Boston University

OpenBU http://open.bu.edu
Boston University Theses & Dissertations Dissertations and Theses (pre-1964)
1936

Synaesthetic imagery in the poetry of
Amy Lowell and Edith Sitwell

https://hdl.handle.net/2144/18562
"Downloaded from OpenBU. Boston University's institutional repository."



BOSTON UNIVERSITY
GRADUATE SCHOOL
Thesis

SYNAESTHETIC IMAGERY
IN THE POETRY OF
AMY LOWELL AND EDITH SITWELL
by
Henry Chase Britton
(B.S., Boston University,College of Liberal Arts, 1934)
submitted in partial fulfilment of the

requirements for the degree of

Master of Arts

1936




I wish to express ny gratitude to Professor

George il.Sneath, first reader, and Professor Thomas R.'
Mather, second reader, both of the College of lilberal
Arts, for thelir suggestions and especially; for their
friendliness and encouragement. I wilsh to thank, also,
Professor Howard I. Kingsley, of the College of Prac-
tical Arts and Lstters, for hls kxindness in showing me
unpublished material on synaesthesia, and liiss Beatrice

MacCuspie for her aild in proof-reading.




I-
II.

III.

Iv,

VI.
ViI.

VIII.
IX.

TABLE OF CONTENTS

INTRODUCTICHN

SYNAESTHESIA p. 1
A. Definition P ©
B. Characteristics ps 3

PSEUDO-SYNAESTHESIA p. 10
A. Dofinition p. 11
B. Origins p- 15
1. Correspondences p. 15
2. Frae Assoclation p. 19
3« Concentration Ps 21
4. Nervous DIiiscorders p. 22

SYNAESTHETIC IMAGERY IN THE POETRY
OF AMY LOWELL p. 29
A. Differentiation of False and True
Synaesthetic Imagery pe. 30
B. Conclusion p. 3¢

SYNAESTHETIC I#AGERY IN THE POETRY
OF EDITH SITWELL p. 40
A. Differentiation of False and True
Synaesthetic Imagery pe 41
B. Conclusion p. 5€

SUMMARY p. 58

APPENDIX p. ia
A. Analysis of An 0l1d Woman Laments
In Spring-Time p. ia
B. Table: Number of Synaesthetic Images
in the Poetry of Amy Lowell

BIBLIOGRAPHY p. 1b
INDEX OF POEMS p. xvbh

p. ¥lviiia




Sa
.t N
i B
E il
E B
: ' e
4 i 8
H i :
I n
- W i
i e — I = o TN oL In T - - - - - e - S S
tE - - P
: !
h “
i b
I .u.

INTRODUCTION

s B et T e T

o




i e
S A T VT T T T T T e e T e e e e - . e ‘
T i e s S - (e

While reading Max Eastman's The Literary lind,I came

across the word "synaesthetice", which Eastman had used in char-

fﬂk. lacterizing Edith Sitwell's Aubade. About m month before this, I

had bought a second-hand copy of Amy Lowell's Pictures of the

Floating World, and so I remembered that some of her poems con-

tained imagery involving sense confusion. The developing of the
resulting comparison has opened the way to a phase of modern
poetry that is worth further study. é
Synaesthetic imagery in the French tradition(GautierE
Baudelaire, Rimbaud, Mallarme, Verlaine) has had considerable
influence on the poetry of Swinburne, John Gould Fletcher, Amy |
Lowell, Hart Crane, William Carlos Williams, and the three Sit-

wells. Synaesthetic 1lmagery 1n the English traditlion occurs of-

ten enough to repay investigation in the poetry of Shakespeare,
Milton, Poe, Shelley, Keats, Edna St. Vincent Millay, Sara Teas-
dale, and E.E.Cummings. Scattered examples are found in the po~ |
etry of nearly every writer. o
' The field of literary synaesthesia 1s comparatively
unexplored, and so most of the thesis 1s devoted to ground-work%
defining limits and developing techniques. It has seemed desir-i
able to be definitive about nearly every statement made, and so
there are more than the usual quotations, cross-references, and
foot-notes, although modifylng the Index has reduced the num- ;

»

ber.




i
i
’ i
H
h

«
-
179 ]
&=
o
-
L S 77 |
<
&
ul
e — — ey HAMS P — B

ey {




DEFINITION OF SYNAESTHESIA :

Synaesthesia (synesthesia) 1s a fixed 1diosyncratic

association between sense deta in dirferent modalitles or in the!

eame modality. By far the most common variety is chromaestheeia,i'
Ior stereotyped colored imagee induced by non-visual or by non-
'colcred visual stimuli. Users of hasheesh or mescal experience

phenomena similar to eynaeetheeia, but which, since the physio-

glogical effects of the druge are temporary, cannot be classed as

;;rue synaesthetlic imagery. Certain kinaesthetic reactions are |
%ot classed as synaesthetic because they are common to nearly al#
iof us. Most of ﬁe become iense when we hear the screech.cf chalk“
against a blackboard' and those who attend concerts are prcbably

aware of the little muecnlar movements they make occasionally

i

|
while listening to the mueic. There 1s a third claee of phenome-h

|
| b
na, . cclored thinking, which should be distinguished from true g
|
|

'synaesthesis. Miss Downey writes, " 'U’' 18 a blue letter for me,i

but I do not see 'u' as blue, I merely think it as ‘blue.“5 This

ie association on the thought or imaginal level - not, like true|

synaesthesia, on the sense level only. !

5
;<

1/ Chromaesthesia sometimes refers only to the most frequent ‘
variety of synaesthesia, colored hearing. Cf.Galton, Inguiriee‘
into Human PFaculty, pp. 106-107, for a chart of chrcmaeethetich

- images.

. 2/ Cf. Ell1s, Mescal,pp. 57-71; alsc Leuba, Psychology of Religﬁ

lous Mysticism, pp. 23-24. |
3/ Cf. Downey, Creative Imagination, p. 94.




CHARACTERISTICS OF SYNAESTHESIA

The material published in English about synaesthesla
;can be classified as:

1/ case studies, Thése comprise more than ninety |
per cent of the total material.

2/ summaries. These may be an abstract of a sin-

gle study, a review of all the studies published
during the previcus year, or a survey of the whole
f1eld.
3/ histories. A few case studies include a roughly,
chronological listing of some of the theories of |

the cause of synaesthesia.1

4/ statistical analyses of various groups to de-

termine the percentage of synaesthetics.

5/ E.L.Eelly's An experimental attempt to produce |

artificial chromaesthesia by ‘the technique of thei

conditlioned response.

6/ June Downej‘s Literary synesthesia, probably

|

| |
the first study of literary synaesthesia published
' 1

in English.?

1/ If Wellek's Synaesthesia in occidental antigp1t1 and the midf
dle ages lives up to its title, it should be translated into
! English. Cf. bibliography. ;
3 2/ There are scattered references to synaesthesia in a few books
of literary criticism written in the last few years. Cf. Max :
Eastman, The Literary Mind, p.18; Babette Deutsch, This Modern
Poetry, pp.131,214; Edith Rickert, New Methods for the Study of
Literature, p. 33.
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1

7/ occasional references to synaestheslia in scien-
I ‘ ;

E N tific books and articles.! E

‘!9’ The research 1in the fleld of synaesthesla has discovered several

!facts, but has not succeeded in fitting these facts into a sig-

L
i

!nlficant whole. Until a satisfactory explanation of synaesthesia
| -

has been achieved, the isolated facts must remain unpatterned.2

iﬁhe most adequate theory 1s that synaesthesia 1s the forming of
|
unusual fixed associations because of an obacure physlological

;set—up, probably inherited. The "obscure physiologlcal set-up”
has not yet been explained.

|

| |
| The data concerning synaesthesia consiste of a series
;of more or less unrelated statements. Some, like the following,

are well substantiated by numerous case studies:

t
i 1/ Synaesthesia originates in childhood or early
!
Eyout.h In one instance, colored hearing did not occur until the
|

girl was sixteen years old; but this 1s very unusual.

2/ Synaesthesia 1s much more common in childhood
than later in 1ife. Girls are more apt to be synaesthetic than
boys; artists,than non=artists. Mercanté says that synaesthesia
is the usual thing in chiidren between the ages of eight and
elghteen. He also claims that eighty per cent of all young girla‘E

1/ Synaesthesia is a factor in the study of dreams, sensation,

) | experimental aesthetics, and child psychology.

‘9 2/ There have been too many case studles. Read ten representa-
’ tive studies and then you will know approximately what all the

other studies contain. |
3/ Cf. G.M. Whipple, Two cases of synaesthesia, p.378. |




are synaesthetic. 1
!

Synaesthesla often disappears at adolescence or a?

li
senescencea. Lemaitre found evidence of chromaegthetic associatioq

in about twenty-five per cent of adolescents tested; but at the i
|
age of fifteen and sixteen, there was a fifty per cent decreaae.?
According to Wheeler, the frequency of synaesthesia in adults |

"has been found, under varying conditions of age and sex, to

ﬂ3

fange from nine per c¢ent to fifteen per cent. Wheeler's own

iestimate is the lowest, five per cent.4

3/ Synaesthetic assoclation originates abruptly , ﬁ
apparently without previcus conditioning.5

4/ Theoretically, 1t 1s possible to have synaes-

: 1
thetic association between any two senses, but only a few of theﬁ

.possible combinations have been report.ed.e Colored hearing is th&

[ i

i
e

1/ ¢f. R.H.Wheeler, The Synaesthesia of a Blind Subjeet, p.24.
Percentages vary according to how synaesthesia 1s defined by the
tester. Also, synaesthesia is more frequent in some localities
than in others. Percentages will vary, too, with the method of
testing. Questionnalires are not a satisfactory means of securing
percentages, for some synaesthetics do not realize that they are
synaesthetic until tested indivicdually. (Cf. Whipple, Twoc Cases
of Synaesthesia, p.389 ). o
57 cf. A.H.Plerce, Synaesthesia, p. 157.

3/ Cf. Wheeler, The Synaesthesia of a Blind Subject, p.32.

4/ Cf, Wheeler and Cutsforth, The Synassthesia of a Blind Sub- |
Ject with Comparative Data from an Asynaesthetic Blind Subject,;
Pe O . |
6/ Cf. op. ¢it., p.20; Downey, Creative Imagination, p. 103.

8/ Dunlap, in Elements of Scientific Psychology, p.42, lists the
following senses: taste, smell, sight, hearing, touch, pressure,
warmth, cold, tickle, vibration, pain, vertigo, movement (kine. |
; | esthesis), sexual, and fatigue. There are other classifications,
@ but Dunlap's is as satisfactory as any. There would obviously be
difficulty in testing for certain varieties of synaesthesia. |

]
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iyariety that occurs most freguently. According to Wﬂégier, there
%ay be photlisms of:1
a/ isolated tones
b/ noises
¢/ music
d/ chords
e/ vowels
f/ consonants
g/ words
1'/ names of people and other proper names
2'/ common parts of speech
3'/ days of the week
4'/ months of the year
55/ seasons
6'/ epochs of history _
7'/ virtues and other abstract terms
8'/ phases of human life
8'/ names of tastes

10'/ names of odors

h/ digits
f - 1/ dates

'The most frequent of the other varleties are colored lines, col-

ored forms and figurea, colored taatea, colored odors, colored

.pain, colored Pleasantness and unpleasantness, and colored emo~ |

tional complexes. Other forms of synaesthesia are very rare.

-

__u., ——

e

1/ Cf. Wheeler, The Synaesthesia of a Blind Subject, pp.32-33.
i The varieties are arranged in a descending order of rrequency.

i
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having studied in an 61d ABC book in which the vowels were col-

lored as they are in Vozelles.7

letters, digits, and days of the week, making such associations
with greater ease and retalning them longer than the non-syn-
aesthetic.l ' 7 . _
| I5/‘A synaesthetic usually has wore than one vari-
ety of synaesthesia.2 (Cutsforth has as many as thirtesn.)s

6/ There are probably no two synaesthetipa;who
have exactly the same assoclations. The photism of'fé" may ba
any tint or shade of any color.2In one case, plungihglpherhands
into cold water induced a red photism.” In another, the photism

‘

of "yellow" was light green for the first letters and red for the

last.GSometimes, the origin of associatione like these can be

”Frequently, however, the synaesthetic hgﬁ personiflbations of

traced. Rimbaud's vowel associations (A, black; E, white; I, red;

0, blue; U, greén) have been explained as the result of Rimbaud’

T ———  « J—

7/ The photisms can be identified with great ex-

actness. At times, even the standard color papers are not ade-

1/ Ibid., p.33; Whipple, Two cases of synaesthesia, p:390.
2/ C.S.Myers, A case of synassthesia,records a case in which
there are photlsms of voices only.

3/ Cf. Wheeler, Synaesthesia of a Blind Subject, pp.39-40.
4/ Ibid., p. 35.
5/ Whipple, Two cases of synaesthesia, p. 392. - R
6/ cf. Galton , Inguiries into Human Faculty, pp.108-110,for
other examples., . ' - )
7/ Cf. Symons, The Symbolist Movement in Literature, p. 2080.
This and the paragraph at the top of this page(7) indicate that
synaosthetic associations may, at times, have been originally
mnemonic.




"quate .l

it they were the primary ones.’

8/ Thq secondary sensations are localized as 1f
2 For instance, in a caze of colored
tastgirepprted by Mlses Downey, the taste-colors were localized
in the mouthfa Where the linking 1s highly emotional, as in col-
ored musie, the photlisms are not usuaily 106&11zed.4

9/ Photisms can be suppressed when they clash
with colors in the environment.5

10/ There seems to be no instance of reversible

synaesthetic assoclation. Colored hearing and tonal vision, for;é

instance, do not occur in the same 1nd1v1dua1.6

11/ Although synaesthetic 1magery does not vary
qualitatively, 1ts intensity may vary with the state of the ner-
vous sgystem. An inerease in emotional 1ntenq;ty increases the |
vividness of the ﬁhotisms__.7 Fever will do ﬁhe sgge.a Fatigue
sometimes increases the vividness and at other times decreases

1.9

%170 Myers, Two caseg of synaesthesia, p. 113.

!
;
E

1/ Op. cit., p.107.

2/ ¢f. Ginsberg, A case of synaestheaia, p.588.

3/ Cf. Downey, A case of colored gustation, p. 528.
4/ Cf. Whipple, Two cases of synaesthesia, p. 378.
5/ ¢f. Downey, loc. ¢
6/ Cf. Kelly, An experimental attempt, p. 320. ‘

7/ Cf. Kerr, Synaesthetic factors in judging the voice, pp- 169

8/ Cf. Downey, Creative lmaginatlion, p. 103.
9/ "These impressions of colors become more intense, vivid, anq

'striking when the person is fatigued." W.0.Krohn, Pseudo-chrom-

esthegia 36.
Q \; s P-

hese color feelings are most pronounced when the nervous |

Bystem 1s least fatigued." F.B.Dresslar, Are chromaesthesias
variahle? » P. 382,

|
!

f
\
|
i
\
J
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The rest of this thesis is baased, easentially, up~

on the facts presented In the preceding pages. 1

An experimental attempt Lo produce artiflicial chromaesthesia
gx the technigue of the conditioned response are the sources
{| of most of this section.

" » |
'5:9 1/ Wheeler's The Synaesthesia of a Blind Subject and Kelly's H
|
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PSEUDO -SYNAESTHESIA




fthesia:

bEFINITION OF PSEUDO-SYNAESTHESIA
.‘ o There 1s considerable synaesthetic imagery in Eng-

?1sh and American poetry of all periods, although the percentage

I
is highest in the Elizabethan, Romantic, and modern periocds. Of
’ !

i
Poe, Shelley, and Keats; the modern poetry includes that of John
Fould Fletcher, E.E, Cumnmings, William Carlos Willlams, Hart
brane, Amy Lowell, and the three Sitwells. Usually, however, the
| .

|
imagery seems to be the result of one of the rarest kinds of syn-

iéesthesia -tonal vislon, or the hearing of llight. The most com-
| i

|
.mon iype, colored hearing, rarely occurs.1 This suggests that
there are two kinds of synaesthesia in literature - true and

pseudo- synaesthesia.

iaesthetic imagery not having the characteristics of true synaes-

5 1/ If the imagery is on the imaginal instead of
the sense level, it is pseudo-synaesthetic:

"You are beautiful and faded,
Like an old opera tune

Played upon a harpsichord. . . 2

Thils 1s a deliberate comparison, based on an intellectual and
5

!emotional congrulty. |
| 1/ Cf. Hearn, Letters, pp. 58, 105-106, 112,
' 2/ Amy Lowell, A Lady.

3/ ¢cf.p. 2.~

Fhe Elizabethans, Shakespeare seems to have used 1t most. The Ro-

\ f
’@antic poetry containing the most synaesthetlc lmagery is that of

Pseudo-aynaesthesia can be defined negatively as .'zl:;rn-l
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2/ It the associations are reversible, the image-

ery is at least partly pseudo-synaesthetic.® This passage from

me Lowell's The Water Stair is an example of a reversing assoce

! :
dation: . ' |

l
"Crimson heels, silver clocks, the shock of ||
them whines
With the shrillness of flutes in the thick
atmosphere, {
Purple flutes fading silver and rose
through the pines . . . .

3/ If the imagery can be traced to another poet, ﬁ
|

xit is pseudo-synaaathetic, for it is unlikely that two persons

''would have the same fixed idiosyncratic assoclation.? Any Lowell

‘borrowed "explode" from Fletcher:® i

"Dawns explode in bleeding lights...."

~Amy Lowell,Memorandum Confided by
a Yucca to a Passlon-Vine

"In the humid gardens of my soul,
The crimson peonies explode....."

-Fletcher,Irradiations:XI i

| 4/ If the secondary sensation 1s not localized
|as 1f 1t were the primary sensation, the image may be pseudo;

;synaesthetic.4 This is an example 6f what 1is probably true col-

;ored touch:

1/ ¢f. p. 8:10 .
2/ ¢f. p. 7:6 .
3/ For the influence of Fletcher upon Amy Lowell, c¢f.p. 33 .
4/ cf. p. 8:8 . |
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"And lost in pleasure, at her feet he sinks,
Touching with dazzled 1lips her starlight
hand....."

-Keats, Endymion:Book IV

0f course, the secondary sensation may be locallzed in a pseudo-
synaesthetic image,or it may not be localized in a true synaes-

thetic image.l

5/ If there 1s a variation iﬁ the sacon&ary sen-
sations, some of the imégery, at least, will_be bseude-synaes-
thetlc.°The fdlloiing lines are taken from the ﬁoetrj of Miss
Sitwell:

"Whinnying, whinea like grass, the air..,."
-The Drum

".e.swhere laughter
Shook the hen-cackling grass of Hell...."

=-Pere Amelot

- " . e.es0Ur voices thin and shrill
As the steely grassas thrill....

-Trio for Two Cats and a
Trombone

"So now, by wintry heneplumed seas,
In cackling grass...."”

-Country Cousln:I |

"The grass is springlng pale, alone,
Tuneless as a quartertone....." L

-Rain

1/ Cf. g.M. Whipple, Two cases of synaesthesia, p. 378.

2/ A true synaesthetic asaociation remalns constant for years.E




"essothe grasses that like goslings
guack

On the castle walls: 'Bring Gargotte
ba(.'rk, . . o.

~The Professor Speaks

"Grass creaks like a carrion-bird's
voice, rattles,
Squeaks like a wooden shuttle...."

