246. All additional textual
references are to this source.
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It is evldemt in this poem that the young Hopkins possessed a nervous
system that cmayad the physical world to htm in exquisite aensatima:
it it alto apmaut that he felt the beauty ot the physical world to be |
dangema!y maretriciwa and at odds witb. his spiritual unplrattons.
But after the long seu«.uupodaéfwenec that broke with "The Deatach-
land” in 1375 and thn Joyous :annet- of 1877, we see that his attitucle has
changad‘ phyasical beauty ia mlougat dangarm»it is "news of God.
man&feetatiqa of His m mrpasaing be:_wty.; : ln *The Stazlight mght" |
tk& nééakez cf‘l‘ee. "Look 5& eﬁe stara! Io§k. look up at the skies !"’.and
exulta over the beauty of the night sky bmze it is a beautiful paling that
“ahuta tho apomel Chriat hnme. chriat and hig mother and all his hallows"
(6667)s In "Spring" he ssys that “Nothing ia 80 baautiinl z® npriug. “and
aaki "What s oll this juice and al} _thla’ jay‘?f 4 strain af the earth's
sweet being In the beginning in Eden Garden* {67), B&uty is & mani~
Eastatioix of the innocent world uucoirupted by #in. 'And in " Pied Beaﬁty"
he aings r"Gl.m be to God {or dappled things, * and enumerates a catalogue
of multicolored and varicus things, ending wltﬁ an aucitlon that "pied
beauty" is & revelation of the manifold yet unified beauty of God: "He
i#thara»lorth whoase beaufy s past change: / Praise him" (69-70), The
quist ending of this poemn does not show the poet in conflict with the
physical world, any more than does the ending of "I-iué:gahing in Harveat,

in which the speaker, looking at things that are “"barbarous in beaﬁty. "
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says that “these things, these thlngs were here and but the beholder/
Wanting: which two when t}ie‘y once meet, / The heart rears wings bold
and bolder/ And hurls for him, O half hurls earth lorv him off under his
foet" (‘iO}a Phyu!cai, ba#uty manifests God and go filla the heart with
rapture of Him that the heart almost takes wings. Thers {s no conflict
between sensuality and upirituamy ln the poemas of this period. 3
. Puta zptar perjod, that of th§ so-called "terrible soanets, " ahowa.
a significant changa in the péet's attitude toward physical beauty, The
change is partly indicated by a poem title, "To What s&hen Mortal

| Beauty?" The poem concludesg with

What do then? bow m#et beauty? Merely meet it; own‘g

Home at heart, heaven's aweet gift; then leave, lot that'aioue.

¥ea, wish that though, wish all, God's better beauty, grace. (58)
By this time {1888) phyeical beauty no loﬁgei exertn é poweriul hold over
the poet, sither ag a mnre&icims distraction from apir;taality. orasa
manifestation of God; rather, the poet scems to have become almost

neutral toward the phyaical world and to have withdrawn into a world

that ig more exclusively spiritual.

~IPick had noted this as early as 1942, He traces the concept of
physical beauty as "news of God" to 8t. Ignatius and Duns Scotus.
Since Pick's book {8 50 singlé«minded in its insistence on the importance
of Ignatiug* Exercises in Hopkins' life and work, it has been ignoved by
many as being intolerably narrow in its intorpretations. Sce Gerard
Manley Hopkina: Priest and Poet, passim, but esp. pp. 31«35,
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By the time of *That Nature ts & Heraclitean Fire and of the Com-
fort of the Resurrection' {1888), the poet ¢an once again capture the
v#rlegated world that so delighted him during the sarlier period in which
"DPied Beauty" was composed. The poem begins

. Cloud~puftball, torn tufts, tossed plilows flaunt forth,
then chevy on an air-
.. bullt thoroughlare: heaven-roysterers, in gay~gange
they throng; thon glitter in marches. (105)
But the poam enda. as the titie uuggaata. with & rejsctl:m of "mortal
tuah" and a w!ah for the ;mrely npiritual state tha! tolxows death:
| o Flach fade, and mortal traah |
Fall to the residuary worm; world's wildfire, leave but ash:
in a flagh, in a trumpet crash,

I am all at once what Cheist is . » . immortal dlamond. {105-106}
Here, a iongtng to be !réa f?oré the m‘# of tha body is clearly expresaed
in one ‘af the taat poems Hé‘pkinswas ta write, Thes poet ’ha.s by this time
receded go far from the sensual world into the world of the apirit that
the only significance he sees In nature is the inevitable destruction of
physical existence ("Million-fueled, nature!s bonfire burns on'') which
be 2o longs for in himaself,

The tsans!tioﬁ between the early and Jater attituden toward beautf
{s marked in "Séring and Fall* {(1881) and "The Leaden Echo and the
Golden Eého" {!8&2}. Inan mﬁeallent annlysis of "Sprivg end Fall" Sister
Robert Wiu {Explicator, XXI, Item 6%) has shown that the poem can be

read ag a statement by an older man to a young gir! who is passing from
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a state of innocence and heauty (Goldengrove ® Eden) into the corrupt
atate of experience. Sister Louise's analyais suggests that {reshness
and innocence are strongly assoclated {n Hophing' mind with young and
physical beauty.  We could then expect that experience and disillugione
ment would bs aspaciated with old age. Thig i{s éxactly what occurs in
"“The Leaden Echo, "' where the gpeaker asks if there is not some "catch
’or' key to keep / Back beauty, | keep it, beauty, bgéuty, boauty, + +
&ém vanishing a&ay? " The answer i‘s ths.t there is nons, for "Age and
age's evils, hoar halr® are inevitable, and “wisdom is early to despair"
 (91}. An amplification is found in * ‘i’he Colden Echo'ls

The flower of beanty, fleece of beauty, too too apt to, sh! to
ﬁﬂﬁh

Never fleets mbre, factened with tho tenderest truth

To its own best being and its loveliness of youth: {t iz an ever~
lastingness of, O it is an all youth!?

Come then, your ways and airs and looks, locks. maldengear,
gallantry and gatety and grace,

Wixming ways, alr innocent, maiden manners, swest looks,
1oese locks, lang locks, lovelocks, gaygear, going gallant,
girigrace«~

Resign them, sign them, senl them, send them, motion them,
with breath, .

And with sighs poaring, soaring sighs, deliver

Them: beauty~in~tho-ghost, deliver it, early now, long before
denth

Give beauty back, beauty, beauty, beauty, back to God,

- boauty's gelf and beauty's glver. (92) :

The argument mighi be paraphrased thua: physlical besuty is agsociated
with youth, and zo {3 spiritual beauty (innocence)s physical baauty will

fade witk age, and so will gpiritual beauty unless it is given back to God
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through love whils atil} natarnished hy exporience, in which casge it is
"an evarlastingness'; therefore, one should place no value on physical
beauty, and all value on spiritual beauty and {reghnesge.

