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Abstract

This dissertation offers a revaluation of Walter de la Mare's poetry; it counters
two common critical misconceptions: escapisin and lack of development. The overall
pattern of imagery in the poetry reflects de la Mare's understanding of reality. It
outlines a universe of four interpenetrating “worlds”: this world, the other world, the
child world, and the adult world. This pattern is used as a frame of reference. Key
poems arc closely read so the complexity beneath apparent simplicity is pointed up.
The poctry divides into three chronological stages, with two peaks of maturity. In the
carly peak, The Listeners (1912) and Peacock Pie (1913), a distinctive, dense symbolic
modec is perfected. After a transitional period of formal experimentation, a late peak
1s achicved with Bells and Grass (1941) and The Burning-Glass (1945), where symbolic
imagery forms the core for a quict, reflective, conversational mode. Throughout, the

children’'s and adult poetry arc considered as a unit.
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Résumé

Cette theése vise a réévaluer la poésie de Walter De la Mare et féfute 4 ce titre les
deux critiques formulées & son cncontre: fuite devant la réalit¢ et manque
d'étoffement. L'imagerie de la poésie de De la Mare refléte pourtant Vappréhension
qu'il a de la réalité. Elle décrit l'univers de quatre "mondes” étroitement liés: notre
monde, l'au-dela, la monde enfantin et le monde adulte. ¢ mondcle sert de cadre de
référence.  Les principaux pocémes de lauteur sont examinés de pres pour faire
ressortir leur complexité, sous-jacente a une apparcnte simplicit¢é.  Son ocuvre se divise
en trois périodes chronologiques marquées par deua tournants capitaux e premicer,
caractéris¢ par The Listeners (1912) ct Peacock Pie (1913), voit 1'aboutissement d'un
mode symbolique, dense ct original. Apres une période de transition marquée par unc
expérimentation formelle, De la Mare opére avee Bells and Grass (1941) ¢t The
Burning-Glass (1945) un sccond tourant ot limageric symbolique est au cocur d’un
mode serein, pensil et dialogique. Cette these envisage globalement la noésic pour

adultes ¢t pour enfants
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Chapter 1: Introduction

Do diddle di do,
Poor Jim Jay
Got stuck fast
In Yesterday.... (CP 145)

This early children’s lyric by Walter de la Mare (1873-1956) may be taken to
eapress a common critical misconception about his poetry. In the 1920s and 1930s,
I.A. Richards and I.R. Leavis excluded him from their discussions of modernist poets
because they considered him to be escapist, to have turned away from the problems of
contemporary life to "seck shelter in the warmth of his own familiar thickets of dream,
not io stay out m the wind.” They beliecved de la Mare’s personalized rhythms
compounded this by lulling the reader into a trance, so as to cause dreamy "visions” but
not alert "vision” (Richards, "Poets” 72; Leavis 52-53)  The dominant cnitical opinion
has tended to be along these hines; de la Mare is dismissed as a belated Romantic who
matches his nostalgie fascination with mnocence, childhood, and dream with an cqually
old-fashioned style. IHe 1s depicted as blithely continuing to present his escapist vision
in conventronal forms and metres as 1l the modernist movement had never occurred. !

Jim Jay's plight of being locked in the past like a "rusty pn,” however, may be
better applicd to this narrow, unyiclding critcal perception of de la Marc's poetic
achicvement and stature.  In the post-war years, parallcling the more balanced
perspective achieved about modernism, de la Mare's poetry has been occasionally re-
cxamined and more sympathetically assessed  IFor example, in 1963, Stephen Spender
observed that the notion of what constituted moderism in the 1920s and 1930s was
now itsell considered quaint and that working within established forms was not a basis
on which to dismiss de la Mare's writings (165-66). Luce Bonnerot's landmark
dissertation, L'oeuvre de Walter de la Mare. Une aventure spirituelle, published in
1969, cencompasses all of the writings--both fiction and non-fiction--as well as the

poctry.  She belicves that de la Mare does not reject life; on the contrary, he
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continually searches for the human truth behind our masks, for the reality behind the
facade of our existence (330-31).> Bonnerot thereby considers him to be not
regressively gazing backward but rather contemplatively looking within.

[.A.Richards himself suggested mn his 1976 "Reconsideration” that his carlier
assessment was the result of prescribing a too "lmitary theory” about what poctry
should be  Unfortunately, while conceding this one point, Richards endorsed a second
popular crtical misconception about de la Mare’s poctry by claimmg that none of the
later work approaches the level achieved by The Listeners and Peacock Pie in 1912 and
1913 (32-33). Making the blanket statement that de la Mare does not develop
poctically has been one convenient way to belittle his achievement; but I suspect it may
be more a symptom of the same critical laziness that W.T1. Auden had carlier detected
m the gushing, contemporaty book reviews where he was considered a poct to love but
not to discuss ("Walter de la Marc” 10). In order to assess the poetry honestly, the
entire corpus has to be read, no small task since the Complete Foems is over 900 pages
long.3

Two recent crities, David Perkins and Michacel Kikham. could not be accused
ol laziness  Iach clarntics one of the major critical 1sconceeptions about de la Mare's
poetry: the formet, the label of belated Romantic; the latter, the view that the poetry is
static.  Perkins considers de la Mare to be a modern writer because he breaks through
the hmitations of  chronological and logical capression by employimg rrational
conventions from children'’s poetry, folk rhyme, and fairy tale, and because he uses the
Romantic mode sclt-consciously to provide not only the themes, images, and diction of
his work but also a group of conventions to be eaploted as such (182-83).  Tle
contrasts de la Mare's subtle, self-aware manipulation of Romantic conventions with
Alfred Noyes (1880-1958) who wrote as 1f Romanticism were stll a dommant torce,
noting that their respective techniques are well exemphficd by "The Listeners” and

"The Inhghwayman” (77), two poems which arc often unconsciously confused due to
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their superficial iesemblance of “plot.” Perkins considers de la Mare to be a "symbolist
poct” insofar as his language cvokes associations with literature (particularly
Romantic), rather than concrete objects, and achieves its suggestion as much by sound
and colour, as by sense (183). His analysis of "The Song of the Mad Prince”
demonstrates these points: the skillful manipulation of the conventions of riddle game
and mad song as well as the evocation of literary associations from Iamlet (187-88).4

[ agree with Perkins' discussion of "The Soung of the Mad Prince” as far as it
gocs, but not with his rather limited interpretation of its symbolic techmques.
Fxamming the way corventions are played with is an excellent way to enter a riddle or
game poem, but the associative web 1s broader than he allows. As will be secen when
the poem 1s analysed in chapter three, the first lines, "Who said, 'Peacock Pie’? / The
Old King to the sparrow:” immediately, by association, jump the reader to the folk
world of nursery rhymes by the similarity of image to that of "Sing a song of Siapence.”
The water metaphor at the end of the poem, "Life's troubled bubble broken,” for its
part, 1s a reiteration of one of de la Mare's leitmotifs about the fiagility of life, the
image bang an carly recurring natural comparison (CP 187). The magery of "The
Song ol the Mad Prince,” then, is drawn from Shakespcarcan and folk literature as
well as from the natural world. To claim de la Mare draws only from the former two
s mcorreet  In the better poems, the imagery is firmly grounded either in nature or in
the speaker’s sense of his own eaistence; hterary associations enhance an individual,
sensuous apprehension of life.

Kirkham views the pocetry developmentally.  Although he does not follow the
extreme position of Auden that de la Mare continues to mature continually until his
death (Introduction 395), he does detect two distinet phases. He believes the poetry
between 1902 and 1921 represents an early maturity, The Listeners (1912) and Motley
(1918), the volumes that established de la Mare as a major voice of the period and

gave nise to his high reputation, constituting a first peak. These poems are in what
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came to known as the "dec la Marean” style: "a self-enclosed symbolic world” with a
distinct sound, diction, and range of imagery (Kirkham 115). The pocms of the 1930s,
The Fleeting and Memory, he argues, slowly evolve into a plainer style with a more
direct voice (123). In The Burning-Glass (1945) this "reflectively conversational,”
"quietly intimate” mode culminates in a second peak of maturity (125-26).5

Like Kirkham, I too take a developmental approach to de la Mare's poctry,
although I do not exclude from consideration the volumes of poems intended primarily
for children. On the contrary, some of these poems, like "The Song of the Mad
Prince,” are epitomes of the carly symbolic mode; in other carly poems, like “The
Buckle,” the apparently transparent, direct voice crcates a clear image of a vital
speaker, a device which will reappear in the late poems with cqual vividness. [ retain
both Kirkham's notion of dec la Mare possessing two distinct peaks of poctic matunty
and his convenient labels, “symbolic” and "reflectively conversational.” But I group the
poctic corpus mnto three stages, considering the work of the 1930s as a transitional but
necessary phase of experimentation needed to resolve numerous poctic problems.

As indicated by the above comment on voice in the carly children’s poems, 1 do
not consider the "symbolic” and "reflectively conversational” modes to oppose one
another as Kirkham intimates they do. Nor are they mutually exclusive: the symbolic
method doces not disappear in order to allow the conversational manner to emerge. In
the better poctry, although one or the other tends to dominate in the respective phasce,
both strains are evident, and the interplay between them provides added depth.

In the carly period, the dense symbolic imagery is a major cohesive force.
Analysis of these mmages and the pattern they form .cveals the stiucture of the work.
In a children's poem like “The Buckle,” for examplc, the symbolic dimension of the
girl's apparently random choice of flowers adds a disturbing undercurrent to this
otherwise artless celcbration of nature. At the same time, de la Mare displays a

dazzling array of personae. Somctimes, as in “The Listeners," he is so subde and




oblique that the speaker seems to be invisible; all that is heard is the voice. In
approaching this kind of poem, it is essential to understand the perspective of the voice
and then deduce who the speaker 1s. In other poems using the convention of riddle or
game like “The Song of the Mad Prince,” the question of the speaker’s identity forms
part of the structure. Solving the puzzle provides an interpretative key to the work
itself. Careful attention must always be paid to the smallest verbal cues, rhetorical
devices as well as grammatical structures, since they provide hints to the speaker’s
identity.

In the late period, by contrast, the relation between the symbolic and
conversational modes 1s mverted. The poems now tend to be dominated by a quiet
speaking voice appearing close to that of the poet himself. Some pocms, like
"Reflection,” for example, scem to be self-portraits. Yet embedded in this deceptively
dircct, intimate conversation lics a pattern of symbolic imagery that forms the work’s
intellectual core. In "The Burning-Glass,” for example, it is essential to understand the
ramifications of the symbols and their overall design in order to appreciatc the power
of the work.

Because of its symbolic connotations, the burning-glass image forms a perlect
title for my study. Its ability to concentrate the sun’s rays suggests the condensing force
of tne symbolic imagery which forms a central focus for the poctry. Its ultimate ability
to force the sun’s rays into flame suggests both the poetic development and the self-
growth that I trace throughout dc la Marc's long carcer. In the middle, transitional
years he had to undergo a painful, purging process in order to chminate the self-pity
and self-consciousness he had allowed to seep into his poetry. This dross had to be
stripped away until only the essential poetic impetus remained. The poem "The
Burning-Glass” is not only an impressive record of the successful culmination of this
process in old age, but also a triumphant vindication of his late poetic method where

the symbolic structure forms “the burning heart” of the work (C.P., 456).
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(ii)

In order to study the developmental process of Walter de la Mare's poetry, a
frame of reference is nccessary which would be flexible cnough to be able to reflect his
changing attitudes and techniques, and resilient enough to confront the key criticism of
escapism. The structure I proposc fulfils these requirements. Because de la Mare
believes that “reality” consists of various "intersecting plancs” or "interwoven aspects”
and is not completely accessible through the senses and reason (Perkins 181), he
employs a complex pattern of imagery in his poetry which I fabel "four-world” images.
As will be seen in the following discussion, this pattern of contrasting imagety outlines
a distinct poetic universe which does not reject the "experiential, external world” as
fantasy does (Schlobin xxxvi), but rather incorporates “this world” into a larger
context. Likewise, this four-world universe 1s not a retreat into a dream world, but a
complex system consisting of many pairs of opposing clements of which drcam forms
onec-half of a central antithesis. “Sleep” (1912), for example, contrasts the alternating
states of wake zad sleep as separate spheres of existence.

Men all, and birds, and creeping beasts,
When the dark of mght is deep,

[From the moving wonder of ther lives
Commit themselves to sleep.

Without a thought, or fear, ¢ -y shut
The narrow gates of sense,

1eedless and quict, in slumber turn
Therr strength to inpotence.

The transtent strangeness of the carth
Their spirits no more sce:

Within a silent gloom withdrawn,
They slumber in secrecy.

Two worlds they have--a globe forgot,
Wheeling from dark to light;

And all the enchanted realm of drcam
That burgeons out of night. (CP 118)

By depicting the dream state as requiring a negation of the senses and a cessation of
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public, physical activity, the poem suggests that the opposing functions of the
imagination and private, mental activity are now working. "Noon and Night Flower”
(1912), extends this antithesis between the day and night worlds by using two flowers to
symbolize the respective mental states. The last half of the poem is as follows:
Lovely beyond the rest
Are these of all delight:--
The tiny pimpernel that noon loves best,
The primrose palely burning through the night.
One 'neath day's burning sky
With ruby decks her place,
The other when cve's chariot glideth by
Lifts her dim torch to light that dreaming face. (CP 112)
Inverting the conventional associations of daytime activity and night-time rest, the
pimpernel 1s described as a passive reflector of light, while the primrose is depicted as
bemng an active creator of light. This upturning parallels the depiction of outward and
inward life in de la Mare's poctic universe, for the former relies on the senses to
provide stimuli, wiile the latter seems to possess inner resources (Kirkham 116).  As
can be scen, the rigid parallel structure suggests that the two flowers and the opposing
worlds they represent are cquivalent opposites.©
This basic antithests i1s expanded throughout the poctry to encompass a wide
range of aspects, including the natural and the supernatural, as in "The Old Angler”
(1921), the material and the spiritual, as in "The Burning-Glass” (1945), and the
temporal and the cternal, as in “"The louse” (1950). Many works present the
mterpenetration ol one world by another. "The Listeners” (1912), a popular and much-
anthologized poem, (discussed in chapter three), demonstrates both the antithetical
pattern and the mtermingling of opposites. It concerns a traveller who is vainly trying
to gain admittance to a deserted house; when no one answers him, he leaves. But this

action of apparent failurc actually symbolizes a human attempting to communicate with

the supernatural and achicving partial success. Each form of being is depicted as

o
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responding appropriately to its own kind, the human causing sound and the
suprahuman silence. Although unacknowledged, they do sense one another. Both the
contrast and the reciprocation are reproduced in the structure of the poem.
Paradoxically, the poem creates a clear impression of the nothingness that composes
the "phantom listeners” and the enveloping silence as vividly as that of the noisy,
natural world (CP 126).

