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Studies of Wordsworth are wide and varied; a great dea2

has been written on nearly every aspect of his genius.

However, this is not the place for a study of the extensive

literature written on Fordsworth." Instead, I propose t
• < ،O

examine an aspect of hm which has not yet received much

attention by critics or .historians, namely his prosody. It

is hoped that such a study wiil not only clarify the poet's

attitude concerning the arT af wr tzng د i general, but it

wil] also afford a better un6erscanding o± the poet's oun

work and poetic technigues.

Wordsworth's famous utterances on the Imagination, his

eloguent celebration of genius and natural power and his

.lorificat1on of spontanecus feelings are common knowledgeو 

What perhaps is sometiness less emphasized is the fact that

Wordsrth was a conscious artist who recognized the importance

of craftsmanshipof consicous art-in the creation of great

l. It may perhaps be relevant here to Mention hat ج there :
orei ع {غ :ieeraeuا ordsة eو the hه٤ c%±lent surveyي ع" 

• iern، aumا in The En0lish R • ,ResearER د  :مءy±.يع ع{يمميننة±"تمةشء يي,ي:جي$3
.,Bros٤arper، :1و5و)٠-:٠

( 93 )



poetry.-He was a vital ard an interesting thinker; for he

contributed towards our understanding of the laws and

processes of poetic creation; and he himself was a careful

artist who was interested in words, images, phrases nd ج

every nuance of versification. Hence a study o£ o1 dsworta's

prosody may afford essential clues to his vision o hiar and

Nature. This vision is often present in 5  ءo4 خر٤
. . 1 ، ."literalness" ٥f expression ; th- "i'ea'n s cusly-٤"=٠٠٦ م

assisted the poet to reveal the Fecre' o1٢ حex:t3٤ cf the

inner workings of the human mind or what he himself called

"wnknn: modes of Being".' Hence my 1n.e..tion in this study

is to how Wordsworth's genius and the originality of his

art by analyzing certain qualities of his 3tyle.

1he PEe:ace co tue Lyriة±Ballads is important not so

-٢ pmcause it states a theory or tries to put into words

H، Fe''s first principlEs; its importance lies priMarily

t 1e٤ ا t is a t'.erretial defence of Wordsworth's own poetry.

1 S e د C0»leri9e's criticism of "Wordsworth's Theory of
Di ction", n ذ BiogإaPhia[itrarAa{181, ed. • shawcross،
2 vols. {Oxford. Oxford UniversiTy Press, 1907), Chap. KVII.

2. Fillian Werdsworth, The Prelude (l850), ed. by Ernest de
Seli1c0unt ٢2-d ed.], rev. By ieLen Darblshire (Oxford:
Cia--erd٤-٤-٠٦, 1959), Book l,1. 393.
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Hence an understanding of his debate on poetic creation as

stated in his Preface will evidently help to throw light on

his own techniues an@ vay c wrد ting. =or :nstance, in his

discussion of metre in the Pre±ace -o diBallads٠ز::ت:

Wordsworth undertakes to explain an apparenc anomaly: the

fact that the "language of passion", in lyric poetry, should

be subject to artificial ruies of stress-patterning, stanzaic

structure, and rhye. His argumencs in extenuation of metrical

artifice are by no means ccntemptible, but chere is some.

reason to suppose that he himself was not entirely convinced

Hy them. If he had been, he could hardly have written the

last sentence of the Appendix to the Prerace:

Metre is but adventitious to composition and
the phraseology for which that passport is
necessary, even where it may be graceful at all,
will be 11ttle valued by the judicious.

"Adventitlous" and "passport" unguestionably reflect WordEworth's

exasperat1on with the idea that metre authorizes the poet to

employ a "phraseology" differeing "essentially" from "ehe

language of prose". Ris reuarks in the Appendix, as well as

the more favourable reflections on retre in the Preface, should

therefore be understod in the context oF his polemic against

poetic diction. They are not all that Wordsworth had to say

on the suEject, but raTher all that Fe --- say 1n an argument

l، william Wordsworth, Poetical Works of ailliam wordsworth
vol II e, byE D٥EIIHEap5,,,,-ن..=،;{ج '• ٠٤٠:٠٢ t ana :Ie en arbishire
(5 vols.٦ 0xford: The CLarendor 3ress, 940-1949), p. 409.
Henceforth referred to as 2.%.
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centering on questions of dictian. And they certainly should

not be taken to mplyذ that Wordsvorth, as ,pcet ف was

indifferent to the technigue of verse.

Benry Crabb Robinson noted in HAis €.ay t}1t W،rGswrth

pointed ovt to him

...some of the r:i<ices ذ o5
Milton produces  ج٣-3+٦+
lie this.

··ersiFication by which
٨٤٠٤ s in passages

...3i:ing atrophy,
M4arasmus, ard :i6e-wasting pestilence,
DropsiEs and asthas, and !0irt-rackng rheums.

in which the power of the final 'rnsums' is heightened
by t'e ' 'trphy ح and 'pestilence'. '=ut', Eaid he,
'T wouln nct prin- this &nد milarذ5 observaticns ,
fot 1t .0ould enable ordinary verse-makers to imitate
the practice, and what geri،s discavered rere
mecHar Lc, ' ovld C0٠p ٠ ة'

• م٦1 ر٤٦٦٤ ٨k-, btt clea-l' h observation of a mandم 

a»are of metrical nuance. 'A:rephy", "pestilence", and

rheums" occur at the end of their respective l1nes. Words-

worth's point is that tHe "{wer" oE "rheums" depends in part

upon its poEiticn, whih heIgtens the contrast hetween the

colloguial monasyllable and the learned polysyllables. Fith

respect to the construction of the sonnet, he once told

Robinson that he did not

...approve of uniformly closing the sense with
a full stop and of givinو a turn to the thought
in the sestet.٠٠. WorGsworth does not approve
of closing the sornet with a couplet, and he
holds it to be absolutely a vice to have a sharP
turninو at the end with an epigrammatic point.

1. Henry Crabb Robinson 5n Books and 'Their %:riters, ed.
Edith iorley .ت5 .Vols ذ6 Lor5or:Cambridqe Univ. Press,
19381,II, P. 479.

2. Ibid., II, pp. 484-485.
،
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Rlsewhere, in letters or obiter dicta recorded by friends,

he treata many of the traditional. proscic issues, including

monosyllabic l±nes, run-on couplets, double rhymes, and

feminine endings in blank verse. His renarks pn all of these

topics reveal a highly developed interest in aetrical tech-

nigue. That this interest was not fully represented in his

formal literary criticism may have been &ue as uuch to his

expressed reluctance to betray trade scrers=a coسR on attitud€

among poets-as to his precccupation with petic d1ction-

once, in a passage originally intended for The Prelude
«

but never published, Worsworth wrote of

...that considerare- and laboriaus work
THat patience which, admitting no neglect
By slow creation, doth impart(s) to apeach [sic]
outline and substance even, till it has given
A function kindred to organic ,Ower ح
THe vital spirit of a perfect form±

These lines evidently shcw Bordsworth's concern with petic

form. Hence we shall consider them more closely, as part of

an investigation 0f his verse technigue. There can eا no

doubt about what they assert: it is art that gives to speech

the "vital spirit of a perfect forM". Language ±ree of

1iterary accretions is not iPsoFacto poetry. The poet aust

labour to impart "outline and substance" to his spontaneous

speech. Wordsworth does aot define the nature of the "con-

siderate and laborious work" reguired of the serious poet,

1. The Prelude, E. de selincourt ed., in , b.Pء Introduction,د P. X±12±
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hut it would be strange indeed i٤ "outline and substance",

for example, were not intended to suggest, amng other

things, the subtletiesof a studied metrical technigue.