' Noore wosld call thig argument profound, but it does bespeak a
éavalaatian of physical beauty which was to mark Hopkina® attitude
hersafter. And the relationahip of the poet to beauty is an exponent
of a spiritoal mavamant that describeﬁ a deepening desire for and partici-
patinn in an archatypal pattern: rabirth through doath, An ezaminatim _
of. other exponents will iluminate thie spirituni progression and show
that ntrees and suffering are scen by the pcsat. in his laet years especially,
as a moang of attalning 2 spiritual releace; and will show how this pro~

gregeion suggests and resembles the stages of the Crucifision.

n

Gérreaponding to the change in Hopking' attitude tovéard physical
beauty‘ is a change in his attitude toward his esythly, physical existence.
As ca}rly as the relatively poaceful period of " The Deutschiand' there
are hints that he felt the body to be o prizon of the soul, for in that poem
he says of the nun, “Ah, touched in your bower of hdn_a ! Are you! turned

for an exquisite smart” (§7). And In 1877 he campméd ;\ sonnet on the
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subject, "The Caged Skylark, " in which he states that "Man's mouuting
spirit in his bone~house, mean-houge dwells” {70}, As he matures, his
poetry beging to oxpress with more intensity his foeling that the body is
eppreesing, and to expregs hig desire to egcape from {8, eo that these
expressions become a motif, Closely related to this motif is aucther
one formed by metaphors s?;owing nt‘ates or conditions of strese followed
by bunting release, Theaé metapﬁorﬁ do not always refer to the release
of the em;l frara the body: they m‘ay‘.raier almply to the cessation of
spiritual puffering, However, It seems that in the end Hopkins felt that
the ultimate relwase from suffering--physical and apiritualé-wu the
releape of the sonl from the hody. |
In the beginning of "The Deutschland” we find expenents of both body=
conscim#nésa aud fhe streps-reloase cycle! |
Thou ﬁast bound bones and veins in rae, fastoned me fleeh,
And after it almost unmade, what with dread,
Thy doing: and dost thou touch me afresh?
- Ovor again 1 feel thy fingor and find thee, (51)
What hasg fﬁiéd the poet with dread way the death af five nung in the

wreock of the ghip Deutachland. ln'okher parts of the poom he explains

that he has suffered, vicariously, the horror the nuns experienced;
“and alno that be has felt dread over 2 God who could allow them to die
so horribly. We Q;ute hera that the sulfering wae vieaﬂou;z and ghort
lived, for 1God's finger {poasibly a réferem:e to the fi;:gez; in Michel.-

angélo's plcture in the Sistine Chapel) restores new life to his soul,
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' replacing dread with happ!nesa. He is restored by the realization that
the stress and suffering of the nuns had a purpose, and also that his own
suffering over their experience had the same purpose,
Not out of his bliss
Springs the etress felt
Nor first from heaven (and few know thia)
Swingse the stroke dealt--
Stroke and a stress that stars and storms deliver,
That guilt ts hushed by, hearts are flushed by and melt-~. ({53}
Stress and suffering are necessary atonements that are not unlike the

Pasgsion and Crucifixion:

It daiu from a day
Of his going in Galilee;

in which the suffering ie followed by sudden release:

The dense and the driven Passion, and frightful sweat:
Thence the discharge of it. . . . (53)

This passage is followed immediately by a metaphor which repeats the
stress-release cycle:

How a lush-kept plush-capped sloe
Wwill, mouthed to flesh-burat,
Gushl««flush the man, the being with it, sour or aweet,
Brim, in a flagh, fulll««Hither then, last or first,
To hero of Calvary, Christ's feet~» {54)

Images of stress or tension built to a bursting point recur in "God's
 Grandeus"s
The world is charged with the grandeur of God.

It will flame out, like shining from shook foil; -

It gathers to a greatness, like the coze of oil
Crushed.
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Aund agsin:
There lives the dearest freshness deep down things;
And though the last lights off the black West went
Oh, morning, at the brown brink eastward, springe. (66) .
And in the famous lines from “The Windhover':
Brute beﬁut;i and vaioun and act, oh, air, pride, plume, here
Bucklet AND the fire that breaks from thee then, a billion
Times told lovelier. . . « (69) '
| From then early xioems it seems that the speaker underatands
the significance of the renewal-out=-of-guffering theme only academically,
a8 it were, and that he has himaself not experienced the actual stress of
real spiritual agony. But by the time of "Carrion Comfort" (1885) the
poet in in the midst of intense personal suffering, and again the streas-
releass metaphor emerges, but this time with the conviction that comes
of first-hand experience. Asking why God has caused him to suifer, the

poet answers himuif:

“Why? That my chaff might fly; my grain lie, sheer and
clear. (100)

In one of his laet poems, " That Na;tnre is a Heraclitean Fire and of
the comfort of thé Resurrection, " the poe‘t established analogues in how
the "wind bolsterous ropes, wrestles, beats earth bare" and how man,
~ too, is obliterated: ''But vastness blurs and time beats level. Emugh!
the Resurrection.™ The stress of being beaten down is in both cases

followed by renewal, and the Regurrection is seen as thé ultimate release
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in which the body is shed and the goul burats free into immortal
splendor:
.. World's wildfire, leave but ash: - Cov (
In a flash, at a trumpet crash,
. Y am all at once what Christ is, since he was what I am, and
This Jack, joke, poor potsherd, patch, matchwood. immortal diamond,
- 18 tmmortal dla.mon&. {105. 106) :

The expenants justtmcad area cf course archetypal thay point back
into the hnmemoﬂai traditionl of mythology to the death«rebirth patterns
which depict thb débceﬁz into Hades as the way to renewal of life (see

'Maud Bodkin, Archetypal Patterns in Poetry, chapter 2). This same

archetype is apparent in the central paradox of Christianity, that by

éeath man attaing new life. That paradox reaches its most concentrated
expression in the Fasslon, Crucifixjon, and 'Raanr:‘rectlon of Christ, whose
cutteri‘ng. of course, was both ph&nical and spiritual. A tracing of
exponents shows that Hopkins wase &eeply involved in the problem of
suffering, which since the time of the writing of the Book of Job has

been a central fssue in literature and which stands, I believe, more than

has been reéagtﬁzed. in a central position in the poetry of Gerard Hopking.

m.

The Notes to the third edition of Hopkins' Pnéml tan us that " The

Soldier' (1885) was inspired by the Ignatian analogy between "a great
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tamporal king and the epiritual Xing, Christ" (286). The Jesuit order
wasg of course founded by a military man, St. Ignatius of Loyols, who

viewed Christ as the leadey of the Christlan army. In the Second Week

of Spirltual Exercises the Jesuit novitiate meditates upon this:

"My will {a to conquer the whole land of the infidels:

therefore whoever shall wish to come with me must be

content to eat ae I d¢y and s0 to drink and dress, etc., as

1do. Inlike manner he must labour as I do by day, and

 watch at night, etc,, 80 that in like manner afterwards he

may share with me {n the victory. « « +" So Christ says to

svery man: "My will {s to conquer the whole world and all

mine enemies, and so to enter into the glory of my Father."™

- (286+287)
The idea of suffering is more succinctly expressed in Second Timothy,
L 3: "Thou therefore endure hardahips, as a good soldier of Jesus
Christ." And the faithful goldier who endures will then be admitted into
“the glory of my Father."