-Gdld Coast Customs 1

| 6/ I1f the image can be explained by something
Eother than 1diosyncrat1c association, it is probably pseudo-
synaesthetic. Stated differently, if the 1link that binds to-
|gether the two elements 1n a synaesthetic image can be dis-

2

covered, the image is pseudo-synaesthetic.® In the quotation

Sbove, from Gold Coast Customs, the two elemen;s in the first

line are “Graas énd "creaks like é cérrion-bird's volce™. The
link is found in "black grass , found on the same page. In the
quotation from Country Cousin, the 1link 1s included in the pas-

sage. The next few'pages are variations 6n the theme stated in

this parégvdph.

1/ cf. p. ia.

2/ There is a link binding together the elements in a true
synaesthetic image, alsc; but this link, even when it has
been discovered, 1s meaningless. Rimbaud's ABC may have
meant something to Rimbaud once, but the reader of Voyelles
would find no clue as to the nature of the linking. Cf.p.7:6
On the other hand, 1f the links have meaning, they can be
traced. Cf. p. xxxiia,ff. for an example of the tracing of
links.
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i a
iORIGINS OF PSEUDO-SYNAESTHESIA !
|

CORRESPONDENCES

When a lahguage‘is very young, there are names for
1only a few simple objects and actions. The language grows when~
ever someone notes a similarity, or correspondence. Perhaps someig
[oeraon wants a word to describe the act of eating meat. He sees

that the teeth divide the meat into two pieces and so his word P

for “divide becomes a symbol of seizing with the teeth. Many

,mouth and exclaims, "It bites'"™ Later, the form is changed and

!;t becomes, "It is bitter."l Generations after this, some unfor- |

k
,generations later, another person puts some quinine-bark into his;

r

i

\

t

i(‘It,unaxt.e person reallzes that the feeling of remorse and the reace |
iion to quinine have much in common, and &0 he sighs that "re-
ﬁorse is bitter", oot knoiing, perhaps, that someone else has

also felt the similarity. ("Remorse“ is derived from the Latin
i"re" and "mordere","to blte back" } This is one way of saying

that every language 18 a "house that Jack built" of metaphers,
l
rhioh were in turn built of correspondences. r

f In the last quarter of tho nineteenth century, the
t A
French Symbolists, while retaining the Parnaeeian emphasis on H

;sensuous symbols, turned from expressing the senauous_to express{

| f
éing the spiritual and emotional. By using, for the most part, '

|
| _
| 1/ "Bhid"(Sanskrit)-divide; "bitan"(A.S.)-bite; bitter.

;
!
:
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;only concrete symbols to recreate a mood, the Symbolists 1mposedE
I
upon themselves a l1imitation,which was partly compensated for by

; l
'a freer grouping of words and the use of freer forms. The equive

2

alent of subtle and fluctuating moods was achieved by selecting j
words for their connotative and melodic values and,with these, %
' |

I

building up a poem which was to be felt rather than understood.

LA third way of compensating was to find correspondences not onlyI

Mbetween the abstract and the concrete (as with "remorse" and f

i"bitter') but between the concrete and the conerete, each in a
‘ 1

differant sense modality. To Rimbaud, especially, the true poet %

was one who could methodically confuse all the senses. This typ-;
1

! |
ical Symbolist conception was derived from Baudelaire's

'

CORRESPONDENCES

In Nature's teuple living pillars rise, !
And words are murmured none have understood, i
And man must wander through a tangled wood 5

Of symbols watching him with frlendly eyes.

As long-drawn echoes heard far-off and dim
- Mingle to one deep sound and fade away; - . i

Vast as the night and brilliant as the day, i
Colour and sound and perfume speak to him. '

Some perfumes are as fragrant as a child, |
Sweet as the sound of hautboys, meadow-green;
QOthers, corrupted, rich, exultant, wild,

Have all the expansion of things infinite:
As amber, incense, musk, and benzoin,
Which sing the sense's and the soul’s delight .l

-F.P.Sturm, trans.

| 1/ Gf. Downey, Creative Imagination, pp. 96-97. According t6

i Miss Downey, the two writers who influenced Baudelaire moast
were both true synaesthetics. Poe had tonal vision and Gau-
tier had colored hearing. ;

!




| ' R CORRESPONDANCES

Laissent parfols sortir de confusgs paroles;
L'homme y passe & travers des foréts de

: symboles

1 Qui 1'observent avec des regards familiers.

! Comme de longs échos qul de loln se con- |
g fondent , ,

i Dans une tenebreuse et profonde unite,

¥ Vaste comme la nuit et comme la clarte,
i Les parfums, les couleurs et les sons se
I répondent.

Il est des'parfums frals comme des chairs
d'enfants,

Doux comme les hautbols, verts comme les

% prairies,‘

' -Et d'autres, corrompuﬂ riches et triom-
phants,

i Ayant 1'expansion des choses infinies,

? Qui chantent les transports de 1l'ssprit et
des sens.

There are some relationships between the senses that
Lare so common that we do not think of them yordinarily,as being ;

|
essary to use terms drawn from modes other than that of hearing.

rough, smooth, mellow, dry, biting, velvety, silky, from the
! vocabulary of sight - colorleas, drab gray, pale, purple, from,
that of taste - sweet, bitter; from that of heat and cold - icy{
Warm, cool, and from that of kinaeathesia - tense, relaxad, or

)

gsteady. In describing a color, it may be characterized as cqol

iér warm, near or far, loud or soft, sweet or bitter. Just as a

/i voice may be high or low, a color may be light or heavy. "Cool ;
lrs- !

La Nature est un temple oa de vivants piliers?

Comme 1'ambre, le musc¢, le benjoin et 1'encen§,

Terms are borrowed from the vocabulary of touch = hard, soft f

|

!
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{voice" is typical. It is, like all other figures, based on a sim-
?11ar1ty. The correspondence between "cool" and "voice" is made %

fblear by this dilagram: ' j
|

copl = ﬂot hot - blood not warmed

b

voice ~ not excited = blood not warmed

|
|
i
I

This may not be the correct linking, but 1t 1s typleal of the way

I
Epany of the pseudo-synaesthetic images come into existence. g

it

;average person; otherwise, they wouldn't be poets. Also, cive

Foets are usually more sensitive to sounds than the

ﬁilization causes us to develop a considerable sensitivity to

?kisual stimuli. As a result, poets find more correspondences be- |

itween things seen and things heard than between the stimull in

nany other two modes. Amy Lowell's "Dawns explode...." can be diw

agrammed like this:l

dawn sudden,up,red ;

sudden,up,red

i; explode =~
L

The images are usually 11ke those of tonal vision instead of !
colored hearing, ror the value of the latter is limited by the
’frequent lack of agreement as to what a color symbolizes. Most
<of the pseudo ~chrowaesthetic lmages are really kinaesthetlic 1m-

‘ agea of music which the reader reads as a visual image. The fol-

iowing passage 1s an example:
|

i

1/ Cf- po 12.




: dream I discovered a resemblance which actually exists between

A single note which spread and spread

T11l it filled the room with a shimmer
like gold,

And noises shivered throughout its length

And tried its strength. . . .

And balls of fire spurted through,

Spitting yellow, and mauve, and blue....

i ~Amy deell, The Cremona Violin

FREE ASSOCIATION

7 The later Symbdliats and those who followed them be-
‘gan to write poetry influenced by Freud and othgr students of
the subconscious. The real self, the subconscious, 1s so unstabls
that only a subconsciously linked chaln of symbols can form a
:satisfactorj equivalent.'The Dadaiste carried this to an extreme

by calling the products of automatic writing poems.

Free assdc;ation, when wholly subconscious as in a

édream, méj result in pseudoksynaesthetic 1mégery. Hivelock Ellis

|reports this dream of hia own: ". . . . 1 seemed to see on a

Etable a small hand-gong of a common type, struck by a hammer,

;but on striking it repeatedly, 1t produced flashes of light

§1nstead of the sounds normally produced by a gong.....In By

{
i
Ha gong of the type 1n question and the lever-handle for turning

on the electric light, soothing a certain doubt by saying to
myself in my ﬁream that the instrument sprved both for the pro- ﬁ

Eduction of sound and 11ght.....“1 Becﬁuse of the conception of j

1/ ¢f. El1is, The World of Dreams, pp. 40-4l.




correspondences, some of the Symbolist's images are at least
bartly the result of consclous linking. In the poetry of free
association, where other-than-causal linking is a technique, !

the assoclations are sometimes partly conscious, for 1t is dif- ‘

3ficu1t to be conscioualy unconscious. (Free association 1s the W

I .
basis of all imagery, but in this theais, the term is used in \:

!
“ o

a limited sense as applying to the modern technique of conaclous-
l l

1y linking elements as they might be linked 1n a dream.ISometimeg

the linking is actually subconscious, but since the subconscious
‘asaociations are difficult to control, such a proceduve rarely t
results in a worthwhlle poem )

‘ .
L Here are 111ustrations of free association chosen

Lfrom the poetry of Edith Sitwell:

"“The curé-black leaves |
Are cawing like a rook....."

-Pavane

"The leopard-skin musty
Leaves that shine ‘ ;
With an animal smell both thick and fusty...." |

. -Gold Coast Customs

"While in the floating and mysterious leaves
A silver sound like some forgotten music
grieves....."

~The Sleeping Beauty:1

"Green wooden leaves clap light away - I
The showman's face 1s cubed....” |

B -Springing Jack

I 1/ Cf. Appendix A{pp. ia-xlviia) for the role that. subconscious{
1? linking can, at times,play in the creatlon of a poem. i
2/ ¢f. pp. xlva-xlvia.

\
1
|

i i

|




"Thick gold spangles on those leaves are seen
Like the sharp twanging of a mandoline...."

-Elegy on Dead Fashion

CONCENTRAT ION

The Imaglst Credo has as its sixth principle, the
statement that "concentration is the very essence of poetry".l
This is true not only of Imagist poetry but of all other poetry.
Negatively, concentration is achieved by simply omitting all ir-
relevant elements; positively, it is achieved through the selec-

tivity of figures of speech. For instance, 1in Memorandum Con-

fided by a Yucca to a Passion-Vine, Amy Lowell characterizes

dawn. If, by any chance, she thought at this time about the

celestial mechanics of a dawn, she discardeq the tpought'as ir.

relevant. After discarding all_irrelevangies that she could in

this way, she had left the sensuous elements of dawn. Then, she

obtained an elimination of ali but the essence of dawn by using
nw 2

'a figure, "Dawns explode", or "dawns' sudden red flare".

Suppose that another pbet doesn't accept "explode"

‘or "gudden red flare" as the essence of dawn. Instead, dawn is
characterized by its "yellowness™ and its "noisiness"; and 80 §

she combines these two elements into a figure by simply making

one modify the other, justifying her doing so by polnting to

_ N
i "sudden red flare". The second stating of the essence of dawn isi

1/Cf. Untermeyer, Modern American Poetry, p. 17. F
|

2/Cf. p. 18.

i
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"l.et no sunrise’

yellow noise

Interrupt this ground." _
This Bed

|
E _ -Emily Dickinson, Ample Make

in addition, conceives of an imaginary relationship betwsen the

i

Eymbols:

Dawn

"Ecstatic bird songs pound

the hollow vastness of the sky

with metalllic clinkings -

beating color up into it

at a far edge, -beating it, beating it
with rising, triumphant ardor, -
stirring it into warmth,

quickening in it a spreading change, -
bursting wildly against it as

. dividing the horizon, a heavy sun

| 1ifts himself - is lifted =-

I ' bit by bit above the edge :

of things, ~ runs free at last

out into the open -! lumbering
glorified in full release upward -

i & songs cease.

i
| | -William Carlos Williams

;;n Williams"poem, sense data from three modes Qre brought into
i : |

relationship.

NERVQUS DISORDERS

When a person is fitigueﬁ mentally, his ability to

;
I
|
|
i

iiuake subtle sensuous discriminations suffers. At the same time,

?Ea in all nervous disorders, the conscious mind has a tendency
| "

;po "wander", thereby permitting a greater degree of free assoc-

'

|

rr
;
I
il
I
H
1

A third poet chooses still other coeval symbols, but}

i

i
i




1

EEiation. Such a condition could be responsible for the creation

of imagery resembling that in the quotations on the preceding
}page.
| Consider what happens when we look at a ventrilo-
%quist's dummy. If we fix our attention on the dummy only, he
gseems to speak. The volce and the dummy being the only elements
; in the situation, we link one tb the other, alded by the ven- i
' triloquist's manipulation of the dummy. But we usually trans-
@ fer our attention back and forth between the ventriloquist and
’his dummy aﬁd,so,océasionally break the 1illusion. ?
Now suppose that while looklng at a shore-line, a

g%very tired woman, posaibly with a fever, hears a cricket.zBeing
§1fhali‘ asleep, she can focus her attention_bp 6nly one thing at a
time, and, in this inst.ance, it is the shore-line. She hears a
%gsouhd bﬁt does not identif§ it as that of a ericket, for this
would require a shifting of attention There are now two ele-

'ments in the field of her consciousness - the shore-line and an

| unidentified sound . Because the attention shifts but slowly when
Egthe person is half asleep, there is nothing to prevent the link-

| ing of the two elements: , i

"I must be mad, or very tired,

When the curve of a blue bay beyond a railroad
track 1

Is shrill and sweet to me llke the sudden f

springing of a tune . . . . S é
!

1/ Cf. Beach, The Twentieth Century Novel, p. 529 .

2/ "Cricket" 15 a symbol of whatever il was Mlss Lowell may have
heard,

j3/ Amy Lowell, Meeting-House Hill .




x

Cbmpare the passage just gquoted with the following:

"Through the one hundred and sixty decorated
streets of the Sanno quarter,
Traila the prfcession,
With a bright-slowness,
To the music of fluteg and drums..s..
Sword bearers,
Spear bearers . . . . "

-Amy Lowell, (uns as Keys

' "Curve....shrill" is, like synaesthetic images, the product of
2 comparatively passive 588°°1ati°"53"BPight slowness” , on the |
ive a: |

‘other hand, has significance as the essence of the parade.

1/ "Bright" suggests, incorrectly in this case, a passage quot-

ed by Hartmann on pp. 403-404 of Changes 1n Visual Aculty:
" "puring the past decade, Hornbostel....has carried on the-
oretical and experimental investigations on the so-called

"unity of the senses", the main outcome of which has been the

discovery of a common suprasensory factor known as "bright-
neas". It 1s the characteristic shared by most high-pitched
tones, "loud" colors, penetrating but pleasant odors, sharp

"pointed" tactual stimuli as opposed to blunt surfaces, etec.

The strongest evidence in favor of 1ts existence 1s the cur-
iocus triangular equation easily obtained from large groups.

If one produces on the color wheel greys resulting from fivs

different proportions of black and white and presents with
each a definite tone, there 1ls considerable agreement that
one and only one of the greys has a "brightness value" most
like the sound. . . . a given odor can siwmlilarly be equated
with the previous grey, and . . . . this can be Indirectly
checked by equating the odor with the tone origlnally used.

] L * o

2/ Imagery derived from the use of hasheesh or mescal are also

passive, and therefore of little poetic value.




' that in Guns as Keys 1s only slightly emotional. This 1s a 11it- |

i tle more emotional in 1ts linking:

And this stlll more emotional:

giThe greatest degree of emotion 1s illustrated by these three

| stanzas from Tout Entiere:

The linking iﬁ_MéEtiﬁgiHEHEE_Hillmiﬁmﬁﬁﬁ;émétibnarfﬁf

"Green rustlings, more-than-regal charities
Drift coolly from that tower of whispered
light‘...."

-Hart Crane, Royal Palm

"Les houles, en roulant les images des cleux,

Melaient d'une facon solennelle et mystique

Les tout-pulssants accords de leur riche :
‘musique

Aux couleurs du couchant reflete par mes
yeUX easoo"

-Baudelaire, La Vie Antetieure

"The rolling surge that mirrored all the skies
Mingled its music, turbulent and rich,

Solemn and mystic, with the colours which
The setting sun reflected in my eyes....."

-F.P.Sturm, trans.

"The ocean, strewn with sliding images of
the sky, |

Would mingle in a mysterious and solemn
way,

Under the wild brilef sunsets, its tremen-
dous cry

With the r%flected colours of the ruined
day'...‘

-George Dillon, trans.

"Lorsque tout me ravit,j'ignore
S1 quelque chose me sdduit.
Elle éblouit comme 1'Aurore
Et console ¢omme la Nuit; i

———— e i

s
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.

R e




Et 1'harmonie est trop exquise,
Qul gouverne tout son beau corps,
Pour que l'impulssanie analyse
En note les nombreux accords.

0 métamorphose'mystique

De tous mes sens fondus en un'
Son haleine fait la musique,
Comme sa volx fait le parfum'”

"When she 1s near, I cannot say

What gives me such intense delight.
She dazzles like the break of day,
She comforts llke the fall of night.

"My senses seem to merge in one;

The harmony that rules her being

3 Is all my knowledge - I have none

0f hearing, smelling, touching, seeing.

"No, ne. I cannot make a choice

In this sublime bewilderment.
Perhaps the music of her scent.
Perhaps the perfume of her voicel"

-George Dlllon, trans.

It is almost axlomatic to say that the stronger the

gmotion; the more correspondences can be discovered, and the
?earer the images to unity. Sometimes, a strong emotion cannot,
}or some reason, be expressgd, and so ;t buillds up until there
gis an "explosion".2 The result of this "eiplosibn“ has been
iidentified with the widely known religious ecstasy.

F It is usually difficult, in analyzing poetry, to dis%

1/ Baudelaire .

2/ cf. Leuba, The Psychology of Religlous Mysticism, p. 26ff.
"We shall see In particular that a glorious freshness and
brightness of wvisual sensation may be observed after intense
moral crises, as Christian conversion, or after certain ner-
vous disorders, as on recovering from a fever."




|
|
Iy
|
|
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S

tingulsh between the imagery of strong emotion and ecstasy. In

both, there is utilization of personification like this: 1

¥ .ee.wild dew crying of some long-still
dream. « .« . .

~Edith Sitwell, The Warmth of Spring

"Forgotten as a fire that once was singing
gO}.d- . s o "

-Sara Teasdale, Let It Be Forgotten

"I only know that summer sang in me
A little while, that in me sings no more."

-Millay, What Lips My Lips Have Kissed

"The clean bones crying in the flesh....."
-Elinor Wylie, Full Moon
. » « owhere clouds laughing move....."

-Fletcher, Irradiations:XIV

". ¢« + .musical white spring...."

=E.E.Cunnings, Sonnet

laesociated, ét times, with ecstatic emotion. Several of these
images are found in this passage, from one of Miss Sitwell's

early poems:

Our heartstrings were the music of the suns

When their strong youth comes freshened from
deep seas;

We were the perfumed portals of the dawn -

The singing gardens of the Plelades.

1/ Cf. the two quotations, p. 25.

"wiia®, “"ery", "sing", "laugh", "musical”, and "burning” are all




O

Eted with 1sés'1ntense, though equally vague,emotions.2:3

The vineyards of the world, our heavy locks

When all the fruits of summer shout for gox;

Our eyelids were the chambers of the sou

The gold 1ight drips therefrom 1like frankin-
cense.

Then madness blew on us, a mighty wind:

The palaces of light are overthrown

And broken lie the rainbows, thelr great harps,
With burning music muted by the dust. . . . .