Herbert Read, who has written extensively of "organic form"

.in English romantic poetry, may have had in mind the "outline

٦٠٠٢ substance" of speech when he wrote that his intention in

a331vzing Wordsworth's poetic rhyths was "to trace the con-

· 1٤-٠٠٦-٤٥٤H٤٥ne٢ -+o mark certain 1evels of depth or pres5u.'e

wpariencR٤{٤٥٦٢٣ ع' م Though H. Read's' scansi n د ٤E

passages from The Prelude are not, I think, always ،٢-٠-.٤ ع٦

they are nevertheless serious attempts to exhibit the a1g'

ar€ cy -م1-'٦ of 7ordsworth's auditory imaginatlon. on this

subject more remaine to be said. In the pages that follow,

I shall attempt to illustrate the kind of prosodic analysis

that seems to me most 1ikely to lead to a fuller appreclation

of Wordsworth's poetic art.

٢-e is, it should be noted here, k1n ة f ر prosodic

effct, often discussed to-day, that is not، I thlnk, found

in fordsworth's poetny. In a well-know essay Amnold Stein

specnlates on the proper way of reading A 1ine fcc1 nne of

Donne's poems: "So, if I dreame I have you J ±.av you."

His conclusion is that the difficulty o: uecidinت which of

the final syllables should receive metrical stresses is the

l. Herbert Read, The True
Press, 1953), p. 47.

(London: Hogarth
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٩.٦ ة"

result of Donne's prosodic cunning; the uncertainty, he says,

"contributes metaphorically to the Teaning of the whole

poem.°" To gt it another way, since the oemع is about a

"hoverLng ambiguity" in the speaker's mind, the metre is

appropriately hovering or anbiguous. ow I do not believe

that Wordsworth's verse rhyths are vehicles of semantic

;u itiesتma igط they are not, then, in Arnold Stein's sense

"metaphorical". Dsually, the meAning of an assertion in his

(etry (as in, 6ay, a description of a childhood adventureع 

is perfectly clea. The rhythm does not, by suggesting

alternative intonations for a group of words, madiate among

discrepant or conplex attitudes-entertaineG by the speaker;

its function is to contribute to producing a distinctive

aesthetic effect proper to the "poetry of sentiment and

imagination". The nature of that effect is well-described

by Erich Auerbach in his splendid essay on 'ontaigne. In

reading Montaigne, Auerbach sAys that we imagine that we can

"hear hlm speak and see his gestures". This is not the sane

thing as following the progress of his argument: "He skips

1ntermediate steps of reasoning, but replaces what is lacking

by a kind of contact which arises spntaneously between steps

• ٠ 2not connected by strict logic". The spontaneous "contact"

1. "Dnne's Prosoy", in Discussions of Poetrv:
,Sound د a. George Hemphil

15aIT, ٥. 93.
2٠ Erich Auerbach, Minesis: The Representat±on of Realit

Western Literature (Nev York: aarper and Bros.,  ز1957
«

in
 .ح254.
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is implicit in Wontaigne's styl=: in the rhyths, diction,

and syntax which, in wodsworth's phrase, give "outline and

substance" to his spseh Auerbach's description of the

effect of Montaigne's style applies egually well, I think,

to. much first-rate poetry; and it is very close to what

Wordsworth meant in ypص rFPitPhs, by "1anو uage instinctively،

ej aculated".

Metre, rhythm, sytax, sound, and diction: these are

- ٠٠٦nts f s'y] i د h wHich ae shall now be chiefly

٠;٦٣-٥٤-٥ Tn w:rt'1e o heir interaction, the pem is more

٤han wHat i- 1s4erts; t ء is, as we sometimes say, unpara-

d is an essentialد hras. .02].e. But this is to imply that prosج- 

<٥ect ٥٤ the expressive pOwer of poe+ry. w e: w n.lyze د

5t1٥5٢٩-+tern5, "suHstitutions", caEsLrة s, eC., we are not

p'1rcly metrical phenomena; we ar.ay2e the metricalr;-ib53م-٣ 

phnorEna in order to better appreciate the poem As a whole.

F: - ز٦٠,4 asls, do the rhythm and sound ٤s;t م٤ r ٤ a t: ج c-ion

t r٤ ر8٦٤3 mcr= precisely the nature of t}0ج et s experience?

1ie metrical variation is not, on this vle:, a brute facta

tr ,chee ت a monosyllabic Line, a feminine endlng; it is a

moment or incident in the developnent of the poem, rl،te٦

H h ث to the sense of the passage in which it ccu s d ج1 t

i٧3, metrical environment, that is, to the metrical st-u t r٤

thc lines that surround it.
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S far, I think, most critics would e ذ vذ llinو -o , و

but not much further. There is still o gtnerall cceTe ر ة

terminology for describing prosdic e:f c ي s. 5o.ne cEit1cs

are convinced that the old two-5Tress =ys-em s goo nou ت h ي

for Aatisfactory analysis. BuT rscen--، e ذ- scructural

linguists have registered their objections to the traditional

system, offering in its place, in additior to four degrees

of stress, four degrees of oitcF ad r،e. ح <inds of "terminal

juncture". I have rotaine the gen.2r1lly ccepted nomenclature

when, so it seemed to me, notHir. ،a o ذ ح be gained by abandoning

it; but I have freely used the new vocabulary in many places,

where, I think, it has helped me to say what I mean.

Wordsworth's Eheory of the Influence of Metre on diction

In the Preface ta LyEicalBallads، Wordsworth says:

2t is ٤،p ,٥d ح that by the act of writing in
verse, an Author makes a fomal enagement that
he will gratify certain known habits of associa­
tion; that he not only thus apprises the Reader
that certain classes of ideas and expressione
ill be found in his book, but that others will
b= rar 2f11'y excluded.  أ

TH±, thr٦e ٠٥ we well know, is a consistent one in his cri-

ticis٦: i the mind of poetasters and a large part of the

cuLti٧٠٠t٤5 reading public, metre is thought to dictate or

:٠r،ea certain "phraseology", a poetic diction. Wordsworth'

early verse exhibits in a striking manrer the effects ofم٦wن 

e might call metrical ccrpulsion on diction; in DescriPtiveة hatن 

 د،

1. P.w,, II, pp. 385-386.
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$ketches, for example, lines 25-44, he writes:
 "د ،

Moves there a cloud o'er mid-ay's flamlng eye?
[Ipward he looks - and calls it luxury;
Kind Nature's charities his steps attend,
In every babbling brook he finds a friend,
Wh4le chast'ning thoughts of sveetest use, bestow'd
By Wisdom, moralize his pensive road.
Host of his welcome inn, the noon-tide bow'r,
To his spare meal he calls the passing poor;
He views the Sun uprear his golden fire
0r sink, with hearL alive like Memnon 'sl ;re ر1
Blesses the Moon that comes with kindest ray
To light him shaken by his viewless way.
With bashful fear no cottage children steal
From h±m, a brother at the cottage meal,
His humble looks so shy restraint Lmpart,
Around him plays at wlll the virgin heart.
While unsuspended wheels the village dancE,

. The maidens eye him with inguiring g1 ance,
MucH wondering what sad strake of crazing care
Or desperate Love could lead a wanderer there.4

THis is poetic diction, with a vengeance. Can we, with

Wordsworth, attribute the "phraseology", to metre? It is

1٤٤+٣u1t, I believe, to answer this guestion with an unaRbiguous

atiirmative or negative. Reading the lines, one is positively

arare of a recurrent metrical fomrmula comtmon to much eighteenth-

century verse. Wordsworth's pentametres frequently end with

a monosyllabic noun preceded by a dissyllabic trochaic epithet,

the three syllables forming a highly stylized terminal rhyth

or cadencr. (٥f these twenty lines, twelve display the formula

I have described. Two others-the thirteenth and twentieth-

.1. 1ha lyre of Nemnon is reported to have enitted melancholy
or cheerfl tones, as it was touched by the sun's evening
or morning rays.