With the Ignatian tradition, as well ag the more anctent tradition of
the Church Militant and Christ as soldier, behind him, it {8 not surprising
that military imagoery should appear as a motif in Hopkins' poetry. Its
first significant appcarancer is in "The Windhover'4 with the martial

allusions implied by "chevalier."® From this beginning, the military

4The appear&nce may actually have been later than 1877, Cf. p. 46.

5 Marshall McLuhan develops thie idea in a curious way in his article
reprinted in Gerard Manley Hopkina by the Kenyon Critics. :
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motif picks up, hook-and-eye fashion, other motifs that combine with
it to form a comple:x pattern. The other motifs are built around images
and tdeas of war and conflict, peace, endurance, and patience. The
pattern smerges fully in the curtal sonnet "Peace” of 1879:
Whon will you ever, Peace, wild wooddovs, shy wings shut,
Your round me roaming end, and under be my boughs?
When, when, Peice, will you, Peace? Il not play hypocrite
‘To own my heart: Iyleld you do come sometimes; but
That plecemeal psace {s poor peace. What pue peace allows
Alarms of wars, the daunting waras, the death of §t?
O surely, reaving Peace, my Lord should leave in lieu
Some good! And so he does leave Patience exquisite,
That plumes to Paace thereafter. And when Peace here does
house
© He comes with work to do, he docs not come to coo,
| Re comes to brood and alt. {85)
| The npoakar ot this poam finds ﬂwt peace comes infrequently and that
be should be contonted with patience. whlch wil “plume to peaco. " Yet
the poem ends on & ltrange uoto. aaying that when peacc don come, it
comes “with work to do“ and “to brood and ait. * 1 see no reason to believe
tbat the absence of peace in the apoakcr is the result of a conmct between
hiu sonees and his spirm Rather~«and I believe evidence in the later
poems will support thig~«the stress and conflict experienced by him are
entirely within the world of hia epirit.
Martial motifs appear obliquely in "Andromeda” (84) in which
Andromeda (the Church) waits " All while hoy patiance; morseled into

pange, / Mounts" for Pergeus (Chriet) to slay the dragon of anti-Christ. (277)
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The treatment ls direct again in Y The Soldier, " a late poem
composged in 1835:

- Magk Christ our King,  He knows war, served this soldiering
through;
- He of all can resve a rope best, There he bides in bliss

Now, and s@eing somewhére some mén do all that man can do,

For love he leans forth, needs his neck must fall on, kise,

And ery 'O Christ-done deod! So God-made~flesh does too:

Wue X come o'er again' criea Chriat it uhcmd be this'. (99)

No more uxpllcit statoment of hia thema could be exgected from Hopkins.
Heu Chriats king and toldier. who "krmn war' and “aarved this
mtaiarmg thmugh" and now ''bides in bliss, " gives his blaning to any
man who wm "do all that man can do" in the service of God.

Man's samiering must then parallal that of Christ if he istodo a
"Chriat-éaaa deed." It ig important to remembsr here that Christ's
conmct was not hetween his soul and hiu senses, becauss he rejected
woﬂdly thinga in the Tempmticm. Christ’a struggle wae spirituai, the

. "trightful aweat“ ot Gathaamene: it was gtvan harrowing expregsion in
the cry irom the crou. "My God. why haat %I‘hou £orsaken ma!" 'I‘he
phyuical auftcriag which Christ andurod was actua! pain. not & deninl
of actlva phnlcal plcaaure. and tho phyaical auffe*lng wag only incie

, dental besida thc all-tmportaut struggle againlt the doubt that grew out

ot hia mifering.

That the opeaker of "The Soldier" is tmdergoing a paranel experlence

i h'npllelt wlth!n the paam itaelf, Biographical material aupports this,
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- for we know that In his last years Hopking was doing "all that man can do"

to succeed in his religious vocation as a Jesuit, but suffering intense

feolings of frustration and failure {seo Fick's Gerard Manley Hopkins,

Priest &nd Poot, r;haptar Vi), But it te not ’nuceaaaty to go cutalde the

poetry itself to find the nature of his stmgglo. ‘His frustration arose
not, as many critice beliave, out of his denying himaelf poetry--tor we
have hie poetry from that period-enoy, as others belleve, from his conflict:
with merotricious beauty, for we have geen how he conquered that temp-
“tation, {(His next poem after *The Soldier! explicitly states "Not, I'1
not, carrion comfort, Despair, not feed on thee.") His struggle is
gpiritual, and like the goud soldier, he will continue to endure and not
cery "I can no more.” Tho exact nature of the etruggle ts explicitly
stated in the next poem:
O the mind, mind has mountains; ciiifs of fall
Frightful, eheer, novman-fathomed. Hold them cheap
May who ne'er hung there. Nor does long our small
Durance deal with that steep or deep. Herel creep,
- Wreteh, under a comfort serves in & whirlwind: all
Life death does end and each day dies with sleep. (100)
The war, then, is between himgelf and doubt, or despair. This poem is
from the period of 1885, and he is now learning the real meaning of "Thou
therefore endure hardships, as a good soldier of Jesus Christ.™ And in
a climactic moment of agonizing doubt he cries, with a sound that {s much

Iike that of Christ's cry on the cross, "1 wretch luy wrestling with {my

God!) my God. " (100)
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He remains the good soldier, though, for in that same year he
remembers that one of the qualities of endurance is patience, and he
writes

Patience, hard thing! the hard thing but to pray, -

But bid for, Patience is! Patience who aska

Wants war, wants wounds; weary his times, his tasks;

To do without, take tosses, and obey. (102)

The martial motif, woven out of a patterh of imagery and ideas in-
volving soldiery, war, conflict (even wrestling), endurance, and patience,

ia one exponent of a more inclusive motif of suffering that runs throughout

Hopkins' poetry. Let us trace the déveIOpment of those exponents.

v

Quoting from Philip Henderson's The Poet and Society, Maurice
Charney writes the following passage.

"Hig [ Hopkins' ] sensuality, constantly inhibited, gave

rise in his poems to recurrent images of mutilation. "

This is the result of Freudian readings and hunting out

sado-masochistic tendencies.