-Edith Sitwell, The Madness of Saul 1

"Sweet", "sllver", and "golden" are usually associ-

1/ Poe's The Sleeper suggests the origin of some of the imagery:

in this poem.
2/ cf. pp.riiié, va, xxvia .

3/ General references are:Beach, The Twentlieth Century Novel;
Abry, Histolre; Deutsch, This kodern n Fosilry.

L
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3DIFFFRFNTIATIOH OF FALSE ARD TRUL SYNAESTHETIC IMAGFRY IK THE
OnTLRY OF ANY LOwPLL

By applying the data.accumulated in the preceding

|sections, it is possible to distinguish with fair certainty

E

"between a false and true synaesthetic image.

i- A poet who uses synaesthetlc imagery must find a
Esympathetlc audience, or else such Imapgery would be consldered,
L even by the poet himself, as a mistake. Tennyson wrote, 1In the

first version of The Miller's Daupghter:

" . « 1 came and lay
Beneath th0°e unmy chestnut buds
{ ! That gllistened in the April blue....."

" Although the critics should have realized that we "see” texture

as well as "feel" it, they criticized Tennyson so strongly that

! the poet changed the lines to read:

”n

Below the chestnuts, when thelr buds

!
« =« 1 came and sat i
Here glistening to the breezy blue; . . . .

|
Every poet writing in Fnglish can rely on his audi-f
|

gjence's being agualnted with the use, ever since the early six-
?éteenth century, of certain words as epithets. The following pas~-
fsage contains four words which often appear in pseudo-synaes-

'Jthetic images.l

1/ Shakespeare, ‘Romeo and Juliet, Act II, Sc. ii.

Bl e




"It is my soul that calls upon my name:

How silver-swest sound lovors' tongues
by night,

Like softest music to attending earsi”

‘The first poets who used “silver”, "sweet”, “soft", or “musical”
ag epithets probably achieved a vivid effect, but poets of the
seventeenth, aighteentﬁ, and nineteenth centuries applied them

to so many objects that thelir use to-day 1is usually connotative

only. Other words frequently found in the pseudo-synaesthetic

Eimagea of the last three centuries aée'”cry“,"sing“,“whisper“,

| 1
‘“"taste", and "laugh". Apparently, most of these epithets cans

into Elizabethan England from Italy by way of the poetry of the

zltalian writers of sonnets.2

Another group of paeudo-syﬁasathetic images 1s also
in the English tradition. The earliest muslc simlle that I have
found 1s in the third book of Endymion: ©

"Dolicious symphonies, like airy flowers,

Budded, and swell'd, and, full-blown, shed
full showers

0f light, soft, unseen leaves of sounds di-~
Vine.eaes" :

1

| 1/ C¢f. p. 27. In Romantic poetry, the degrees of emotlon are
represented by verb-noun-adjective correspondences:
. whisper-whisper-soft (sweet)
sing - music - harmonious (sweot)
cry - ory - loud {shrill)
- burn - flame - wild (silver)

2/ Translations indicate that this {8 probably the case; but
sense correspondences are exiremsly useful to translators.
3/ There are probably a few earlier ones in Engllish, but "un-

seen” labels it as a very early one of its kind. In later
! similes of the same kind,"unseen" would be omltted as unnec-
essary.




&2

Other images translating sound into touch are found in Tennyson

(The Lotos-Eaters) and Swinburne {(The ldasque of Queen Bersabe).

Translations of sound into moticen occur in Shelley and Poe:l

", ...how could thy notes flow in such a
crystal stireanm ? T

Shelley, To A Skylark

( "What a liquid ditty fleats
To the turtle-dove that listens...."

Poe, The Bells

Amy Lowell's first volume of posms, A Dome of Hany-

Colored Glass, was influenced by Keats and Tennyson; the second,

Sword Blades and Poppy Seed, by the Parnasslans and Symbolists.2

]

In the first, there are no synaesthetic images at all; in the

second, there are si¥. In her third volume, Mden, Bomen and Ghostis,

there are twenty-one' After having written most of the poems thai

Lwere to appear in Sword Blades and Poppy Seed, iiiss Lowell went

14

to England, where she met John Gould Fletcher.’ Fletcher has

sald that her poetic evolution "was, as she confessed herself,

‘largely orientated and directed by the appearance of Irradia-

Etions. Qur friendship indeed, dated from the day I first read
n 4

o

il

‘her tho completed manuscript.
Hing visually minded, were concerned with the external world of E
i

icolor, Both, too, wers sensitive to motion. Both scorned gener-

i1/ Cf. p. 19 .

| 2/ Cf. Untermeyer, Modern American Pootry, pp. 188-189; Sword
g Blades and Poppy Seed, p. vili.

i 3/ Cf. Appendix B , p. xlviila.

| 4/ Cf. Pletcher, Preludes and Symphonies, p. xii.

Why was Amy lowell influenced by Fletcher ? Both, be%

e

.

e
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fer is a lyric poet and Amy Lowell is a dramatlic poset. Why, then,

! Pletcher might have been speaking of Irradiations

t

1
nant moods in the terms of things happening.l Thus one gets ex-
|

F

pectancy described as a traveller looking at blue mountains in

the distance, and despalr described 1In terms of a stoker on

/

iboard a ship....By these means, I approached close to that ‘'meth-

|
iodical confusion of all the senses' which was described as the
Pvisionary state by no less a poet than Arthur Rimbaud."? From
%this, it is evident that Fletcher'’s synaesthetlc images share a
common origin with those of the Sywbolists.d

| But the alm of Miss Lowell was like that of neither

’ - .

Fletcher nor the Symbolists, for she was essentlally a dramatic
|
;poet, even in her shorter poems. (Thls 1s a way of saying that

t

ishe was objective in regard to emotions.) Beginning with her

;third volume, nearly all her poems have been dramat.ic.4

}he obviously dramatlc poems in Lepends and East Wind. And there
¥are the poems presenting merely the skeleton of a stéry, like

i
A Decade:

er presents single moods, while the poems in the latter pre-~
sent a blending of moods. Ibld., p.x.

2/ Ibid., p. xit.

' 3/ Ibid., p. xi.

ii 4/ Browning wrote a few lyrics.

‘should she adopt the other’s techniqgue of using synaesthetic im- |

jagery? _ |

|
& !
when he sald, "My aim in them was to describe certain predomi- |
i : i
i

There are

1/ Irradiations and the Symphonies differ only in that the form+

?alitieS, preferring to leave their themes unexpressed. But Fletch;

|
|

|

i

{
5

|




¥hen you came, you were like red wine and honey,
And the taste of you burnt m)y wmouth with 1its
sweetness.
How you are like nmorning bread,
| Smooth and pleasant.
' I hardly taste you at all, feor I know your savor;
But I am completely nourished.

1 : i

'And there are the poems in which there 1is only the essence of

ﬁdrama, the equivalent of a "dramatic” plcture, a relatlonship

ﬁbetween two persons, as 1n Hadonna of the Evening Flowers or in
%é Lady. If thers 1s any doubt of the essentially dramatic char-

!acter-of such poems, compare them with the poetry of any lyricali

poet.d

Inanimate objects are dramatized 1In poetry by being

lent human characteristics, by belng personified. Flowers"dance™:

'a tree is "lazy"; the moon "looks down"; or the sun “smiles", 5

‘In the first two 1liustrations, there 1s a kinaesthetic similar-

Qity as the basis for the comparison between the animate and the

Einanimnte. Wusic is readily translated into kinaesthetic imag-

ﬁery - hence the dance.a "Delirium flapping its thigh bones" iga

? i
ga personification in Any Lowell's Stravinsky's Three Pleces i
1

Ei"Grotesgues ,For String Zuartet . There are others 1n The Cre-

mona Violin.? If music can be porsonified by kinaesthetic 1magepy

1t can be personified by visual imagery, too. (The moon's "look—;

ing down" is also based on a visual similarity.) §

1/ Cf. p. 36. . —_————
2/ Cf. "ichards, Principles of Literary Criticism,pp.239-253. |
3/ Cf. pp. 2, 16, 2.
5/ "Ped bells out of memory's _ |

Silue dream of regretecsce’ |

-Fletcher, Golden Symphony |

- P " e e
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_mhél/ The Symbolist influence.

"Red, blue, yellow,
Drunken steaming in colors...."

-Stravinsky's Three Pieces

}s an example of XMiss Lowell's use of color to personify wmusic.
l
|
}
f

=inuch in appearance as they do now, 1In poetry they all had exact-

1y the same features. The lady to whom a medleval poet wrote

!bight have a mouth that was far too large by any standard, but
]

in the poem her mouth would be small; or, if she had black hair,

|
}hc poet would call it golden. There was a conventlonalized list
?f characteristlics that were assoclated with each other, and ap-
blied to women regardless of reality.

! In the next quotation, there 18 a personification,

based on visual symbollsm, which introduces an odor. This odor

it o

513 there simply because 1t is assoclated with 1ilies, not be-
causs 1t was actually smelled. In the case of the medieval cata-
i

l;ogue of virtuas, the hair was always golden by convention; in

:Ehe following quotation, the 1ily has an odor because of free
iassociation'l

E ‘ A scent of 11lies filled the roon,
; long and slow. Fach large white bloom
BRreathed a sound which was holy perfume from a
i blessed censor,
And the hum of an organ tone,
: - And they waved like fans in a hall of stone
; Ovar a cler standing there in the centre, alcne.
i _ Fach 1lily bent slowly asg it was blown.
@ Like smoke they rose frowm the violin....
t
t

-Lowell, The Cremona Viclin

In medieval times, although girls probably varied as :

i
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.experiencing in relatlon tc someone else, why introduce the per- H
'son at all? Amy Lowell, being an Imagist, would recognize the

Egdvantages of such a substitution. She carrled 1t to an extreme

‘in

il
N

I
]
I
|
|
rh
I
I

The symbols are not those of this countiry, and so the Interpre-

1
tation, as given by S.Foster Damon, is necessary: "The plum-

!

:petals indicate that it 1s spring; the palanquin ls the equlp-
. 1 : i
!9 !hgc of a ncble; its place at the gate shows that he 1s visiting; |

the accumulaticn of petals shows that his visit 13 a long onc -

%ning Flowers, there 1s a personification of flowors, based on

‘color symbolism, ahape, and in the latter, movement:

If inanimate objects can symbollze what a person is

In The Trumpet-Vine Arbor and in ladonna of the Eve- f

Then I see you,

Standing under a spire of pale blue larkspur,
You are coocl, llke silver, _

And you smlle.

I think the Canterbury bells are playving little

tunes,
You tell me that the peonies need spraying....
But I look at you, heart of silver,
%hite heart-flame of polished silver, i
Burning bensath the dlue steeples of the larkspur,
And 1 long to kncel lnstantly at your feet,
¥hile all about us peal the loud, sweet, Te neums
of the Canterbury bslls. E

1
|

-Amy Lowell, ladonna of the Evening Flowers

Cutside A Gate

On the floer of the empty palanguln
The plum-petals constantly increase.
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loved?"

ObJlects may have a dramatic relationship between

“,“ themselves, which la personifiled as in The Two Rains:

Spring Pain

Tinkling of ankle bracelets
Dull striking

Of Jade and sardonyx
From whirling ends cf joinmed clrclets.

\
Summer Rain i

1

Clashing of bronze buckler&
Screaming of horses. !
Fed plumes of head- trappings
Flashing above spears. !

?

i

Occasionally a dramatic relatlionship is prasenteu without person~
ification, as In i |
¥ N J

¥ind and Silver i

The Autumn mocn floats in tﬁe sky;
And the filsh-ponds shake thelr dragon scales
A8 she passes over then

or, more truely so in

Trees in Winter

Pine-Trees:

Black clouds slowly swaylng
Over a white earth.

Hewmlocks:

Coned green shadows
Tnrough a fallling vell.

g I _ Elm-Treos:

i }
Greatly shinlng, f

i
i
i

|

il
i
1
i

1 Stiff black threads
(R Lacing cver silver. |

— = e e Y
and to whom does one pay long visits in spring but to one's be- |
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Flowersa; but always pseuﬁo—kinaesthetic. _ E

Miss I.owell has taken Fletcher's tochnique for ex-

pressing moods and used 1t te erpress attitudes. Sometimes, the

bymbolism i3 visual as in Summer Rain or The Trumpet-Vine Arbor;

sometines audile a8 in The Two Palns; scmetimes linaesthetic as

in The Cremona Violin; sometlmes tactile as in 4 Decade;iand some

times more than one mode combined as in Madonna of the Evening

ilss Lowelljhns found synaesthetic lmagery uscful
2 o

|
in achieving an exact pliture.” Some of the imagery she borrowed

3 “Red and gold 1ike the brass notes of trumpets"4

from Fletcher.

and

"Red plumes of head-trappings

Plashing above spears.” 5

might occur in the poetry c¢f both poets. Other images are of a

hore usual type: "cool, guiset, green stars” Ca.nd "faintest whiff
1)

of flutes". 7

?5 ' " Finally, therc are the extended figures translating

EFound into sight and wovement, as 1In The Cremona Violin. And there

;phe deliberate ccmparisons like &

® ...a fragrance weary and discreet
As & harp played softly in a great roow at

I
[
9 sunset.,”
I

353 comparison based on peracnification directly expressed.

517'“”aste the music of that vicicn pale“occurs 1in Keats' Isabella.

' 2/ cf. p. 24.

3/ Cf. p. 12,

‘4/ Astipgmatism.

|6/ Cf. p. 27.

6/ Vintage.

‘"/ To T#c Unknown Ladies.
8/ Lerely Stateoment .
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| CONCLUSION

John Gould Fletcher's Irradlaticns reconciled fmy

" . Lowell, the Tmagilst, witﬁ Any Towell, the dramatist, by'intro—

ducing Miss Lowell to un ﬁnglish version of the Symbolist ap-

@proach to eguating the outer and Inner worlds by zeans of a

comparatively free assoclation., Pletcher personified objects to
‘

iintensify the emoticnalisignificance; siiss lLowell adapted such

ﬂpersonification to the intensification of essences(for purposes
ﬁ '

| |
i jects. By equating objscts to moods, Fletcher came to usa sense

of dramatic contrast) aﬁd to the dramatization of 1nanimate ob=-

correspondences; by eguating objecls to attitudes, liiss Lcwell

ialso found it dsesirable to use pseudc-synassthetle Imagsry.

Any Lowsell's synaesthelic lmagery was derived partly

ﬁfrom Fletcher and partly from the English conventions in pseudo-|

gsynaesthatic imagery. lost of it is visual, audlle, or kinaes-

%thetic and can be explained z2s a result of sensitivity in these

ﬁthree modes. Other lmages can be explalned by free assoclatlon.
L]

%Since none of the synaeatheticlimagea seem arbitrary, none of

ﬁthem are truely synaesthetic.

[ Y
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v-ihd OF BULIH SIThLL .

 Bdith Sitwell, the daughter of Tlr Cecrpe and Lady

' she centered hor affection."

~other than her two brothers, Qsbert and Sacheverell, upon
Since nineteen-iourteen, she i
‘lived in London, still attached tc her brothers and, 1iks

~other neurotles, 11v1ng nmostly in the past so as Lo avoid

“unpleasant elemcntc in modern life.

"Ida Sitwell, was born in ?orkshire {in eighteen-eighty-seven)
‘but. aspent her childhccd a? Peneshaw Park in Derbyshire and at
‘Troy Park in Wales, with frequent visits to the seaside towmn

of Scarberough. the grew up more or lesa isclated from children

wliom

One of Tdith Sitwell's ways of escape 1s a retlurn

1to childhood thrcugh poetry. Before Miss Sitwell's poetry can

“be understood, the nature of the countryside near Feneshaw nust

E%be known. It 1s a land of shecep-pastured hills, which fade to-

fgard distant mountains. Preguently, there 1o a nist obscuring

"the sun, causihg the grass tc become pale, almost white. Coal

oining is, or was the most impertant industry in thé district.

. Sacheverell Sitwell has pointed out the following as a possidle
‘result of the mining: "I must add here that in Derbyshire, a
» country where there is much 1limestone, partly from thls, perhaps}

%and certainly as a result of the colliery smoke, the trees,

i
i!

i
1

1/ ¢f. xlia .
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-

%hen they lose their spring freshness, have a peculiar fatted ,

black thickness I have seen nowherc else, for it is, as I have
|
1

L]

'sald before, a dark misty land.....
This dark, moist countryside 1is reaponsible for im-
ages like these:

"A satyr, dog-halred as trunks of trees....
The red retriever-haired satyr.”

-Popular Song

".ssen00dle soft and milky grass...,“
-The 3ear

", ..s0ur voices thin and shrill
As the steely grasses' thrill...."

-Tric for Two Cats and a Trombone

;t 1s also responsible for lilss Sitwell's highly emotional reac-
}ions te heat and cold. The usual damp chill of the air segnms to
baﬁe becowe 1dentified with the world from which she has tried
%o egcape by hiding in poetry and the study of literaturec and
?ustoms of people far-off in time or space. 3She has even carrlaed
%er sengitivity to heat and celd over into lilierary criticlsm:

5
?Miss Stein's power over rhythm....conveys....the feeling of heat

_3/4££, rdith z;%ﬁgll Faavectu cf modern Poetnl, P 220.ﬁfﬁ

ér of cold....."zﬁnd on another page: "This perceptlon of heat
é%nq cold does not confine itself to physical things in the ar-
E{ist - no matter what his medium may be - but lifted by him into
the ideal world of his inspiration, 1t shows 1tself in an in-
Btinctive feeling for warmth of colour in the actual handiing of

his medlum.” o

1/ CT. All GZumner in a Tay, p. 20,

dy—pa =
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Although her first pcem was not written. until she was

twenty-fou?, she had, when seventcen, disgocverad Suinburne and,

? little later, Baudelairs aﬁd the Symbollsts. Fron Swinburne,

#he derived some of the pseuéo—synaesthetic inagery of early poem
}ike The ladness of Saui .t F%om Baudelaire, shz derived the use
br codors in sense correspondbnces:

++esthe cold red winter sun
Like a Punch and Judy show shrilied in fun
And scattered down 1ts green perfune
' Like the dust that drifts froum the green
? lime-blogme...”

n

-TlLe Professor Spsax

"And colour breathas that 1s reflected light,
The ray and perfume of the sun is white...."

~-Prelude to a Falry Tale

"The poems of Tueen Harguerite of Navarre,
{Harcissus-petalled, perfumed like a star}...."

; ~The Sleeping Zeauty: XVII

From the Sywbollsts, she derived her theory of sense correspond-

i 2
;Bncea and the basls of her technique of free assoclation. Lator,
i

gbhe modified this technique 80 as to include elements borrowed

From dream psychologye.

1/Cf. p. 28.

2/Cf. Y. Sitwell, Poetry and Criticism, p. 18: Tho medern poets’
"senses have become broadened and cosncpolitanized; they are no
i longer 1ittle 1slands, speaking only their own narrow language,
c 1iving ithelr sleepy 11fe along. Uhen the speech of one senso is
insufficient to convey his entire meaning, he uses the language
of another.”

Miss Sitwell's sense correspondences are at least ag couplet
as those of any other poet. Fer instance:"Ia Sheliey's lyrics.. |
«snot s8¢ much the differences between silk and marble and stone,
ag the differences between the perfume of 111y, dark rose, Lubaw-i
i rose, viclet and narcissus...." Pleasures of Poelry:IT.,p. 13.

i .
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In Amy Lowell's |

"¥hile all akout us peal the;loud, sweet Te Deums
of the Canterbury bells.”

the link binding togesther the figure is the feeling of adoratlon,

In the follewing lines, from The Trumpet-Vine Arbor,

"The throats of the little red trumpet-flowers
are wide cpen,

And the clangor of brass beats against the hot
sunlight.