So far, I have distinguished "two worlds” or plancs of existence made up of
numerous pairs of oppositions within de la Mare's poctic universe which are
antithetical but capable of interpenetrating onc another (Kirkham 112). "This world” is
known through the senses; the "other world” is suprasensory and is reached primanly
through the imagination. In addition to these, I believe de la Mare's poctry portrays
two more antithetical worlds—-(worlds in the extended sense of being systems bound

1

together by common characteristics). These two are the "child world” and the "adult

world,” denoting respectively the state and/or perspective of being a child and being an
adult.

As with the delincation of "this world” and the "other world,” the "child world”
and "adult world” arc created with detailed particularity, here to create a realistic
impression of expericencing life from one perspective or another.  Sometimes, one
world will be viewed from the opposite vantage-pomt, for cxample, U
uncomprchending child persona observing adult behaviour i "The Funeral” (1902),

where the ritual of burial is dispassionately descnbed. Ironically, the naive speaker

concentrates on the surrounding natural details:

They dressed us up m black,
Susan and Tom and me;

And, walking though the fields
All beautiful to sce,

With branches high in the air
And daisy and buttercup,

We heard the lark in the clouds,--
In black dressed up.




They tock us to the graves,

Susan and Tom and me,

Where the long grasses grow

And the funeral tree:

We stood and watched; and the wind

Came softly out of the sky

And blew in Susan’s hair,

As 1 stood close by.

Back through the fields we came,

Tom and Susan and me,

And we sat in the nursery together,

And had our tea.

And, looking out of the window,

I heard the thrushes sing;

But Tom fell asleep in his chair.

He was so tired, poor thing. (CP 44-45)
Not only is the child able to usc his senses acutely; he can also perceive imaginatively,
tor he calls the yew the "funcral tree” and personifies the wind as as gentle comforter.
This emphasis on externals does not suggest that the speaker 1s callous, however, for
within the stark outline of the work significant details imply a loving unity among the
bereaved children. The speaker stands close to Susan, either for her comfort or his
protection, and pitics the exhausted Tom, masking personal feelings of exhaustion by
using the adult cliché, "poor thing” (R. Smith 32). Poignantly, this describes the
pathetic sitnation of them all.

On the other hand, the child figure may be the subject of a poem spoken by an

adult.  To avoid scntimentality, de la Mare usually adopts the attitude of a
dispassionate but keen observer.  One manifestation resembles that of the omniscient,
ballad-like narrator. Because this voice is completely unobtrusive, the reader's
attention is focused exclusively on the child. In these poems, of which "The Sleeper”
(1912), discussed in chapter three, is an excellent example, a sensitive child's actions,
pereeptions, thoughts, and feelings form both the subject and the structure of the woik.
As with "The Listeners,” an ordinary incident is mvested with symbolic significance.

Here, a little girl comes into her house to find her mother aslecp during the day. This

discovery causes her to sensc the "other world” within “this wotld.” Moreover, the girl
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recognizes two kinds of otherworldliness. On the one hand, her mother's face scems to
have been transfigured by sleep; therefore, she imagines that her mother has
accordingly assumed supernatural powers of sight. On the other hand, her mother's
hands arc chillingly hcavy and still; consequently, she is scized with drcad on
recognizing the closeness of sleep to death (Kirkham 115). This immanence ol the
"other world” creates a sense of awe in the girl, for the poem is framed by her quiet,
reverential movements appropriate to cither a church or a mausoleum.

As with "this world” and the "other world,” the worlds of the child and the adult
arc presented as contrary states of existence. Sometimes, the plight of the adult exled
from the innocent world of spontancous impressions and reactions is articulated  Ior
example, in "T'wo Gardens” (1945), the adult considers the child's mentat world to be
a double paradise, the world of alert senses by day and of vivid dreams by might, while
he often feeir shut out from both worlds. The child secems to belong, but he feels
himself to be an outsider:

Two gardens seel--this, of enchanted flowers,

Strange to the cye, and more than earthly-sweet;

Small rivulets running, sorg-recchomg bowers;

And green-walled pathways which, cre parting, meet,

And there a ron-like sun m heaven's delight

Breathes plenitude from dayspring to the mght

The other:—-walls obscure, and chaces of trees,

Ilex and yew, and dream-enticing dark,

[11d pools, moths, creeping odours, stlentness,

Luna its deity, and its watchward, IHark!

A still and starry mystery, wherem move

Phantoms of ageless wonder and of love.

Two gardens for two chuddren—-n one nind-

But ah, how scldom open now their gates T find' (€7 457)
Because case of access to imagmative perception and vision is often denied to the

adult, he must strive for entry. DBccause of this bemg compelled to scarch for

imaginative wholeness, the figure of the traveller recurs throughout de la Mare's

poctry.
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Although the “child world” and "adult world” are opposites, this does not
mean they never interpenetrate or intersect. Occasionally, there are figures of
abnormal adults who are childlike in their innocence, like the madman in the "Song of
the Mad Prince,” (1913), the fool in "Motley” (1918), or the simpleton in “Sillie Sallie”
(1941). The main emphasis though, is on ordinary people and how they can retain
some aspects of innocence, for de la Mare believes that in order for an adult to fully
participate in lite, the childhike qualities of clear perception and vivid imagimnation must
continue to function. These normalized adult figures include the drecamer, as in "Nod”
(1912), the lover, as m "The Sceret” (1945), and the poet, as in "Poctry” (1950), all
mental travellers i therr own way. Sometimes, de la Mare cven conflates the two
extremes of old age and mfancy. FFor example, in "The Chart” (1945), a new-born
baby 1s described as having an age-old face full of secret wisdom:
That mute smali face, but twelve hours here,
Maps sccrets stranger than the scas’,
In hicroglyphics morc austere,
And wiser far than Rameses’. (CP 467)
Or the childlike or even childish qualities of an old man are emphasized, as in "A
Portrait” which concludes with the image of one who reluctantly watches night come,
just like a child:
A foolish, fond old man, his bed-time nigh,
Who still at western window stays to win
A transient respite from the latening sky,
And scarce can bearat when the Sun goesin  (CP 454)
With these various interminglings between the opposing worlds of the child and the
adult, their characternistics thereby become separated from the age groups to achieve
an extended use in de la Mare's universe.
As has been seen, because the boundary lines among the various worlds arc

fluid, onc can interpenctrate or mtermingle with the other, creating different
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combinations. Opposing worlds are able to intermix: “this world” with the "other
world,” and the "child world” with the "adult world.” But movement between the two
sets also creates complex groupings, "T'he Listeness” and “The Sleeper” demonstrating

respectively how a perceptive adult and sensitive child can sense thie "other world”

within "this world.”

(1i1)

Using the pattern of four-world imagery as a {frame of reference to approach
the poetry, I will locate and analyse major poems, both those that gave rise to de la
Mare's high contemporary reputation and those which I consider to be s finest works
These poems will be subjected to a close, critical reading which T hope will open them
up to the interested reader so that the full extent of de la Marc’s considerable
achicvement at all stages of his carcer can be revealed. In order to represent
accurately the course of his poctic development, T restrict my study to the major
collections of pocms published between 1902 and 1953, (These comprise Pait Tof the
Complete Poerns.) Commissioned poems and those written to accompany the fiction
are excluded because in these works the pocetry is mamly an embellishment and should
not be considered apart from its immediate conteat.  The criticism 15 similarly
excluded. This is partly for manageability; from 1908 onwards, as a professional "man
of letters,” de la Mare wrote a great number of essays, introductions, prefaces, and
book reviews. (LEdward Wagenknecht discovered over 200 reviews in the Tumnes
Literary Supplement alone.) In addition, he pammstakingly compiled anthologies of
poetry and prosc for children and for adults: Come Iither (1923,1928), Desert Islands
(1930), Tom Tiddler's Ground (1931), lLarly One Morning (1935), Behold, Tius
Dreamecr (1939), and Love (1943). All the cntical writings display a wide breadth of
knowledge mn the course of presenting sensitive and thoughtiul explorations of the

subjects. As always, de la Mare conveys his highly individualistic Private View, where
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the imaginative world is considered as “rcal” as the world of observable phenomena,
and the topic is explored for those qualities which de la Mare finds akin to his own
intcrests (Cecil vi-vil). At worst, this approach can appear stubbornly idiosyncratic, as
in the sclt-indulgent, mcandering Desert Islands, where the actual anthology is
contained only in the notes. At best, the unusual angle of vision produces an insightful
commentary, as in the allegory of a child discovering poetry which introduces Come
Hither, and rcviews such as "Georgian Poctry” (1913) and "My Mind to Me" (1938)
collected in Private View (1953).

Throughout this body of material, de la Mare returns to his central concerns
with poetry and the nature of the magination, and knowledge of his critical position
can help orient a rcader to his poctry. The introduction to Behold, This Dreamer
contains his most eatended discussion of these topics. Near the end he sums up his
idcas about the origm ol poctry and the poct's task in the following manner:

...every creatne work of the magination had 1its seed in the 'Unconscious,’

and .. its flowers and fruits, like those m Aladdin’s magical garden, owed

therr origin to a graft of the waking mind on the wild and ancient stock of

drecam. (106)

Smce language 15 acquired and is not innate, the mtellect must supervise its

use as a medium, but it cannot of tself originate poetry-- any more than a

craftsman originates the matenal in which he works.... Intent on a stuff as

ncbulous as that of dream, [the poct] must so record this inward vision that

his refractory symbols, words shall lull here, awaken there, any reader

enchanted by them mto hstening  (107-08)

Perkins understands de la Mare's acceptance of the validity of dream images as
cnabhing him to confidently exploit a "daring discontinuity or irrationality” in a poem
(187). Kirkham notes that dream is presented as being a separate realm of eaistence
(112). Morcover, even these fragments reveal a similar pattern of contraries to that
which T have outlined m the previous section, the imagination, the unconscious, drcam,

inward vision, and innate abilities bemng aligned to depict one world, while the waking

mind, intellect, language, and acquired abilitics form an opposing world. The poet’s
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task is to “graft” the latter onto the former, to create a new unity, or to mediate and
interpret the inner world to the outer world. From either metaphor 1t is apparent that
both contraries are essential. Indeed, near the begmning of the introduction, de la
Mare refers to wake and sleep as necessarily opposing but cqual "collaborators” of
existence (11).

This same belief about wake and sleep forming alternating spheres of existence,
"two worlds,” is expressed in the poem “Sleep” (1912) previously quoted. Indeed, when
reading the criticism, one is repeatedly struck by the similarity of theme, image, and
cven phrascology to that of the poctry. Sometimes, as in thts mstance, an idea is first
conveyed by a poem and later claborated m the prose. Other times, the reverse
procedure occurs. In an early review of the poetry of Edward Thomas, written in
1917, for mstance, de la Mare quotes "Adlestrop,” remarking how the sounds of the
names of Lnglhish villages can themselves be potent, "as it the very sound of them might
surrender a hidden secret, as if they were a talisman, a rune, an incantation” ( Private
View 120; Edward Thomas 71). Later in "Incantation” (1938) de la Mar: eapresses a
similar idea about the evocative sounds of three apparently unrelated nouns, therr fack
of continuity illustrating Perkins point:
Vervaun .. basil . orison--
Whisper therr syllablings till all meanmg s gone,
And sound all vestige loses of mere word.
"T'is then as if, in some far childhood heard,
A wild heart languished at the call of a bird,
Crymg through rumous windows, high and fair,
A secret incantation on the air
A language lost, which, when its accents cease,
Breathes, voiceless, of a pre-Bdenie peace  (CP 368)
But yet agamn, especially in the middle, transitional period during the 19305, an idea or
image will appear in both the criticism and the poctry since he was obviously working

on both concurrently. In Early One Morning (1935), for mstance, he describes the

preservative power of memory to retain childhood memories by using the image of a fly




15

embalmed in amber:

Though it is but the reflex of an infinitesimal patch of the never-ceasing woof
and weft 1ssuing from the loom we call experience, henceforth it may remain
isolated, »s though embalmed- a rare, or common fly in amber. And it is
such flics as these, when they are distant enough in time--according to the
calendar-- we call our first or early memories. (115)

This same mmage is used in the poem "Memory” (1938):

Ay, so bewitched her amber is

"Twill keep enshrined the tiniest flies--

Instants of childhood, fresh as when

My virgin sense perceived them then-- (CP 373)

These three instances from the many available suggest that de la Mare would
return to a theme or an image and elaborate on it whether he was writing criticism or
poctry. Overall, a general pattern can be seen which links the two forms of writing.
In the carly peniod his major ideas tend to be presented first m the poetry. A good
example is the carly lecture "Rupert Brooke and the Intellectual Imagination” (1919)
which categorizes pocts into two classes, the visionary and the intellectual, based on
whether they possess childlike or boylike charactenstics. But the prolonged discussion
ot the first group 1s only an claboration and eatension of the qualities of childlike
apprchension displayed by the child figures in the poctry of the carly period in Songs of
Childhood (1902), Poems (1906), The Listeners (1912), and Peacock Pie (1913). As
mentioned above, the transference between the pocetry and criticism seems more lateral
mn the transitional period. In the late penod, however, the carlier pattern scems to
reverse itself somewhat, since at times the themes or 1images recall those from earlier
prose writings. ‘The tiny, exquisite, poem “Love™ from Inward Companion (1950), fou
mnstance, describes children as grave:

Children--atone--are grave,
Even in play with some poor grown-up’s toy;

Solemn at heart, and wise:
Whence clse their secret joy?
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And the deep sleep they crave?
So Love is pictured--with his bandaged eyes,
To veil the blinding beauty of his skics-—-
And laughs out, naked, like a little boy. (CP 529)
This same quality was emphasized in Early One Morning (1935) where de la Mare
cautions adults against misinterpreting children’s behaviour:
In their behaviour children often appear to be silly and witless, when all clse
forgotten, like lamb, puppy, kid and kitten they are merely indulging thar
animal spirits. This makes it casy to overlook their no less natural gravity of
mind and spirit. No dignny of self-expression, not even the grand manner,
could be in excess of that gravity. A steady look at the Infanta in Velasques's
well-known picture, at Durer in the drawing he made of himself when he was
fourteen, or at Emerson on his mother's knee, is all that 1s needed.. ((430)
But this type of generalization must be sharply qualified. for the date of composition of
most poems m the final volumes is unknown. Throughout, the prose and poctiy show a
remarkable consistency although even the few eaxamples cited here indieate  tha
primarily de la Marce is a poetic thinker, more associational than logical.--a poct. not a
theorist.  The invghts contained in his criticism tend to be claborations of deas
expressed more vividly, precisely, and cconomically in his poetry. T'or these reasons |

refer to them only when it will enhance the exploration of a poem.