2. Descriptive Sketches, l4nes 25-44, in P.W., Vol. I, p٠ 44.،،
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have gramnatically distinct but rhytHically identical

endings.) Suppsing this accentual pattern to Have become

habtual with Wordsworth thrug much readذng in eighteenth-

.er tUry poetry, one might guess that it is responsible for

t' e glossiest language in the passage I have auoted, in which

٦e fذ d the formula exemplified by "£1aning eye", "golden

f1e", "Memron's 1yre", "Kindest ray", a dل "craz ng ذ care".

Ye: p? e-1cticn ح it is clear that Metre aLone cannot account

far t.2ese axpressions. 2.S. Eliot, speculating on the same

guestirn, t ج1 t.. د this way:

There is perhaps no more stubborn cause of
ext2:ere 1iferences of opinion, between
respctable critics of poetry, than a di٤­
ferere o. ear: and by 'ear' £or petry I
mear a- mrediate apprehension of two things
wHich be ة considered in abstraction from
each tte1, but which produce their effect
in unity: rhythm and diction. They imply
each o.htr: far the diction-the vocabulary
and constructionill deternine the rhythm,
and the rhyths whici a oetج finds congenial
will deternine his diction.±

This allows for the truth in hordsworth's theory of the

influence of metre on diction, while suggesting that the

relation between the two is somewhat more comple than he

supposed.

Tn his valuable study of eighteenth-century poetry, John

Arthos compares the development of e-i ع ic=5ذ n i:. the Eaglish

heroic couplet with a similar deve'ornet ir ciassical poetry:

1. "Johnson as Critic and Poet", in 0n Poetry and Poets
(London: Boutledge ٤ Kegan Pau1, 15s7),7جT;5 
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The influence of th¢ Hexameter upon the use
٥f the Greek and Latin compound has an
interesting parallel in English neo-r1 assic
werse. The heroic couplet demanded phrases
of a certain accentual pAttern, and in the
1ack of compounas 1ike sguamigeri writers
made use of phrases like scalY'ind, feathered
trooRPs، and finnYrace. I &o not kno whether
these poets discovered that this kind of
periphrasis in a naturally iambic rhythr:
corresponded to the dactylic compound in a
hexameter line. If this parallel was not
consciously exploited, it may nevertheless
be claimed that prosodically the t4O-vc±d
.periphrasis was the native form Proper to the
Erglish i itationم of the classic style.

As we have seen in PescriPtiveSketches, the two-word terminal
2 • ٠٠٠٠fommula, is not necessarily a periphrastic epithet; it was

the rhyth of the phrase, in mary contexts, as much as its

grammatical form that made it congenial to the eighteenth-

century ear. And that rhyth remained an important element

in the distinctive movenent. of much eighteenth-century poetry

1ong after the aesthetic ideals of ne0-classicism Had been

repudiated by most poets.

John Arthos' interesting summnary contains one possibly

misleading statement. I٤ he means that the heroic couplet

uniguely "demanded phrases of a certain accentual pattern",

he is clearly mistaken. Pope in his pastorals, for example,

consistently uses the conventional epithetic tags, but he

1. Arthos
p. 63.

2.، Such as "flaming-eye", and "golden fire".
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enploys them very sparingly in his satires. More signi-

ficantly, writers of unrhyed iambic verse adopted the formul

no doubt unconsciously, in lyric meters as well as in all-

purpose nonramatic pentameters. Collins' "ce T Evening"

begذns:

<1٤ ought of oaten Stop, or Pastoral Song,
MAy hope, O pensie 5ve, to soothe thine Ear,

Like thy ow brawi1ng Springs,
Thy Springs، a16 dv rg د 3ales,

5hc hair'a sun-و٤ H-«د yRph reserv'd, wni-e0 ي
Sits in yon westeIn Tent nse -oudy skirts,

W1th Brede ethereai wuye,
0'erhang his waTy 3e.: : ٠

In seven of these eight lines; tne l.st thr±e sl!aEles

exeplify the pattern we have Leen discussin. "he ١،،orort: ج

is aLmost as high in the rest of "Ode to 5ven .n0,". As for

blank verse, here is a characteristic passaye from Thomson 's

Te Seasons:
 د

The cattle &roop; and o'er the furroved land,
Fresh from the plouch، t'e dvn iiscoloured flocks,
Untended spreading, c1op t.1e w1.ol sme ج root.
Along the woods, along the .moorish fens,
Sighs the sad genius oi the coming stor;
And up among the lose disjointed cliffs
ANd fractured mountains wild, the brawling brook
And cave, presageful, send a hollc moan,  ج
Resounding long nذ listening fancy's ear.

l. Pope, of course, satirized the ritualistic epithet in
BssayonCritIcism.

2. Filliam Collins, "Ode to Evening", 1n An Antholاo ofAugvstan Poetry:17oo-i75i. caiiea ik ءaaجت {ز ث#هiم م&
T. Wood 7London: 3acmilIan Campany ة itd., 193l), pp. 207-
209. The text used by the editor is that of the 1747 ed.
of the de.

»

3. James Thonson, The Seasons: "Winter", Ll. 63-71, nذ
es ر د 3HnsoR,eited.bسaه ن£ te_PgeticA}_WgrksيlPoCehع 

• Logie Rcbertson Eont>· Oxford niversity Press, 1908).
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And Pope, had he completed hls projected epic, Brutus, .would
،

no doubt have produced thousands of lines of blank verse on

thls Moel:
The Patient Chief, who ±ab'ring long, arriv'd
on Britain's shore and brought with fav'ring Gods
Arts, Amms and Ronour to her Acient Sons:
Daughter of Memory! fro elder Time
Recall; and me with Britain's Glory fir'd,
Me, far from Meaner care or meaner song,
Snatch to thy Holy Hill of spotless Bay،
My Country's Poet, to record her Fane.

1n ordar to understand better soe of the reasons for the

survival of this "couplet rhythm" in later unrhymed poetry,

and particularly in blank verse, we shall have to consider

briefly a few eighteenth century assumptions about the nature

of unrhymed verse.