They bray and blare at the burning sky.....

"

the 1link is red war, instead of white adoratlion. Unlike as in

‘An C1d ¥oman Laments, thesa links are not autobiographical.zThe

1ink in Wilss Sitwell's poem appears in another form as tempera-
ture 1magary.3 The color symbollem of Kiss Lowell 1s tradition-
al and so,not t{gg}y synaesthetic. aAny images linked by these

symbols would, of course, be pseudo-synaesthetic - being deter-

mined, ordinarily, by visual, audile, or klnaesthetle factors.

L
ipcoms will give the answer. The answer can also be found in the

EThe questions rniow t¢ be answered are: Are the temperature as-
i .

soclations of lilss Sitwell pseudo-synaesthetic? Hlow many syn-
%aesthetic images can be explalned by showing that the 1link is
I

‘one of temperature? Thich of Liss Sitwell's senses are most ac-

tive?

The answer to the last guesticn 1s the most cbvicus,

for no more than a casual reacing of a few of [lss Sitwell's

ifollowing prose passagues:

1/ “woted, p. 36.
2/ Cf. p. »1lia.

3/ Cf. p. 42.
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"The pleasures of poetry....are of the
spirit and the nimd and the heart, but nct cof
these alone, for thay are also the delights of
texture, sipht, and hearing.”

-The Pleasures cf Poetry:IT, p.3

i

«ss.the sanse of tcuch 1s always a par-
ticularly acutc scnse with 2 poet(hecause cf the
necessities of texture}.”

-The Fleasures of Poetry:I, p. 23

dlss Siltwell, then, is especially sensitive to tactual, visual,

and audille stimuli.

Netice the Imapes of tcuch, sight, and hearine In

T.dith Sitwell's

Dark Song

The fire =as fu“ry
And the flamses purr . . 1

The brown bear vambles in his chain
Captive to c¢ruel man

Through the dark and hairy wood . . .

The mald sirhed, "A11 my blood

Is animal. They thought T sat

L.ike a heousclold cat;

But tkrough the dark woods rambled T o o &
Ch, if my blood *culd dia!l

The fire had a hear's fur.

It heard and knew ., . .

The dark earth furry 2s 2 bzar,

Grumbled too.

28 2 hear

Both "cat" and "bear"

| are linked to fire, or heat. The problen

gas to discover why they are so linkod. Quotations frem other

11/ iiiss Sitwell's note to the third 1line is:"Phis line and the
i two following lines came into ny alnd through hearing a seng
{ of Etravin=kl's, T do not kneow its nawe and 7 onl‘ heard it

. ence; but it contzained lines rathesr liks the

U

"
pwedt  gosnooIII
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i

| seem to be among the sywbols of warmth. "Dark" may he substi-

]

4/

/

/

‘poens will serve as a check:

" . . +. + the furry warmth
And purring sound of flres was In hls volee
Which never failed to warm and comfort me.”

~Colonel Fantocl:

“Tha black and furry fire

Sinks low, and likce the dire
Sound of charrins ccal, thoe blacxk
Cat's whirring back.”

~Troy Park:T7I

"aAnd the furred fire 1is barking for the shape

"n

Of hoarse-voiced animals;e.es

~wgblamorphoeslis

". . .« « furred with cold like red
Turred buds of satyr springs...."”

-marly spring

}"Black and furry” and "animal" and los-pitched rough sounds

ft"purr", "grumbled", "whirring”, "hoarse-velced”, "barxing”)

tuted for "black".

"Red crystal bells upon each oough
(Frult-buds that whinpes). Yo winds slough

"Our faceo, furred with cold like red
Furred buds Gl anstye Spriags, long Gead.

"The cold wind crcaking in my blood
Seems part of it, 25 grain of wood;

"aocng the coarse geoat-locks of snow
Mavzelle stiil drags me, Lo and [ro;

Pagssages contalning references to cecld include these,




a7

"Her foet make marks like contaur heefs
In hairy snows; her cold reprcofs

"Dlo, and her strange eves 1ook obligue
As the slant crystal budg thal creak.

"If she could thinx me diktant, she
In the suow's geat-locks certalnly

"Jould try tc milk those tcats, the tuds,
Of thelir warm sticky milk -~ the cuds

"Gf strange long-past fruit-hairy springs-
Boglinnings of first eaprthly thiags.,

~karly Spring

"If ccld grew visible again,
We should see bgll-flowers on tha plain

"With shivering stalks, as white as Kings
In trembling erasine. Lach cnc rings

"A 1ittlc tune {cr vespers, matins,
eneatn the polar sky's red satin;

"{The cold i1s but the shivering
0f the white flower-tells as they ring).

-Hercdiade
"Zut nurae is wandering on the plain,
iidst cold grewn visiole agaln;

"She looks for me, and as che walks
0n toes Lhe cold has turned to stalks,

"iiid shrill sileel pgrasses that dissemble
The coldiiell-flevers that jangle, tromble} !

LR N I

-The Toll

"Their smile is like Death's trap .
gllded dust
0f valueless beauty from the sun, soon must

+» « A little

i
i
{
"Jeush, for a fading while, each featherad cheek?
That paradisal airs witl nevor sleex,- :

e o e it e e ol o ittt S S § U
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10/

11/

12/

13/

14/

— LLTITT S S 5

And round them, as they move, the unfading sea,
Eternity

With its cool feathered alrs of beauty, sighs of
no, horizons they can see.

\

i

What ‘would these ghosts do, 1f the truths they
know, I

That were served up like snow-cold jewelled /|
fruits, |

And fhg enfeathered airs of lutes,

Could be their guests in ccld reality?”

-ThelSleeging Beauty :XV1I |

"Ring the hard cold bsll-buds upon the itrees
.codas of overtones . . . .

~Fantdchea

"Gold Death had taken his first citadel." !

~Colonal Fantock

|
§
"The melen's dogskin flowers where the mellow, l
Whining early dew is butter-yellowW....
Then eariy dew whines hound-like as in fright....®

-detamorphosis

The red retriever-haired satyr...."

-Popular Song

"The cap and bells of Time the Clown
That, jangling, whistled down,
Young cheruhs hidden in the gulse
0f every bird that flies;...."

|

|

{

| |

"A satyr, dog-haired as trunks of trees.... 1
|

|

i

l

1

~-Clowns'

|
Houses %

".esss8h6
Has lips like that Jangling harsh pink rain,.,.."

-Farly Spring |
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18/

‘5 -'19/

P

"A Tar-off huntsman sounds his horn
That sounds 1ike rain, harsph and forlorn;
T ) - ”
)
"Pink as hisg coat, pocr robin seens .. .
Jape, no longer lle in dreams...e.’

-The Slesplnr Seauty:XXIV

K

"Like:the Jansl ing bells
On roge trees ringinc....

" 1
. H : 'r‘ m,
P?eludc.to a Falry Tale

n

i ¢ < Ty harsh jaaglinge hair

Pink as the cn¢ pear

(i flapping crude Tlsh tinsel-pink
_Flapping acrose the consclousness
I.ike laughtor)...:"

-Pavane

*A clarinet sound, cold, forlorn,
ier harsh halr, stralpht as yellew corni..." ©

-0n the Vanity cof I'uman Asperaticns

"

e « « wooden brittle joy . « . "

~Clowns' Houses

» = s o the cold red winter sun
Like a Punch and_Judy show shrilled in fun...."

-The Profegsor Speaks

The following cond%hsat;on of these lasat aixieen quo

tations shows the varlation in dymbpls assoclated with cold:

]
l

it

b

L1/ Derived from Gertrude Stein's "Sweeter than bells of roses",
cr. Sitwell, Collected Poems, P
2/ Edith Sitwell had yellow hair.|

- 114.

-
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red cryastal T Tbells T T T T
i(on bough) fruit-buds whimper !
red(satyr)furred buds cold f
I wood wind creak cold f
‘ crystal buda creak : 2l
white(shlver,tremble) bell-f#owers ring cold i
red satin sky ; cold e
T (tremble) bell-f%owers jangle cold ' i
'k Jeweled fruits cold L
on tree) hard bell-b*fs' ring cold S
N cold death I
CI N cap and! bells. Jjangle time - |
L \ {whistle) (clown) ||
pink’ rain harsh forlorn |
(11ps) rain [ harsh §
i (Jangle) 3
‘{rose tree) belis | Jangle ﬁ?
I E (ring) o
pink{pear) hair - Jjangle ;F
o {harsh) A
‘yellow(corn) hair ‘harsh cold forlorn B
‘yellow(hound) dew whining (fright)early
jred(retriever){satyr)(trees) : - _ L
red . sun shrill cold - fun -
! h {Punch and Judy)
wood(brittle) :

g ' A glance at the last column will show that all these !

color, touch, and sound images are not only symbols of cold but

Joy

ﬁrr this is so, both sets of symbols must be essentially pseudo-

ﬁsynaesthetic; for, although red and yellow are asscciated with
fsorrow and dark colors with pleasantness in both sets, thers are
5too many contradictions. White, for instance, varies in its as-

isociations; and this line from Colonel Fantock Indicates that

?pink does the same:

]

.The color asgssoclations, in splite of the emphasis on the red end |

H

of the spectrum, are not truely synaesthetlc.

j tune. ...

|

i

{

J

}

!

|

|

i

=of the unexpressed ldea behind most of iiss Sitwell's poetry.l h
!

|

i

(

1

|

Il

I

|

]

|

| |

i "When plnk flowers seemed a sweet Hozartian ;

lfo- p- Iliao
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| Neither are the tactile assoclations. "Furry" is as-,:

isociated with both heat and cold.1 The choice of "hard" as a sym«
ibol may have been determined by two phrases in an early poen, %
501owns Houses - "hard reality" and "“hard bright toy". 5
Ii From the same poem comes the key-passapge for jangle

Every object associated with "bell" either "jangles” or "rings”

?he key-passage 1s:
"The cap and bells of Time the Clown

i That, jangling .

bther key~-passages from Clowns' Houses are:

i "Tall trees like rattles lean,
And ]angle sharp and dizzily....,"

"..s.Plorrot moon . . . . With cool touch lays
bare
Each cherry, plum, and pear....." J

i?he significant images seem to group themselves around "Clown".
"Harsh” and "pink"” are associated with "laughter® in a relativc-

t

‘ 2
‘1ly early poem, Pavans.

ﬁ “nough material haa been brought togethsr to form a
i |

gbasis for the analysis of the best known of illss Sitwell's poems
f . 1l
‘her Aubade:
i -

; : Jane, Jane,
| Tall as a crane, O
The morning light creaks down again,

; Comb your cockascomb-ragged halr;
Jane, Jane, come down the stair,

Each dull blunt wooden stalactite
Of raln creaks, hardened by the light,

i
H
il

|
| J
"1/ Cf. p. 46. i
12/ Cf. p. 49:17 i
. I

|

xs/ iss Sitwell is tall.

prg———— - pen—— PS—

gyl U P




b2

|
|
|

ovmed.1

Sounding like an overtons
Frou some lonely world unknown,

But the creaking empty 11ghtl
%11l never harden into sight,

will never penetrate your brain
With overtones like the blunt railn.

The 1ight would show(if it could harden)
Fternities of kitchen-garden,

Cockscomb flowers that none will pluck,
And wooden flowers that ‘gin to cluck.

In the kitchen you must light
Flames as staring, red and white

As carrots or as turnips, shining
Where the cold dawn light lles whining.

Cockscomb hair on the cold wind
Hangs limp, turns the milk's weak mind . . .

Jane, Jane,

Tall as a c¢ranse,
The morning light creaks down again.

In An 01d Woman Laments, Hiss Sitwell identifie

self with Diana, in Aubade, she identifies herself with Jane,who
1n turn is identified with a pet hen that Ulss Sitwell once
The "cluck" derives from this. "Creak™ and "whine"
been explained by iiss Sitwell:

"The author sald *creaks’ bacauss, in a very aarl&
dawn, after rain, the light has an anxious uncertalin gual-

lty, as though it does not run quite smoothl; Also,
falls in hard cubes, squares, and trlangles,

which, a

a hers

have

|
|
!
\
}
[

1t
gain,

1/ Cf. Two Kitchen Songs:J; The Sleeping Beauty:¥XXIV;Gountry

—

Cousin:l

2/ Several of Miss Sitwell's early poems show the influence of
Cubism. Cf. also, Springing Jack.




|

|

| o
! gives one the 1mpression of a creaking sound, because of
f the association with wood."

a certain cold dawn light upon the floor suggests a kind
of high animal whining or whimperling, a kind of half-

frightened and subservient urge to something outside our
consclousness.”

ily synaesthetic, for it would obviously be Impossible to have
J

ﬁthe same mode without having the sensations blend. O0f the two,

i"whine" 15 the more lmprobable;and,therefore,it is the more

| S
ﬁlikely to be truely synaesthetlc.

E "Sounding like an overtone
‘ From some lonely world unknown."

‘tsounds as if it might be a result of tonal vision. Similar im-

ages occur in Gold Coast Customs:

"..s.the dog-whining dawn light

Nosed for thelr hearts, whined in fright,
With a sly high animal

Whimpering, half-frightened call

To worlds outside our consciousness.....”

" . + + « the whining overtone
Of dawn « « « "

! Only one of the two,"creak” or "whine", can be true-|

'more than one secondary sensation from the same stimulus and in

;1/ Poetry and Criticism, p. 1%
K2/ Tbid., p. 20.

! “The crude pink stalactites of raln
; Are sounding from the boughs again,

f ~ "Fach sighs the name of Harriet, kary,
i Susan, Anne, grown cold and wary....

; ". . . .Once, bright and gay,
| They used to whisper 'Come away'....
I e it

L}

13/ This, from The Sleeping Beauty YXIV, is additional evidence:

i
i

"To the author's sight, the shivering movement of!




Here are other lines which suggest ‘tonal vision:

IR "Night came, sounding 1ike the growth of trees
| : .« e s « the calm full of moon

~-Colonel Fantock

g , "All wand'ring sounds that pass
o s Seemed out of tune, as 1f the light
‘ ' " Were flddle-strings pulled tight....."

~Clowns' Houses

“The grass 1s springing pale, alone,
Tuneless as a quartertong....”

-Faln

"At Easter when red lacquer buds sound far slow
Quarter-tones for the old dead Mikado...."

-The Sleeping Beauty:VI1

|
|
1 *....the ventriloquist sound of light...."
!

=Gold Cdast Customs

[:

|
|
] " There 18 no evidence of true synaesthesia in the few

bert Sitwell that I have read; but there are examples of pseudo-

?ynaesthesia in the writings of Sir George:
% ,
I S "....plants....vhose blossom,1s as laughter, and
whose perfume 1s a song."

i
l
H
:f
[I
;I

1/ Quoted in The Three Sitwells, p. oo. The influence of sSir
George is evident In these two quotations:
"The perfumes in the orangery sing...."
; P Sitwell The Sleeplng Beauty:XVII
| “In didas' garden the sizple flowers
Laugh, and the tulips are bright...."
~BE. S5itwell ,Early Spring

was like the sound within the growth of trees...

Balections from the writlngs of Sir CGeorge, Sacheverell, and Os-

.

%?‘.fi‘i‘?.‘__
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"The gold volce of the Bunset was most clearly ini
the aiz‘...." !

| i
-Outskirts 1 E | ﬂ
and of Osbent Sitwell: E i

"As the far sun-kissed sails of some full-rigged i
boat g
Blown by a salt cool bree:ze A
- Laden with age~old treasures g
And rich merchandisge, |
Fade intc evening on the foam-flecked seas,- ‘
So this last glowing note
flovers a while, ~ then dies."”

~Clavichords

The last two quotations are from early poems. As these poets be-|

came older, they ceased using pseoudo-synaesthetic ibagery. ¥dith|

Sitwall 8 latest poems contain less gynaesthetic imagery than

i

J

}

|

!
jthe earlier ones. This, however, does not necessarily mean that !
she is no longer synaesthetic, but that her Ltechnique has been i
1

modified.

'
|

"Dark hills at evening in the west,
“here sunset hovers like a soumd
Of golden horns...,”

|
i
|
1/ This resembles: h
ﬂ
-E.A.Robinson, The Dark Hills E

"Afterglow....hangs 11ke the dying chord of a #
funeral Chant LA B " ‘

-Amy Lowell, The iiddleton Place ;

]
- _.":C‘.‘T.‘I'..i*"
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- CONCLUSION -

i Edith Sitwell's theory of sense correspondences -

o ”probably, like Rimbaud's, a rationalization of true synaesthes-

1a ~ has led her to derive pseudc-synaesthetic imagery from the y

'?nglish tradition, through the medium of Swinburne and Sir Georga
"‘Sitwell; from the French tradition, through the medium of Baude—J
laire and the Symbollsts; and from dream psychology, either di- é

rectly or through some modern poet.l

Her original pseudo-synaesthetlc images arc sometimes

. variants of conwventlonal ones, Intensifications like this:

) : "....the gay hosannas of flowers
H Sound, loud as brass bands...." |
%i -The Higher Sensualism 2 |
jsometimes derivations from erperlience:

_ "Through glades like a nun !
y ' They run from and shun
The enormous and gecld-rayed rustling sun;...."

-Prelude to a Falry Tale S
"The morning light whines on the floor...."

-The Sleeping Beauty:XXIV 4

1/ Such lines as "....donkey's hide tide brayed.",from I Do !

Like to 3e Beside the Seaside, are the result of typical dream
4 mechanisms.
2/ ¢cf. p. 27,

3/ ¢f. p. 23. ]
© 4/ The unique characteor of liss Sitwell's pseudo-synaesthetic |
: | inapges 1s a result of thelr being elaborations of associations

“» that are often ldiosyncratic.




?éometimes, like "milky grass", true images of the exceptlonal;

but usually, 1lmages derlved from.any of these by free assoclatlion
|
gbleasant reality and her sensitivity to tactual, audile, anéd vis-

Edith Sitwell’'s attitude of withdrawal from an un--

hal stimuli determine the linking. She usually associates the un-

bleasant elements In life with cold; and the pleasant, with hcat.

?ger only éynaesthetic images, those of tonal vislion, are all as-
??ociated with cold. Her Images of heat are bullt up from the col-
?;r and sound Qf a cha;coal fire. Becauss of the synaesthetle as-
g;ociations, "cold" images are pitched high and have a tendency
gio be red,yellow, or white. "Heat"” images are dark in color and
E?re low in pitch. The link 1in cach set of images is usually tac-
E}ual.

| Edith Sitwell's tonal vision is true synaesthesia;

|
lier images that have been called truely synaesthetic have not

f

'ﬁeen traced or explained except on the basis of a fixed idlosyn-
;ratic assoclation. lkoreover, the lmages are correctly 1ocalized}
&he synaesthetle images do not vary in her poems, although the
;ymbols of her attitude toward life do vary considerably. Thers
l%aﬁfnot been sufficlent data avallable to establish with any

;ertainty whether or not others in her family are synaesthetlic.
hll that can be saild 1s that Sir Georpe, Sacheverell, and Osbert |

Eﬁitwell have all used pseudo-synaesthetic imagery.l

i
1
i
L

@1/ The general reference for facts about the life of the Sit-
wells is legroz, The Three Sitrelis.