(iv)

As mentioned above, I will use the pattern of four-world imagery as a frame of
reference to approach the poetry, so I can chart the course of de la Mare's poctic
development and self-growth.  Similarly, T will follow the use of personae throughout
his carcer. A return is seen here: there is a shift from the directiness of the carly child
voice poems, to a number of complex masks that range from the highly contiived to
the bizarre, back to a more intimate, direct voice in the late poems with the persona of
an aging or aged adult. These changes parallel a maturing process observed in the

various adult figures themsclves; after slowly and painfully gainmng sclf-enlightenment,
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the spcakers secem, once again, to be able to assume a forthright expression.

By considering symbolic imagery to form the core of the poetry, I hope to
present de la Mare as a sophisticated but accessible modern poet. Subtly refining
public symbols (o his own ends, he created a poetic universe reflecting his attempts to
come to terms with the essentials of life. But his better poems are much more than
accurate renderings of his own particular view. A number of these poems may initially
appear simple, if not simplistic, but close reading will rcveal them to be complex
structures whosc patterns of imagery, rhetoric, rhythm, and rhyme are held in balance
with one another. The poems are in prescribed verse forms, the tension of a boundary
seeming to liberate de la Mare's imagmation.  Within these circumsenbed shapes he
would olfsct contrary formal clements against one another to establish a dynamic
poise. The fmal eftect v of an integrated, finished whole in which each part is
mextricably bound to the others.

De la Mard's poetry deserves to be read and appreciated by present-day
recaders. Perhaps because he practised pocetry with exceptionat grace and apparent
case, the polished surtace of the end product makes 1t appear too simple and clear to
many rcaders. But one should not be fooled by this illusion; fellow practitioners such
as W.IL Auden (Introduction 386) and T.S. Eliot have always remarked on de la
Mare's craftsmanship, the latter in a poetic tribute ending,

.by thosc deceptive cadences
Wherewith the common measure is refined;
By conscious art practised with natural case;
By the delicate, invisible web you wove--
The mexplicable mystery of sound. (106-07)
In this dissertation, I hope to show that n de la Mare's better poetry, profound depths
arc contained bencath an apparently limpid surface. As he said himself, the price of

understanding a poem is giving 1t our attention:
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Attention is not only a focusing of the senses, the mind and the spirit; it is
the half-conscious surrender of the whole of one's past that is available for the
time being to the object scrutinized As we attend, instantaneously, we dye,
dilute, distill, essentialize, compare and re-make. ("Poetry” 19)

If we do the same with his poetry, I believe that de la Maie will be secen as a modern

poet of considerable achievement with his own unique vision and distinct voice.




19

Chapter 2: Early Poems: Songs of Childhood (1902) and Poems (1906 )

Although flawed, Songs of Childhood (1902) and Poems (1906) do not deserve
to be ignored or, in ihe case of the former, relegated to the nursery. They are
important to my study not only because they lay the base for de la Marc’s multi-world
poetic universe but also because their main weakness, a too evident tracing of the
author’s reading, will in time develop into an important aspect of his allusive symbolic
technique (Richards, "Recorsideration” 32; Perkins 183,188-89). This latter tendency
manifests itself differently in cach volume; but in neither case is it naive. At first
glance, Songs of Childhood's echocs of folk ballads, fairy tales, and such Victorian
writers as Edward Lear, Christina Rossetti, and Robert Louis Stevenson may appear
unintentional (Wood 149,199,210,254,331,414).  On closer inspection, it can be scen
that just as the wording of the title scems deliberately to recall Blake's Songs of
Innocence, so the fabric of the poctry consciously draws on a body of literature
commonly associated with cluldhood. At this stage, however, the original material has
not always been transmuted and traces of his reading overwhelm the new work.! "The
Sleeping Beauty,” for cxample, works with a staple of fairy talc, the enchanted
princess:

The scent of bramble fills the air,
Amud her folded sheets she lies,
The gold of evening in her hair,
The blue of morn shut in her eyes.
How many a changing moon hath lit
The unchanging roses of her face!
Her mirror cver broods on it
In silver stiliness of the days.
Oft flits the moth on filmy wings
Inte his solitary lair;

Shrilt evensong the cricket sings
From some still shadow in her hair.
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In heat, in snow, in wind, in flood,
She sleeps in lovely loneliness,
Half-folded like an April bud
Jn winter-haunted trees. (CP 35-36)

Technically, the poem is quite clever, for it deliberately creates a sensation of
motionlessness appropriate to its subject. Setting the figure of the girl in her bedroom
against a dusky backdrop of moving insects emphasizes her stillness, while the
regularity of the form and metre lend a ritualistic quality to the description. But this
device does not prevent the poem from being inert, so it never moves beyond being a
scenic description. The problem lies with the persona; it is as if the speaker is a
rcader looking at an illustration. Although the speaker attempts to cnter the scene by
beginning with the olfactory imagery of the bramble's scent and contmumg with the
auditory image of the cricket, the dominant visual images and the genceralized, stylized
way they are presented indicate that he 1s an outsider.  This perspective creates a
sensation of being at two removes from the subject, devitalizing the description. As a
conscquence, the reader’s interest lags. If mstead of piesenting this safe perspective,
the speaker had been a key figure in the fairy tale, like the prince, the formal inertness
could have reinforced his observation about the princess's state before acting to break
the spell. Later on, as will be seen, in "Macrchen” (1921), tolktale clements will be
brilliantly incorporated into a powerful atmospherc of which the speaker’s perspective
forms an integral part.

Songs of Childhood has the additional difficulty of bemng a children’s work. De
la Mare will later address this problem when he includes the volume in his Collected
Rhymes and Verses (1944), his final collected edition of all his poems "intended for
children.” In the introductory note, he stresses the artilicality of the labdd, calling the
differences between his adult and children’s pocetry “little problems” he will not concern
himsei® with. Rather, he prefers to emphasize the essential unity of his work:

"Somewhere the two streams divide-and may re-intermingle. Both, whatever the
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quality of the water, and what it holds in solution, sprang from the same source.” He
also expresses his respect for children as readers, considering it a “chastening
reflection” that they are "unflinching critics” who "make no allowances’” (Note,
Collected Rhymes, 5). De la Marc then, hardly thought writing for children required
anything less than his best.

The poctic universe of Songs of Childhood is both surprising and predictable.
One unexpected emphasis, considering Richards’ and Leavis' charges of escapism into
a drcam world, is the secure grounding of the poems in this world (Richards, "Poets”
72; Leavis 52-53). Almost every poem in some way concerns the tangible, cveryday
world; the other world receives a secondary emphasis only slightly cxceeding that given
to the child and adult worlds. More than half the poems, however, involve movement
between this world and the other world, indicating that de la Mare's fascination with
the interrelation of opposing worlds exists from the outset of his carcer.

Both child and adult worlds reccive approximately cqual emphasis, yet the
impression remains that the former is much morc important, while the adult world
receives a rather perfunclory treatment. The descriptive title draws attention to the
child world by suggesting that the pocms are celebrations of the child state; therefore,
those works involving a child figure, whether subject or speaker, come into a stronger
focus. Many of the more striking pieces have a child narrator talking about his or her
world. As will be seen, the establishment of a distinet child voice is a major
achievement of the volume,

These child world poems form a composite portrait of a child figure which
becomes a trademark—the “delamarcan child.” Those about the child are uwsually
spoken by an anonymous adult voice; only rarely. as in "The Christening” or "Cecil,”
does the speaker identify himself. The child is idealized, as il belonging to a higher
planc of existence, the adult’s repeated fear being that the child will return to the other

world and leave him bereft. Accordingly, the child is seen to possess almost magical
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powers. In "As Lucy Went A-Walking,” for instance, the girl is able to sec a witches'
dance because she can interpret the symbolic significance of three crows, a bunch of
elder-twigs, and the shadows of seven poplars (de Vries 120, 151, 160, 372, 416, 463).
Although witness to a brilliantly hued frolic with a wealth of sensuous iliusions, because
she is innocent, she does not understand their potentially ominous signilicance as
bribes.? Instead, she naively asks why the witches are performing such feats on a
Christmas morning, causing them to vanish. Although the girl is depicted as
instinctively possessing csoteric knowledge, she is not harmed by it duc to her »anate
goodness and by her ability to confront the supernatural and ask what 1s going or .

This placing of the child in an indifferent or hostile sctting is used in a numbel
of other poems like "The Phantom” and "The Supper” where, as in famry tales, the
unprotected child undergoes a self-reveahing test (Iona and Peter Opie, Fary Tales 11)
In the former, because she is innocent and brave, the little girl meets only a gentle,
ghostly counterpart of herself; in the latter, the little girl is protected by supernatural
intervention. Usually, as in most fairy tales, the child emerges triumphant due to his
or her inherent energy, ingenuity and intelligence. Scveral poems, however, contradict
this positive image. "The Grey Wolf,” "The Miller and his Son,” "The Silver Penny,”
and "The Pedlar” show the child being destroyed by evil forces or the environment as mn
certain fairy tales like "Little Red Riding Hood,” "The Wonderful Sheep,” and "The
Yellow Dwarf.”

By showing the child to be not mnfallible, giving negative exempla to balance the
positive, de la Mare borrows a traditional didactic device to convey his beliels about
existence. To this end, evil is not excluded from the child's world.  Tlc considers
innocence to be both a sword and a shield, but like these magic weapons, mnocence
mu-t be wisely and assertively used (de la Mare, Farly One Morning 306). It a child is
passivz, ignores magic warnings, or foolishly puts himself or herscll at the merey of an

evil being, destruction will result. As 1n the stark black and white universe of the fairy
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tale, evil and good are in constant battle. Mistakes cannot be tolerated because evil
does not provide a second chance for the imprudent or the unwary.

In contrast to this presentation of the child as a symbol, where all individual
characteristics arc excluded, the child voice poems present a welcome particularity,
with each figure possessing a distinct personality. The more striking poems are vividly
realized portraits of children experiencing the world about them, as in "Sleepyhead,”
"Tartary,” "The Buckle,” "The Hare,” "John Mouldy,” "I Saw Three Witches,” and "The
Funeral.” Even m "Tartary,” where a bookish child imagines himsclf master of an
(uninhabited) paradise, the exuberance of his rhyming wishes vitalizes the whole. In
these poems, the adult 1s granted the rare privilege of sharing the child’s unique world
from within, mn all 1ts sensory delight and imaginative freedom.

Two poems showing the child in widely differing circumstances are "The
Buckle” and "John Mouldy.” Both feature solitary childien in a sheltered environment
out-of-doors. In the first, a little girl 1s playing in a walled garden; in the second, a
little boy 1is playing around houses. In these physically protected scttings, they
encounter opposing sides of nature, the girl meeting only the gentle aspect but the boy
encountering the horrific. In "The Buckle” an imaginative little girl celebrates her unity
with all life. She is cqually at case with the tangible world of naturc as with the
intangible wotld of the supernatural:

I had a silver buckle,

I sewed it on my shoe,

And 'neath a sprig of mistletoce

I danced the evening through!

I had a bunch of cowslips,

I hid’em in a grot,

In case the clves should come by night
And me remember not.

I had a yellow riband,

I tied it in my hair,

That, walking in the garden,
The birds might sce it there.

[RPOPTTR PRI U g O, 00 et -
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I had a secret laughter,
I laughed it ncar the wall:
Only the ivy and the wind
May tell of it at all. (CP6)

The poem is an informal account by the child speaker of a serics of actions she
performed during a typical busy day. Happy and active, she 15 always doing
something, be it sewing, dancing, playing hide-and-seck, walking, or laughing. Iler
simple diction and clarity of voice lend a colloquial tone to her speech, which 1s
unaffected by the syncope and occasional poeticism and archaism. On the contrary,
these enhance her tone, the former suggesting a youthful hisp, while the latter two
characterize her as a bookish child who prefers the romanticized forms of "grot” and
"riband” to their ordinary forms.

This persona is reinforced by the stucture of the poem. Initally simple and
straightforward, the sentence structure becomes progressively more complex. As mght
be expected with a child speaker, she makes a mistake when she attempts a
subordinate sentence construction in the third stanza, making it unclear who or what s
walking in the garden, although she means herself.  Agam consistent with a child
narrator, her account of her day is not logical. Instcad ol employing chronological
order, as would be expected, she begins n the evenmg, goes on to night, but ends m
the daytime, presenting the sequence of events according to her understanding of their
intrinsic importance. By moving Irom the past tense to the present, the final actions
gaimn immediacy, for she seems to have just finished sharing her "sceret laughter” with
her surroundings.