Charney's remark indicates the kind of physical, sensual emphasis that

~ hag been given to Hopkins' work, which does contain 2 great many

61 A Bibliographical Study of Hopkins Criticism, 19131949, v
Thought, 25 (1950), p. 307.
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references to suffering. But the suffering, Ibelieve, is more spiritual
than physical or "psychological" in the Freudian sense; and it grows
more intense, becomes more prominent, in the later poems. The
references to suffering are exponents of what Soren Kierkegaard calls

"dread''~+the existential dread which even Christ felt, and which comes

of facing the awful possibilities posed by a wavering faith:’

If a man were 2 beast or an angel, he would not be able to
be in dread. Since he is a synthesis he can be in dread, and the
greater the dread, the greater the man. This, however, is not
affirmed in the sense in which men commonly understand dread,
as related to something outside a man, but in the sense that man
himuelf produces dread. Only in thib sense can we interpret the
passage where it is said of Christ that he was in dread (aengstes)
even unto death, and the place also where he says to Judas, "What
thou doest, do quickly.!" Not even the terrible word upon which
even Luther dreaded to preach, "My God, my God, why hast thou:
forsaken me?''~~not even this expresses suffering so strongly.
For this word indicates a situation in which Christ actually is;
the former sayings indicate a relation to a situation which is not
yet actual, 8

But this dread is actually a stage of the progression into real faith:

"Then dread enters into his soul and searches it thoroughly, constraining

71 am not suggesting, of course, that Hopkins was influenced by
Kierkegaard, who lived from 1813 to 1855, and whose work may not
have been translated into English during Hopkinsg' life, or otherwise
known to him. But then dread was not introduced into the world by
Kierkegaard; he only philosophized about it,

81Dread As a Saving Experience by Means of Faith, " in A Casebook
on Existentialism, ed. William V. Spanos (New York, 1966), p. 252.
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out of him all the finite and petty, and leading him hence whither he would
0."?  Dread is analogous to the Passion and Crucifixion, and ie fol-

lowed by the bliss of union with God~-and our archetypal death-rebirth
metap‘xor a.ppears againl And once again, we gee that Hopkins was -
aware of the _death-rebirth pattern by the time of ''The Deutschland, " for
he says in thé first stanza, FI

Thou hast bound bones and véins in me,

fastened me flesh, -

And after it almost unmade. whac with dread. (51)

And he apeaks of " "'hou. ma.atering me“ (51) and «ays t}-'at he fel!:
The sweep a.nd hurl of thee trod
Hard. down with horror of height:
And the midriff astrain with leaning of, laced with-
fu-e of atress. (52) ’ :

And he prays. "Of the goapel proffer; a presSure. a principle, Christ's
gife! (5 2}. In another stanza he speaks of the nun who is suffering before
the moment of death ""With the gnarls of the nails in thee, niche of the
lance'" (59)‘3 ‘and after her death she aitains paradise, which she gained -
by way of her suifering: ''Well, ghe has thee for the pain, for the /
Patience; but pity of the rest of them" (61).

In the same poem he gpeaks to the God who is ""‘ather a.nd fondler

 of the heart thou hast wrung" and asks him to "Wrmg thy rebel. dogged

mid., p. 255.
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in den, / Man's malice, with wrecklng' and storm. . . » / With an anvil
ding / And with fire in him forge thy will" (54). This imagery recalls
to my mind a poem by snother famous religious poet who in many ways
presents atriking similarities to Hopking, not the least of which was his
youthful uﬁaua!iém and his mature rejectim of iehuualiéy in favor of
spirituality. I mean John-boﬁne. who wrote

Batter my heart, three<personed God; for you
Ag yet but knock, breathe, shine, and seek to mend;
That I may rise and atand, o'erthrow me, and bend
Your force, to break, blow, burn, and make me new.
I, like an usurped town, to another due,
Labor to admit you, but oh, to no end,
Reason, your viceroy in me, me should defend,
But is captived, and proves weak or untrue.
Yot dearly I love you, and would be loved fain,
 But am betrothed unto your enemy:
Divorce me, untie, or break that knot agals,
Take me to yon, imprison me, for¥
Except you enthrall me, nevar shall be free.
Nor ever chaste, except you ravigsh me,

Dcnno.’ too, asks God to beat him down in order that he may be saved.
(An interesting incidental is the military and "blackemith" {magery
employed by both poets. )

If Hopkins beseeches God to let him suffer in the early poems of
1875~1877, the later poems show him crying out the agony of his suffering.
| In "Spelt from Sibyl's Leaves' (1834) he speaks of himself as on
a rack

Whore, selfwrung, selfstrung, sheathe- and shelterless,
thoughts against thoughts in groans grind, (98)
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In "Carrlon Comfort" (1885) Christ is “the hero whose heaven-handling
fluﬁg me, foot trod / Me" {100); and the sama poem becomes an agonized
_attempt to describe his suffering:

But ah, but O thou terrible, why wouldst thou rude on me
Thy ming-—warm right foot rock? lay a nonllmb againat me?
S scan
With darksome dwourlng eyes my brulaéd bones? and fan.
- Q {n turns of tempest, me heaped there; me frantic to avoid
thee and flea? (99)

The nm poem (untitlcd) cr!es out for relief. saying that his suffering

in "past grief"' .
Na warst. there s nunee Pitched past pitch of grief,
More pangs will, schooled at forepangs, wilder wring,
Comforter, where, where is your comforting?
Marv. mother of ug, where is your relief? (100)

and eontinuaa wlth

My cries heave, herds<long; huddle ln a main, a chief~
. woe, world«gorrow; on an age~old anvil wince and sing~~

Then lull, then leave off. Fury had shrieked 'No linge
- eringl Let me be fell: force I must be briof'. (100)

The sestet of this sonnet shows his draad, and his awareness {with which
KRierkegaard would agrce) that many have never experienced it
. Oh the mind, mind has mountaing; cliffs of fall
Feightful, sheer, no~man-fathomed, Hold them cheap
- May who ne'er hung there. Nor does long our small
- Durance deal with that steep or deep. Here! creep,
- Wretch, under a comfort gerves in 2 whirlwind: all
Life death does end and each day dies with aleep.
A subgequent sonnet addressed to "Patience" shows that in spite of his

suffering and dread he will maintain his will to believe. and that he feels
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God ordaine his suifering and that it has a purposet
We hear our hearte grate on themselves: it kills
To brulse them dearer. Yet the rebellious wills
- Of us we do bid God bend to him even so, {102)

‘Relief seems finally to have come in “That Nature is a Heraclitean
Fire and of the comfort of the Resurrection, " dated 1889, the year of
his death. The poem bints that he may have passed through the stage
of dread, but nnal release, 28 we have noted before, 1a bound up with
phyaicai death. : |

Enough! the Resurrection,
A haart‘a-clarion! Away gr!et‘a gasping, joyleu days.
-dejection,
Acrogs my foundering deck shone
A beacon, an eternal beam. Flesh fade, &nd mortal trash
Fall to the residuary worm; world's wildfire, leave but ash:
“In & flash, at a trumpet crash,
1 am all at once what Cheist ie, eince he was what 1 am, and
This Jack, joke, poor potsherd, patch, matchwood, immortal
diamond,
k {immoxrtal diamtmd {105-106)
This panago nuggesto that the metaphorical journey through Hades has
been cmnp!cted. or at least that light is visible at the end of the dark
tunnel leading upward, A slightly different perspective on the same
archctype is obtained by invoking a different myth--that of Oedipus
who han! to be purified by :ufferiug; and who becauae of his suffering
was {nitiated into the heavenly mysteries in the Sacred Grove at
Collonus.