!
i
H
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In the Elizabethan period, a peak in the use of 11t;
§

4
i
'

erary synaesthesia resulted from the adding of Itallian conven- 4
tional sense correspondences to English vision-touch and vision-@
kinaesthesla correspondences. In the next experimental period, tﬁe

Femantie, the Elilzabethan correspcondences, in splte of being oc-ﬁ
caslonally modified, remained, for the most part, conventions inE
idicating heightened emotion. In France, Baudelaire and the Sym- é
bolists began to use sense corrpspondences consclously as an aldi
in breaking down conventional associations between words and ‘
building up new associations in an attempt to equate words and

;states of mind. The English and French types of literary synaes-

thesia both contribute to the effectiveness of modern poetry.

Some of the lyricists of to-day, Edna St.Vincent Millay, E.E.Cum-
émings,and others, have revitalized the English convention of per=
sonifying objects to indicate the emotion of the beholder. Other
poets, like Amy Lowell and Edith Sitwell, have revitalized the

i

{English convention by blending 1t with the more extensive sense

correspondences resulting from the use,in France, of free assoc-

i{aticn.

The use of pseudo-synaesthesia helped Amy Lowell to |

rexpress herself both as a dramatist and as an Imagist. By using

| the English technique of personification, she could dramatize ob:

¥

1Jects, but only in a limited way; for tho attitudes that can bdbe |
expressed by perscnification are limited. Influsnced by John
}Gould Fletcher, Miss Lowell adapted the technique of a limited T

:free assoclation to the expression of more complex attltudes. |




Liee,

gy

3

€0

f She achieves pseudo-synaesthetic images by noting relatlonships ?
Jbetween kinaesthetic, visual, and auditory stimuli. Since these M
érelationships can be traced to non-synaesthetic origins, they ar;
gall pseudo-synaesthetic.

The use of pseudo-synaesthesia has helped Edith Sit-

well to dramatize her own attitudes and yet avoid overt expres-
'sion of emotion in connection with these attitudes. Most of her
‘ipoetry embodies a turning away from an unpleasant reality, usu-

ally symbolized by images associated with cold, and a Yearning

for her chlldhood and her ™others, usually assoclated with sym-

ibols of warmth. She experiences tonal vision and assoclates it

‘with cold reality; and then, by free association through tactuali

I

Ivisual, and auditory ccrrespondences, builds up pseudo-synaes-
'thetic assoclations based on true synaesthesia. The pseudo-syn-
naasthetic images associated with heat are probably buillt up from|

?the coeval appearance and sound of a charcoal fire. Therefore,

;Hiss Sitwell's imapges of cold are usually red, yellow, or white

Ein color, while the images of heat are usually dark in color andé
Ealso in contrast, low in pitch. This 1ls not always true, for misg
h*itwell builds up pseudo-synaesthetic images from the traditionaf
;English and French ones - for she has been sirongly influenced by
|Sw1nburne, Baudelalire, and the Symbolists. The many images built%

;an her tonal vislon account for most of the "queerness” of her

pecetry.

ook vy
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Hscious, involved in the shaping of The Ancient ¥ariner and Kubla

F an. The next few rages reccrd the retracing of the pgrowth of
'another poem, written by Edith Sitwell. This 1s the poen:

|
P An 0ld Foman lLaments in Spring-Time

i
i
H

| - T walk on grass as soft as wool,
Cr fluff that our old fingers pull
From beaver or from miniver,-
Sweet-sounding as a dulcimer,-

A poor 0ld woman creeping where
The young can never pry and stare.
I am so old, I should be gone,=-
Too ¢ld to warm in the kind sun

My wrinkled face; my hat that flaps

11l hide it, and @y clocak has laps
That trall upon the grass as I

I.ike some warm shade of spring creep by.

And all the laden fruit-boughs spread
Into a silver sound, but dead

Is the wild dew I used to know,

Nor will the morning music grow.

I sit beneath these coral boughs
G %here the air's silver plumage grows
f _ And flows like water with a sigh,

' S Ped with sweet milk of 14ilies, I

5t111 feel the dew llike amber guus,

v That, from the rlchest spice-iree comes,
? L Drip down upon my turbanned head,
Trembling and anclient as the Dead,

: Beneath these floating branches' shade.
f o Yet long apo, a lovely malid,
i o On gras%, a fading silver tune

! In The Road to Xanadu, John Livingston Lowes has re- |

-constructed some of the creative processes, conscious and uncon- |

FE £ il i TRIT I -

v
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| | 11a
Played on an anclent dulcimer, ﬂ )
(And soft as wool of minilver) i
- i
I walked like a young antelope,. |
And Day was bul an Ethlop, .
‘f» i Beside my fairness shining there- i
T ; I.ike black shade seeged the brightest air i
1 i 1
! ¢
¥hen 1 was lovely as the snows,- ;
A fading starriness that flows . . . l
Then, far-off Death seemed but the shade |
That those heavenly branches made . . . !
% |
| While lookling for examples of synaesthetic imagery inﬁ
;the first volume of Rdith Sitwell's The Pleasures of Poetry, I E
‘ !
jnoticed the similarlty between the sixth stanza of the poom quots«
jed above and a passage from karvell's The Nymph CQﬁplaining for
ithe Death of Her Fawmn.
0 help! O help' I see it faint
And die as calmly as a saint. :
See how it weeps! the tears do come %
sad, slowly, dropping like a gum. h
30 weeps the wounded balsam; so i
The holy frankincense doith flow; ;
The brotherless Hellades |
xelt 1in such amber tears as thegf.....
Such similarity, in itself, is not enough to estab- i
ilish a relationship, and 80 1 looked for and found what Lowes ﬁ
! }
icalled "hooks and eyes”. The inclusion of larvell's poem in The |
: . ——tm— ! I
.Pleasurea of Poetry means that the poem 1s a favorite of kiss Sit- !
i “
| i
ﬂwcll's and, conseguently, likely source materjal, Also, a compav%
| i |
ﬂison of titles will show how closely one poem is related to the &
' |
¢ iother. :
! | ”
.. The Nymph An 01d Foman |
i '
i Complalining lLaments :

é H
i H
]% i

:
i
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o "but dead
Is the #ild dew « « o & "

for tha Death

» » - - - . - . - - -

Then, fal"-off Death L . @ "

cf Her Fawn ' - "1ike a younr antelope . . . "
I have a garden cf my in Lprinc-Tine
own,

But =0 with roses overgrown, :
And 1ilies, that you weculd it guess
To be a 1ittle wllderness; :
And all the -spring-time of the year
It only loved to be there. . . . .}

i

"Lilies™ sugpgests lLiss Sitwell’s “"Fed with sweet mil

i .- . i ) ." . 1
lof 1ilies ....“,13 connection reinforced by another passage in

The Nymph Complaining: \

With sweetest milk and s&gar first
I it ot my own fingers nursed;
; CTA And as it grew, so every §ay
o It waxed more white and aweet than they.

i : o , "Trembling and ancient as the Dead,

- It had so sweei a breathy ind oft
1 blushed 1o see its foot jmore soft !
&nd white, shall I say than my hand? ;
Nay, any 1ady'a of tho land. o « + & -

: : And its pure virgin limbs to fold

; Tn whitest cheets of lilles coid:

| S In fair ¥lycium to endure, )

%ith milk-11ike lambs, and ermines pure. . « o

“Lambs" sugpgests "wool" and "ermines”, “"miniver”.
It 4z dcairable, before continulng, to make more ex-

plicit some of the"hooks and eyes“which 1ink elements in An 01d

woman Laments. Here, as elsewhere, for clarity,the significant !

—

1/ Pifth stanza , ‘_




‘words are underlined. The link, "tears™, binding together "amber"

! .
and "gums“1 1s found in the first quotation from Marveil.®

"eee..the tears do come :

- Sad, Blowly, dropping like a gume.... f
The brotherless Heliades

Melt in such amber tears as these....."

"Propping” 1s changed, in diss Sitwell's poem, into

"drip". This helps link the two passages.

The last two quotatlons on the preceding page are di%
!
rectly bound together by the common element,"milk", and the two

combined are directly 1inked to An 01d Woman Laments by the ele- §

ments, “sweetest milk","nursed","soft”,"}11ies","lambs", and

rermines". But the most pervasive link of all seems to bs “"white'l.

The many Images assoclated with it in An Old Toman J.aments are

pufficient corroboration -~"soft as wool....from miniver","coral

goughs“,“sweet milk of 11lles", and most of the last two stanzas.|
1

} There is more than enough evidence to adequately

i

'prove the relationship between The Kymph Complaining and An 0ld

ﬁoman Laments. First, therse is the similarity of elements. Next,

!ﬁhere is a similarity in the titles. And finally, there 1is a sim-|
i i
ilarity in the form, for both were written in octo-syllabic coup-;
! H
! &
lets. Marvell's poem must be consldered as ons of the wmore im-

portant sources of An 0ld Voman Laments.

1/ ¢f. p. 1a.
2/ cr. P iia. !‘




e e e e e

| : Another source used consclcusly or unconsciocusly by f

|
|
|

'%d in the first volume of The Pleasures of Poetry. The lines-aref

Eocto-syllabic, but the rhyme-scheme is a,a,b,c,c,bs The rhyme~ |

J

&186-31twell 18 Christopher Smart's A Song to David,also includ- |

scheme of the seventh stanza of Liss 3itsell's poom is a,a,b,c,cﬁ

the same as that of Smart's with the last line omitted. i
i

I

|

| .
! There are other links. A relationship ¢an be traced
i _

f

botween A Song to David and The Nymph Complailning. |

I
H
| o LXXI1

Sweet 18 the dew that falls betimes,
, , And drops upon the leafy limes; :
Sweet Hermon's fragrant aip:
sweet is the 11lly's silver bell,
And sweet the wakeful tapers smell {

That watch for early pray'r. :

IXXITT o

Sweet the young nurse with love intense
%hich smiles o'er sleeping innocence; ’
- Sweel when the lost arrive: : !
Sweot the musiclan's ardour beats..,... ;

|

The linking with the following passage, by "drops",

|“fragrant”,"smell”, and the religlous imagery, explains, prob-

Eably, "the dew like amber gumsS.... drfp....".

f 1 see it faint

And die as calmly as a sajnt.,.,

; the tears do come

; Sad, slowly, drepping like a FUM.....

80
The holy frankincense doth flow..,, 1l

1/ Ct, p. 1ia




|

I

i
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!
il
i

"Sweet”, "fragrant", and “"nurse” furnish further con

{
!
{nections batween 4 Song to David and Ths liymph Complaining.

%ith sweetest milk and sagar flrst

I it at my own [ingers nursed;
And as 11 rrew, so every agy

It waxed more white and sweet than they.

It had 50 sweet a breath . .« .

Part of the fifth and czixth stanzas of An Cld ¥oman '
Laments has been traced.
I sit beneath these coral bhoughs

Fhere the air's silver plumage grows
tnd flows like water with a sipgh.

Ped with sweet milk of lilies,

3t111 feel the dew like amber guns,

That from the richest spice-iree comes,
hrip dowm upon ny turbanned head,
Trembling and ancilent as tha Dead

The source of some of the lmagery not underlined can be found in

la selection from George Darley's significantly titled Negenthe,1

a selection included in The Pleasuraes of Foelry:

Q blest unfablsd Incanse Tree,
That burns in glorious Araby,

W7ith red scent chalicing the air,
7111 earth-TITe grew Elysian there:

] - L - - L] . - - Ll

-

The mountainless green wllds among,
flara ends she her unechoing song.
With amber tears and odorous sighs

l
|
;
|
!

Yourned by the desert where she dies.

C fast her amber blood doth flow
From the hearl-wounded Incense lree,

1/ cf. p. xvia .

[




1
i
-E' , g - In_ silent rivulects to the sea.

Fagi as garith's deocp-enboscmed woe

Beauty may wgep her falr first- born,
‘ Perchanco in as resplendent tears,

H ' T - Such golden dewdrops bow like corn
o ' when the stern sickleman appears.

§ - This passage is linked with The Nymph Complaining by

of the stanza, both poems having stanzas of four octo-syllablce

hed contain imagery that is probably the basia for liss aitwell 8.

;"flowé like water with a sigh”,

SiEHSG"'

"
amber tears and odoroyg

" her amber blood doth filgo4,.

In silent rivulets to thn““~g

0-.

'of amber as a further bond between "dew" ang “gums” ¢

i

35
in the same vyolumés 3 Poem also written in octo- syllabic lines~- !

;Coleridge s Kubla Kpan.

(. | | In Xanadu did Kubla Khan ‘
i . A stately pleasure-dome gg ecp '
| gnere Alph, the sacred piy..09°

i

t N !
_ nrough caverns meauure‘“ﬁwﬁl__,,

E E'ﬁ__ 28 =8 _to manl mall

!

cxn Lo a sunless saa

| PP RSl tQ -gat- ﬂvHr

e _-\“'-““-—“”

' 1/ cf. p. i1ia -

i 2/ cf, p. iva "o lines are oct.o-syllabic

enough
3/ The first py bR e - O and this }s e

‘-_,_s.w » e e
a3 s S5
Tmmmomai

1
‘the commen elements, "amber", "tears", "weep", and "Elystian”. It

'f-nGdlden dewdrops”, in the last, Stanza, adds the color

ar poem

s linked directly with An 0ld Foman Laments by, first, the form

i
|
[
i

11nes rhyming in pairs. Next, thc second and third stanzas quot-j




So twice five ailes of fertile ground q
%ith walls and towers were girdled round: i
And there were gardens bripght with sinuous rills,
Where blossomed many an incense-bearing tree;
And hereo were forests anclent as the hills,
Enfolding sunny spots of greenery.

But oh. that deep romantic chasm which slanted
Down the green hill athwart a cedarn cover.

A saVage placc. as holy and enchanted

As e'er benecath a waning moon was haunted

By woman walling for her dexons- lover:

And from this chasm, with ceascless turmoil

{
H
]
|

seething, 3
As 1f this earth in fast thick pants were ;
breathing, l

A mighty fountain momently was forced: |
Amid whose swift half-intermitted burst ‘
Huge fragments vaulted like rebounding hail,
Or chaffy grain beneath the thresher's flail:
And'wmid these dancing rocks at once and ever |
It flung pomently the sacred river. '
Filve mlles mcandering with a mazy wotion i
Through wood and dale the sacred river ran,
Then reached the caverns mseasureless Lo man, |
And sank In tumult to a lifeless ocean: §
And 'mid this tuoult Kubla heard from far ‘
Ancestral volces prophesying war\
The shadow of the dome of pleasure
Floalcd midway on the waves;
Where was heard the mingled measure
From the fountaln and the caves.
It was a miracle of rare device,
A sunny pleasure-dome with caves cf ice.

In a vision once I saw:

It was an Abyssinian maid,

And on her dulcimer she plaved,
Singing of aount Abora.

Could I revive within me

Her symphony and son

16 such a deep delight 'twould win me,
That with music loud and long,

I would bulld that dome In air,

That sunny dome. those caves of ice.
ind all whe heard should see them there, |
And all should cry, Beware. Beware.

i1s flashing eyes, his floating hair?

Weave a circle round him thrice, i
And close your eyes with holy dread,
For he on honey-dew hath fed,

And drunk the lLillk of laradiss.

1
|
i
H
|
A damsel wiith a dulcimep |
i
{
|
e
i
1
i
i
i
i




[y
o]
®

The images 1in the last two lines préﬁably mingled

with those 1n this passage from kKarvell,

-419 ; And its pure virgin limbs to fold
In whitest sheets of lllles cold:

In falr Elysium to endure 1 |

i With milk-like lambs, and ermines pure..... g

@o contribute toward the creation of "fed with sweet milk of

%111198“.2 And “"the shadow of the dome of pleasure floated” may

!

fhave some connection with "beneath these floating branches' i
?shade“. But the passapge in Miss Sitwell's poem most obviously i

?erived from Kubla Kﬁan is thie in the Bsventh stanza:
- - |
"Yet long ago, a lovely maid, l

_ On grass, a fading silver tune
! Played_on an_ancient dulcimer.... " ;

There are two significant passages: ;

", ancient as the hills,
Lo ' Enfolding sunny spots of greenery.
i But oh! that deep romantlc chasm which slanted

]
]
i | Down the green hill.... " §

i "It was an Abyssinlan maid, !
And on her dulcimer she played, i
Singing of kount Abora..s.. - i

i The "dulcimer” in the first stanza of An 0ld Woman

ﬂLaments and the extra line in the seventh are derived from Swin-i

‘burne's The Masque of Queen Bersabe, an extract from which is

|
o iiincluded in the third volume of The Pleasures of Poetry. The
v it

’ ﬁstanzas of immediate significance are all included in the volumei
0 i
I

il

' i 1/ Cf. p. 111a.

i :ﬁ_:_r-—;::u:;"”:b—::‘_‘a /:c fi_: p 0= FAB e e e e
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|

above:
§

itree

.stanza.l

“ of An 01d

i Here 1s one stanza and\part of the next:

AHOLARH

I am the queen Amalek.

There was no tender touch or fleck
To spoil my bcdy or bared feetl.

My words were soft like dulc¢imers,

And the first sweet of grape-flowers
Made each side of my bosom sweet.

ly raiment was as tender frult

those rind smells sweet of spice-iree root,

Brulsed balm-blossom and budded wheat.

AHINOAM

I am the queen Ahinoam.

Like the throat of a soft slaln lamb....

The lines are again octo-syllabic, and the rhyme=-

'scheme of the first five lines is the same as that of the seventh

The connection between ithe aubjectﬁmatter of

poen and the first stanza of An 01d VWoman Laments is clear. The

'bonda are made more firm by the stanza following those quoted

ATARAH

I am the gqueen 5idonian.....
Spilkenard was hidden in my. ahips,
Honey and wheat and myrrh in atirlps

Vinlte wocls that shine as ¢clour does,

Soft linen dyed upon the fold,

Split spice + « «
Cedar and broken calamus. .

“Spice-tree" and "spice....cedar”

%oman Laments. But "spice~tree”

suggest the
must be linked

Swinburnse’'g

PSR /- MOUENY. 2O O T,

"spice;

1/ ¢f. p. va.




(ﬂh

ilinked to its context,

" Ped with sweet milk of lilles, I

5till feel the dew like amber guns,

That from the richest splce-tree comeS..e.

"Incense-bearing tree” can be linked directly to the passage

fqubted above,l and

”quotatiens will shows

"splce-tree”, as a comparison of the next twof

"Hy words were soft like dulcimers.... :

iy raiment was as tender fruit i

7hose rind smells sweet of spice-trec root,
Brulsed balm-blOSSOM.«+.

. |
Where blossomed many an incense-bearing tree;;

¢ ) » L] » - - - L] - L[] L] » - L] - - - - L] - - - - ;
i . :

A damsel with a dulecimer. . . . " _ |

H
H

A source can be found for the "richest spice-tree”

One of the speaKers, Cleopatra, in the Masque of Queen Bersabe

;says, "] am the queen of Ethlope." Romeo, in Romeo and Jullet,

?says,z : .

|
|
It seems she hangs upon the cheek of night '
Like a rich Jewel in an Ethiop's ear; '
Beauty too rich for use, for earth too dear.
So shows a snow dove trooping with crows, :
W j As yonder lady o'er her fellows shows."

{ : :
i . "0, she doth teach the torches to burn bright!.
l
I
k

1/ cf. pp. via,viiia.