A modified ballad form (iambic trimeter in lines 1, 2 and 4, with 1ambic
tetrameter in hine 3, abeb rhyme) produces the impression of a little girl chanting a
song she has invented. The rhythm is quick and regular, only altermg twice in the long
third linc of stanzas three and four. The first instance occurs 1 the grammaltical erroi

"That, walking in the garden.” By the addition of an initial spondee and reversal of the
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iambic metre to trochaic, the rhythm is modified to match the child's walking steps. In
the second instance, "Only the ivy and the wind,” by an initial trochee and a middle
anapest, "ivy” and "wmd,” the sharers of the child’s secret, are emphasized. At the
same time, the lightness of the wind’s movement is suggested. The quick triple time of
the metre creates an aural image of the little girl dancing by herself. This recalls the
visual mrage of the beginning of the poem to produce a cyclic effect.

The impression of a singing voice is reinforced by the repetitive form, which
serves as a structural refram. The first half of cach verse consists of two sentences in
parallel structure describing what the child has and what she does with it. Seemingly
arranged in random order: "buckle,” "cowslips,” “riband,” “"laughter,” these items
alternate between man-made and natural objects and sounds, while moving from the
tangible to the mtangible.  As will be seen more clearly when the pattern of imagery is
discussed, this progression is also from the supernatural to the natural. The
parallelism places opposing aspects of this world and the other world, natural and
artificial, tangible and intangible, factual and imaginary, into an equal relation,
emphasizing the girl’s cqual case of access to both worlds.

In keepmg with the persona, the imagery is sparse, mainly visual, and seems to
work on a hiteral level only. In the first stanza, a silver buckle shines beneath (green)
mistletoe; 1n the second, (yellow) flowers are hidden 1 a grot; in the third, a yellow
ribbon flutters in a (green) garden; and m the fourth, there is a wall with (green) ivy.
Only in the final hine does the speaker move beyond the literal to personify the ivy and
wind and mtroduce other senses than the visual. The mternal logic of the poem
suggests that a number of these apparently unrelated items have additional
significance.  Why does the girl attach a silver buckle to her shoe to dance beneath
mistletoe? What do cowshps have to do with clves or loss of memory? Irom the
context of another poem in the volume, "As Lucy Went AWalking,” it appears that de

la Mare associates buckles and mistletoe with witches since herc they wear buckled
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shoes and put a sprig of mistletoe into their hats when they dance. (CP 28). When the
traditional association of mistletoe with witches is noted, it seems most likely that the
child is playing et being a witch (de Vries 324). But the possible significance of hiding
cowslips and elves is not so immediately obvious. It is even ambiguous what the girl
might forget, the flowers' position or the clves’ habits. Yct when the traditional
symbolism of cowshps with fairyfolk and with improving the memory is considered,
these connections with the supernatural add an unexpected level to what purports to be
child’s song (de Vries 115).

The second half of the poem emphasizes the child’s vibrant connection with
nature. Most of the natural images—garden, birds, vy, and wind—-do not seecm to have
any hidden meaning but simply denote the girl in her sctting. The mention of ivy at the
end of the poem, however, raises the possibility of symbolic associations tying in with
those of mistletoe. Although both are cvergreens tiaditonally linked with Christmas,
in folklore, both are also used as protection against witches (de Vries 22, 324). This
suggests that this delightful celebratory song may also be a charm against cvil, giving
an opposite interpretation to the child’'s dance at the beginning. The Ik between vy
and mistletoe, of course, is reinforced by the cyclic shape of the versilication.

But if de la Mare is overlaying symbolic associations onto the second half of the
work, the structure of the pocm does not cmphasize them.  Rather, through
parallelism, the denotative level is stressed, giving the natural images equal weight with
the supernatural ones in the first hall of the poem. The thrust of the action similarly
emphasizes the primary level of meaning, for the little girl plays just as imaginatively
here, transfoiming the bird, ivy, and wind into daytime friends.  Within her walled
garden, she lives Ihiterally in a “protccted world” where she can act freely and
spontancously (Frye 42). Although appropriate symbolically, this garden image does
not have the biblical overtones that it would have with an adult hgure.

In "John Mouldy” a little boy records sceing a corpse.  Apparently not
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disconcerted, he names the body and describes its immediate location and background:
I spicd John Mouldy in his cellar,
Deep down twenty steps of stone;
In the dusk he sat a-smiling,
Smiling therc alone.
He read no book, he snuffed no candle;
The rats ran in, the rats ran out;
And far and near, the drip of water
Went whisp'ring about.
The dusk was still, with dew a-[dlling,
I saw the Dog-star bleak and grim,
I saw a slim brown rat of Norway
Creep over him.
I spied John Mouldy in his cellar,
Decp down twenty steps of stone;
In the dusk he sat a-smiling,
Smilmg there alone (P 7)

The stark contrast between the grisly sight being described and the exuberance
of the child’s voice creates a strong visceral reaction. All the formal techniques
appear subjugated to the image of a boy announcing his discovery. Employing the
convention of the children’s game "I Spy,” the boy dispassionately describes what he
sees. In accord with the spirit of the game, the images are primarily visual. The
horror ol the silent, smiling figure is emphasized by the contrasting sound of moving
water, "And far and ncar, the drip of water / Went whisp'ring about,” while the
movement of the rats heightens the immobility of the body. The structure of this
phrase, "the rats ran in, the rats ran out,” echoes that of "the worms crawl'd out, the

1

worms crawl'd in,” a gruecseme detail in the nursery rhyme "The Gay Lady That Went
to Church,” the similaritv of pattern reinforcing the child persona (Iona and Peter
Opic, Nursery Rhymes 260-61).

The boy uses ligurative language on two occasions. By personifying the water

as "whisp'ring,” he cvokes an image of himself awed by his discovery. By describing

the dog-star as "bleak and grim," he transfers adjectives appropriate to a body onto a
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distant star (perhaps as a protective device). The phrase morcover recalls the
conventional folkloric association of the star with pernicious times (de Vries 141).
Both details characterize the boy as being as perceptive to background and atmosphere
as he is to the figure in the foreground.

The poem's structure is integrated with the pattern of imagery to emphasize the
horror of the sight and to raise questions in the mind of an adult reader. To enhance
the objective stance of the child, his obscrvations are organized in the form of a

"on

journalistic inquiry: the f{irst stanza answers the questions "what,” "where,” and "when”;
the second claborates the "what” and "where”; the third explores the "when” and
"where”; while the last repeats the first. Because the repotter is a naive child, the
"how” and "why," thosc questions most tantalizing to an adult, arc not addressed.
Through dramatic rony, however, the experienced reader has sufficient clues to guess
The latter answer is obvious: because he is dead the man cannot pertorm the actions
specified. Similarly, a solutic 1 to the former can be deduced from the repetition of the
location, "decp down twenty steps of stone.”

By presenting the child’s findings in the spirit of the game "l Spy,” some
psychological depth is lent to the figure. The child could be adopting this torm as a
means to protect himself from his discovery. Just as he does not go down the twenty
steps to the cellar to investigate further, but keeps to his safe vantage-point on the
higher ground outside, he provides himself with some mental distance by using the
device of a game. Ile thereby places an unacceptable sight into a famliar container,
framing and reducmg its impact. On the contrary, the adult reader s struck by the
inappropnateness of the form to the subject. By offending decorum, the poem not only
emphasizes the horror of the sight but also draws attention to the speaker’s imnocence.

The rollicking gait of the modified ballad (1ambijc tetrameter 1 lines 1 to 3,
ambic trimeter mn line 4, abcb rhyme) continues to offend adult decorum while

strengthemng the child persona. Yet in the refrain stanza, metrical variations subtly
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adjust the rhythm to the content by trochaic inversion and added accented and \
unaccented fect. Lines 2 and 14 read "Deep down twenty steps of stone.” The five
stresses and trochaic metre upset the ballad versification while drawing attention to the
words themselves. The three mitial stresses slow down the rhythm to suggest the
tolling movement of a funeral bell; the action of the trochees imitates walking down

"
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stairs. The latter also help form a pattern of stressed sounds, their alliteration
emphasizing the grucsome sight of the smiling corpse.

The child figure himself is charactenized by his voice, for he speaks simply and
directly, his diction is modern, and he uses only one und two syllable words. The one
poeticism, the syncope "whisp'ring” although necessary metrically, does not jar but *
sounds childish.* Similarly, the ungrammatical conjunction of an ndefinite article with
a verb, "a-smiling” and "a-falling,” sounds childlike 1in addition to being uneducated.
This sccond quality is also suggested by the negative pronouns in the description of the
body's inaction ("He read no book, he snuffed no candle”) instead of the expected

ncgative verbs.’ Unlike the little girl in "The Buckle,” this child 1s not bookish or

romantic. Ile 1s precise and knowledgeable about ordinary things, for he calls Sirius

by its common name of dog-star and is familiar with different wypes of rats, identifying
the large brown rat as a Norway rat. He is equally precise and practical when he uses
his imagination, graphically naming the body "John Mouldy.”

The simpheity with which the boy labels the corpse comes from his naivety,

(this impression being enhanced by the ballad form). His perceptions and fragments of
knowledge are mnocent, so he does not recognize death when he encounters i,
although, as scen, he does instinct:vely shicld himself somewhat by the game form and
by the echo of nursery rhyme in recalling a particularly telling detail. As the child
speaker of "The FFuneral,” (quoted in the introduction), his lack of understanding

makes huim appear so detached as to be callous, when actually his uncertainty about

( something beyond his experience is revealed by these subtle verbal clues.
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As has been seen, "The Buckle” and "John Mouldy” present complementary
aspects of the child figure, the first emphasizing vivid imagination and the second
matter-of-factness. Both are active figures, firmly rooted in this world as they interact
fully with their surroundings. As a result, they may be alone but not lonely or bored.
Because they incorporate an acutc perception and a correspondmgly powerful
imagination into their play, they can pass easily from this world mto the other world
and back, as in the case of "The Buckle,” or confront a manifestation of the latter in
the former, as in "John Mouldy.” Both children also possess an all-encompassing
innocence. This allows the girl to unselfconsciously dance Ly herself, play hide-and-
scck with (imagined) clves, show off her tinery to the birds, and share her seerets with
her inanimate surroundings. Sin..larly, the boy can spy a horrible sight and label 1t
without knowing what he is actually encountering. Their innocence protects them so
they can react immediately and directly to what they perceive, this paychological
protection paralleling the phyacal protection offered by their domesticated natural

environment,

(1i)
Poems

The literary cchoes in Poems are the opposite of those in Songs of Childhood,
many of these being so sclf-conscious as to be acts of homage to well-known
Renaissance writers. Tor eaample, "The Happy Encounter” and "Gloria Mundi” are
particularly stilted re-creations of an allegorical Spenscrian atmosphere. By contrast,
those dealing with an emerging fascination with death ("The Death Dream,” "Where 1s
thy Victory,” and thce sonnets "Even m the Grave,” "Anatomy,” and "Messengers”) are
fairly successful evocations of the Metaphysical style (K. Smith 49; Bonnerot 387).
The thirteen Shakespcarean poems beginning the volume are more sustained
experin;ents in stylized imitation. Lach is a character sketch in blank verse of a

famous diamatic figure from onc of the plays. This limitation of subject somewhat
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curtails a tendency to weakness, while the content is an attempt to examine a
character closely (R. Smith 49-50).

The technique in these poems is an objectified version of what de la Mare had
attempted in prosc in Henry Brocken (1904), where the personality of a literary
character is sketched by freezing him or her in a typical act, either within the action of
the work or after the plot has concluded. Although a somewhat interesting exercise,
the hybrid form is not successful as criticism or art. Neither the book nor the poems
come alive because they are hampered by an imitative style, static portrayal, and
superficial interpretation. The character sketches from Othello and Hamlet are more
cffective, perhaps because in his reading of these plays de la Mare f{inds themes
corresponding to his main concerns. ‘These pieces become interesting because they

explore elemental oppositions of innocence and experience and good and evil begun in

Songs of Childhood. "Desdemona,” "Ophelia,” "Polonius,” and "Hamlet” extend the
depiction of innocence beyond the child, providing alternative adult figures of the mad-
woman, simplcton, and dreamer as well as the fairy tale innocent beauty. "Hamlet” as
a child-hke drecamer, caternally still but internally active, will later appear as a focus
for the positive adult figure. The images describing him as a "troubled son of man”
undergoing  "Time's  dark  waters  in unearthly trouble” (CP 60) will re-emerge
transtormed 1 the famous "The Song of the Mad Prince.” "lago's" physical featurcs of
"a lean dark face, a narrow, slanting eyc” (CP 56) will reappear as a portrait of death
mn "The Keys of Morning” (1912), but more important is the crystallization of cvil, for
his spiritual sterility and incessant activity will form the basis for later explorations of
the negative adult figure.

In addition to this problem of self-conscious imitation, Poems displays a
tendency toward conventional moralizing. For instance, "The Miracle” begins strongly,

with a questioning stance that was to become 1dentified with de la Mare:
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Who beckons the green ivy up
Its solitary tower of stone?
What spirit lures the bindweed's cup
Unfaltering on;

Calls even the starry lichen to climb

By agelong inches cndless Time?
Yet it fails to follow these particular, natural images through, collapsing into
conventional generalizations about man’s over-reaching ambition (Kirkham 114):

So creeps ambition on; so climb

Mans vaunting thoughts. e, set on high,
Forgets his birth, small space, briefl time,
That he shall die;...
Rejects delight, ease, pleasure, hope;
Seeking in vain, but seeking yet,.. (CP 68)

Despite these drawbacks, Poems extends the poctic universe of Songs of Childhood by
its concern with the human condition, cxploring paiticularly our relation to this world
and the other world. In contrast to the first volume, the main focus is on the adult
world, although the child world reccives a minor but distinct emphasis in a group of
pocms placed at the end of the volume.