The death~rebirth archetype has thus been completed. It may be
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summarized as followa: it began in 1875 with "The Wreck of the .
Deuvtschland” in which he expresgsed hig awareneass of the nscassity of
suffering, but the poema of 1875+1877 show him to be relatively free
of spiritual dread. DBy 18541885 guch poems ae "Spelt from Sibyl's
Leaves' and "Carrion Comfort” show that the poet had descended into
spirituzl despair, which is given agonized exprasaion also in sonnets
6569, cmpoae& mozt 1ikely in 1885, The final atage of the pattern
i hm:n%d ln "That Nature ¥ a Heraclitean Fire ai:d of the comfort of
the Resurrection, ' composed in 1389, the year of his death. The poem
, mxggesté that the poset Las attained. a new vision ond a new hspp!naan.
¥, however, in Hopking' view, the pattern was not to be completed until
his ncmal physical death, then of courge we have i:o recozxd of thét in
his poetry’.v ‘But s}m vdc have an indicatlm in his dylng wo‘rda.v which he
is nald ﬁ: haw -repeated three times: "1 am so happy. I am so happy.

1am so happy.”



CHAPTER 1

- LANGUAGE AND SYNTAX AS ANALOQUES

~ OF THE DEATH-REBIRTH ARCHETYPE

Weo bave seen that the noutent of Hopkius’ poems exprenes the
stresa and release phaaes of the death-rabirth erchetype. It would
come ap no surpriee if the form also expresses these phases, tor
most of us would agree with the critic who writes,

The great poete manipulate the rhythms of their

language to express the rhythm of the object of which

they speak or to express the rhythmg they feel within

themselves as their responss to those objects, or to

do both. !

In examining Hopkine' poetic language we poe that atress is realized

by what Hopkins called "sprung rhythm, "

Irobert Boyle, Metaphor in Hopkins (Chapel Hill, 1961).
P xiit,

32
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in the Freface to his poems, Honkins wrote that he considered his
poems to be written éither in "running rhythm' or in “sprung rhythm,"
and occasionully in a combination of the twa. Running rhythme=which
is esseatially any coutinued xaetric pattern with 8 {ixed number of
syllables in each foot, such as iamba--may be “counterpointed" by
placing two or more raeversed feet (for example, .trochees in an iambic
metrs) in a single line. The reversed feet cause new rhythms to be

mounted upon the old, and set up new metric patierns (45). An example .

of running rhythm would be
X ‘x )x /
Elected Sdence. sing to mo
‘ X R L 4

And &/eai upon my whorled ear (31);

and an example of counterpointed rhythm would be

Selox |ox | x /
Geu;ratiom hava trod. have trod. have trod (66)

Even with a prosody utilising a fixed number of syllables in each foot,
then, Hopkins was {nterested in setting together two forces, one force
con:inuitig the basic metric pattern, another force attempting to impose
a new pattern upon it. The result of thése two forces working within a
 passage is an internal stress caused by the ome rhythm etriving to dominate
the other. |

Mora subtle and complicated s sprung rhythm, wﬁleh may be

measured by feet of {rom one to four syllables, and '"for particular
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effects’’ any number of weak syllables. There may be nixy number of
unaccented sylisbles, or none, between stresses, and a foot is always
assumed to begin on a stress; thus, if two stresses are juxtaposed, two
feet are created, the {irst of which is monosyllabic. Morecover, 21l feet
are considered to be equally long or strong, their seeming inequality
being made up by pause and/or stress. Hence there can be no reveraing
of feot, and sprung rhythm cannot be counterpointed (47~48). An
example of sprung rhythm f{rom Hopkins' own notes is this passage
from "The Windiover':

x: v 7 X /R 7 /oA s

I caught this morning morMng‘ s minion, king

x 7 x
dom of dayhght's dauphin. dapple-dawncdrawn Falgom
x X 7 X
in his riding
X X py 4 X [/ x 4 X x x 7/ X

Of the rqlijng level underneath him steady air, and

B .

atridlng. {266)

In the same preface to his poems, Hopkins made several analogies
between his verse and music:

« « « for purposes of scanning it {s a great convenience

to follow the example of music and take the stress alwayas

first, as the accent or the chief accent always comes first

in & musical bar. {45)

[ a license of }cprnng rhythm 7 is rests, as in music; . . .

[ and one of tho marke used is 7 what in music are called

pauses /\ ; to shew that the syllable should be dwelt
on., {48)
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From thase statements, some critics have concluded that Hopking
was striving to form a ctress pattern that would correspond to the
rhythmic beat in muslc which occurs at regular time Intervals and
marks the beginning‘ of 2 new musical bar or ‘Ioot.‘ Qne é:it!c belleves
that Hopking' stress patterns can be indicated by means of musical

notation, a# in the following exampla:

. + . thoughts against thoights In gréana gri/nd.
JoF 4 | 7|

He remarks, however, that there is a conflict between musical rhythm
and speech nccent, ag his accent marks indicata. 2

I we view Hopk!né’ présbdy ’as esaentially musical, says Harold
Whitehall, 'tﬁen}iwﬁkms was creating sound-pattern poetcy and it muet
be read with ﬂéund-pattern stresses and not, as is usual with English
literature, with aither metrical or with sense stress. > He further
obgerves that‘ the mnéical view would help to explain two of the most
| distinctive characteristice of Hopkins' language: first, the twisted syntax

wag an attempt to order the musical elements of a line; and second, his

Zmid, 4 pp. xiil=xiv, For two somewhat different discussions of
 Hopking' use of musical time in his verse, see Walter J. Ong's
"Sprang Rhythm and English Tradition" in Twentieth Century Views,
pp. 151-159; and also Harold Whitehall's “Sprung Rhythm' in The
Kenyon Critico, pps 28-54, asp. p. 36, )

3wnitehall, pp. 30-31,
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compound worde were atteropts to creste paiterns that would continue
the musical thming undexlying the words by mesans of strese and juncture,
* the equivalents of beate am& pauses in music. 4
Note that if Hopkins' poems are viewed as siructures of sound

patterns bawed on mueical analogies, then lines such as the following

Mgrgérét. fre you gr{eﬁr.lng‘v

éver goldengrove unleaving?