2/ Actl I’ SC- Vv .




b ¥
7 This pnassage, wilth the following lines from Herrick's Corinna's |

' Going a 3aying, one of the poems included in The Pleasures of

. Poetry, suggests the origin of the 1ast'@wo stanzas of Mise Sit-

#81l1's poem. This 1s from Herrick's poem:
Rise: and put on your Foliage, and be seen
To come forth, like the Sprinv—time, frash
I and green; "
' And sweet as Flora. Take no care ;
‘ For Jewels for vour Gown, or Hair: §
Fear not; the leaves will strew
Gems in abundance upcnjyou:
Besldes the childhood of the Day has kept, b
Against you ccme, some Orient Pearls unwept:
; Come, and receive them iwhile the light
‘ Hangs on the New-locks of the nipht....

L 4 L L] - . » . - - - - » . e - - L] L - - - -

i

Come, let us go, while we are 1n our primse,

1 And take the harmless folly of the time.

§ We shall grow old apace, and cle i

E Before we kKiow our liberty. - 5
Qur 1life 1s shiort, and cur days run
As fast away as does the Sun;

And as a Vapour, or a drop of Raln, i

Once lost, can ne'ser be found again, g
So when you or I are made i
A Fable, 5cong, or fleeting Chads, |
All love, all liking, all delignt, ;
Lies drowned with us 1n endless night. |

Then while time serves, and we are but decaying,

Come, me Corinna, come, let's go a kaying. :

The twice-repeated "night” links significant pas-

?éages in Romeo and Jullet.l The origin of some of the imagery of

;ihe third and last stanzas of An 0id Woman Laments 1a in this

selection from one of Jullet's speeches:2 E

1/ cf. p. xia .

|
2/ Act I1I, Sc. i1 . !
!
|
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Come, c¢ivil night,
| ‘ : Thou sober-sujted matron, all in black,
© And learn me how to iose a winning maicn,
: Play'd for a pair of stainless maidenhooda'
;!3 Hood my unmann’d blood bating in my cheeks

i : With thy black mantle, till strange love
i grown bold

' Think truse love acted simple modesty.

Come, night, ccme, Romeo, come, thou day in

] _ For tEou wilt lie upon the winrs of nirht

: ' whiter than new snow on a raven's back.

! Come, prentle nipht, come, leving, black-brow'd
night,

Glve me my Romeo; and, when he shall die,

Take him and cut him out in little stars,

And he will make the face of heaven s0 iline,

That all the world will be in love with night,

And pay no worship to the garish sun. ., . . .

; so tedious is this d day

! As is the nipght before some festival

j To an lmpalieni c¢hild that hath new robes

And may not wear them. O, here comes my nurse,

and she brings newxs, and every tongue that speaks

But Roweo's nawe speaks Jieavenly eloguence.

§ ’ “Night® is again the 1ink in thila passagest

! JULIFT Thou know'at the mask of alght is on my face,
1 ' ‘ Else would a maiden blush bepalnt my cheek
I For that which thou hast heard me speak to-night.
¥ . + Lherefore pardon me, ;
‘ And not impute this ylelding Lo light love,

: which the dark night hath so discovered. i
i ROXFO Lady, by yonder blessed moon I aswear, 2
é That tips with silvser all these fruit-tree tops
! _

- L - - - -» L] - - - L - L] » Ll -

There 1s yet another significant passage,alinked to

4
the others by "night" and "cheek"”.

e
. 1/ Act II, Sc. 11 .
. 2/ Cf: fourth stanza, p. ia .

i 3/ act 1I, Sc. 11 . |
4/ "Cheek " is an element common to all the passages quoted fromé

i Romeo and Juliet.

et e iy
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ROXEOQ It is the east, and Juliet 1s the sun'
Arise, falr sun, and kill the envious moon,
Who 1s already sick and pale with grief,
That thou her mald are far more falyr than she:

L] - - - - . - . -* . L] L] » - - . - L] -

The brightneas of her cheek would shame Lhose
gtars,

As daylirht doth a lamp; her eyes in heaven

%ould through the airy region stream so_bright

That birds would sing and think it were not
night.

See, how she leans her cheek upon her hand®

0, that I were a glove upcon that hand,

That I wight touch that cheek.

- - - » - L - - - - - - - - -

0, speak again, bright angel: for thou art

As glorious to this night, being o'er my head,
As is a winged messenger of heaven

Unto the white-upturned wondering eyes

Of mortals that fall back to gaze on him,
%hen he bestrides the lazy-pacing clguds

And salls upon the bosom of the air.

To understand the origin of

i I sit beneath these coral boughs

¥here the air's silver plumage€. + « o

compabe with the quotations from Romeo and Julist these passages

from Xilton'a Comus?

Can any mortal mixturs of earth’'s oould
Breathe such divine inchanting ravishment?
Sure somathing holy lodges in that breast,
And with these raptures moves the vocal alr
To testify his hidden residence.

How sweetly did they float upon the wings
Of sllence through the empty-vaulted nipght, |
At every fall smoothing the raven dowsn ;
Of darkness till it smiled. I have oft heard

}/ Cf. eighth stanza, p. iia.

[ v 4
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dy mother Circe with the Tirens three,

4midst the flowery-kirtled Nailades,

Culling their potent herbs and baleful drugs,

“ho, as they sung, would take the priscned
soul,

And lap it in Flysium . . . .

> L] * - L] L] - L] L - L] - - - L]

Unmuffle, ye faint stars; and thou, fair lioon,
That went' st to leve the traveller's benison,
wtoop thy pale visage through an aamber clcud,
And disinherilt Chaos, that reigns here
In double night of darknesgs and of shades;
Cr, 1t your influence be gquitec dammed up
With black-uqurping mlats, some gentle taper

. visit us
Vith thy long levelled rule of streaming light)
And thou shalt be our star of Arcady, ﬁ
Cr Tyrian Cynosure. .+ =« o+ = ;

* L] L] L] L L] - - - L] - [ ] L] L] L] -

| ' And Wisdom's self
- Oft seeks to sweet retired solitude,
There, with her best nurse, Ccntenplation,
She plumes her feathers, and lets grow her
wings o« « . .

.. L] - - L] - L L] L] . - - [ L L

The earth cumbcred, . and the winged air darxed
with plumes « o « o |

"5it" and "goral" can be traced to the selection

r
t
i
1
l

from Ccmus, 3abrina's Song, included in The Pleasures of Poetry:

Sabrina fair,
Listen where thou art sitting
Under the pglasay, cool, translucent wave,
In twisted braids of lllies knitting
The loose train of thy amber-dropping hair;
liston for dear honour's saxe,
Goddess of the silver lake . « +
In name of gremt QOceanus,

: : By the earth-uhaking Neptune 8 MAC@.ese
| | By hoary Nereus' arinkled 1ook seee '
: ; And old soothgaying Glaucus’ spell ....
i ' o « « e58he sits on dlamond rocks....
From thy coral-paven bed . . . .

arvell's The Garden contains lines that also contribute toward

c‘l"

ho - imagery-of “Miss SItWell' s F1fth stanza ., == smsariimo o s o omme o
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Annihilating all that's made
Te a green thought in a green shads.
! Hare at the fountain's sliding foot,
}i? | Or at some fruit-trse's mossy root,
2 Casting the body's vest aside, . ”
e ! My soul 1nto the bourhs does glide: i
i i There, llke a bird, it 8its and sings, |
i 1 Then whets and combs_1ts sllver wings,
i } And, till prepared for longer flight,
é ’ Waves In 1is plumes the varlious light.
?f This adequately explains the first two lines, but i
E. ;does not explain the completéd sentence: ‘i
; |
t- * I-sit beneath these -coral boughs ;
E There the air's silver plumage grows %
i And flows like water with a sigh. °
{ ;The last line has already been traced, but the connection with !
%! the first two has not. All .that 1is necessary .is .to find links |
gi ,conneéting Comus and the selecticn from Negenthe.z One of the j
i flinks,“Elyaium", is 1n the selection quoted at the top of the |
{ jpreceding page. Another,"amber”, appears iwice in Comus.3 A thir&,
}, "Nepenthes”, furnishes a very strong link.
!
i _ "®With spirite of balm and fragrant syrups mixed.
{ ’ : Noit that Nepenthes which the wife of Thone E
,g In Egypt . . . . "
;e \ | |
E ‘The two poems can also be linked by showlng the relationship of
? jeach to a third poeum, ¥ubla Khan. Here 15 a passage from Comuss i
| | | o \
| e . -
| {i 1/ Cf. p. viia . - - :
! i 2/ cf. p. via ;
' i 3/ CL+ po xVa %
i
i !
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I

i Virgin, daughter of Locrine,

} Sprung of oldé anchises' line,

“ay thy brimned waves for this

Thelr full tribute never miss

From a thousand petty rills, ‘

That tumble down the snowy nilig:
e « + « Dbe crowned

Vith many a tower and bterrace round « « + o i

And here 1s the corresponding passage from Xubla Khan:

So twice flve miles of fertile ground
Tith walls and Lowers were gcirdled round:
Ang there were gardens bright with sinucus
ri} }-S -» - - - )
And here were forests ancient as the hills ...

*Host of the lmagery cof An Q1d VYoman Laments has been
% ‘prace¢. The lmagary %hich has been wholly or partially traced 1s
% .Lnderlined:
Q An ¢1d Yoman Iaments in Sprin--Time
L

I walk cn grass as soft as wool,
Cr fluff that our oid fingers puill
i 'rom beaver or from miniver,-

. Seeet-sounding as a dulcimer, -

ST it

A poor old weman creeping where
The young can never pry and stare.
I am so old, T should be gonae,-
Too old 1o warm in the xind sun

by wrinkled face; my hat that flaps

wili nice iL, nnd my clcak has_laps
That trail upcon the grass as I

}ike some warm_ shade _of spring creep by.

0 ARt 3] v e A i R W 50 o M 35

And all the laden fruit<bouj-hs sprezad
Into a silver sound, but dead

Ja the wiléd dew I used to know,

Nor will the norning music grow.

J sit beneath these coral boughs
Where the air's silver plumage Frows

. And flows llke water with a sigh.. . .. . _
Fed with sweet wmilk of lilles, I
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St111 feel the dew 1ike amber gums,
Tnat from the richost splice-tree comes,
Drip down upon my turbanned head,
Trembling and ancient as the Dead,

Reneath these floating branches' shade.
Yet loneg ago, a lovely maid,

On rrass, a fading silver tune
Played on an ancient dulcimer,
TAnd softi as wool of minlver)

T walked 1ike a voung _antelope,

and Day was but an Ethiop,

Beside my fairness shining there-

1.ike black shade seemed the brightest alr

“hen 1 was lovely as the snows,-

A fading starriness that flows . . .
Then, far-off Death reemed but the shade
That thosgse heavenly branches made . « +

A passage already quoted, from A Song to David, is

a possible source of some of the fourth stanza.l

ILXXIT

Sweet is the dew that falls betimes,
And drops upen the leafy limes;
Sweet Hermon's fragrant alr:

cwoet 15 tho 1111y's silver bell,
And gweet the wakeful tapers smell

" That watch for early pray'r.

LXXII1

Swecet . . . .
Sweat the musician's ardour beats. . . . .

A Song to David ic the source of "“beaver”. "Of

1
4
i

i
I

H

i

beasts~ the beaver plods his task...." occurs in the twenty-fifth

stanza. 2

'

i

1/ p. va.
- 2/ "urmine” occurs in the sixty-second stanza.
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Xixa

j

!g; Pecetry, contains imagery that, perhaps, is the socurce of

"worning wmusic”,"lovely", and “"fading".

Blake's The Bcok of Thel, included in The Pleasures

The Naughters of the Seraphim led round their
sunny flcclks~

All butl the Founpgest: she 1in paleness sought th?
secretl alr, : :

Te fade awar like morning beauty from her mortal

Down by the river of Adona her soft volce is
hoard,

And thus her gentle lsmentation falis lilke morn<
ins dew, .

"0 Tife of this our Spring. why fades the lotus
of the waler?

%hy fade these children of the spring, born but
to smile and fall?

Ah, Thel is like a watery bow, and like a part-
ing cloud,

Like a reflecticn In a pglass, lilke shadows 1in
the water,

Like dreams of infantls, like a smile upon an
infant's face,

Liire the dove's voice, iike transient day, like
ousic In the air,

Ah. gentIc may I 1lay me down, and gentle rest
ny head,

And gentle sleep the sleep of death, and gentle
hear the volce

Of Him ghat walketh in the garden in the evening
time. " :

The Lily of the Valley, breathing in the humble

rass,

Answered the lovely majd, and said: "T am a !
watery weed . . .+ .

Yot 1 am visited from heaven; and He that smileq

on all
¥alks in the valley, -and each morn over me

spreads Nlls hand,

Saying, 'Rejeice, thou humble grass, thou new-
born 1ily-flower,

Thou gentle mald of silent valleys and of mod-
est brooks;

For thou shalt be clothed in light and fed with
mernings nanna,

7111 summer's heat melts thee beside the foun-
tains and the springs,

e e T, T I T R T T e e e T T T B I T T - =
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I To flourich in etcrnal vales.' Then why should

| ' Thel complain?

J : '~ Why should the mistress of the vales of Har ut-

I ter a sigh 2V

) ' ' She ceased and smiled in tcars, then sat down
in her gilver shrine.

peacseful valley,

Giving Lo Lhcae that cannot crave, the voice-
lesa, the o'ertired:

Thy bkreath deth necurish ihe innocent lamb; he
swolls thy milky parments,

: “e c¢rops thy flowers, while thou slittest smil-

J ing in his face,

E Wiping his mild and meekin mouth from all con—‘

i tagicus taints.

Thy wine doth purify the zolden haoney; thy per-
fume,

Wnich thou dost scatter on every little blade
of grass that springs,

kevives the milked cow, and tamea the fire-
breathing stéed. « « «

k Thel anaswered: "0 thou little virgin of the
|
|
!
|

' "sueen of the vales,® the l11ily answared, “ask
| the tender Cloud,
i : And it shall tell theec why it glitters in the

- morning sky,
And =hy i% sc;tters its bri ~ht beauty through
the huzid air. . . . .

"0 little Cloud”, the virgin caid, "I charge
thee tell to ne i

ithy thou complainaest noi, Wuen in one hour
thou fad sl away .« « « of

"Unseen desconding weigh my light wings upon
balmy lovwers, '

And court the fair-eyed “eﬂ te take me to her
shining tent . . . .

"But I feed not Lhe warbling birds, they fly
and secek thelr food.

But Thel delights in these no more. becauae I
fade away

And all shall say, 'Withcut a use thils shining

| woman lived; ‘

' Or did she onl; live to be at death the focd

of worms? -

. - - - - - - - - - . . . - . .

% -
£ : The daugh er of Beauty wiped her pitylng tcars
prom— -!-i o S eI ST '1tnh he!‘ Whi t-e Vei 1 Slem RIS WEEET LT e
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element'in the s

'and "trembling"

as the Dead .es.”

symbolizing serrow, ius, apparently, the meost important linking

And said: "Alast T knew not this, and therefore

_ did I weep.

That God wculd love a woro 1 knew, and punish
the evil fcot

That #ilful brulsed its helpless form; but that
He cherishcd it

%ith milk and o1l I never knew, and theresfore
dld I weep.

And T complalned in the mild air, because I fade

RWRE 1

And lay me down in thy celd bed, and leave my |
shining lot,”

"

"tueen of the vales,”" the matron Clay answercd,
"I heard thy sipgha . . « " -
o s
- - L]

She sawv the couches of the dead « « « o«

She wandered in the land of c¢louds, through
valleys dark, listening

Dolours and lamentations. waiting oft beside a
dewy grave . .« o

And heard this volce cf sorrow breathed from
the hollow pit. . « « &

"Thy a nostril wide inhaling terror, trembling,
and affrisht ?

¥hy a tender curb upon the youthful bu"ning
boy ? e e e =

s now possible to trace "trembling and ancient

« It hag been shown that the cclor ol amber,

ixth atanza.l Thisz same element links "dead”

in the last secticn of Blake's poem:

Thel entered in, and saw the secrets of the
1and unknown.

She saw the couchea of the dead, and where the
fibrous root

Cf every heart on earth inflixss its restleas -
twists; :

A land of sorrow and tears, where never mile
was seen.

.1/ ¢f. pp. iia, vila ,
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She wandsred in the land of cloués; through valj
- leys dark, licstening
Dolours and lamentations: waiting oft bteslde a

deWy grave « « &
. ¢« « s « showering frults and
colned gold 2

Yhy a tongue impressed with hensy from every
Win(} ? - - - - i

Thy a nostril wide inhaling terrcr, trembling,{
and affright 7 . . « + "

l , -
'The 1ink between “"trembling" and "ancieni” cannot be found in

e S AR i i
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the poea of Blake'sz, and so 1t is necessary to turn again to the

first six lines at the top of page vilia. Thesge have already

been linked to Comusa, bui they are also linked to Book IV of

aParadise-Lost:l ;

- ' Qut of the fertils ground he caused to grow
1 _ All trees of noblest kind for sight, smell, !
| ' - taste;

And all amid them stsed the tree of 1life,

High, eminent, blooming ambrosial fruit

0f vepretable gold; N . .

Southward throurh Fden went a rilver large,

‘Nor ih%gged his course, but throurh the shapggy

hil . _

Passed undernsath engulfed; « » .« .

Rose a [rush fountain, and with many a rill

T#atered Lhe rardea; thence united fell

Down the stescp clade « .« .«

Rolling on orient pearl and sands of gold,

With mazy ercor under pendent shades
S Ran nectar . . . . .

The open fileld, and where the unpierced shade
: Isbrosned the noontide bowers: thus was This
1 place
|

A happy rural seat of varlous viei;

Groves whose rich trees wepl odorous gums and
paln

Others whose frult burnished with golden rind,

Hung amiable ( Hasperian fables true,

If true, here only) ¢« + =+ &
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1/ Cf. xvila o
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alrs, vernal airs i
Breathing the smell of fleld and grove, attune
The tremblings leavoes, while universal FPan, i
¥nit with the Craces and the Hours i{n dance,

. ' Led on the eternal Spring. . + «. . i
r" Nor where the Abassin kings thelr lssue guard, |
’ ‘:

i

'
3
i

Hount Amarz, though this by some supposed
True Paradise, under the Mthiep line . . . .

i
"Trembling” in The Book of Thel is linked to the "trembling" in%

Paradise lost by the color of amber, thereby knitting together

Q}“tremblin *, "ancient", and "Nead”. !
i g ;

i
i
i
i
§

i | Another acurce of "rlchest apice-tree"” can be foundﬂ

in the last four lines al the bottom of the preceding page. The%e

are linked with The Masgue of Queen Bersabe by "trees”, "odorous

|
gums™, “"fruit”, and "rind".! The 1ink between this and the othen

sourcez_is“Ethiop“aa ﬂ
i

The same passage 1s a key to the source of "floating

i branches' shade". A few pages further on in Book IV occurs thisﬁ
; !
i

§
| passage:

| y
von fleowery arbours, yonder alleys green, !