As 1ate as 1804, John Aikin, in His LettersonEnlish

POetEY، observed that

he writers of blAnk werse have been so sensible
of their near approach to prose in their versi­
fication, that they have been solicitous to give
their language a character as different as
possible fram that of ccmon speech. This purpose,
while it has favoured lofeines and splendour of
dictio, ihas aLso too uuch promoted a turgld and
artificial style, stiffened by quaint phkases,
obsolete aords, and erversions ج of the natural
order of sentences.4

In spite of the immense prestige of Paradise Lost, unrhyned

- pentameters were probably .anomalous to many eighteenth-century

1. Alexander Pope, Minor Poems, ed. by Norman Ault and John
Butt (London: taaBrId٥UAIversity Press, 1954), p. 404.

2. Quoted by Raymond Dexter Havens, in The Influence of Milton
9nEnglishPoetEY (cambridge: U.P., 1922), p. 138.
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ears attuned to the metric of Pope and Dryden. (It must be

noted that we are speaking here of lyric, descriptive, and

didactic rverse, .not of the blank verse of the thea±re. As

R D. Havens pints Out, "The fact is that to the eighteenth-

century dramatic blank rerse was one thing and poetic blank
verse و ء.1 an entirely different thing".) The great neoclassical

poets had developed in their readers a sixth sense: a sense

of tFe 5n1sh poetic line as an iambic decasyllable,

intr »d.c'c cr "oncluding a rhyming couplet. Blank verse,

by 1est o i1 'h!s sharply define phonetic silhouette,

tHret n د d tc cs:u2e altogether the countours of the poetic

line. Thus Dr. Johnson could argue that blank verse "seems

to be verse only to the eye", and that it "has neither the

eas1ness of prose nor the melody of numbers»4 tt was often

said, too, that unrhyed verse reguired a special sytax and

diction to rase it above the level of prose. "When", Johnson

asked in h1s Life of ARenside, "was blank verse without
3 . •

pedantry?" And Cowper, wo certainly did not share Johnson 's

aversioN to the metre, nevertheless agreed with him and many

other critic٩ ht urHmd hrcc: demanded a "style in genera;

more elak 3r ١t 1٠ 1 -H m s::] ٤gir2s, arther ؟ removed from

the vernac Il .r iit1 ،o h i1 t 1e languae itself and in the

arrangement oi t ."
 ،،بي

1. Quoted by Raymcnd Dexter Havens, in
onEnglishROetIY (cambriaو e: ،. .ن5

2. Ibid., . .ح44
«

3. ±bid., p. 47.
،

4. Ibid., ٥. 175.،

of Milton
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That Wordsworth had seriously considered Dr. Johnson's

stricEures on blank verse is show by the following comuent,

quoted by de SelinCourt from a notebook dated 1798:

Dr. Johnson observed, that in blank verse,
the language suffered more distortion to keep
it out of prose than any inconvenience Lo be
aد p1 ehended from the shackles and circum-
spection of rhyme. This kind of distortion
is the worst fault that poetry can have; for
if once the ratural order and connection of
the wcrds is broken, and the idiom of the
1anguage violated, the lines appear manufactured,
and lose all that character of enthusiasm and
inspiration, without which they becoe cold
and insipid, how sublime soever the ideas and
the images may be which they express.l

To the serious poet, naturalness in verse is an effect of

art, an aPPeةranCe. Thus naturalness has its techniges,

though its intention is to transcend techique, to hide its

art. When Wordsworth argues that images and ideas, "how

sublime soever", are ineffective in poetry if the language

n which they are expressed is artificial in point of idiom

end syntax, he reveals the essence of his critical tHeory.

We are remindea of the Passage in !PonEPitaPhs، in which

h٤ nists that the poetry of sentiment and imagination is

sucessful only when it "incarnates" in its diction, synax،

and rhythms the "abrupt", interrupted, and "revolutionary"

flow of impassioned speech. Poetry, on this view, is less

a me? ium of verbal communicationa vehicle for conveying

"r eani ng=". than a mode of verbal behaviour: words act as

1 FilLi،m Wrrdsworth, in
Vol. 4, p. YX; footnote 2.

٢5rdsacrth,
 د
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the Mind moves from moment to moment, and mnisitذ in their

action are the vital qualities of a particular experience.

This enacting of the implicit vital gualities in experience,

rather than an argument supprted by illustrative imagery,

constitutes, for Wordsworth, the unigue interest of the

poetry of sentiment and ±nagination. That is why he says,

in DpnEPtaPhs. that the poet must utter his feelصi gs
 إ

".fth the freshness and €learness. of anoriginal intuition·ب 

-Md that 1s why he was impressed with ohnson's objections

o unrhyed varse. He was about to undertake a long blank­

verse poe which could not be technically classified as

e 'te1 narrative or dramatic. The Prelude was to be an auto­
 د

i«graphical meditation, ccncerned with the intimate detailsن 

of the author's spLritual history. Its success would depend

in part upon the mutual adaptation of metre and language, to

insure a poetic id1om capable of registering perceptions and

feelings not hitherto explored 1n verse. That Wordsworth did

not entirely succeed in his intention-that his versification

is sonetiMes flat, his diction sometimes frigid-ost admirers

of his poem are willing to grant. In spite of freguent lapses,

owever, The Prelude offers many examples of the old metre made

new by a poet highly skilled in the art of versification.

O٤ Wordsworth's earliest atteTpts at blank verse, two

trarslations fror Virgil an Moschus have survived, as well

as several fragments of narrative and draMatic verse, written
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in the early 'nineties and linked, by de Selincourt, with

The BorderErs and 'The Ruined Cottage'. The earliest exampleسو 

of meditative blank verse in the Poetical Works is 'Lines

Left upon a Seat in a Yew-tree', which may have been beu'

·in 1787, but was probably re-written in 179٦ For tHe f:r«t

eaition of .yricaBalladsي '1ines' ١reat٩ a £avourite

Wordsworthian subject, the 'mد i4 ٤ ·e e0 1t 5e whose pric

has alienated him from other men and from nature; it reds

indeed like a preliMinary sketch for the impressive portrait

of the Solitary in THe u: ز= sor. The opening lines, which
 ، ي ي ،

1 6٠iote from the 178 wersio7. adecvately represent the style

wholc:٢٥٤Hم 

tay, Trv 1.e1' = t 1his lonely Yew-tree stands
F ٤ fr5 a l ٦t 1z wrlling: what if here
N. .,r٤.rkling r1vulec sprea6 the verdant herb?
h٠ t if t٦e.e =-r»r bcughs the bee not loves?
-t h" ر ٠٤r٦ hreathe soft, the curling waves,

a -،،k a a:14 :he shore, shall lull thy mind
·y o1 - act itpls= saved from vacanCy.

Who he was
T}at il ع tResa ج stones, and with the Mossy sod
First covered o'er, and taugbt this aged tree,
Now wild, to bend its arm in circling shade,
I well. rememnber.

It was not until 1827 that Wordsworth altered the fourth line

to "What if the bee love not these barren boughs?". Otherwise,

the idiom of 'Lines' is hatural, the diction relatively plain.

Rhythmically, however, this is eighteenth-century verse;، one

hears the familiar balance of-nouns- andepithets-in. "No -

syaark] ing rivulet sPread the verdant herb?". The rhythical

fcrmla we not،،a ir £ :±iPtiveSketches is observed here too:
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"verdant herb" is echoeG in "barren boughs", "curling waves",

" mossy sod", "aged tree", anG "circling shade". What F.R.

Leavis calls ordsworth's " ,ithdrawn يب contaplative collected-
1 . ، .ness" is evident in the syncax: note the slightly formAl

effect produced by the two successive ciauses beginning

"wHat 1٤", and the emphasis thrown on "T well remember",

separated from its object by three intervening lines. Leais'

description, however, though ±t its ؟ 'Lines', is not, I

believe, accurate for some oF Wordsworth's best poetry. In

the most memorable passages of The Prelude, a more intense,
 د

varied, ard complex experience is reflected in the versifica-

tion - in rhyths, sounds, and phrasings closer to the mi ediateسس

" Flux and reflux" of the poet's mind.

H.W. Garr said of Bk. I of The Prelude that it "contains
 د

- ٠ 2effects of poetry hardly surpasse in our literature". Let

us begin our study of these effects with the famous lines

from Rk. I describing the Young boy hunting wacccks among

the Cumberland hills:

Through half the night,
Seudding away from snare to snare, I plied
That anxious visitation; - moon and stars
Were shining o'er my head. I was alone,
Ad seemed to be a trouble to the peace
That dwelt among them. Sometimes it befell

1.F.R. Leavis, Revaluaz1on ،:onccn: !az-5 and Windus, 1956),
.p أ م 69.