Leéves, iﬁto the kthing: of mm ydu\

Wﬁh your fresh thoughts care for, can you? (88)
create stréss on at least three lovels by thwarting the ?eg&et'n citpec-
tations haaad on the normal flow of the Eugliéh language: 1) the syntax
is mmhed out of its normal order {'you I»With your f;-eah thoughts
care fore can you?"j; g} gense~atreas or regular metrical strese is
roplach by stresses chosen and marked by the author {("Leaves, 1ike
the thtﬁgﬁ of &xén. you''); and 3} aynabie iength is qualitativaly altered
by the introducti:m of such phenomena as t’our-synable teat ("goldengrwe
un'leavrng"} and pauaen &zhich he createa by junctures baaed on aﬂlter-

atim. as ln “Leavaa. m:e e 5'), whlch either speed up or slow down

| ‘ibid,u Pe 53*_.' 4
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syilables. Thus tho language resists the syntactical, quantitative, and
qualitative characteristica we have come to expect from English. Thie
resistance is certainly too camélax aud obvious to be accidental, and
one can speculate that Hopkine was cmcloud# employlng it a8 an analogue

of stress, -

it is not uéconuary. of course, to view sprung rhythm as based
strictly on a musical analégy. At least one critic feels that Hopkins did
not intend & ‘mustcai analogy, and that he in fact had not clarified his own
- prosodic theories, go that whue he ?perhépd understood what effect he
was after, ha wait ‘;‘m;abie tt’}'d.#ncrv_ih’,_é: the means by which he could
#ch!ava it. 5 Moreover, it is pauiblo that he may:'nevér have fully
mastered the ;ﬁuanu. of achlwing i, Hopkim insisted ‘that his verse be

read aloud the way he heard it, ® which indicates that he could nottransler

51%11 F. Baun, "8pmng Rhythm " PMLA {Sept., 1959), pp. 418-425,

"“Indaed when, on aomebody returning me the Eurydice, I opened
and read some lines, as one commonly reads whether prose or verse,
with the eyes, so to say, only, it struck me aghaet with a kind of raw
nakedness and unmitigated violence I was unprepared for: but take breath
and read it with the ears, as I always wish to be read, and my verse
A becomes all right. " (240-341}

“You [ Bridges ] were »right to !e:wa out the marks: they were not
congiatent {for one thing, and are always offensive, 5till there must be
some, Either I must invent a notation applied throughout as in music or
elae I muat only mark where the reader is likely to mistake, and for the
present that is what I shall do.* (235)
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the rhythia he heard to the words ho wrota, So his explanation of
sprung rhythm 1s a feilure, and Y. . . Sprung Rhythrs is not a form of
verse;, to be scanncd by feet, but a form of Proge Rhythim not amenable
to scansion and therefore not to be explained as vcracq"?

‘Baum reaches hig point of view after a eareful consideration of
Hopking' own contradictory stutements about his prosody and Lis state~
ment that aprung rhytbhm was "the rhythm of commmon gpeach ard of writ.
ten proase" (49). F::xm Baum's point of view, there is no syatematic
basts, musical or metrical, for Hspking' shytiuns, and all he really
did was to force the rixythma of prose iato poetic lineg. Hopkina' lines
(orga on. "obiwioun to aa,ja.mbcment in the uaual same" and this practice,
toa. Hopkins employed with no appamnt basis in tradition. 8

speaking of "Carrion Gomfort, " Bawn says,

In a word, the sonaot {6 not metrical enough to be heard as

vorse, and it is too rough to be felt as good prose. It has,

properly speaking, no rhythm at all, « « . And yet the sonnet

is quite perfact in itz way, because the langusge both in syntax

and in imagery reproduces the torment and agony which Hopking

had to express. . . . If one may risk 2 definition: "Sprung

Rhythm" is the name Hopkins gave to his own blend of the freedom
of proso and the ordercd patterus of verase. ,

"Baum, p. 424,
81uid.
 bida, pp. 424-425,
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The {den of the fraedom of proge belng regirizted by the ordered
verse pattern of "Carrion Comifort” a ustrated in detail by Baumy,
who concludes that "', . + if the gonnet were printed as proge, one would
hardly suspect it of boing meant as verge, nor would one read It a3 rhythmic
or flowing prose. The matrical runs, conzecutive recognizabdble 'feet,!
are Yeas noticenble than one finds in erdinary proge.® 10
. To see the strained effect of prose forced {nte verse form, we need
only laok to the firnt eight iines of "The Windhover,!!
1 caught this morning morning's minion, king«
dom of daylight's dauphin, dapple~dawnedrawn Falcon,
- inhis riding
Of tho rolling level umﬁerneath him steady air, and atriding
High thare, how he rung upon the rein of 2 wimpling wing '
In his ecetapy! then off, off forth on swing,
Ag a skate's heel sweeps smooth on a bowsbend: the
hurl and gliding
Febufled the big wind., My heart in hidiag
Stirrved for s bird, ~«the achieve of, the mastery of the
 thing? {(69) o
We notice at once the forcing of lines into poatic ccnfigurationa by ending
Mne ! in the middie of a word (“kmg-“). whick causes line 2 to begin in
the middle of a wordwcertaiu!y not enjambement in the usual gense, 2s
{t destroys not only the grammatical autonomy of iines, but alsoof &

word as well. Lines 2-6 employ enjambament fn the usual cexme; further

0mid,, p. 424.
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distorting the traditional sonnet syntax which provides at least a greater
colncidence of syntactical construction with versge construction. Lines
1=8 contain only two sentences, and sentence tarmln_atlon and line
termination caincido only once, at the end of line 8, Thia fact, éombtned
with the fact that there are no set number of syllables to a foot, gives
the impression that the verse linos are made aimply by boz;ding prose
sentences into a sonnet configuration. A sense of the difficulty of this
achievement is conveyed by the difficulty of the single-rhyme scheme,
the a rhymes being masculine and the b rhymes being feminine, but both |
being ing sounda! This further breaks down the sense of metrical
regularity and contributes to the effect of a linear force being bent and
forced into an intricate configuration.

The language thus exemplifies-~and conveys««the eame kind of straas
that is created when a linear strip of spring steel is colled and placed
inside a small container. The effect, as Baum says, is that it "reproduces
the torment and agony which Hopking had to express. "

If Hopking intended the tortured language to be a metaphor of the
stregs phase of the death-robirth pattern, then we ihou!d expect the
language at the end of the poema to soften, to express some sort of
release or peace to correspond with the rebirth phase. This {a what
often does happen. The images of building tension in "God's Grandeur*

are glven release in the quiet final lines, "the Holy Ghost over the bent/
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Vorld broods with ‘wa.rm bréant anrl‘with aht briglit winge. " ‘Tha alm#ét |
hyatm-ica! languaga of " The Starlight Night" ends vmh "Christ and his
mcther and all his hallowa. " T!m strese and hurling o!' "The Windhover"
ends with the soft image of embers which "Fall, gall thamulvee. and
gaﬁh édd-véfmﬂ!ioﬁ. " tﬁe gold and vemmiaﬁ beiﬁg afx ‘implie;l roference,
almmt explicit, to the Resurracticm ltaelt. “Pied Beauty" endl ona
aingularly (for Hopkins) quiet noto‘ "Praine him.*" "Hurrshing in Harvast"
has the upaakar almoat Elying off tha earth with the r!sing language of
"And hurle for htm. O half hurls earth for him off under his fe&t. "