On the one hand, man is described as a restless, drniven creature inhabiting an
inhospitable, ndifferent universe ("Age”) and who engages m superficial busyness to
escape contemplation (“The Market Place”). On the other hand, as stated in "The
Miracle,” above, man is shown vamly sccking for something beyond his immediate

"o

existence, despite little or no success (as in "In Vain,” The Phantom,” and "The
Glimpse”). This theme may appear in the figure of the unrequited lover ("Teven
Rosemary” and "Irrevocable”), but more commonly at this carly stage it is expressed by
the tigure of an adult being seduced and destroyed by the supernatural ("Come,” "The
Winter Boy,” "They Told Me,” and “Sorcery”). Another expression of the same idea is
contained in the decadent Romantic image of a man resisting the temptation of

"easeful death” ("Bright Life” and "Unregarding”) as in Kecats' "Ode to a Nightingale”

(6:52). In later works these fanciful characterizations disappcar, the quest theme
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becoming contained in the two powerful figures of the exile and the traveller. These
mature adults will possess the wisdom of experience while retaining an inner purity that
propels them on.

When de la Mare focuses on the relation between this world and the other
world, vccasionally he 1s able to draw back from humanity to give a wider perspective.
A good cxample of this kind of poem is "Shadow” where the other world is overlaid
onto this world. Despite the dulling effect of the statement of belief in the last stanza,
it cffectively expresses his philosophy of life:

Even the beauty of the rose doth cast,

When its bright, fervid noon is past,

A still and lengthening shadow in the dust
Till darkness come
And take its strange dream home.

The transient bubbles of the water paint

‘Neath their frail arch a shadow faint;

The golden nimbus of the windowed saint,
Till shine the stars,
Casts pale and trembling bars

The lovelicst thung carth hath, a shadow hath,

A dark and livelong hint of death,

Haunting it ever tll its last faint breath...
Who, then, may tell

The beauty of heaven'’s shadowless asphodel? (CP 66)

Although not obviously derivative or imitative, the deceptive simplicity of the
technique in "Shadow” may bLe indebted to George Herbert. In “The Pulley” for
example, Herbert uses a sophisticated version of the emblem whereby a simple visual
object is equated with but not merged into an abstract idea (159-60). The image is
thereby both visual and intellectual, Herbert taking the conventional tripartite structure
of the emblem, namely, picture, inteipretation, and application and fusing them into
one (Freeman 23, 153, 156). A similar effect is achieved in "Shadow,” for the three

stanzas represent the three levels of meaning in the examination: the first emphasizing

the natural image, the second extending a natrral image to encompass a wider context,
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and the third providing an explanation. Although appropriating the rcligious artifact
of a saint on a stained glass window, the emblem is removed from a specifically
religious context and placed in a wider, secular sphere.

Because "Shadow” seems to be a personal vehicle, apart from the occasional
archaism and poeticism, de la Mare would appear to be speaking in his own voice.
The poet-speaker gives the impression that he is gazing at a rosc in water and musing
abour it, the present tense suggesting the immediacy of the action, while the hushed “s,”
"sh,” and "st” sounds sustain the quiet, contemplative mood. The loose jambic metre
reproduces the movement of a speaking voice, the accent falling on key words, as in
conversation.

In contrast, this conversational record is encased mn the rigid form of the twve
line stanza which distances it and lends it a scnse of formality appropriate to a
statement of belief Each of the stanzas consists of a tniplet and a couplet rhyming
aaabb. Althiough closure is not used, the grammatical flow prevents the <tanza from
fracturing into two, unless it is intended. Parallel structure is used throughout. the
triplet presents a shadow, while the couplet instances when or where it is absent. In
each casc, the couplet qualifies the triplet by undercutting it.  Iiatra weight is added to
the couplet by setting it off physically from the triplet and shortening the line len_th.
The overall effect is of a barely sustained balance between the two paits

The contrasting pattern of imagery stabilizes this poise while tightenmg the
formal pattern so each stanza appears distinct. Appropriate to the subject, the mages
are visual, the brightness of the triplet being offset by the darkness of the couplet. But
these oppositions are joined by their unity of image, the rose with its dark shadow and
the water bubbles with their golden nimbus. This imagery of contrast operates on
several levels. The first stanza depicts chronologically the appearance, progressive
lengthening, and linal disappearance of the rose’s shadow. The opposing times of

noon and night also represent metaphorically the rose dying alter rcaching its full
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bloom, the compression of time lending the flower stature so i, emblemizes the
transience of life. The second stanza employs the even more fragile and fleeting
natural image of water bubbles. Again their span is chronologicil, for they possess a
faint, golden, circular shadow during the day but are obliterated by *he star’'s wavering
light at night. Yet by comparing the shape of the bubbles to a saint’s halo in a church
window, another dimension 1s added to the natural world, for it is connected to the
man-made and slightly more permanent world of art.

Both stanzas have a philosophical dimension suggested by the final line of ecach.
Calling the rose’s existence a "strange dream” conveys the Platonic notion of temporal
beauty being only an illusion, for only when it dies will the flower's essence be removed
from its alien habitat and returned home. Similarly, but less overtly, the description of
starlight throwing waverning hines on the water suggests the Platonic idea of carthly hife
being a prison.’

The final stanza explicates thesc two examples of shadows. The couplet states
that they are harbingers of death, thereby providing an ominous interpretation for a
key de la Mare word, "haunting.” The couplet draws a corollary from the previous
statement concerning clernal beauty. Because "Asphodel,” the final word of the poem,
is a mirror image of the opening figure of the rose, these two opposing flower symbols
become linked. An extended mcaning can then be understood for the rose, for
paradoxically its transient beauty can also be a reminder of the asphodel’s timeless
beauty. By joining these images, a cyclic movement is suggested, this formal unity in
turn reinforcing the idea that there may be something beyond our temporal existence.
But ultimately, this hope 1s undercut by its presentation as a question, a stance to
become 1dentified with de la Mare's probing nature.

As mentioned, the child world receives a distinct, if minor, emphasis in Poems.
Typically, thosc works from an adult perspective focus on the symbolic aspects of the

child figure (R. Smith 49). Although by turning the subject into a representative child
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the dramatic impact of particularity is lost, “The Children of Stare” and "The Universe”
clearly articulate the adult perspective. For the most part, both avoid the temptations
of being sentimental and nostalgic by closely considering their subjects.

"The Children of Stare” emphasizes paradoxical qualities of the child image by
etching the joyous play of children against an ancestral mansion, frozen landscape, and
wintry sky which makes them appcar vulnerable and fragile by contrast. Malignant
qualities are attributed to this ominous background in the {ifth stanza:

Above them silence lours,

Still as an arc!'c sca;

Light fails; night falls; the wintry moon

Glitters; the crocus soon

Will open grey and distracted

On carth’s austerity: (CP 63)
As previously in Songs of Childhood, the child figures are physically overwhelmed yet
unaware and unaffected by evil through their active innocence. The narrator interprets
this oblivion to be godhke because they “sport... in Spring attire” warmed only by their
purity which is “blown to a core of ardour / By the awful breath of God.” The poem
thercby extends the previous eaamination of innocence and evil. While m Songs of
Childhood evil is incarnated in anthropomorphic fairy tale beasts in a neutral setting,
now it emanates from the environment 1tself, becoming at once less tangible and more
disturbing. Similarly, innocence 1s now less overt. Instead of being represented solely
by physical characterstics, as in fairy tales, the inner dimension, the spiritual vitality,
is emphasized.

"The Umverse,” which opens a cluster of child poems at the end of the volume,
articulates the adult role with respect to children. It states that although adults should
provide a physically protected cnvironment, we should not impinge upon their

autonomy in any way. The poem is ecxpressed in a somewhat sentimental and clevated

fashion as scen by the ending:
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O Man!--thy dreams, thy passions, hopes, desires!—
He in his pity keep
A homely bed where love may Iull a child’s
Fond Universe asleep! (CP 92)
But the respect for children with their r 2ntal "wild universe” and the idea of allowing
them to freely explore the range of their imaginative power is advanced for the day.”

In contrast, "The Massacre,” "Echo,” "Fear,” "Myself,” and "Winter" are all
spoken by children. All except the last focus on dark aspects of childhood--the fears
and problems usually forgotten by the nostalgic adult. Because children possess an
acute sensibility and a powerful imagination but are not yet able to analyse cvents,
terrors or worries can completely overwhelm them. Because the child speakers are
possessed by their emotions, these poems have a nightmarish intensity. Indeed, "The
Massacre” i1s a nightmare depicting the child’s desire for power and glory in an adult
world. The poem shows the child speaker assuming the fairy tale role of the invincible
child and defcating an army of ficrce, superhuman warriors. Ironically, unlike fairy
lales, the child drcams that he will be punished, since it ends with him about to be
destroyed by the atmosphere in retribution for his massive killings. "Echo” and "Fear”
concern waking terrors of children: fear of an echo and fear of night-time. "Myself” is
about loneliness. It tells of a solitary child’s sense of himself being his only companion:

There is a garden, grey
With mists of autumntide;
Under the giant boughs,
Stretched green on cvery side,
Along the loncly paths,
A little child hke me,
With face, with hands, like mine,
Plays cver silently;
On, on, quite silently,
When I am there alone,

Turns not his head; lifts not his eyes;
Heceds not as he plays on.
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After the birds are flown

From singing in the trees,
When all is grey, all silent,

Voices, and winds, and bees;
And I am there alone:

Forlornly, silently,
Plays in thc evening garden

Myself with me. (CP 96-97)

In some ways, the presentation of the child figurc in "Myself” is the antithesis of
the dominant portrayal in Songs of Childhood. As in "The Buckle,” a solitary child is
playing in the protected setting of a garden. But now the garden is desolate, the birds
have all flown, and everything is covered in grey mist. The child speaker, as silent and
grey as his surroundings, has withdrawn into himself. The supernatural double he
encounters is thereby similarly forlorn and withdrawn, unable to provide the “sweet

"

company” that the fairy child provided the girl in "The Phantom.” The two figures of
the child and his double remain separate, engaged in solitary play. But even their play
appears perfunctory--a joyless routine engaged in automatically.

This pocm demonstrates a budding interest in child psychology, for it is a sketch
of a depressed child who has projected his despair onto his shadow self. It also
employs a folk interpretation of shadow whereby one’s shadow 1s considered to be a
manifestation of a person’s soul or a double, so whatever happens to 1t oceurs to the
person too {(De Vries 418). This idea of double, which will reappear in “The Double”
(1922) and "The Shadow” (1941), (analysed in chapter six), combines the Romantic
theme of the doppelganger with the psychological ideas of cgo and alter ego (Walsh
178). As will be seen, de la Mare’s own ominous defmition of shadow may also be
present.

Because of this analytical dimension, "Myself” is an integrated portrait of a
depressed child in his bleak sctting, the latter bemng a projection by the child of his

internal sterility. The poem is an interrelated whole, cvery part reinforcing the

desolation of the specaker. Perhaps for thesc rcasons, the child persona doces not
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appear to be completely assumed. Although the speaker uses short lines, a simple
tense, fairly natural diction, and words of no more than three syllables, the
grammatical structure of long sentences with inverted syntax is not childlike. Thereby,
the two examples of litcrary diction, "hceds” and "forlornly,” like the sentence
structure, are not touches of chzracterization as in previous child speaker poems, but
are expedient psychologically and formally, lending distance between the speaker and
his subject.

The tone and imagery reinforce this depiction of a child who is cut off from his
inner self. The impersonal beginning, “There is...” and the rarity of self-referral as
subject ("I" appears only twice while "me” or a vanant appcars four times) conveys this
separation. The substance of the child’s talk throws the emphasis away from himself,
for instcad of describing what he is doing, as a healthy, assertive child would do, he
focuses on the other child in the garden. The imagery ctehes the child's belief of
helplessness as he is dwarfed by giant tree boughs mn a grey world. Both the visual and
audial imagery emphasize negation and psychical blankness by their absence of colour.
The occasional figurative language 1 turn remforces the child’s desolation while
ostensibly describing the setting.  The metaphor "mists of autumntide” suggests the
scason of dymng, while the transferred epithet "lonely paths” psychologically suits the
speaker’s projection.  "Evening garden” similarly compresses the time and place to
suggest the spintual darkness of the child.

Although the poem 1s presented as a narrative, there 1s no rising action.
Rather, 1t is level with a shight falling off at the end duc to the slowing effect of the
awkward, inverted constiuction. Appropriate to its form of a modified ballad, (iambic
trimeter, abeb rhyme), repetition is the major structural device. Three key words in
the second stanza describing the child form grammatical and audial links which join
the stanzas together. "Lonely,” "plays,” "silently” appear, or a vanant appears, several

times in the poecm. The two adverbs receive special emphasis for a variant of "lonely,”
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"alone,” occurs twice as a rhyme, in the third and fifth stanzas, while "silently” or a
variant occurs four times in a rhymed position. Thereby, by repeatedly circling around
the image of the lonely child in his isolated spot, the speaker's desolation is
emphasized.

This sensc of bleakness is further reinforced by the grammatical organization.
The poem is two long sentences, the longer sentence comprising the third stanza. Its
length and parallel structure combine to focus attention exclusively on the other child:
"Turns not his head, lifts not his eyes, / Heeds not as he plays on.” Repeated
negatives within an inverted syntax heighten the sensec of scparation between the
speaker and his inner self: "Plays in the cvening garden / Myself with me.” The
cumulative effect 1s a disturbing portrait of a melancholy child belicving himselfl alone
in an empty, silent universc.