2. H.W. Garrc, Wordsworth: :ectures anG =ssays :Oxford: The
Clarendon Press, 1963), 5. 31.
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In these night wanderings, that a strong dcsire
O'erpOwered my better -eason, and the bird
Which was the captive oF another's toil
Becane my prey; and when the deed was done
I heard among the solitary hills
Low HreatHings coming ater me, and sounds
Of undistinguishabie motion, steps
Almost as silent as the turf they tro€.±

1e rcr.ember this episode, it is not because :u د

reen stimulated by sharply dalineated ri=ual detai.. 5

w;0th is more concerned with evoking the peace tiac d, s، زد

in the mountains and the boy's violatior of it ±! r د
descriL±ng اي عدم ي. ل1 ه ا ي ه t distinctive ph:sical features of a r ٠+ic11r

٠٢٩ Ei: etting ة is the anim3s+- '٠d=c---  ±ب1مة ،

{ [ج٠ ٤--- ج٣٣5٤H٤٤٥ م5 ٠1'٣ ح­٣:-
"٠ ة

 لا يا
-'-.٤ الذ م

-ic،9-' د٠ د د
1. ،ة'  -ي

 ظ
 م

<tم mticn += ٩5r=cte. to ج ٤he ٤٤-٦:٩=5 : +١- .٦٤>

"T was alone / Fnd sremed to bs a trcu!! t ء tie pEzce / 5F3t

d٤ -lt among tHem" - who breaks in upon this natural guit,

be pursued by the tutelary spirits or "yreences" of tEنا 

" s%1itary' hills".

he werse in wHich the xperience is rennered can hardly

٧u%٤-٤/٣٤٦٦٤2n:١ It has little of %}at 1: usu=1lز %=an by

- ز ر٣ ٤١٠here is no richly orchestrater :-54-;٦٠

- 1-,٦٤-٦٤c resonances. Yet a ٣2eful reading

+ ٠٠r-5٠٢e us that tHe e ج 75n== --5 writter fcr

1، THs nrelvde (1850), I, 1ines 312-325.
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the ear. In their movement, one hears a man speaking,

remembering and reliving the excitement of that autumn

evening. The rhythms are those of a sknlSuL story--tell  ه-e م±

who intensifies the irrediacy of his tale by warious nuance=

of vocalization - pauses, changes of pace, and expressive

groupings of significant sounds.

As for the meUre of the passage, it is, of course,

unrhyed iambic pentameter, or blank verse, The traditionzl• ،a
analysis would note three trochaic substitvtions: "scudding"

in the second line, "I was" in the fourth, and "aLmost" in

the last. (It is difficult to detemine whether Wordsvorth

intended his readers to pronounce "wanderings" with three

syllables, or to "swallow" the medial e. The Prelude -
 د

Particularly the l850 version - seems to adNit trisyllabic

feet, but also exhibits contractions that are apparently

there to preserve the imabic metre.) Eleven of the fourteen

11nes are enjambed; the only punctuation in the final eight

and a ha1£ 1ines is internal, with the exception of the £uLL

stop at the end of the sentence.

I have been describing what George B. Pace calls "the
1

domain of meter". The othe> doaain o٤ verse, that of rhytHm,

i ٠;-،:± يم more و problo=ج ±ir5!: -٢----:5ت=- ٠-:=2glai٢ely جج مرب--بم«3 ي. ي.ج إي٦
 لا ب ي و ء

icerTan. One nters 2t as =5- 3s 5ns ==UE: -cs tc accounc
 عب ي

[٢٦ رم ه٢. :irs س" .eter and RhyeH٣- =جحrgs 5. Pace, 'Th65 ج%±
PHL2, LXXVI, September 19  به ي ، ج٥ د«٠ بي ،' ج21131 و ة
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for the distinctive quality of the final lines of our

passage:

•.• and when the deed was dane
I heard among the solitary hills
Low breathings ccing after me, and sounds
O٤ undistinguishable motion, steps
ALmost as silent as the turf they trod.

A،alysis will reveal, I think, that rhythical ffects

best He illustrated in teدr s of what the structural 7

cll "inton=tion patterns":

 د٠
٩

At the end of ach ج seguence of pitches, we
have learned to make our voice 'behave' in
certain regular ways. For instance, the voice
might "trail o٤٤" into silence, quite rapidly,
bt still perceptibly. 0r the voice niGht ri
slightly in pitch and intensity. Finally, in
contrast to both of these junctures, we might
hear the pitches 'sgueezed', so to speak, on
either side of what we might describe as a
'slight break or pause'. These thrce can­
trasting ways of ending sequences of pitchc=
constitute the terninal juncture phoneges, nr ف
a seguence of pitches boundedby one ok theae
is called an intonation pattern. The terminal

FEerrea to as"Iى uncture that-EraIIs5Eذ٤ 
2ouble-crossiuncture(ة ) , the one that rises,
9ouble-barjuncture(/»), and the ne ه where the
pitch neither fades off nor rises, but is
'sgueezed', 5ingle-bEr3uncture ().±

These breaks or division points in the flow oF speech are

obviously important elements in the expressive pwer cf

spoken language.

In the lines beginning "I heard among the solitary hills..

as I have said, one hears the inflections of vivid oral narrati

The pace of the verse is subtly controLled to suggest the

l. Heny Lee Smith, Jr., "Linguistics: A Nodern View of
Language" in An outLine 5£ n'sinowledgeoftheMeecrnذ3
Wr ,ld ج ed. Lyan Bryson, T: TorK, 1966, 3. 2€0.
 د
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speaker's lLvely sense of the approaching "presences". This

is another way of saying that Wordsworth attempts to "enact"

in language the feelings of suspense, awe, and anxiety which

accompanie his experlence. He achieves this imediacy

largely, I think, through skilful employent of intonation

patterns, those segmentations of speech whch occur between
primary لا و stresses"-the loudest of the four degrees of stress

distinguished ·by the structural linguistsand are bunded by

the juncture phonemes described by H. Lee Smth. In our

passage, there is a single-bar or level-pitch juncture at
,'١٩٤٨hills و which, probably because of the somewhat unusual

sytax-the prepositional phrase "among the solitary hills"

precedes rather than £ollows the direct object "Low breathings

receives a primary stress. (A rising juncture is perhaps

possihLe here). There is another single-bar junctute at

"breathings" and, probably, a rising clause temminal at "me"­

the pitch rising with alarm. Perhaps the most epressive of
٦ مدو ",11ses, or prolongations of pitch, occur at "soundsد 
"mtioر'٠,٠ .»', and 's7 the و"وما pitch is sustalned 1n pronounclng
the firا ء٨ .st, falls in the secA, ana 5s sustaLned again in the

third. Because "sounds" and "steps" cعo at the end of their

respective lines, we hear the latter as a kiد of resolution

of the forer: the indeterinate motion, as it approaches ,

becomes the frighteningly definite footsteps. In this poetry,



 ي
m

 سجظ ن٠
·٦.'٠ ا-"» ,م ء٠3 بود- ي٣ ي

- 116

to quote Leo Spitzer, an experience "has been sybolizet tر 
units•٠٠. ء1 of breath, it has been made kinesthetically perceptible".

The boy we meet in the first two books of The Prelude
• ٠ ، 2lives in a universe haunted by "huge and mighty forms".