Some of thé poems which express tension éo not end quietly., ‘'Spelt
from 8&6?1‘5 Lenvea. " '5'1'119 8016101-. o 'and “C‘-arrlo:i Comfort, " ail sonnets
ax;v)revningv unrelisved agony, are éxamples. Some of the last sonnets,
baginnihg with nuinber 65, resume the quiet eading.; and of cﬁux-na “Mt
Katiu-a hv a ﬁeraclltean Fire," tﬁough it does not end "'quietly, " does
follow ;ortured language with a direct reference to t&e Resurrection and
;mdu with tize image of "Immourtal diamond." The hﬁg\»ge of many of
the poems, then, in terma:bf its syntactical stress and release paitern.

is itself a metaphor of the death«rebirth érchetype.



' CHAPTER IV

CONCLUSIONS

Some conclusions may be drawn from the evidence preéante&. but
 they need first to be put in relte!.-‘ One of the baaeé of my thnﬁ is that
Hopking was not 8o emphatically sensual as the current vievi would have
him, By this Ido not contend that Hopkins was never a eensualist, or
even that his later works are free of sensualism. The lines of his 1889
sonnet (number 74)' that réad"‘birda built-«but not I bulld; no, ‘bu.t
strain, / Time's eunuch, and not breed one work that ivake." can be
cited ae an indication that even in his lant years Hopkins suffered aexﬁal
frustration. But it would seem exceedingly strange if he were not ‘uaxually
frustrated, and to witch«hunt for aymbbla of _repreaied sexuality and
frustrated sensualism is to lose sight of far more important aspects of
Hopkina' work. k is to aasﬁme the view that the only significance of the
Crucifixion is that it was a token physical death, The physical death is

aignmcanﬁ but of far greater significance was the spiritual agany of

42
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Gethaemens, the agony of “CGod become man" in the truest sense of the
word. Ard so u ia, with Hopkins: his sensual nature is clearly apparent
in his poetry, but, like Christ's physical death, it s only a corollary to
& more !mporm spiritual action. The real action, like Aristotle's
concept of action in the drama, has uignmcance abave and beyond the
mere pﬁyaical action on‘tho stage, | |

Againtlt”’thia baekgrmuii I have drawn two conclusions: the f&at {s
that Hopkins, in one period of hié iife, had {for a Cathollc priest) striking
similarities td what Kierkegaard called a Christian existentialist; the |
sacond ig that Hopking' work contains péttarnu of stress and relense
similar to the duﬁ:»rcblﬂh atéhutypa.

The fact that Hopkins a#pariencad suffering has long been recognised.
Most writers, such as Willlam Empaon, suggest that his suffering was
the result of frustrated sensuality, of belng "strung to duty and strained
to beauty." I hope that I have presented a convincing argumaﬁt to show
that the conflict arising out of his attraction to physical beauty was resolved
by Hopkins midway in his mature period. Other writers, notably Catholics,
contend that Hopkina® suffering was the result of physical strains brought
about by his zeal for work, combined with the frustration of his poetic

| impﬁlla. {See Immortal Di&mond, pp. 175-191, esp. p. 177.) Again it

seems to me that the source of suffering as recorded {n his poetry was not
physical; and it seems complately illogical that a frustrated postic impulse
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should be revealed by a respectable posetic output,

' Few critics have dealt with the nature of Hopkfm' spiritual suffering,
and John Pick and W, H, Gardner are the only ones to consider it in depth,
Says Gardner, | - B

Now Hopkins's 'desolation' wae the aridity, pr@teut. robeniduhnbaa.
terror, resignation, self-pity, quasi-cynicism, self-reproach, self-
disgust and renewed self-dedication of the juat man of declared faith
who felt that he had been deserted by his God and could not ba sure
Why. + o ~
It {e convenient to sum up Gardner's paragraph by caylng that Hopklhs
experienced existential dread. I do not wish to make an issue out of
Hopkina' affinities with existentialism fn the sense of making a formal
comparisons but fathar to us@y‘e#htentinlism. with its emphasis on the "
necesaity of dread, as a c&nvenient reference by which to trace th§ develop-
ment of Hopking' suffering that seems to have begun before “The Wreck
of the Deutschland" was composed, ‘i‘o'apiak of anyone as an
existentialist raises problems, because as William Spands notes in

his book A Casebook on Existentialism, "there are as many definitions

of existenuallim as theras are existentialists,® but 1 hope there can be
agrsement that dread in the face of ultln:iatq reality is a central aspaci
of existentialigm, and that thu evidence pranentcd shows that Hopkiua

| experianeoﬁ that dyread, |

A cecond conclusion is that Hopkins' work embodiu archetypes of

the death«ublrth pattern, ‘There is strong indication that the language

1w, H. Gardner, Gerard Manley Hopkins (1844 ~1889) (New Ha
1949), Vol. 2, p. 330. ( vem
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and structure of the individual poems are a@ogue: of that pattern.
Théra’ is algo evidence that the pattern exists in tedividusal poems
in such imagu as that of a gloe buutlng under presi&ro. that of an
ember breaking open to reveal light, that of the soul bursting free of
"mortal trash, " and ather: cited in the text, Hopkins scems to have
boon awm of thu nlgnmcance of the doathcrab!rth uper!ence in the
1ife of & Christian as early as the timo o! “Tha Deutnchland, " the firu
poam of his mature period, when he prayed "Wring thy rebel. dogged
in den, / Man's malice."

This 1eads to a consideration of the third lavel of the archetypal
pattern, and that {s the arc described by the progression of his spiritual
stages over Hiu yq;fi;ﬁml_ recorded, of course, in his poetry. That arc
begins with an initiﬁ; \iwarcneu of (porhppi even & longing after) purifi-
cation by at:en: proceeds on a descent lnto dee; spiritual suffering; and,
at the end of his career, airangly hinte of an sscent into divine tranquil!ty,
It is tixa arc described by Dante's journey into vPa.radiae. which began .
with the descent nto Hell. It 1s a pattern deeply embedded in the Christian
religion in & myriad of symbols, and one which, as #a noted earlier,
oxtends back through Virgil, Sophocles, and Homer into the ancient
~ traditions of mythology.

The death-rebirth archetype Qndor!leﬂ Hopking' poetry at seversl

levels and is one of the reasons, i believe, that so many readers ﬁnd_ his
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poetry so compeiling. It is the underlying structure of "Thb vwmdhover. "o
that poem which defies satisfactory exeguis at the literal level, for the
word YBuckie!" cannot be satinfactorily sxplicated; but behind the puze
sling facade of words one feels a moment of stress builé to & climax, a
| sudden releane at the word “Buckle!"” and a resplendent rebirth in the
fare-reaching echoes of the wordéi"gald-v'ermﬂliom " This archetypal
movement is reinforced by the subsequent lmaguﬁ of stress and release
found {n the seatet.