Because Songs of Childhood and Poems, in many mstances, offer opposing
perspectives on hfe, it is tempting to interpret them as contraries of one another much
the same way Irye interprets Blake's Songs of Innocence and Songs of Faperience
(237). Richard Smith explores this idea in his dissertation. On the once hand, he
believes the title Songs of Childhood deliberately recalls Songs of Innocence, by the
various meanings contained in the "of.” IHe notes that although on a superficial level, it
might appcar that Blake writes of innocence while de la Mare wrnites for it, the "of”
indicates that the poems are "both of and for childien and, for adults too” (21). On
the other hand, Smith considers Poens to be de la Marc's personal version of the
Songs of Experience, for in contrast to Blake's sense of social injustice and betrayal,
this is a depiction of the experience of losing irrevocably “personal mnocent
conscilousness.” Whereas formerly, in the first volume, innocence 1s presented from an
inside perspective, in the second volume, only the outward manifestations of it arc
recorded. As a result, even when the child's viewpoint is adopted, a detached manner

intrudes (49-53).
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This type of generalization about the difference between the first two volumes is

interesting if somewhat simplistic since it makes a hasty conclusion about the use of the

L S R % hie MRS ATV T E D W MI TR —

child persona in later works. Rather, instead of being contraries, the contrasting foci

in the two works, on the child and then on the adult, provide complementary ;
treatments to one another. As has been secn, aspects of Innocence and cxpcrience are
present in both volumes. The presentation of the child figure is modified in the second
volume, while the adult figure is amplified and becomes more prominent. Thereby,
through mutual contrast, the poetic universe achieves depth, the negative aspects of
both the child and adult worlds highlighting the positive. Whereas the child is able to

participate casily in both this world and the other world, the adult feels restricted by

the boundaries of this world, although on rare occasions (as when dreaming) the older
individual can be transported beyond. What the adult figure undergoes in de la Mare's
poetry of expericnce 1s the loss of easy access to the other world.  As will be seen in
the next chapter, The Listeners (1912) pinpoints the exact naturc of this problem,
providing not only powerful images of the disillusioned adult but also instances when he
can again achicve freedom of movement between worlds. In Peacock Pie (1913), the
child’s world gains a particularity that grounds 1t more sccurely in tangible, everyday
life. At the sam.c time, the child world achieves a spintual dimension which elaborates

on the child’s natural ability for profound wonder. :
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Chapter 3: First Peak of Maturity: The Listeners (1912) and
Peacock Pie (1913)

The Listeners and Peacock Pie established de la Mare as a major poetic voice
of the pre-war era and achicved a level of excellence that some critics belicve he never
reached again (Murry 136; Richards, "Reconsideration” 31). It is more accurate to
consider these volumes as representing a first peak of maturity, where de la Mare
perfects the individualistic style that came to be recognized as his trademark. Ilaving
largely overcome the earlicr over-emphasis on literary cchoes, these poems cexploit the
positive features from Songs of Childhood and Poeimns, further clarifying the speakers’
voices and paying close attention to sigmificant detail. The dominant structural design
begins to come from a powerlful web of associated imagery that turns the poems mto
fully-realized symbolic wholes.

Perkins notes that the difference between the first two volumes and The
Listeners and Peacock Pie results from an incrcased imaginative particularity which
provides a strong focal centre and a richer atmosphere (188). As a result, the figures
in the poems become alive, realized through significant details and actions as well as
being presented through sophisticated pomnts of view Whercas formerly, the only
figures to come alive were the speakers (usually a child) of the personal relation
poems, now this energy is also imparted to the subjects. These subjects now tend to be
drawn more from hfe cxperience than literature, although fantastic figures will
similarly be imbued with vitality.

Two excellent portraits of this kind in The Listeners are "Old Susan” and "Miss
Loo;" the poems begin as follows:

When Susan’s work was done, she'd sit,
With one {at guttering candle lit,

And window opened wide to win
The sweet night air to enter in.
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There, with a thumb to keep her place,
She’d read, with stern and wrinkled face,
Her mild eyes gliding very slow

Across the letters to and fro,.. (CP101)

When thin-strewn memory I look through,

I see most clearly poor Miss Loo;

Her tabby cat. her cage of birds,

Her nose, her hair, her muffled words,

And how she'd open her green eyes,

As if in some 1mmense surprise,

Whenever as we sat at tea

She made some small remark to me. (CP 103)
As can be seen, the visual "magery is concrete, not only providing significant details of
the figures, but also capturing intrinsic gestures, so the scenes become animated.
Whereas in “The Sleeping Beauty” from Songs of Childhood and the Shakespearean
inspired works from Poems, the over-accumulation of detail created a remote, static

. . . - . .

portrayal, now a glimpse scems to be achieved into someone’s life. This selective
particularity is enhanced by the choice of form. The tetrameter couplet is as rigorous a
verse contamer as the blank verse of the Shakespearcan poems, but its metrical
constraints force a severe pruning of modifiers so only essential details remain (Fussell
138). The resulting cleaner, sparer texture of the lines releases the metric flow,
enabling them to move exuberantly, suiting the original perspective of a child.

Both the vividness of focus and liveliness of metre withn a rigid form are
remforced by the speakers’ perspectives.  Again, in contrast to the earlier character
sketches, instead of assuming the safe vantage-point of a rcader, the speakers are part
of the scene. Because the speakers are adults remembering an incident from
childhood, a telescoping of time and vision is achieved. This double narrative
perspective reduces the distance between reader and subject, enabling the women to

re-enter the present by the vividness of the speakers’ recollections and by the

modifications of verb tense. That the speakers are adults is indicated by the
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subordinate structures opening the poems and the associations of artificiality connected
with the rhymed couplet. That their perspectives are childlike is apparent from the
action of the poems; in "Old Susan,” the watching child is reproved for staying up late,
while in "Miss Loo,” the child and his brother form part of the central tablcau.

While the former is a surface depiction of the old nurse, focusing only on
physical detail, the latter is a fairly deep, sympathetic portrait, in which the speaker
shares his observations and intuitions about Miss Loo, thus revealing his personal
characteristics. As the final stanza indicates, the way he describes ceveryone's
behaviour at tea shows he is perceptive and sensitive to others:

Till Peter’s pale-green eyes ajar

Dream, wake; wake, dream, in one bric{ bar.

And I am sitting, dull and shy,

And she with gaze of vacancy,

And large hands folded on the tray,

Musing the afternoon away;

Her satin bosom heaving slow

With sighs that softly ebb and flow,

And her plain face in such dismay,

It seems unkind to look her way:

Until all cheerful back will come

Her gentle gleaming spirit home:

And one would think that poor Miss Loo

Asked nothing else, if she had you. (CP 103)
The child seems to be as aware of emotional undercurrents as he is of physical detail,
rot only reproducing his acute visual, tactile, and kinesthetic observations, but also
able to interpret them with a keen perspicacity. This combination of a sensitive child's
observations and feelings with the sophisticated diction and formal control of an adult
came to be considered a de la Mare trademark (Walsh 173).

In the same way that The Listeners exploits the positive stylistic clements [rom
Songs of Childhood and Poems, it also builds on the base of the four-world universe
established in the first two volumes, advancing the portrayal of both the child and adult

figures with respect to this world and the other world. As in Poems, the adult world

dominates, while the child world receives a more limited emphasis. But case of access
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to the other world now ceases to be granted only to the child, most poems focusing on
the cxperienced adult and cxploring how he can once again attain freedom of
movement between worlds. "Haunted” and "Home,” for instance, express the
traditional Christian idea of humanity being doomed to continual motion, not achieving
1est until death provides release by resolving all conflict (CP 33-34). But the former
pocm ultimately provides a positive interpretation of this state:

Rave how thou wilt; unmoved, remote,

That inward prescnce slumbers not,

Frets out each secret from thy breast,

Gives thee no rally, pause, nor rest,

Scans close thy very thoughts, lest they

Should sap his patient power away;

Answers thy wrath with peace, thy cry

With tenderest tactiturnity. (CP 131)
The action of the stanza with a "raving” voice being answered by a calm, supernatural
one resembles that of George Herbert's "The Collar” (Kirkham 116; Herbert 153-54).
Yet by internalizing the superior being and suggesting that cxile may prove to be
positive, the religious associations are diminished.

‘This possibility of transformation, or of fusing the contraries of restlessness and
rest, being cxiled and welcomed home, will prove to be de la Mare's lifelong quest,
reaching its fullest and final expression in "The Burning-Glass” (1945). The idea of an
inward presence will also become more dominant in later work, "Lost World” (1950)
finally resolving the poet's inner haunting. For these reasons, although archaically
expressed, "Haunted” signifies a movement in the presentation of the state beyond
external images of ghosts, goblins, and fairies. From now on, in the adult volumes, an
external haunting tends to represent a corresponding internal state. This emphasis on
human cxpericnce modifies the previous bleak portrayal in "Shadow” (analysed in
chapter two). Now, paradoaically, haunting may be a hint of death, but it is also

otentiall ositive in life. Ironically, the superior being who initiated man's
p y P y p g

restlessness may also provide a key to the cure, if man can come to terms with himself.
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"Exile” introduces the key notion of exile to express man's relationship with the

g other world. Although slightly vague, it is an early attempt to articulate a key theme
which will receive full expression in "“The Exile” (1918) and form the central position of
numerous subscquent works. At present, the term expresses a genecral state of
banishment and alienation apart from a Christian context. The speaker is an
immature figure who refuses to accept responsibility for his lot, preferring to blame the
pagan gods:

Had the gods loved me I had lain
Where darnel is, and thorn,

And the wild night-bird’s nightlong strain
Trembles in boughs forlorn.

Nay, but they loved me not; and I
Must necds a stranger be,

Whose every exiled day gone by

Aches with their memory. (CP /15)

Ironically set as a hymn, the poem is a bitter song of experienced man and as
such effectively conveys his despair. But the common hymn form scems to cause
verbal ambiguities that affect any reading of the work. The repeated auailiaty verb
"had” in line 1 and the subsequent shift to the present tense are confusing. In oider to
make scnse, following the lead of the first words, the conditional must be understood.
Thercby, the remainder of the first stanza expresses the state that could have been
man’s if he had been lucky, in other words, an imagined, untrue state. The second

verse, accordingly, by the parallel structure in linc 5 portrays the opposite: the

actuality of cxistence without grace.

To cause an overbalancing for the former state, although sketchily drawn, the
concrete imagery is confined to the first stanza, while the second shifts to the abstract.
Appropriately, the focus shifts from cxternal, visual, and tactile imagery to the
internal, the key words here being negative concepts. But the choice of images m the

g first stanza and the relationship between them is confusing. If line 1 expresses a
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condition, then the speaker seems to be saying that if he had been beloved by the gods,
he could have lain down on a bed of darnel and thorn but not been uncomfortable.
Since the weeds symbolize vice, pain, and suffering, presumably the speaker would
have also been spared these tribulations (De Vries 129; Cooper 170). The "and”
joining the second half of the statement is difficult to interpret, however. Is the
speaker also implying the conditional here, saying he could have heard the bird singing
all night if he had been blessed? But the present tensc suggests that like the darnel and
thorn, the mghtbird's song is a fact, it being only the speaker’s relation to these that
has changed. If these wild and homely images are considered apart from the logical
pressurc of the lines, they become more cogent, for they describe an untamed,
unconfined world of nature in which, if the speaker had been beloved, he would have
been able to take his nightful place and spontancously act in unity with them. Instcad,
the contrary is truc.

The absence of concrete imagery in the second stanza underlines the negative
state of existence as concewed by the speaker: it is a separation from the wild, free
world of nature. In this void, all he feels is an ache. The poem concludes with a
grammatical ambiguity, as it began. “Their memory” may refer to more than the gods
whom the speat-er holds responsible for his condition (Kirkham 116). It may also
indicate the contrast between all his present exiled days as a whole and the life he
imagines he cculd have had. This memory of the “could have been” taunts him,
making him cven more miserable and preventing him from coming to any acceptance
of his condition.

As has been scen, "Haunted,” "Home,” and "Exile” present a bleak portrait of
man, for he is restless, bitter, internally divided, and grieving for an impossibility.
Sleep thereby provides a necessary relcase, for it allows him to forget temporarily the
darnel and thorn, the tribulations of his life. This basic aspect of sleep is expressed in

"Nod,” an excellent companion piece to “I Met at Eve” from Songs of Childhood.
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Each captures the opposing pervpective of the respective speakers. In the earlier
piece, the "Prince of Sleep”’ 1s seen as a youthful, serene shepherd who wanders
barefoot in grey robes, wearing a wreath of poppies. This world is fragrant, hazy, and
lovely. The dreams that "haunt his solitary woods” are rosy pink and only “clear
visions” "lurk” in his "dark pools.” (CP 49). Despite the ambiguity of this last line, the
speaker who is an innocent dreamer observes only these features in his visit to the
dream world.

In contrast, the experienced dreamer in "Nod" does not enter the dream world,
for instead of meeting Sleep, he observes him from a distance. Although the same
rose colour pervades the scene and the atmosphere is equally mild, now the shepherd
is old and wrinkled. The dreamer indicates the personal appeal of the dreamworld
only in the last stanza:

Ihs are the quiet steeps of dreamiland,
The waters of no-more-pain,
His ram's bell rings ‘'neath an arch of stars,
"Rest, rest and rest again.” (CP 109)
No longer is the sleeper interested in the visionary potential of dream but i the basic
need of rest. Appropriately, the details of the setting have been altered from a “valley
steep” (CP 49), to thc "steeps” themselves. Neither 1s the water magery simply
decorative as in the first poem, but now serves the express function of washing away
pain. The versification and teature of the later poem heighten this appeal to rest, the
rhyming trimeter lines, for example, emphasizing the sleep-inducing aspects. Smularly,

v on " Ill n
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the quict musicality of the long vowels and of the cluster of "m,” "n, and "s"
consonants are soporific (Bonnerot 397; Perkins 185).

The name of the sleep shepherd itself has an interesting range of relerence.
Although it appropriately images somcone falling aslecp, another darker meaning may

also be implied. Biblically, "Nod” refers to the "Land of Nod," the land cast of Eden

where Cain went after being condemned to be a fugitive. The term then means
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"wandering” (Fulghum 147). This accords well with the experienced dreamer who
speaks the poem, himself forced to wander the earth, searching for a way home. By
conflating the two meanings together, "Nod” becomes a paradoxical symbol of man's
restlessness and the common way to achieve temporary respite.
Yet in The Listeners, sleep is presented in more than this capacity. In "All
That's Past,” through parallelism, the antiquity of nature is first connected to man's
ancient wisdom and then dreams are described as remnants of our pre-history. The

last stanza is as follows:

Very old are we men;
QOur dreams are tales
Told i dim LEden
By Eve's nightingales;
We wake and whisper awhile,
But, the day gone by,
Silence and sleep like fields
Of amaranth ie. (CP 117)

The usuval order of hfe s inverted to suggest provocatively that wake is only an interval
between periods of sleep. Because they are capressions of our ancient heritage,
dreams are the main lnk connecting these two opposing worlds. !