Rowever empty or silent the place in which he finds himself,

he is never alone. Wordsworth attempts to portray the boy's

sense of what is there: his awareness of ircrutaHle p٦% r"

٦nd Nd protecting the natural world. The primitive:+5ل}لع ي ة» ي ح{مخ 

quality of these experiences is i=rt: ج :2Slز , I think, when

we read the poetry aloud. The episodes cora ±o life in the

sounds we utter as we imagine them:

Oh! When f have hung
Above the raven's nest, by knots of grass
And half-inch fissures in the slippery rock
But ill sustained, and 3Lmost '=، i± 5eemed)
Suspended by the blast that blEt ar.ain,
Shouldering the na':ed rreg, oh, at that time
While cn the pcTi'c-s g د٣+233¢1٣ ,one و1
With what stra1١gt ١.tr ٢ د1 ذ h lud dry wind
Blow through my ear! tie s'٦٧c-٠٨٠٠٠ 3٢٤ a sky
of earth-and with what ncti;" ٢ rca tHe clouAs.

Hanging suspended frg} Yewdale Crag, the boy is suddenly aware  ر

cf the y iHd'sب voice and of movement in tke sky. The "blast

that blew amain" becomes a "strange utterance", and the every

day "sky of earth" now appear5 11n4 anili exgress .د ن the

- Le¢ Spitzer, "Language o٤ Poetry' ، n د Language:AnEngyiL)
1nto Its MeaningandFunctiom, ea. Ruth Manda Anshen, .Mew
 د

York, 1957, p. 218.
2. The Prelude (1850), I,  ص.398

3. THe Prelude (1850), I, 330-339.
 -ج
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١٤er of this moment, Wordeworth, in the final lines5=< ت مب

the passag a±uptly alters the rapid pace of his verse.

" L dryصuق wina / B1dt:٠٠": these monosyllabLes receive primary

stresses, and each one marks. A juncture in the flow of speech.

Another juncture (risin) at "eaE" 2ePares for a second wave

of exclamatory utterance, in which "earth», :2tion", "moved",

ad "clouds" are all heavily emphasized. The pulse cf the

experience is in the language: as we read, the boy's feelings

are Ours-

Some passageg iI Zhe Prelude, as well as in other poems
 بد

dealing with childhood, ehibit aspects of wordsworth's style

seldom considered by his critics. I have in mind certain

] attarns of sound which seem woven into the texture of the

poet's .xperienceب One hears such patterns in the merorable

scene in Book 1 of The Prelude, where the young Wordsworth,
 ا

rGing his stolen boaE acEoss Ullswater Lake in the moonlight,

is sudaenly terrified by the black shape of st. Sunday Crag

1oomin .on t eل. horizon:
٤ ا ،٦45ga; ,ع٢

rt as ثة rة' e ة o£ stealth,
And troubled pleasure, nor without 'iFe vo±ce
0٤ mountain-echoes did my boat mGe on;
Leaving behind her still, 0n either side,
Small circles glittering idly in the moon,
Unti1 they melted all into one track
Of sparkling light. But now, like one wha rOws,
Proud of his skill, to reach A chosen oint ج
With an uNswerving line, I £ixed my view
Upon the summit of a craggy ridge,
The horizon's utmost boundary; for above
Was nothing but the stars and the grey sky.
She was an elfin pinnace; lustily
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F d1pped my oars into the silent lake,
And, as I rose upon the stroke, my boat
Went heaving through the water like a swan;
When, from behind that crag9 steep :ili then
The horizon's bound, a huge peak, black and huge,
As if with voluntary power iج stinct
Upreared its head. I struck and struck again,
And growing still stature مذ the grim shape
Towered up betwzen me and the stars, and still,
For so it seemed, with purpose of its cwn
And measured motion like a living thing،
Strce after me.l

Cne might say of these lines that they are composed in two

strongly contrasting tonalities. The "Smal1 circles glittering

idly in the moon" melt "into one track of sparkling light";

ligu1d consonants-small, ciع cles, ، ±ldر melted, sParklln9
،

±iتhthclp to convey an impression of moonlit serenity.

Four heavy monosyllables-"a huge peak, black and huge"

annDunce the arpea-ance of the "mighty for". A gard Rc] -٤

,priritive, animistic guality of tFe =r66 is du=., hink+}ه 

o he repeti45on. in struck, struck, sti], statar> stars,
«، ا، كي ن -ي

the مدما±-- st co٤٠٦٧٨٩4٤ ه
3 د

 اك »ي

d: ·th' 0% eA: 8ر the implacable approach of the peak-:1ر٠Oا oz' 5tor ' '2as  ؟0

s seen by the boy 1n the boatin a١ جt motion+1٦ إs apparen  م
f•٥٥ و٠ لا، sounds ced, it would aPpear, by instinct'. Theseجuence oد٠٢ " . "-
s:2t=2 ه و"٧ و is,that we cxperience something l1,:e the sensation of

.rsed when we read the lines aloudج--=: ج 

 ، عد ن
 كو له--

» ي«»٥٠ ن٥ ي
٠٥٠ لا ي جد ي،د ج،

.=: -ت±5 ة::..5 د ي»٥ ،،

%ordsworth Eeems often to have been conCcernec

dominant pattern of sound, encopassing asد 

.a-::2 ':25،3k.2,1l.  و:-٦-361-85
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many words as possible. Consider, for example, the firet

and the final versions of the following lines from The

Excursion:
 د

oh! then what soul was his when on the tops
O٤ the high mountains he beheld the sun
Rise up and bathe the world in light. He Looked,
The ocean and the earth beneath him lay
In gladness and deep j0y٠ The clouds were touched
And in their silent faces did he read
Unutterable love,l

The revision reads:

What soul was his, from the naked top
of some bold headland, he beheld the sun
Rise up, and bathe the world in light! He looked­
Ocean and earth, the solid frame of earth
And ocean's liquid mass, in gladness lay
Beneth Him:-Far and wide the clouds were touched,
And in their silent faces could he read
tnutterable love.2

٤%٦٩٥٠٠.r cassage, Wordsworth fully exploited a phonetic

3:٦:1biity Present in the earlier one. He had no dcubt

of the interplay of L and d sounds in variousيد -ء٣ ج0٣ م 

٢·٤:ors in the first version: soul, beheld, world. htو±±

10S}-ed. His revisions bring this pattern into high relief:د 

sت u1 naked, bold, headland, orld, ±iوht. looked solid
 ت ، ، بلا ، ،،

liguid, gladness, 2aY، ,ide ع clouds. This isa kind of unity
 د د

1n variety, produced by the poet's auditory imagination.

٢e find a more complex example of a sinilar Kind.of

revision in Book l of The Prelude, where Wordsworth interrupts

l. Poetical Works of williعa wordsyorth, vol ٧. p, 382 11 7ورو{'•٠٢٠٠

2. Poetica1 yorks, vol. V, p. 14, 1l 198-205« ،
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5a ccount of his childhood to reflect upon his subsequent

dd-:1apent:

Dust as we are, the immortal spirit 4rows
Like harmony in music; there is a dark
1nsrrU±able workanship that reconciles
Disccrdant elenents, makes them cling together
In one society. How strange that all
THe terrors, pai.ns, and early miseries,
Regrets, vexations, lassitudes interfused
Within my mind, should e'er have borne a part,
And that a needful part, in making up
The calm existence that is mine when I
Am worthy of nysel£!l

Two earlier versions of the first line and a half of this

passage have been preserved:

The mind cf Man is fram'd even like the breath
And harmony of music.  ة

The mind of man is fashione and built up
Even as a strain of music.3

The even expository tone oE the earlier versions is trans-

formed into the exclamatory "Dust as we are..." as if the

lines were indeed a spontaneous interjection. So, too, "Bow

strange.٠." - Wordsworth had originally written "Ah me!" -is

reant to portray the speaker in the act of discovering his

thought. At the same time, the language is ven و1 another kind

٣ erphasis: there is an intricate stylization of sound,

p=1ticularly in the first four and a hal± lines of the revised

٧٤r=i5. Are is recalled in or تعذ tal, sPiIit, hCrIOEY, dark,
 ع د١ صد

;tني di55rda٦-٠٠:٨± ،رثذرلاث
،

the : irlikuis ec!oed i- music.