}"'rhe Windhover, * which Hopkins consider_ed “the best thing I ever
wrote, " was, significantly, the poem that stayed longest in his mind,
| for Eugene R. August notes that the final version of the poem may not
have been composed uatil 1887 or 1839. 2 B was perhaps because of the
archetypal significance of the poem that it so long baunted him, and that
it so intereats modern critice. I may indeed represent not only his best
technical production, but also ébe best of his ea;_-ly period in its rich
sensual imagery and the best of his mature ﬁercaption- in its full reali.
gation of the archetypal pattern. Lika all of his poetry, becausa it is
Christian it i-. more than archetypal; and because it is archetypal it is

more than Christian.

, 21The Growth of 'The Windhover, ' PMLA, LXXXII (Octobcr.
l?&?’o P 465,



CHAPTER V

GUIDE TO RESEARCH

I: Bibliographical Materials

A neceasary guide to the study of Hopkins s the gracefully written

essay by John Pick in The Victorien Poets: A Guide to Ressarch, ed.

Frederick E, Faverty, pp. 196-227. Pick, 2 thorough scholar and one
of the two o» three leading authorities on Hopkins, discusses here |
bibliogzgphical materials, editicns sod selections, biographical .atudiu.
anr_l the hiatory of Hopkins criticism.

When Pick was writing his essay in 1956, he noted that the number
of critiques, articles, ossaye and books devoted to Hopkins "is now close
to a thousand, " and since that time Hopklm scholarship has continued
- apace, A conaeryative estimate of the mimber of titles now available
would be 1, 200-1, 300, and the number will undoubtedly be swelled by a

spate of reviews and critiques following tha recently published fourth

47
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edition of Hopkins' poems. To my knowledge, there i no recent biblio~
graphy of Hopkins criticiem, :fmngh there are three good ones that

extend iato the 1940's, These.gre in knmortal Diamond: Studies In

Gerard Manley Hopkine, ad.*. Norman Weyand, which la gonarallﬁv

regarded as rellable and complets through 1944; in “"Forty Years of .
Criticlam: A Chronological Check List of Criticism of the Works of
Garard Manley Hopkine from 1909 to 1949" {n Bulletin of Bibliography

{1950); and in " A Bibliographical Study of Hopking Criticiam, 1918+-1949"
(Thought, 195(’). by Maurice Charney. All of these are now available
in the University of Richmond library. The "Forty Years of Criticiam"
ie intended to be an complete as possible, and the Charney collection

is selective and annotated, listing one bundred entries.

" Some more up~to~-date selective bibliographies may be found in
recent books &bout Hopking, one of the more recent and ugeful being that
in the Twentieth Century Views series entitled Hopkins; ed. Geofirey
Hartman,

. The most complete gsource of Hopking criticiem from 1950 to the
present, and the bibliographical source for those years for this thesis,
15 the annual volumes of the PMLA.

A valuable gulde to the criticism of individual poems by title is

Poetry Explication, by Joseph M. Kunts.
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Ii: Blographical Studies

In his articla in The Victorian Poats, Plck states that “'no satige

factory blography of Hopkins oxists" at the present, though 2 two= - -
volume, definitive study is projected (p. 199). Noither volume has been
pixbltshed as of thig wriuﬁg‘

The firat biography of Hopking, by G. F. Leahey, appeared in 1930,

Titled Cerard Manloy Hopking, it is only 150 pages long and i consldered

inadequate and fragmentary. Ancther biography, by Eleanor Ruggles,
sppeared in 1944, Titled Gerard Manley Hopkins: A Life, it is con-

sidared to be facile and fictionalized. (Fick, ibid., pp. 199-200)
- Two spacial bYographical atudte#, of gome interest are Gerard

Manley Hopkins: Priest end Poet, by John Pick, and "'Gorard Manley

Hopkins and the Soclety of Josus, " by Martin C, Carrol, 8. J.s in Im-

mortal Diamond {ed, Norman Weyaasd], The most aseful brief biographies

are thogs by Austin Warren in Gerard Manley Hopking by the Kenyon

Critica, anti hy W, H. Qardner {n the intraductions to the third and fourth
sditionn of the Poomae {1948 and 1967). Alao some detailed but gcattered

material {s to be found in Gardner's two~volume study, Gerard Maanley

) Hozkiﬁ"
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HI: Surveys of Criticism

By far the best gurvey of Hopkins criticism is contained in John
Pick's article in The Victorian Poets. (The first half of the summary
of Hopkins criticiam in this thesgis i a distillation of that article. )

Another survey is contained in W, H, Gardner's Gerard Manley Hopkins,

and 2 more ugeful one ia found in "A Bibliographical Study of Hopkine
Criticism, 1918-1949, " by Maurice Charney (Thought, 1950). Also

useful i{s "Introduction: Poetry and Juetification, ' by Geoffrey Hartman
in his book entitled Hopkins. There is s!aé a doctoral dissertation atudy
of Hopkins criticism, "Gerard Manley Hopkins and the Critics, " by
Dorathy Eligabeth Hagman Parker {see DA, xxii, 263), which concludes

that the best Hopkins ceiticism is that dealing with “individual poems.*!
IV: Collections of Criticiem

A provocative collection of criticiem is Gerard Manley Hopkins by

the Kenyon Critics which contains some clagsic essays in Hopkins study,

Also of great interest {8 Immortal Diamond: Studies in Gerard Manley

Hopkins, ed. Norman Weyand, S. J., which is a thorough-going study
of Hoﬁkina from a Jesuit viewpoint (all the contributors are Jesuits),
The most recent collection s the Twentieth Century Views volume,

Hopkins, ed. Geoffrey Hartman. This book is helpful in revealing the
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extremely divergent views modern critics have taken toward Hopkins,
but that is aleo its weaknegs: it falls to give the reader a balanced,

middle-ground view of Hopkins* work.
Vi Language Studies

 Because Hopkins made use qf archaic ‘and.dlaloct words, and even

neologumn._a useful aid is Raymond V. Schjodar'a "An Interpretive

Glossary" in Immortal Diamond, ed. Norman Weyand. However, many
of Schoder's comments have now been superseded. More recent com«

ments on Hopkins' language can be fournd in the Explicator Cyclopedia

{Vol. 1), and in articles (too numerous to mention here) in The Explicator.

W. A, M. Peters’ book, Gerard Manley Hopkins, A Critical Easay

toward the Understanding of his Poetry, is valuable as a study of

Hopking® inscape and instress (though the book contains an tnaccurate

and unreliable bibliography). Discussion and examination of Hopking'

use of language will be found in just about every study of his work.
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