Describing dreams as an entry pomt to the other world suggests that sleep does

not belong completely to one world or the other, to life or death, but is a suspended

lia

state between. This ambiguity s beantifully depicted in "The Sleeper” where a little girl

encounters her mother asleep duning the day:

As Ann came in one summer’s day,
She felt that she must creep,

So dilent was the clear cool house,
[t seemed a house of sleep.

And sure, when she pushed open the door,
Rapt 1 the stiliness there,

Her mother sat, with stooping head,
Asleep upon a chair;

Fast-fast asleep; her two hands lad
Loose-folded on her knee,

So that her small unconscious face
Looked half unreal to be:
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So calmly lit with sleep’s pale light
Each feature was; so fair
Her forehead--every trouble was
Smoothed out beneath her hair.
But though her mind in dream now moved,
Still seemed her gaze to rest--
From out beneath her fast-scaled lids,
Above her moving breast--
On Ann; as quite, quite still she stood,
Yet slumber lay so decp
Even her hands upon her lap
Seemed saturate with sleep.
And as Ann peeped, a cloudlike dread
Stole over her, and then,
On stealthy, mousclike feet she trod,
And tiptoed out again. (CP 105)

The record of Ann’s behaviour and thought processes organizes "The Sleeper”
as it details her perception of a transformation process which turns her mother into an
otherworldly being. Two quatrams envelop the poem connecting the child’s timid
cntrance and departure to the atmosphere. Aware from the moment she enters of the
unu .ual silence and coolness, she creeps in, an action appropnate to cither a church or
tomb. At the end, she leaves as quictly, awestrick at her intimation of death. The
body of the poem, comprising two long sentences, is a series of smooth transitions from
physical to spiritual depiction. The first (11.5-16) desenbes the woman's appearance,
which soon begins to assume otherworldly beauty  ‘The second (Il 17-24) records the
child’s accompanying thought where she attributes supernatural powers to the sleeper
The slight modification of the ballad form underscores the short duration of the event,
the hold sleep has on the woman, as well as ineatnicably binding the child’s actions to
her mother’s sleep. By being presented as a single block stead of separate stanzas,
the mstantancousness of the child’s impressions are suggested.  She thereby comes in
and goes out in the course of a few moments. The only recurrmg rhyme, “creep,”

non

"sleep,” "deep,” "sleep” (Il. 2,4,22,24) with its sustained long vowel slows the pace to
underscore the profoundness of the mother’s sleep and tic the child’s responses to her

mother’s state.
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Although Ann’s actions, perceptions, thoughts, and feelings form the matter of
the poem, she is not the speaker. Instead, it is an adult voice, similar to that of the
dispassionate, omniscient, ballad narrator. The voice is so unobtrusive that the reader
focuses exclusively on the subject being presented, the scrupulous language relaying an
acute perception. "Rapt” (1.6) which refers to the hold sleep has on the woman also
describes the girl's reactions to come; "saturate” (1.24) creates an organic sense of
heaviness in the depiction of the woman's hands. Both words suggest an indwelling of
one world in the other.

By depicting an extremely sensitive girl, “The Sleeper” extends the portrayal of
the child tigure. Not only perceptive of what is around her, Ann, like the boy in "Miss
I.vo,” 15 highly responsive to other people’s state of being and can thereby respect their
nceds without bemng able to analyse the situation. This 15 demonstrated by her
consideration in not wishing to distuib her mother’s sleep. At the same time, she can
distinguish differing qualities in the atmosphere, sensing the other world within this
world.  As seen. Ann is even able to identify two kinds of otherworldliness. On the
one hand, because her mother's face scems transfiguied by sleep, accordingly she
imagmes that her mother has assumed supernatural powers of sight and is aware of her
daughter watching her. On the other hand, since her mother's hands are chillingly
heavy and still, Ann is seized with dread, recognizing the similarity of sleep to death
(Kirkham 115). It is this discovery of the immanence of the other world m this world
that creates the awe m the child

A human sensing the otherworldly within the mundanc is also the basis of “The
Listeners.” There 15 morcover, a subtle if restricted movement between the two
worlds. The most anthologized of all de la Mare’s poems, "The Listeners” 1s for many
people therr sole encounter with his work. It 15 quintessential carly de la Mare, and
features all his trademarks of a moonlit night, a "haunted” house, and a solitary,

questing figure.  (From now on, the horseman replaces the pilgnm as the dominant
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symbol of the Romantic quest.) Simple yet profound, "The Listeners” is provokingly

- suggestive of a wide range of interpretation. On the one hand, therc is a possibility
that the poct is playing with his audience, and there is no serious interpretation to be

found. On the other hand, because it may represent nothing or have profound

symbolic significance, 1t can be seen as a microcosm of the human condition (Perkins

185; Dyson 153).

'Is there anybody there?’ said the Traveller,
Knocking on the moonlit door;
And his horse in the silence champed the grasses
Of the forest’s ferny floor.
And a bird flew up out of the turret,
Above the Traveller's head:
And he smote upon the door again a sccond time;
‘Is therc anybody there?’ he said.
But no one descended to the Traveller,
No head from the leaf-fringed sill
Leaned over and looked into s grey eyes,
Where he stood perplexed and still
But only a host of phantom listeners
That dwelt in the lone house then
Stood listeming in the quict of the moonlight
To that voice from the world of men
Stood thronging the faint moonbeams on the dark stair,
That goes down to the empty hall,
Hearkening in an air stirred and shaken
By the lonely Traveller’s call.
And he felt in his heart their strangencess,
Their stillness answering hus cry,
While his horse moved, cropping the dark turl,
‘Neath the starred and leafy <ky;
For he suddenly smote on the door, cven
L.ouder, and lifted his head:--
"T'ell them I came, and no one answered.,
That I kept my word,’ he said.
Never the least stir made the listeners,
Though every word he spake
[Fell cchomg through the shadowiness of the still house
From the one man left awake,
Ay, they heard his toot upon the stirrup,
And the sound of iron on stone,
And how the silence surged softly backward,
When the plunging hoofs were gone  (CP 126)

The action of the poem, where a person tries without success to gam

&4

admittance to a housc, occurred previously m the brief "In Vain.” Now, the sctting has
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become more claborate and mysterious and the apparent failure to enter a partial
success because the man's sensitivity to the otherworldly inhabitants paradoxically
transforms no audible answer into a suitable resporse. Theit mutual, although
unacknowledged, sensing of one another thereby becomes a reciprocation between
opposing worlds. By making the ultra-sensitive human an adult, connections or the
possibilitics of connection arc established among the adult world, this world, and the
other world.

One striking success in "The Listeners” is the paradoxical transformation of
absence into a disturbing presence.> As mentioncd earlier when discussing “John
Mouldy” and "Mysclf,” de la Mare is fascinated with negative depiction, creating an
cerie impression ol stillness by describing what a tfigure does not do. In this poem the
process s taken one sep farther, for by concrete detail a vivid sensation of
nothingness 1s created, the sensation of the phantom hsteners and the cnveloping
silence being as palpable as that produced by the nowsy, natural world  Accordingly,
the imagery shitts from being mainly visual in the first half of the poem to bemg mainly
auditory and kmesthetic in the second. Initially, the opposing worlds are linked by an
emphasis on motion 1 the verbs and verbals:  a man knocks, a horse champs, a bird
flics, and phantoms throng and then hearken to the human voice. But this unity 1s
undercut by the auditory images which sct up a pattern of contrasts between the sound
of the natural world and the silence of the supernatural. This contrast is stressed by
the natural world continuing to move while the supernatural 1s soon  still.
Yaradonically, at the end, atter the natural world cuts 1its way through the supernatural
slence and stillness and leaves, the hinal sensation s kinesthetic.

Appropriately, the patiern of imagery 1s 1tsell paradoaical.  Ip the third stanza,
a visual image of nothingness 1s drawn, while in the ninth, an auditory impression of
silence s created. This is achieved in stanza three by the repetition of “no one” and

"no head” and by the parallel structure of the clauses which desenbe so clearly and

Camma o
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precisely what is not there that a figure is almost conjured up {Dyson 153). Balance is
lent to the long, second clause by giving equal descriptive time to the posture of the
human and to the non-action of the supernatural. Yet the latter is emphasized by the
repetition of the consonant “f” and assonance of "ca” which slows down the articulation
of the lines. The contrast between the non-beings within and the human without is
reinforced by the "still"/"sill” rhyme.

Repetition again creates the effects of the last stanza. In parallel structure, it
chronologically lists the fragments heard by the listeners as the traveller leaves.
Moving rapidly from a precise account of concrete natural events to intangible, and
thereby by association, supernatural ones, aspects from contrary worlds are placed into
an cqual relation. Agam, the latter 1s stressed by a slowmng of pace, here through the
alliteration of the phrase "sillence surged soltly.”

Another remarkable feature of “I'ne Listeners” is the speaker’s voice which 1s a
modilication ot the detached, 1mconspicuous, omniscicnt, ballad narrator.

Hr

Occasionally in the first volume, as in "The Pedlar” and "The Silver Penny,” thns
persona had become an intrusive figure which had detracted from the poem's unity
This kind of speaker 1s now scverely controlled, "The Sleeper” and "The Keys of
Morning” m The Listeners featuting speakers so unobtrusive that the tocus on the
subject 15 undisturbed. With the title poem this s carried even further, so the persona
becomes an invisible speaker. The ambiguity of the speaker 15 resolved when all the
subtle clues embedded in "The Listeners” are taken mto account  The poem 15 a
dispassionate 1ccord of a past event from the perspective of a spectator.  Ile appears
to possess suprahuian powers smcee he sces and hears the supernatural as casly as the
natural. All these qualitics arc m keeping with the conventional ballad narrator.  But
on cleser inspection, what seems to be ommiscience regarding human fechngs (1.21-22)

is actuclly interpretation. Because stanzas six and seven are a simgle sentence, the

coodinate conjunction “for” at the begmnmg of the seventh (1.25) mdicates that the
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speaker has deduced the previous intuitive exchange from the traveller's actions. The
last two stanzas, again a single sentence, record minutely both the non-action of the
listencrs and the sounds of the traveller. In the final stanza, the speaker’s emphatic
"ay” affirms that the listeners had heard the human. This raises the question of how
the spcaker could affirm this unless he were himself one of the listeners.

Although the speaker never directly associates himself with the listeners, once
the possibility is raised, numerous details reinforce this interpretation. For instance,
the narrator obviously knows the scenc well, for he is able to highlight the surroundings
and cxternal appearance of the house as well as pinpoint the area inside where the
listeners congregate.  This last particular, along with the description of the subtle
change of inner atmosphere, intimates that the speaker’s perspective 1s from within the
house. This ghostly internal perspective agamn suits the previously noted details about
the shift from visual to auditory mmagery since the former could all be observed from
inside. Because the narrator 1s one ol the histeners, he has mamly aural cues to give,
producimg the prease but fragmented imagery of the departing horseman at the end of
the poem.  Appropriately, the only sustamed descriptions are about the listeners in
their context.

Paradoxically, 1f the speaker is one of the listeners, the impression of limited
omniscience 1s eaplamed. As shown, he notes the human’s fechngs because he is
interpreting the man’s behaviour. The absence of emotion in the istencrs themselves
can be seen as chatacterizing them as a group. Ironically, the supernatural appears to
be as restricted as the natural, for just as the horse, bird, and man are confined to the
world outside the door, the phantoms are restricted to the world within, Neither can
cross the threshold between them (Bonnetrot 302).

This limitation of the otherworldly eaplaimns the speaker’'s somewhat naive tone.
Although his diction suggests an adult, he offers no explanation for the listeners, either

who they are, or why they act the way they do. He only provides hints--they are not of
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the "world of men" and they are not "awake.” The former denotes the other world, but
the latter does not state the kind, they could be asleep, dead, or enchanted.
Moreover, the rudeness of the listeners as opposed to the gentlemanly conduct of the
traveller is not explained. The reader is left wondering if they are afraid to answer or
simply unable to. This remains unanswered because the invisible voice is only a
phantom balladeer, he scrves as the "voice” tor the silent world of the listeners but is

not their apologist.

(ii)

Peacock Pie

While The Listeners is dominated by the adult world, continuing themes
introduced in Poems, Peacock Pie, hke Songs of Childhood, is a cclebration of the
child’s world. But the poetic universe as a whole 1s enhanced because the child figures,
while retaining their freedom of movement between this world and the other world, are
yet more firmly grounded in this world by the particularity ot their presentations.
Again, as in the first volume, the ttle indicates thas emphasis, although in an indirect
manner. "Peacock Pie,” a phrase from the famous "The Song of the Mad Prince,”
cchoes with associations from the world of nursery rhymes through the simlarity of its
image to that of the "four and twenty blackbirds / baked 1 a pic” which were set
before the king (Iona and Peter Opic, Dict. Nursery Rhvmes 394). Considering the
traditional connection between these folk rhymes and children, Peacoch Pie emerges as
de la Mare's strongest children’s volume, i which he presents his fullest presentation
of the child figure. Onc poem, "Miss I',"” has even been thought of as a traditional
rhyme.?

A good number of poems are aimed spectfically at children. The famibar
device of the child persona is used 1 over a third of the works; morcover, many deal

with events and concerns in a small child’s life. Some of these eaperiences are
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pleasant while some are not, for instance, playing with a toy soldier ("The Horseman"),
losing a pet dog ("The Bandog"), having problems with schoolwork ("The Dunce”),
visiting the barber ("The Barber's”), dealing with sibling rivalry ("Mima"), and visiting a
grandmother ("The Cupboard”). Some poems in the adult voice have a similar precise
focus and narrow range, as being tired ("Tired Tim"), losing a shoe ("The Lost Shoe”),
or being embarrassed by an unusual name ("Mr. Alacadacca”).