1، - P>-1.ude (1850), Book 1, 2ines 340-50.
 ببء

٥ • ، a.±ie i805), Boo i, :٦٩٦ ج٦  .ثn ذ€5 .تد
 ، د د

133., note to 1l. 351-32-» .
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dark, vorkmansh1  +د٤;

is sounaea٠٨; يE. reconci1es، 44scordent,makes٣م=و-"-
:;hErRony, music workm.-3/15 يد م ،ي ،_!:؟نhiP، e±enents, makes; ane"3 'ماض: لام±٣mNr٤5ذ٦٣ 

 »د
It must be adnnitted that the

٦: dust, dark, giscordane
 مه

·ic% orch=?trat٤on o٤ ±E01nd
s helps tc comunicate a complex

-i٠٣c٥-٤' ::ffable :.ج ,
5P±r±tual amony is adumbrated in

 ةءم ةOإل٣

 يم-#ر-م: بي،
t=t Rad Has «ritten thar " He ح

e most personal passages'
rth's بويا ١ctr٠٣٠٢

PC ،:, 'come in the 'onger blank-verse poems,
n ٢:

is in his b2. ri،: verse that Wordswortn achieves His ·

٤rsedo=-hi cDrlosa felicitas» !
« »

31r  د تat€=4 ج

H'-:art ReAd Has some per---ج٥ 

a-٠ 2ers: of 2hePrelude. Yet many

eve, apply with egual force t٦٤2 د±
٠ م

'= vrics ،:٤٤ yi/-s, which are as interesting rhythmically
٠,٤He -٣٠٠+٦- ه٤٤"5١١٢" r/er blank-verse poems",

 -ده٠٠-٠-٤٧٤٠ إ-٢-' و
et us consider one of Wordsworth's shore±٠'6 م-"

1£ charactarized .
by its porerful musical effece

 ما٦ ا ه بم

­٩ ر و١-٠٠ ٠-ب ب <or rhythmic lana٠ 'م'- .age و' I speak of WordswortHي ة 
±':٠٦٦--٠ او{٤ م ١٢-٢d ٩٩-- Spirit Seal" .:

hich cmbines what Paul ValEryة ، 
;٦ جو٠ م.

the two kinds of poetic lines, les vers ,sdonnes and
,٢3ad، Thg ge voice±ر:٤« 

areHو ofFeelAng {Lonaon: Hoيي د5 ,ا? ء-ل.ت:و.ج' +، 
±Ht.±czting here to ٠ ٠م _

ReaA "b1anksree "3 }}°° that٤٥r Hي٠ a1iا virE4 ع_;=-
4s 4eterminea""ر لإجلإ} i=ه هة± voic±٤ ةنAs "e:5ذ-ن: - - ،id. P,  ا47
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les vers l ٠CalCUles. Although written in the traditional baLIad=·=ب 

metre, itscadence "haunts the ear" of the hearer while itg

meaning addresses "the eager parts of the mind».

A SLUMBER aid my spirit seal;
I had no human fears:

She seemed a thing that could not feel
The touch of earthly years.

No motion has she now, no force;
She neither hears nor sees;

Rolled round in earth's diurnal course,
with rocks, and' stones, and trees.1

If we look closely into this lyric, we shall notice that in

the first stanza, the speaker recalLs the living giz2, who,

in her more than human vitality, had seeme to hذm .i ortalص

The iLlusion was poerful, and in acknowledging her death in

the second quatrain, he is vividly aware o٤ the 1ifeless

r:atural thing she has become, to be "rolled round" for ever

by a motion over which he has no control.

The emحض dramatizes the moment in whicH the speaker comes

into full possession of the truth. We follow،the movewent of

h4s thaught as we speak the verse. Thus, "No Motion has she

now, no force" seems to call for a more deliberate, measured

• :يهيج;تهيي .ي جيريج ••:t".,4،:#. ر3 ٤#.،لإ٦٠4ايزجي اةبأ{ 
 د

3. Poetical Works, vol II, p, 216، ، ،
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reading than the precedinو lines. "No mo1on" receives

unusual emphasis not only because cne ri's ج1 :nertness is in

question here, but because of the inversion of the normative

word order. {We have had the nommat:ve order in "She seemed

a thing that could not feel...."). There is, in addition,

if this reading is accepted, a :evel junccure at "aotion",

expressing th speaker's reccgnztion of what has happened .to

the animated creature of stanza -. THe -exz nacural &1vision

or segmentation occurs a2 "ro4": a caesura, or perhaps more

accvrately, a rising 3uncture, hich marKs he ح transition٠

between Memory (stanza l) and che sensarions of the present

I.٥TAn :. ٠٨٩ ٩ا o force', parallel aith "no =oTion" brings theلا 

line to a he=0y, ±eflacTire .ause ج The rest of the stanza

prepares ±or the even more eiiEerate aoveMent of the final

1ine, in which the utterance is broken ncoد three segments  ,م

each noun in the series bearing che =ull eight ة of the speaker's

discovery or realization.

As Seamus Heaney guite rightly suggesrs, the guality o٤

Wordsworth's poetic music ±s "hypnotic, swimninو with the

current of its form rather than agaد nst ie.°± one feels that

to ordsworth ؟ the act of Composition was a cheering one;

because as he Himself repeatedly avoved, oetry ج to him was

just a shadowo٤-"tH5 tir€'s -n-errai ecHer.ك ءم- ،باء -ء-٠ -

l. Seamus :eaney, The!a'ings 5f a %!usic =  ,ص.2
 "عه ل٠<٥

.2 -ي٠ ب٠٠٠٠٠ ء TY  ج :-ج-ع٤ ي ب
 ----٦ت-٥٠ م ت٠ ء-م-٠ ج8-5.
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It is rot only the shorter lyrics which possess this

Li .y ا b١1t al-5 the 1onger onas. Tndeed, Worswrth's

4t=t poetry bears ut ت 5antayana'5 contention that the

gic of poetr" lies in th "imersion of the message in

r56;١\pn . T٥ لم prove this we shall consider certain aspects

Wordsworth's most camplex lyric, the 'Intimations Qe'.

Critlcs of the '0de' have guite naturally tended to

focus their attention upon its theme or argMent, about .

here has been considerable disagreement. This is to±٠ ما

, tHat tHey have frequently been less concerned with

، rdsvorth's art as a poet than wi h ا dcmonstrating that the

-m rgresents a certain s.age in his philosophical develop-

, ٦1- reflects his preoccupation with childhood and maturity-

i٦٤ rpretatinns, however ilLminating, cannot account

rtistic form of the '0de', whlch is aر ة v٨٩٠ ±.ة<؟ء

·٢ urigua :rarizatic- ج cf mutually related parts, esigned

rrcrco in tk= reader a vivid impression of the poet's

٤٠-٣٤-٦٠3c€٠

Like the great lyrics cf Coleridge, Keats, and Shelley,

W51dsworth's pc?5 is notEhle for its dramatic shifts in thought

and modulations of tone. It begins with a man reflecting upon

the subtle difference in appearance between the celestial

٦ c55٦-ge Santayana, The Life of Reason or the Phases of
٠ د ر كر ess. revised by the author in collaborationلز٤ ±23.؟. 