Cur walk at nocn, with branches overgrowneses |

Thoze blessons also, and vhose drecoping pum ?
i

{

- - . - - . - - » » [ - - - Ld

iThe final link is found in thisa passage in Book I¥:

Fold above fold, a surping maze, his head
N Crested aloft, and carbuncle his eyes;

: "ith burnished neck of verdant gold, erect i
| Amidst nis clreling spires, that™an the grass !
(‘l | ' Floated redundant: pleasing was his shape, i

: : Aand lovely; e & s » . i

"1/ 0f. p. %5 - ;
v 2/ crf. p. xia - |
i 2/ Cf, p. xia and the last line of quotation at top of this l
- page {xxiiiai. ) - v

|
!
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¥Xubla EKhan contains these lincsa:

Pis flashing eyes, his floating haipr.
Weave a circle round him thrice,

And close your evas with holy dread,
For he on honey- dow hath fed,

And drunk the milk of Faradise.

lere is part of the last song in Comus: *

Rere beheld so geodly grown

Three falr branches of your own.

Eeaven hath timely tried their youth,

And sent them....in victoricus dance t

0'er sensual Folly and Intemperance.
To the ocean now I fiy

There 18 another source of "flonting branchea shade;

And those happy climes that 1lie ﬂ
fihere day never shuts hls eye, '

'p in the bdbroac fields of the sky. ’
There T suck the liguid alir,
A1l amidst the Gardens fair
O0f Hesparus, and hils daupghters three

That asine abeut the Colden Tree,

Along the crilsped shades and bowers
Fevels the spruce and jocund Spring;
The Graces and the rosy-bosomed Hourse...

The two cocurces of."floating branches' shade" are related to oac

other, since the last guotatien from Comus 1s obviously related

to the key-passage in Paradisze lost.? The

the first few lines of Kubla Khan, and ao

"The shadow of the done of
Ploated » . . .

may be considered a third source.

g g‘ S

latter is related to

prleasure

o

2/ p. xxiia .,

1/ Cf. p. xviia for the linking of the two poens. ﬁ
;
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” _ . The last two llnes of liss Sitwell's poem are derives

f

! .

from the following poem of Tennyson's:

L.ove and Death

What time the mighty mocn was pathering light
lLove paced the thymy plots of Paradise,

And all abocut him roll'd his lustrous eyes;
%hen, turning round a cassia, full in view,
Death, walking all alone beneath a yew,

And talking to himself, first met his sight.

'You must begons’ said Death, ’'these walks are

}

mine.'
Love wept and srread hils sheeny vans for flight
Yet ere he parted said, 'This hour 1is thine;
Thou art the shadow of 1ife, and as the tree
S5tands in the sun and shadows all boneath,
2o In the lirht of preat eternltiy
1.ifs eminent creates the shade of death.
The shadow passeth when the tree shall fall,
But 1 shall reign for ever over all,'

_ “Pruit-boughs spread", in the fourth stanza of An Ql¢
'Woman Laments, may have resulted from the fusion of Love and
' _——

-fDeath and the following passage from Marvell's The Garden:

Yet it creates, transcending these,
Far other worlds, and other Beas,
Annihilating all that's made

To a_green theought in a green shade.

Here al the fountain's sliding foot,
Or at some frult-tree's mossy root,
Casting the bedy's vest asids, -

iy soul into the boughs does glide:
There, 11ke a bird, it sits and sings,
Then whets and combs 1ts silver wings,

CAnd, tiil prepared for longer flirht,
‘aves in lts plumes the varlcus rht .,

- Such was that happy garden-state,

%hile man there walked without a mate:
After a place so pure and sweet,

¥hat other help could yet be meet.
But 't was beyond a mortal's share

To wander solitary there:

Two paradises 't were in one

_:.To 1".‘lve _ 1n pa!“ad 186 - ﬁlo T8 ¢ - oy eI I s s S e
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The links binding toget%ar

; : "« o s laden frult- houghs qpread
: Into a silver sound o+ « + &
!

J -
i

4 H
‘once before, from ‘Bomso and Jullet: i

h "lLady, by yondoar blesscd moon I swear,
I _ That i pa uith silver all these frult-tree tops
- !

“can now be traced. The {lrst ¢lew 1s fcund 1ln those lines, guoted

Poude-

"3ilver sound" 15 derived from ancther scene in the same play:2
" ' ! '
MR e AR
. _-6 1;maﬁtaéle.da§1 I
CAPULET T T T e dte, f
- And leave him all; 11?" living, all is Death' 3
NURSE ‘Mo“t l;mﬂntabln day .. .‘ .. .. o

Never was secn so black a day as this « « + &

PARIS ¢« e s s

] C love, O life! not life, but love in death!
C APUI—-ET . B . - .

- C child! 0 child! my soul, and not my child.

Dead art thou! Alack, my child is dead; ....

FRIAR « + o Heaven and ,aurself
' Fad part in this fair maid; now heaven hath a11

She's not wcil marricd that lives married long,
But she's best married that dies married young.

PETER - e "When griping grief the heart doth wound

{ : Ané doleful dumps the mind oppress,
L o o . Then music with her silver sound’- ., . . .,

One fruit-tree, the Tree of Knowledge, with its gold

‘en fruit, is an inevitable source of some of the lmagery of An

! 1/ p. xitla.

; 2/ Ac t Iv’ bc i v . SO AL AT T L A I L L L T I ce ST TN ST TTOLTTI TN NI T L LT L L o




 xxvila

'H

'H Cld ¥oman lapents. Immediately aflter the key-passago in Paradise

i E—
& l
! Lost ocours this:l ]
! i
{ i

"Truth, wisdem, sanctitude savere and pure ...l
For contexzplaticn he and valour formed;
"

L ] . - -

]

i . 2
Comus contalns a similar pascage:

L1

And ¥lsdon's self |
Cft seoxa to sseet retired solltude, !
¥here, with har Lest nurse, Contemplation ...."

H
|
]
i
i
!
i
i
!
1

| "Wisdom” links to the passages yuotud above,the following lines

from Satan's speech to Tve : Y !

i}

"A goodly trse far diastant to behold E
Loaden with frult of fairest colours mixed, i
huddy and _gold: 1 nearer drew to gaze; ;
#nen {rom the boughs . « « & x
i wene FOUr cdauntless virtue whom the pain
| ‘ CGf death dencunced, whatever thing death be,
i Deterred not froa achleving what might lead Ny
o To happler life, knowledge of pood and evil; :
» « « » and ye shall bz as gods, E
Knowing boith rocd and evil! as they know. ' ﬂ
+ « &« » for this fair earth I see, b
sarmed by tne sun, producing every kind,
~Them noihlng: it they all things who enclosed
Knovledge of rcood and evil in this trese,
That whoso eats'thereor forthwith attains
! Fi5C0m o e e .

| The tracing of the rirst two lines of tho fourth stanza, begun

|
1
; .
} on the two preceding pages, has bsen coumpleted. In the tracing,
} a source for

|

1/ Cf. p. xxiliia,
2/ Cf. p. xva,
s/ Cf. p. ¥xilia,

e o AR e it
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' e @ & & warn in the kind sun
"

- - - L]

has been found, in the last few lines quoted {rom Paradise lost.

One of the most important sources of An 0ld Toman

Laments has not yet boen mentiovnad. It is Keats' ¥ndymion, part

of which 1a included in The Fleasures of Poetry. It can easily

be linked to The WNymph Complaininpg by these lines:t

"Thy deathful bow agalnst some uegr—herd bent,
sacred Lo Nian T « « « o« O =2V

| "The lovellest moon + .+ .« . :
| ) ihence came that niph perfection of all §
sweetncss 7 . : ?
Hast thou a synbol of her golden hair 7 | ‘
5 . ) « « « Ah. see her hovering feect, . I
| horo bluely vein'd, more soft, more whitelx

! aweet b
Than those of sea-born Venus . « « " % . . |

; T ¢ « + "o G Haunler chastce |
i Of river sides, and woods « o & |
o ¥here with thy silver bow and arrows Keen E
Art thou now forésted 7 .+ .« « i
Ah, 1f to thce
It feelq rl! 318N . e
Dost thou now lave thy feet and ankles
white ? .... Young goaces cine

" e« « « I must stoop

Ly head, and kiss death's foot. lLovel love,
farewell.: '

1/ Cf- p- 1113'
2/ The first two lines of The Nymph Complaining are:

"The wanton troopers, riding by,
liave shot ny fawn, and 1t will die.....

H i

3/ Vndxmion, Book I~ ' %




xxixa

Is there no hove fron thee ? This horrid spoll

Yould melt at thy sweet breath.- Ry Dian'sa
hind

Feeding from her white finners, on the wlind

T ¢ see thy streaming halri™. . . .

c

The strhnger from the mountains, breathlsss,
traced 1

wuch thousands of shut _eyes in order placed;

Such ranges of white fecet, and patient 1lips

All ruddy,- for here death no blossom nips. 2

The origin of "antelope™ can be traced by linking

the preceding passages with thias quotatlon from Book 1IV:

uf.‘ndymion: sew e moof!liﬂht R"iper‘or‘: N Y
* . e . The spirit culls

Infaded amaranth, when wild il strays
Through the old garaeﬂﬁgrcand of boyish days.
+ « .+ o ne had not fear'd the antelope;
And not a trec, heneath wThose rooty shade

He had not with his tamed leovards play'd;
Nor could an arrow light, or Jjavelin,

Fly in the air where his had never been . . -,

Diana, being a “"young goddess", symholizes youth. In the guoe-
tation above,"boyish" is the form the link takes. In iiss S5ite
woll's poem, "young" occurs twice-~ "young antelope” and

"A poor 0ld woman creeping where
The young can never bry And stare. « « « « "

"Creep", "pry", and "stare"” are linked, in fndymion, by one
form or another of "ycung".
"Time's creeping shall the dreary space fulfil:

¥hich cone, and all theae labours ripened,
A vouth, by heavenly nower loved and led ....

ety [ .,‘.uu_whl _i‘

"

1/ Cf. the last few lines of Xubla ¥han . , p. viiia,
2/ Cp. cit., Book II1I,

“‘4,

,._.,_.______.._.
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#hich resulted in

The quotation at thse bottom of the preceding page

/

- part of a prophesy read
ég"Glda...Glaucus“

ébottom of page xva. The

Appear’d, an

™  Now while the sllent morkincs of the dawn
‘Fere buslest,

into that self-same lawn

All suddenly, w»ith joyful cries, there sped
A troop of little children garlanded,

Who gathering round the aitarlseem d te pry
Farnestly round « « + .

-

¥

'And, for my sake, let this young maid abide
With thes as a dear sister ' v ¢ .
«es» Hhoreat those maildens with,.wild stare

Falk'd dizzily away .« . « « e

by Glaucus, tho aged lover of Scylla.

occura in a passaga [row Coaus quoted at the

followiny passares furnish the links

"pocr old weman”

" 'Ah, Scevlla falpl
dh} dild poor blaucus ever - ever dare
To sue thee to nis heart 3' . . , . " 3

" 'The lovellest moon

»+ + « » uhe tookx an alry range,
And then towarcs me, like a very malid,
Canms blushing, waning, willllag, and afraid
And press'd me by the hand . . . .
who TIVED INroU IOtImmo—=nere the waters
{"lun 1
Curgling 't

in beds of coral . + «

n

. . 'idd the sound
cr flutﬁu and vicls, ravishing his heart,
Endynion from (Glaucus stood apart,
« &+ « « a Jouthful wight
omiiing beneain a coral aladed ...,
stoppl:l; to a beautecus corse,

is

Ibvid., book
Ibid., Book

Ibid., Bcok
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xxxia i

. Poor Cynthia preecled hlw, and gooLhad her

‘Kneel'd down besilde it, and with tenderest force!

'Press'd 1ts cold hand, and went,- and Sc¢vila
& sigh'd.
Fndymion, with guick hand, the charn appliled -
The nymph z2rose . . . .
H T « Glaucus cried,
Behoid! behold, tha p Ealace of his pride.
God Neptune's ralaces. . . e
At every onward step proud domea arose
In prospect,- diaﬂond gleams and golden glows
er qnher " . upheld
By Jasper pillars, 1ettiﬂg throach thelir shafts
A blush ol coral. . . . 1

" ¢n gold sand impearl'd
with lily shells, and pebbles niiky white,

light

ApAlnst hie pallid face « o« o . 1

"' . .+ + . how the blood
Jeft his young cheexk; « « + o
T watch and dots upon the silver lakes
Plctured in western cloudiness, that takes
The semblance of pold rocks and bright pgold

sancs,

Islands and creeks, and amber-fretted strands
With . . . . aTEEEE o
And towers of amethyst . W

"It was a nyuph uprisen to tho breast

In the fountaln's pebbly margin, and she stood

'liong lilies, lixe tho ycungest of the brood.

To him ker dripping band she softly kist,

And anxjiously began to plait and twist

Her ringlets round her Tingers, saying:
Tyouabne .e.e.my velned pebblo-floor, that draws

A virpin light to the deep; my grotio-sands ,

Ta.wny and gold, cozed slowly from far lanas

By my diligent springs: my level 1ilies, shells,.

4y charaine-roc, w: potent river spells;
. . « ¢ I am but as a child
Te¢ gladden thee; « « « o ' " T

' 1/ loc. clt.
2/ Gp. cit., Book T.
3/ Tbid., Book II.




. "Poor old Glaucus” becomes "poor old weman” through the follow-ﬁ
3 ‘ ' I
. ing chain: "old Glaucus" - "Time's creeping"l - "Then while tinme

~ , i
{ serves"® - "Pime, that aged aurse"9. "Azed nurse” is apparently |

i I
symbolical of time. : {

- o As thls implies, there are two interwoven sets f

cf links to be traced-one concrete, the other abstract, 1iﬂe 13

abstract; "aged nurse" is concretce., The former may and does also

i
1

appear as a conerete link.

The Tirst step toward the uncovering of some of?

the abstract links is the direct linking of Tndywion toc Romeo

and Juliet by the following passages:

"0 soverclgn power of loveld . . .

lience, yageant history: . i « . Jullet lean=-
ing

Azid her window- -flowers,-sighing,-veaning

Tenderly her fancy from 1ts malden snow,4

Doth more 23vail than thase . & + .

"o e+ e lOVE .+ . .

melting inte 1ts radlance, we blend,
¥ingle, and so become A part of it,-
see.men, who might have tower'd in the van
¢f all the cona‘,bgtgd world, to fan |
P And winnow from the coming step of time
: All c¢haff of custom « .
' Ha¢e bean content to let occaaion die,

e " Thilst they did slecp in love's Elysium..oes
As does the nigntlngalo up-perched high, ,
And cleister'd among cool and bunched leaves-ﬁ
She sinps but to her love, ror e'er conceivesi
How tiptoe Mi~ht holds back her dark-gray

hoode &« « » &

| 1/ cf. bottom of p. xxixa .
: 2/ cf. last two lines of quotation, p. xila .

| =/ Tndyaion, Book I » .
L4 Iﬁid., Book II - : .

e . e T S e I e o=




Now, 1f this earthly love has power to ‘make
Men's being mortal, immortal; to shake
Ambition from thelr memories, and brim
Their measure of content; what merest whim
Seems all this poor endeavour after fame,
To one, who keeps within hls steadfast aim
A love immortal, an immortal t0Ce o« ¢ + &

wl

Juliet with Diana. This can be done by simply referring to the
;quotation at the top of page xiva. Dianz seems to be a very im-
{portant element, a symbol for many other elements. In Endymion,

‘Diana is linked to the following elements:

DIANA - youth - child - fair - nymph -111y
- virgin - chaste -~ white « mald
- bsauty - jmmortal - white
- gold halr
- gold sand « grotto
- moon -~ lovely - mald - sweet

breath
- huntress = silver bow and arrows
- deer
~ foot - white + soft - sweel -
death
- charming-rod

|
'Endmymion is identified with Diana.

- ENDYMION moonlight Emperor

hunter - forester

fair
youth = made immortal

11 ¢ 1

;Peona 15 identified with Diana.
ENDYMION'S sgister
maid - of the woods

young- innocence - dove
gold sand - silver lake - lilies

| - PEONA

Tty v

The next step is to show how Miss Sitwell identified

|

1t

Becok I.




xxxiva

Vi

Adonis 15 tdentified with Diana.

-

igg Thel,Adam, and Fve are also identified with Diana. And so {is

*» « « + there lay a sleeping youth

0f fondest beauty;.... Above his head

Pour 1i1lv-stalks did their whitc hononurs wed
To make a coronal; .... the ivy wmesh,
Shading its othiop berrics; « «+ . .

And virpgin's bower . . . . Cuplds . . . . |
- Rain'd violets upon his sleeping eyes. " 1 I

n

L] - [ ] L]
Beds of hyacinlh and roses,
«hepre youne sdonis oft reposes,
waxing well ot hls deep wound

0

Iz siumper soft, and on the greund i

Sadly sits the Assyrian queen; ., . ., ." 2

i
H

1ﬁ youth.

|

3

‘and "ermine" to the elements related to Diana.

i : Hyacinthus can be added to Adonis, the fawn, "ndym-

'. Lad ‘
the fawn in The Hymph Complainiar . The latter adds “pure”,"lamb")

‘ion, Scylla, the Lady, and Julict as one having suffered "death"

" '..e. woodlind lyacinthus could escape
From his green prison, and heregkneeling down
€Call me his queen . . . ' "

Cf Hyacinthus, when the cgruel breath

QVenus, Scylla, Sabrina, the Jady in Comus, the virgin in The Book

" « +« « . pltying the sad death I
i :

Of Zephyr slew him « & «

i‘:

' between "purple” and "sorrow". Otrer quotations can be added,but

. 2/ Prom Conus.
5/ Cf. p. 1ila.

4/ fndymion , Book IV.
5/ Thid., Book I.

1/ ibid., Book II.

The Quotations o1 this page are sufflclent to show the connectioﬁ




inc more are needed to show the relatlionshlp betseen "sorcow” and]

the followihg passage:

-~ {
‘2’ : “ith net cone Linge 5
: . Of sanctuary aplendour, not a sight E
‘ o © o Able te face an oel's, Lhey are dight i

By thc blear-eysd natieons in empurplsd vestis,
and ¢creowns, and Lurbanse o s . s 1
o

 And Tel those ¢ld Chaldeans to thelp tasks.... |
This 18 apparently the origin of "turbanned head".
The ona characterlstic that all the symbols of Dianal

have 13 youth. The fawa dies - youth dics. Adonis dies, but Venus

makes him ifumortall ' !

A,e sicep; for when our love-sick queen did

co
o Ovc his waned corse, the tremulcus shower f
. : fical'd up the wound, and, #ith a balmy power

ledicined death to a 1engthened drowsinoess..se |

Sleep 48 a way of escaning timat

To-mcrrox night look that thou 1lie alone,

let not thy nursc lie with thee in thy chamber:i

'LJ“B thou this vial . . . :
Thoe reses In thy lips aﬂd chwekq shall fade .

; ' , To paly ashes; thy eyes' windows fall, i

! . o I.ike daath, when he shuts up the day of life;. i
o _esee then awake ag from a pleasant sleeg.....3 f

Youth returns in dreams. The sleeper dreams because of some

"charn”. Comatimes it 15 tho tocuch of water:

1/ 1bid., Book ITI+ ,i:
2/ Ibidi, Book II °
3/ Romao and-Juliet, Act IV, Sc. 1 -

I
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2
only Miana

Drops

" Thus 7 uprln Ih

thiat fron

-1 have wkept of precicus
Thrice upen thy finrer's tip,

Thrice upon th,

and fndymic

Lila,

Her hand

?’to

U ,—--«-n)—-a-‘——””—

rubled 1

| Touching with the hand seems te be 2 very ef

use 1L,
¢ o than with vo

a8

whoen Lephyrus on
seft touchlng, whispered thus:

sy “aircuu, my

Aware; the mopning shinpq

Calls

Venus revives Adenls by

n

orf quéﬁen voices, echoing,

I.Pise 13

US; »  »

cdpoused,

lce
A

ricr

ay fcuntuin pure

but also Adam:

a breathes,

my latest found, !
Heaven's last best gift, vy ever-new delibht |

and

a verbal command alone:

- -

awaxe.s

Then thare

* » [

the

wrs oA hum

'Co

L)

ne. come !

fresh fleld

i

i

'

cure; ﬁ
1 i

ip . » . . L’T
b

fs

fileasiocus charm. Not

wake;

4

half wr1ttea : i
i | ﬁ
To hic inward senses these words spako aloud; ||

Yiritten in starlight on the dark above: i

"Nearest Fndyxzica. my entire love. !

low have I dwelt in fear of fats; 't is done~ |

Jamortal blisc for me toc hast thou won, i

irire then: fer the hen-dcve shall not hatch i

Her ready errs, before 1'11 kizsing snatch i

Thee into endles: heaven, .vake., awake.) " 7

it

i

omus |, !

f. p. xxxa ., )

f. p. xxxia | i
“aradise Lost , Book V L
.ndy:ion pook TI . :
rinna - Aurera ~ Flora is a 1link of ayabols relating to fi

Diana.

p.wcit.,~800k:111

Eimaiales




) ' ] xxxvila

ﬁxissing may also be potent, ror Romec, in the 1ast acene of the

iplay, kisses Juliet, who happens to awake soon afterward.
i ‘

H

h The charmed sleep and some sort of liguild are ralated,
\2 »as the last two quotations on the page before last show. Another

‘J

§[quotation, from The Witch of Atlas, a poem of Shelley's 1nc1uded

§1n The Pleasures of Poetry, contains further evidence:!

IXIX !

To those she saw most beautiful, she gave

Strange panacea in a cryatal bowl; 5

: They drank in their deep sleep of that sweset ﬂ

| wave, !

{ And lived thenceforward as if some control
. Mightier than life, were in them; and the grave
| 0f such, when death oppressed the weary soul, !

i Was as a green and over-arching bower J

i : Lit by the gems of many a starry flower,

It 1s now possible to discover the significance of

I
il
N
o

' the underground streams which help 1link Nepenthe, Kubla Khan,

! ‘

| and Paradise Lost. Niss Sitwell seems to have assoclated these
i i
!wlth the cave sacred to Diana.2 i

! 1/ There is more than sufficient evidence to link the Wizard |
| "Maid to Diana: | i
” ‘ I . _ i
| R : - !
‘ |

|

A Lady-#itch there 1lived on Atlas' mountain :
Within a cavern by a secret fountain. i
it - - - - - - [ - - » a - [y 1Y i
XII - f

For she was beautiful; her beauty made i
The bright world dim, and everything beaide ||
Seemed like the fleeting image of a shade;.... |

cf, also stanzas II,V,VI,VII, and XVII, i

2/ ¢f. Endymion, Book I .




"®With the conguering sun of spring . . « . I [
e« + =« hurling my lance , . . i
At last, by hap, through some young trees it ﬂ
' - struck, '
b ‘ And, plashing amonpg bedded pebbles, stuck
i : In the middle of a brook,- whose silver ramble:
; Down twenty llttle falls through reeds and g
P ‘ bramble, A
Tracing along, 1t brought me to a cave, i
: e Whence it ran brightly forth . . . . |
i s« s« « » the cave 1s secreter |
ﬁ : St Than the isle of Delos, . « « « ' " j

The cave symbolizes sleep, but it is not the only symbol of sleep,

‘there are others that are equally 1mportant.1 1

| | |
0 magic sleep: 0 comfortable bird |
‘Thatl broodest o'er the troubled sea of the ﬁ

|

mind

S - T111 1t 1s hush’ d and smooth® O unconfined
% . Restraint: imprison’d liberty! great ke

- Col To golden palaces, strange minstrelsy,
Fountains grotesque, new trees, bespangled b

caves, t
Fcholng grotteoes, full of tumbling waves i
And moonlight; aye, to all the mazy world }
Of sllvery enchantment. - who, upfurl'd :
! _ Beneath thy drowsy wing a triple hour, 1
. ... . But renovates and lives? ~ Thus, in the bower,
A Endymion was calm'd to life again. :
? S Opening his eyelids with a healthier brain, E
L . He said: "I feel this thine endearing love !
Lo ' All through my bosom: thou art as a dove ...,"

ﬁother aymbols for aleah can Se found in the description of Eden

géin Paradise Lost.? All of the symbols for sleep are also sym-

lbols of Paradise. This explains why Miss Sitwall used “hill“ as

2
na 11nk in Kubla Khan? Mount Amara may have been the particular

i 1/ cf. E ndymion, Book I . ' ' ‘ ;
. 2/ Cf. pp. xxviila, xxixa .
t 3/ cf. p. ixa .




Xxxixa

" hill that she had In mind when she unconsclously used "RIIL" a8
i . i :
a link, - |
g The symbols related to dreaming should also be found;

éin Paradise, One of these is "bower", In the last quotation, En_,

dymion wakes up in a bower and sees his sister. "Waking up"” is

icoming out of a sleep and into a dream., "Living" is the symbol

;for dreaming., Juliet wakes up in a vault, but in every other in-

|stance when two youths are involved in an awakening, one yocuth |

i

i 1l :
i wakes up In or near a bower. A bower, llke a cave, shields those

' that are in 1t from the sun, The bowers in Paradise Lost are §

| "noontide bowers", and therafore act as shields agalnst the noon;
L

‘i day sun, If morning is "the childhood of the Day“a, noon must

| refer to some pericd in life after childhood has gone. Some of

I the characteristics of the noon-day pericd of 1ife are set down ||

E:in the opening stanza of Endymion:

A thing of beauty is a joy for ever: j
Its loveliness increases; 1t will never ;
Pase into nothingness; but still will keep
A bower quiet for us, and a sleep i
Full of sweet dreams, and health, and qulet
? : breathing.
i Therefore3 on every morrow, are we wreathing
- A flowery“band to bind us to the earth, !
Spite of despondence, of the inhuman dearth ;
0f noble natures, oi the gloomy days, f
a Of all the unhealthy and o'er-darken'd ways |

1/ Cf. p. xxxvia . The bower in the first quotation is "Amphi-
trite's bower"; in the second, "blissful dower"; "immortal
bowers™ in the third; and "white thorn neatly interwcven As
if here were those cocoler tshades of love" in the last,

2/ Cfo P xiia

3/ Flora 1s the goddess of flowers as well as of spring. |

3




}
I

|
’i

A e s ‘hu R TTIVRRERE W

Mada for our searching yea, 1n spite of a11

Some shape of beauty moves away the pall
From our dark spirltse ¢« « o o

Misa Sitwell finds

1th Diana and beauty.

"Bright~winged Child.

Who has another care when thou hast smiled?

Unfortunates on earth, we see at last

All death-shadows, and glooms that overcast
Qur splirits, fann' d away by thy light pinions.
0 sweetest essence: sweetest of all minions!

Tear unseen light in darkness. ecllpser

0f 1ight in light! delicicus poisoner.
Thy venom'd goblet will we quaff until
We fill - we f111!

lives again in dreams. The loved one obviously lived 1in the
pericd when Miss Sitwell was young. koreover, he was young him-

self. "Childhood" should be substituted for

For on the night when they wepre burled, she
Restored the embalmers'
The light out of the funeral lamps, to be
A mimic day within that deathy nook;

And she unwound the woven imagery 1
Cf second childhood's swaddling bands....”

] » [ ] [ ]

"youth".

2

1

;E“Loved one” may be substituted for "love". Youth has died,yet

ruining and shook

"a thing of beauty" in her dreams;
"Beauty is a symbol of Diana, and Dliana i1s a sywbol of immortal E
love. The similarity between the passage quoted above and Love }
and Death seems to indicate that the linking of "beauty" and "1ové

15 the correct one. But love 1s symbolized by Cupld, who 1is linked

1
i
I

1/ Endymion, Book III

2/ Cf. supra.

Also, the third quotation, p. xxvia; the second‘

quotation, p. xxixa; the flrst quotaticn, p. xxxa; the last

quotation, p. xxxia.

3/ The Witch of Atlas, LXX




klia

;1zing force, melting two into one:

i Who is the loved one (or ones)? Fdith Sitwell grevw
éup with her two brothers as playmates, and 8o it is logiczl to

iassume that these are the loved cnes, especlally since the three

. were unusually devoted to one another. As support for this as-

QSumption, there are the two brothers in Comus,and Peona and En-

dymion in Endymion. In Book IV of the latter poem, there 1s this

wpassage linking Diana and Peona as sisters:

: - "And, for my sake, let this young maid abide
With thee as a dear sister. . + « .«

The unexpressed idea in the background of An 0Qld

.Yioman laments can now be set down. The way of escape from the

troubles attendant upon mortality 1s through a return in dreams

to Paradise, a childhood where death was far off and beloved

!

iplaymates very near. The beautiful love for these playmates has

il'a.c:hi.m.recl-i:m:uor:-t,alit.:( in dreams.

It 18 possible to discover what iiss Sitwell belleve

the nature of this love to be. Love is conceived as a harmon-
1 e

|
i
I
i

Then by strange art she kneaded fire and snow
Together, tempering the repugnant mass

With liquid love - all things together grow
Through which the harmony of love can pass:

2

|
i
i v

iCOmpare with these Endymion's reaction when he first sees the
i : _

"

‘moon :V

5 |
i1/ cf. pp. xxxiia, xxxiiia .

=1

y 2/ The %itch of Atlas,XXXV .
‘ 3/ .‘;nd!m On, OO -
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i
E “ + « + .« she did soar %
i ) . 50 passionately bright, my dazzled soul i
i Commingling with her argent spheres did roll | -
i , Through clear and c¢loudy, even when she went |
K. At last Into a dark and vapoury tent...." I

i
M
il
-4
!|
1
iy

Love is the liquid referred to on page xxxvila. Thils is an ade-
i i ' )
'quate explanation of not only the magic liquids but also the

i : ]
ﬁmingled underground streams that divide after they leave the y
A ' 1
‘cave. The streams become one in the cave because of love. When |

ﬁthey do not love, they do not mingle. The story of Arethusa and

SAlpheus is retold in Book II of Indymlion. There are two sepafata;
ﬁstreams in the cave, for Arethusa does not love Alpheus. I
E love 1s also symbolized by the eyes. This descrip-

tion of Cupid furnishes one reason: ' ;
| |
it !

i

i .

i "A scowl is sometimes on his brow, but who .

t look full upon it feel anon the blue f

Of his fair eyes run liquid through thelir ‘
SOUlSeswes

;
!
iHere is another significant passage,from Book I of the same poemi

i i
i ot
i " . I
! - With Buch a paradise of lips and eyes ii
é Blush-tinted cheeks . « . + " ’ i,
| l
EHere 1s another: 2 R )
| - "The magic circle of her voice and eyes t
g All savage nature did imparadise." L
L ' ¥
I - T
- 5‘ |
#'l 1/ 1vid., Book IT . ) !
| 2/ The Witch of Atlas, VII . P 1
|
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j \ :
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}‘The next quotation 1s from Keats' Lamia, a source, hltherto un:
1l

; mentioned, of An 01d Toman ILaments:

"He answer'd, bending to her open eyes,
" Where he was nirror'd small in Qaradiqa,
*dy silver Planet both of eve and morn.

. - K .

Isabella,or The Pot of Basil, another source used by Miss Sit-

Zﬁas he appears before Isabella to tell her he has been murdered:

. , | XXXVII

4 ‘ Its eyes, though wild, were still all dewy

i _ bright

t v : %ith love, and kept all phantom fear aloof

I -~ From tThe poor girl by magic of their light,

i SR The while it did unthread the horrid woof
Of the late darken'd time . . . .

ifhis passage is probably the source of "wild dews”

. well, contains the following significant description of Lorenzoi

!
|

}

£

1/ Lamia is a symbol of Diana:

+» ¢+ « for she was a mald
Aore beautiful than ever twisted braild,
Or sigh'd, or blush'd, or on spring-flowered
lea
Spread a green kirtle to the minstrelsy:
A virgin purest lipp'd, yet in the lore
0f love deep learned . .
"esss though a Naiad of the rivers « . . . "
2/ 1sabella and Lorenzo are aymbols of Diana:
1
"FPair Isabel, poor simple Igsabel.
Lorenzo, a young palmer in love's eye. ...."

L
"Love never dies, but lives ...."




Q Sufficient material has been gathered to Jjustify mak

ing the following statements:

L 1/ The derived sources are the right ones. All

were written by poets that Miss Sitwell liked. (In the introduc-

tion to the first volume of The Pleagures of Poetry, iiss Sitwell

fegretted that there was not space enough to include scenes from

%ome of Shakespeare's plays.) All except four sources are in=- ;

cluded, wholly or in part, in The Pleasures of Poetry. These four

ére Nomeo and Jullet, Lamia, Isabella, and Love and Death. {

ﬁ ' 0f all the other poems written in English,onlyﬁ

i
a very few are acceptable as possible sources of An Old Foman

iaments. These include Herrick's To Electra; Hilton's J1 Penser-

gao; Shelley's The Revolt of Islam and Alastor; Keats' To Homer; (
pnd Chapmans Qdysseys.

. - 2/ An 0ld Yoman Laments 18 the result of an un-

'
f

?onscious syntheslis, for the linking is far too complicated to
be a conscious process.

Also, similar types of linking played a part

in ereating the twenty-fourth section of kKiss Sltwell's The Sleep;

ing Beauty. Some of the sources of this poem are Liss Sitwell's

Country Cousin and Aubadel; and Yeats' Crazy Jans and the Bishop, |

Crazy Jane and Jack the Journeyman, and Crezy Jane on God. %

1/ ¢f. p. 51. }
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Therse 1s further evldence that the unconacious

‘had an important role in the creation of An 0ld Woman laments,

JSOme of the lmagery of this poexn reappears in significant con-

3

i
it
IH
i

texts in three later poems of Miss Sitwell's: The ¥Warmth of spplﬁg,

Qur nurses sat, it seemed, I thought, they listened.

And they were black with shade, and so we named
Them Asla, Africa, and still they seem

‘Fach like a continent with flowers and fruits

Unknown to us; in the hot noon they glistened
With wild dew crying of some long-still dream.....

'The Ghost Whose Lips were Tarm,

"..ss8pring nights are flery with wild dew...."

and The Sleeping Beauty.

i
i

t
|
|
|

might be classed as an example of true synaesthesia, but it isn’ t.

The sednn-chair that hides her shade 1s mellow

As the -tree’'s great fruit-jewela glittering yellow,
And round it the old turbanned ladies flock

Like apes that try to pluck an apricock.

The little fawning airs are trembling wan; . . . .

3/ One of the imagas,

" . « « + the laden rruit—boughs spread
Into a silver gound « .  « o

1

;i

i
|

{It is a product of free association, like the other images in the

J

poem.1 The image occurs only once in the reat of iiss Sitwell's

21‘
i
ii

poetry . These two lines are from the first section of Ths bloep-

;;_g Beauty,

on the page before the quotation above:

Cf. pp. xxva, xxvia.

u




xlvia

"Yhils in the floating and mysterious leaves
A silver sound like some forgotten music grieves."

'Since these two lines are derived froz An C1d Loman lLaments,
 "spread into a silver sound" 1s pscudo-synaesthetlic.

4/ The latent conception behind the poen’ 15 the !

!force that extracted imagery from at least nineteen sources® and¥

;four centuries and fused the whole into a poem.5 Elements in thef
igeneral donception are symbolized, sometlimes by as many as sevenf
5or eight différen£ symbols. Childhood, for instance, 1s symbol- 7
gized by"”Paradise","gardan“,"Elysium“,“morning","spring", and ﬁ

f"bower“,among others. Youth 1s symbolized by so many words that

1t would take most of the rsst of the page to set them down.. !

]

1

ESome words sywbolize more than cne element. "Diana®, because she
| !

Jis-a huntress and has bow and arroys, may at times symbollze ?

| §
ﬁfate or t.;lme;4 because of her beauty and immortality she may symé
@bolize love; because of her love for Indymion, she may symbolizeﬁ

i
i

ﬁsister; or because of her chastity and gold hair, she may sym-

ibolize youth.

1/ Cf, p. x11a. "The way of escape from the troublea attendant
' upon mortality 1s through a return 1in dreams to Paradlse, a i
childhood whefe death is far off and beloved playmates very |
L NeAals s e s o !
. 2/ The Revolt of lslam contains so many significant passages that
it must be Included as a scurce. There 1s at least one source
. not yet found- the source of "fluff" and "miniver". i
3/ "Every great imaginative conception is a vortex into which
everything under the sun may be swept." J.L.Lowes , The Road
© Lo Xanadu, p.426 . }
| 47Diana symbolizes fate to Arethusa: f

*)

" Dian stands _
5 Severe before me: persecuting fatel.... %
S i e Fﬂd !E 10“ ;B°°k_1 I.:‘::;.:.:::'::A,‘:,;_' P et
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The sources mere traced at first, by the sym-i;

bols, but after FEndymion was established as a Bource, the symbola

could be interpreted and the interpretation uded to check the

previous tracing. VWords like "silver" or corql“ or “"amber" were

l
l
P
t
: t
i
{
1

foftan used by poets of the seventeenth and eiéhteenth centurles;

;but unless these words were part of a passage made significant by

Gthe interpretation, they would not be potentiai sources., ;
i 5/ Hles Sitwell's cholce of svm£ola was based on é
‘key phrases like "amber tearas” , "lifeless ocefn » 'Time, that 1
aged nurse" , "immortal bowers" , "lambs and e%minas pure" ,and |

g"wh:lt.e Chastity". liost of the key-phrases arelin dymion, but a

\few are in The Revolt of Islam , Corinna's Gojng a laylng , Ne- ﬂ

Eenthe , and The Nymph Complaining. Endymion Fs probably the priJ

mary source , with all the other scurces stemming from it. The é

Eexact relationship could be established by th% key~-phrases. i
6/ Since The Pleasures of Poetry was published ﬁ

1

Laments, theve remalins the problem of why Liss Sitwell rcad the ¥

hnineteen sources when she did. Nor is there any hint of the in-

_cident or idea that started the process of linking.

1
|
t
)
i
i
i
t
|

twelve years after Facade, the volume which contains An 0ld noman
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Title

'A Dome of Many-Colored (lass

(In London, Amy Lowell moets Fletcher,
manuscript of Irradiations. Summer of

Sword Blades and Poppy Seed

i (Irradiations published, 18515.)

Hen, Bomen and Ghosts

!Can Grande's Castle

‘Pictures of the Floatling World

'iegends

(Fir-Flower Tablets published, 1921)

A'Critical Pable

{(John Keats published, 1925)

{(Death of Amy Lowell, May 12, 1925.)

That's 0'Clock

‘East Wind

"Ballads for Sale

Nc.oflg

1/ Because of border-line cases of synaesthetlc imagery, the

figures are approximate.
2/ Cf. Damon, Amy Lowell, p.207.
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Date synaes-
of thetic
publication images
1912 0
who shgws her the
1912.)
1914 6
1916 21
1918 3
1919 11
1821 lg
0
1922 7
1926 23
1626 Y
1827 21

gqxlviiia‘
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