 د و د

with ?aniGi CoIy (F.onGon: 0xford University Press, 1954',
p. 329.
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world of his childhood and tHe beautiful but somehow less

pretemnaturally radiant world in which he lives as an adult.

His memorles of a vanished earthly paradise are then inte ٠+ -ح،

rupte5 by the sights and sounds of a particular "sweet May-
momning", ad we see him next observinو aNd rejoicing in the

natural landscape. Near the end of the fourth stanza, however,

the disguieting thoughts return: a tree, a fieLd and a £1
• Ower

all "speak" of the disappearance of the "visionary gleam".

mnald Davle's description of Coleridge's 'Dejection' applies
egually well to Wordsworth's 'Immortality aae': "mH5.٤1ع .• 1 eey  د

in a circle, and being overtaken by the feelings fram whicH
the poet flees...0.  أ

Part oF the power of the 'Ode' is due, I think, to Words-

worth's success in presenting a ccmpLex train of thought as

a series af dramat1c incidents, each with its distinctive

emotional quality. This is to say, that the speaker's medita-

tion is shaped not merely by the explicit premises set fortH

at the begLnning of the ,p emص but by what he chances to see

cr hear, at a particular moment. The transitions £rom moment

to moment, as the flow of impressions is arrested at some

significant point, Are analogous to the recognitions or

reversals o٤ a dramatic action. One can see this ٧rry clearly

in stanzas III and IV, where the versification plas a -articu ج

1arly important part in rendering the egerienee. FireE, 1  ا
•٤ ة ه: ه ة م4

c1aresesaHء٥ :atesrsrgynasaيtميوم Y}g;A";31. !؟ :٠٥٤٠ P. 6.
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us consider stanza III:

Now, while the birds thus slng a joyus song,
And while the young lambs bound

As to the tabr's sound,
To me alone there came a thought of grief:
A timely utterance gave that thought relie,

And I again am strong:
The cataracts blow their trumpets from tH2 stesp;
No more shall grief of mine the s6acon wrong;
I hear the Echoes through th- r u د i1s ت د+ t!2e , ك
The Winds come to me from tle ٤1-٦٩-٤ s1e»ج ,

A6 all +he ;ay +د٢٤4٤
Lar -n - ،

G: = ا thar-e ٧،s 1٤ t١ ollity,
And +ith ieart دج١ of Hay

Dct} eve:y Bas: :e:p hcliday;
Thou chi1d of Joy,

SH٥:٦t round me, et me .1eir thy shouts, thou
hapح y SHerherd bry!

#mely utteranc=" having releaased him fron his "though"ة 

٣٦gr٥"" te sPeaker .s sddenly aaare of the sounds of

·H٠ <5٣'٢ wozning. As he listens, the "irregular" Pirct:-

،odu1ates int an iamb1c pentameter quatrain. In this
t!Ie د٤ ة آى لا٣٦ د٣٥ four lines beginning "mhe cataracts blow their

٢٤٠٩٦ the steep" form a distinct unit of metrical

r ٦g د±ز ±nto prominence the joy and convlction with

the words are uttered. The last line of the guatrainلإد·1 ±ت 

is particularly ±mpressive: "he Winds come to me from the

f'٥٦d٥٤- 1e;" For a monent, perhaps, 'the reader is un-

certe1n whe hcr or not Wordsworth intended a trochaic sub-

itutio= ،r %'e se-ond foot. The immediately preceding؟: 

1ines ouht, I think, to resolve the doubt, "Come" is

grammat1cally parallel to "blow" and "hear", and the prepasi-
٢١tion و, to' cannot in this context, interfere wlth our natural
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tendency to stress the verb, This means that "Winds" and
come م٣ دءا± ي receive primary stresses. The metrical wariation

emphasizes the character of these envoys fron the "fields -fر O

sleep" Like the "mLd creative breeze" of Bk. I of The
»

2±eIuae, ana the "1ivine air" o£ '5intern ,'A beyض they £ulfi1

nature's intentions with respect to the "mind of man": they

come to the speaker because, having ceased to ٠"wrong" the

season, he has core to them.

Stanza IV beglns with a joyful celebration of the

"Blessed creatures":

Ye bless& Creatures, I have heard the call
Ye to each other make; I see

The heavens laugh with you in your jضu ilee;
My heart is at your festlval,

My head hath its coronal,
The fuLness of your bliss, I feel - I £eel it all.

oh evil day' if I were sullen
while Earth herself is adorning,

mTh1s sweet MAy-morning,
And the ChLldren are culling

On every side,
In a thousand valleys far and wide,
Fresh flowers; while the sun shines warm,

And the Babe leaps up on his Mother's arm:-
I hear, I hear, with joy I hear!

But there's a Tree, of many, one,
A s1ngle Field which I have Looked upon,
Eoth of them speak of something that is gone:

The Pansy at my feet
Doth the same tale repeat:

Whither is fled the visionary gleam?
٢iere is it now, the glory and the dream?

Tne lerdscape is now part of a vision of Spring: the speaker

see٦" a "thousand valleys far and wide". As he rejoices in

 م

. ة» ٢٢٠٥·٠6-٤٦1 "jubilee", the verse tends to ±all into rhymed
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",2pLets. . Thus after "side" and "wide" ayn "0:a2m" and "armب ، 

,expect another rhyming couplet. Wordsworth, I thinkج 

counts upon that expectation. There i only ذ one "blind"

line in the stanza: "I hear, I hear, with joy I hear! Te
22ext°٢٠3٦٤3 و line- 'But there's a Tree, of many, one" - owes e, ذ6

of its dramatic power- its effect of surprise- to Words-

wortH's versification. A sonnd we an .i0 ir20د r hym٤ fr
٤' ت لإلا ه H.ج٦ r' - does not occur, and it= bsen-e ح marks the trars!tion

het.،,aen ths pning aid csr, o- 5r 2r f t ;stanza ج bet%aeEn

s joy and his s1der [er:e.»t or. cf "sonething'و-- ا٥٣ 

aul Valery wrote, "is the kind of poetryم ',ty،ن •

.3٦+s or the i-e د.' ir action - the woice as direct issLe,

-٦ wcked by,- tHings tha ore sees or thar one feel?  د
}٠ -e V1٤٣y tr mea- tha- i'.ج' ± -.um of v=٤--

--٢ :3n ٤H ٢٠f-١ ح ٢٦٤٩٤-٤ tH٠ yO٦ey ٢٤٤-٣٠٠٠ -ج٠ بم٦  ا ء ، ي ء ،

5y-:٤;:Hici thinت by wirtu3,٦٣2n1د a١ ---ء-٦٥٣ يم-٢٢

·.٥{٠٤ sen٤٠s and fsali٥6لا .م ء ح٥ In ٤h٦
٤ ب٠ و٤ ا--ور د= : ٤٠٤٨ by ٠٦-150٢is rhy%!5 ت٤ and :or4 ٤-٠٩-٠٠-٠

- ر ٩ علا ي ;-ج snd povei of W;+dE-0y-+2'٣5'«-٣٤٢٦٢٤ و"ge

٢,٦- ى٠٠١٠٠٠1- ه i5 pج Y- ٤s؟ ج؟-: =n٢--٠٥٣٦h ٢٦٥٢=e5٤3catioT"

i5 د٣ sen5ory ard٣-٦-٦٠-٤5-٠٠٠٩٦٥٢-٢٦٦ally

، -0٢٦٣1€٤٠ C٩5.

Pج٢٠٩ 

195 ,{ن
ary٠ ؟٤[٤-٤ea ٢٣i  .لز .لا= 'ع[٠+-٤as ز5

(N٦٠٠٤٤٢r%;: ٤ar٤-r  aم
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