This last poem is an excellent application of child psychology. In a humorous
manner, a childish adult tells about his problem and in doing so illustrates the
insensitivity of pcople to one another, (especially applicable to children when
encountering anyonc a bit different). The name 1s delightfully exaggerated, long and
diffizult to pronounce. By being mainly composed of the first four letters of the
alphabet, except "b,” the child reader can feel clever on discovering Mr.A's error when
he pleads for an abbreviation to be used:

Mr. Aladadacca’s
Long strange name
Always filled his heart
With shame.
'T'd much —-much--rather
Be called,’ said he,
‘Plain "Mr. A"
Or even "Qld B";
What can Alacadacca
Mean to me!’
Nobody answered;
Nobody said
Plain ‘Mr A';
'‘Old B,’ instead.
They merely smiled
At s dismay--
A-L-A-C-A-D-A
C-C-A. (CP 144)
The tanciful name, short lines, repetitions, insistent rhyme, and rollicking rhythm all
would appeal to a child rcader. Perhaps memory of this little picce would provide
comfort in a similar situation.

Simple pocms as this about mundane events elaborate the earlier portrayal of
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the child by providing concrete examples of everyday life. Some depth is added to the
figure, while the emphasis on perception, sensitivity, and imagination is kept. The
figure is morcover grounded in England but without too many period trappings which
would prevent the child reader from identifying with it.

In Peacock Pie the sensitive child is shown responding positively to all living
beings. This communal empathy may be expressed openly as in "Tit for Tat,” where
the child spcaker imagines the hunter's role reversed with that of his prey, or more
covert, as mn "l Can't Abear,” where the child is revolted by the carcasses hanging in a
butcher’s shop. Since de la Mare tends to be more effective when ndirect, the best
poem of this kind is "Alas Alack,” although the child speaker may imtially appear
callous:

Ann, Ann!
Come! quick as you can!
There's a fish that talks
In the frying-pan.
Out of the fat,
As clear as glass,
He put up his mouth
And moaned 'Alas!
Oh, most mournful,
'Alas, alack!
Then turned to his sizzling,
And sank him back (CP 138)

In "Alas, Alack!” a little child is cooking a fish. While flipping it over to brown
on the other side, she personifies 1t, imagining the fish to be able to bemoan its crucel
fate. Significantly, she does not enter her fantasy, for she does not rescue the fish but
leaves 1t to dic alone and defenceless. Instead, unemotionally, she imagines the details
of its actions. This imagined non-involvement on the child's part reveals a cruel
aspect; yet because the girl spontancously personifies the fish, her play reveals an
instinctive  involvement with the creature.  She could only have maginatively

transformed the fish into an actor by identifying with it.

This paradoxical quality of children allows them to be cempathetic and
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detached, kind and cruel, at the same time. In this poem, the negative qualities
characterize a dark curiosity, previously exemplified in "John Mouldy" (Reid 39). The
positive qualitics result from iiving in a "protected” universe (Frye 42). Because the
little girl believes in an innocent, interdependent world, she instinctively empathizes
with the creature. This contradictory feature of what de la Mare calls a child’s
apprehension will be returned to much later in "Dry August Burned” (1938).

Unusually, "Alas, Alack!" resembles a dramatic monologue, for it is a dircct
speech addressed to a silent, specified auditor (Barnet et al 41). The forthright
manner of the child’s speech enables the reader to participate in the event while it is
being related. This monologue reveals the child speaker’s personality, her diction and
presentation together characterizing her as an imaginative little girl. No jarring effects
intrude to break the illusion of a child voice.

Presented as a single stanza to underline the unity of the cvent, the twelve lines
break down into an introduction which makes a gencral statement and a body which
chronologically details the supporting ecvidence. The introductory quatrain serves
several purposes. The insistent "Ann"/"pan"/"can” rhyme emphasizes the scene while
establishing a quick rhythm to match her excited voice. The initial spondees, "Ann,
Ann,” convey a sense of speced and urgency to sct the fast pace of the duple metre,
highlighting the instantancousness of the fish’s act. By using the initial words to set the
speed as m “One, two, / Buckle my shoe,” de la Mare is applying what he calls the
"sprung rhythm of nursery rhymes” (de la Mare, Introduction Nursery Rhymes 11).
The ballad-like rhyme of the body of the poem charts the rising and falling action of
the fish. The "glass”/"alas” rhyme of the middle quatrain marks the fish’s thrust out of
the fat while "alack”/"back” of the last quatrain indicates its fall. In addition, by
internally rhyming the key words, "alas, alack,” they become a capsule of the action
itself.

The child's diction is similarly integrated into her persona. Because the
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imperative mood and colloquial speech set the tone of the poem, the two inversions
(11.5-8;11-12) demanded by the rhyme do not appear forced. Rather, they chart the
shift in emphasis from cooking onto the fish and then back again. The simile in line 6,
where the girl compares the fat to glass and not to water, as might be expected,
reveals her background. It suggests that she has been more exposed to fish in fish
bowls than in ponds or lakes. This, taken in conjunction with the following line,
creates the familiar image of a fish secming to mouth at the viewer through the glass.

"Turned"” is a particularly apt word choice; it implies both returning and flipping
over to the other side, thercby fusing the fish's imagined act with the speaker's actual
cooking. "Sizzling” is just onomatopocic enough to gruesomcly emphasize the fish's
death, while returning the focus to the child. Likewise, the archaic words spoken by
the fish: "alas, alack,” do not detract from the girl's natural tone, for their elevated
cast lends dignity to its dymg. By doing so, the child speaker reveals that she is

t

bookish in nature and likes the romantic, like the little girl in "The Buckle.” Morcover,
by using contrasting language for the fish, the child distinguishes 1t from herself,
perhaps as a protective device. Like the child speaker of "John Mouldy,” when
confronting a manifestation of death, incorporating a borrowed clement into  the
relation can serve as a shield against something ..ot understood.

Typically, the child figure in Peacock Pie is cqually scnsitive to both the natural
and supecrnatural aspects of existence. On the onc hand, a boy befriends a lame old
donkey in "Nicholas Nye,” sensing the animal’s imnate dignity beneath its decrepnt,
nondescript frame. On the other hand, a child scenses the uncanny, believing there 1s a
lonely face pcering out from a haunted house in “I'ic Old Stone «Jouse” or intuiting a
comforting, otherworldly presence under Christmas mistletoe in "Mistletoe.”  The

child’s ability to wonder and ponder about things is brought out. No subject is too

ordinary, as is apparent in "Miss T" where the child speaker marvels about cating:
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It's a very odd thing—
As odd as can be--
That whatever Miss T. eats
Turns mto Miss T.;
Porridge and apples,
Mince, muffins and mutton,
Jam, junket, jumbles--
Not a rap, not a button
It matters; the moment
They're out of her plate,
Though shared by Miss Butcher
And sour Mr. Bate;
Tiny and cheerful,
And neat as can be,
Whatever Miss T. cats
‘Turns into Miss T. (CP 146)

By tracing the speaker’s innocent logic, "Miss T" demonstrates how nothing is taken for
granted in a smail child’s world (Peschman 131). The disappcarance of the same food
into different people represents a magical process, for instead of being changed by
what they cat as the child eapects, the food is incorporated into the pcople. This
continuity, that Miss T. remains the same no matter what she eats, fascinates the child
tor he has stumbled onto the question of identity.

As can be seen, this kind of poem tracing the process of a child's thought
moves  from being @ simple exploration of a topic towards being a profound
cxamination of the nawre of existence (Reid 159-60; Wiley and Orel 381). Of this
impressive group of poems, "Mrs. Earth,” "Hide and Seek,” "Jim Jay,” "All But Blind.”
"Will Lover,” and "Nobody Knows,” the last demonstrates the process by which a child’s
simple question is transformed into a metaphysical exploration. A good way to
appreciate its power and complexity is to compare it to Christina Rosscti’s poem on
the same subject, begining "Who has seen the wind?":

Who has scen the wind?
Nether I nor you;

But when the leaves hang trembling
The wind is passing through.
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Who has seen the wind?
Neither you nor J;

But when the trees bow down their heads
The wind is passing by. (42)

"Nobody Knows"

Often I've heard the Wind sigh
By the ivied orchard wall,

Over the leaves in the dark night,
Breathe a sighing call,

And faint away in the silence,
While I, in my bed,

Wondered, 'twixt dreaming and waking,
What it said.

Nobody knows what the Wind is,
Under the height of the shy,
Where the hosts of the stars keep far away house
And its wave sweeps by--
Tust a great wave of the air,
Tossing the leaves s seq,
And foaming under the caves of the tool
That covers me

And so we Iive under deepr water,
All of us, beasts and men,

And our bodies are buricd down under the sand,
When we go again,

And feave, hke the fishes, our shells,
And float on the Wind and away .

To where, o'er the marvellous tides of the air,

Burns day (P 181)

The Rossetti poem is spoken by an adult voice responding to a small child's
question about the wind  In the de la Mare poem, the question has been mternalized
by the child vho is the narrator, the poem charting the progress of her thought as she
mulls over the mystery of wind by herself.  In neither case 15 an conclusion reached
since the questions are unanswerable. The first poem seems consttamed by its form
and the relation between speaker and audience. Because of the question-answer form
and the teacher/pupil relation 1t signifies, the speaker is resincted to providing

repetiive  visual evidence of the wmnd's path. By contrast, the impossibility ol

answering the question does not constrain the child speaker of “Nobody Knows.” On
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the contrary, when the child exhausts her first tack of examination at the end of the
first stanza, she freely moves onto another approach.

"Nobody Knows” begins with the child describing in concrete detail her nightly
experience of hearing the rise and fall of the wind and wondering about it in her semi-
conscious state. Then, she repeats in her own terms what is generally known about the
wind, passing imperceptibly into her own creative presentation of what the wind is.
The second half of the poem is a conceit in the sense of being an extended metaphor
about the sinilarity of the wind and water. Because the child’s quiet, colloquial voice
is sustamed throughout, the sophisticated device (as well as the occasional archaisms)
do not jar with the persona but appcar as a natural progression.

This extended metaphor unities the wind with the child speaker. In the first
stanza, she precisely locates cach 1 a separate spot: the wind outside, by a wall;
hersell mside, <afely in bed. Only the parallel phrases "in the dark night,” "in the

ilence,” and "in my bed” suggest any relation between the two. In the second and

third stanzas, she deseribes the wind as a wave first washing over her and then
carrying her away. If this were fact, the event would be ternifying as she would be
drowned: on the contrary, however, she pr--nts the sweep and return of the wave as
exhilarating. It s as if it enables her to cast off her old body and float off toward day,
revitahized or reborn - As the poem moves from the concrete to the transcendental, the
focus shifts from the eapressed subject, the wind, briefly onto the speaker herscll, to
end on the human race.

The pattern of imagery underlines the shifts m the child's thought.  Initially,
auditory mmages predominate, except for the locating of the wind and speaker,
significantly m the dark  The sounds made by the wid, animated in a childhike
manner, are reinforced by the assonance of the long "i.” In the remainder of the poen,
visual imagery predominates. The second stanza shifts from the spatial to the kinetic,

the mystery and sweep of the air wave being emphasized by the assonance of the
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various combinations of the letter "0.” The third stanza progresses from stasis to
movement. Appropriately shifting from dark to bright, the nitial alliteration of "b" and

terminal alliteration of "s"

join these opposites together. The wind thereby becomes a
symbol of the diurnal cycle of death and rebirth undergone by all.

Both poems employ the formal base of the abeb quatram. In the brief Rossetti
poem, the rhymes arc used te link the mysterious wind and the child audience together
as a comforting device. In the longer de la Mare poem, the same rhyme scheme is
employed to follow the progression in the poem from separateness to unity, the turning
point being the midpomt of the work where the conceit begins. “Thereby. cach poem s
symmetrical. "Who has scen the wind” 1s formed by two similar halves. the second
being a variation of the first; "Nobody Knows” pivots around its centre. parallehing the
diurnal rotation of might to day. dark to hght, emphasizing the balanced nature ot the
child speaker's speculations.

A group of songs are placed at the end ol Peacock Pre. Hall of them, "The
Song of The Seeret,” "A Song of Enchantment.” "The Song of the Mad Prince.” and
"T'he Song of Inis” continue the trend m "Nobody Knows” to examine prolound
themes. They are not spoken by child higures, however, but by different eapenienced
voices and are m different modes, some seceming personal and others unpersonal.  As
will be seen, far from bemng simple lyrical outpourings as eapedted trom ther ttles,
they are the contrary, composced of obscure images that must be approached obliquely
They are good examples of de la Mard's symbolic mode becanse the stractural
organization does not come from the rhetorical thiust of the speakers’ voices but from
these patterns of mmagery. "The Song of the Mad Prince” is a justly lamous mstance
Consisting of a hst of ambiguous questions, it 1itself s a pussle
Who sad, "Peacock Pie’?

The old King to the sparrow
Who said, "Crops are ripe'?

Rust to the harrow
Who said, "Where sleeps she now?
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Where rests she now her head,
Bathed in eve's loveliness’?
That's what T said.
Who said,’Ay, mum'’s the word'?
Sexton to willow:
Who said, 'Green dusk for dreams,
Moss for a pillow'”
Who said,’All Time's delight
Hath she for nartow bed,
Life's troubled bubble broken'”
That's what I said. (CP 187)

As mentioned above, the pattern of imagery provides the key to this puzzle. If
the mad prince’s questions are set aside for a moment, three short quzzes are left.
The first places Peacock Pie, an old King, and a spartow into a relation which is not
immediately apparent. eacept that as i the nursery rhyme “Sing a Song of Sixpence,”
sparrow pie. Just ke one of singing blackbirds, may not be deemed regal enough for a
kmg's taste  Peacock. a rater and more splendid looking bird, may seem more
appropriate - But as there any other reason beside vanity that impels the king to hope
for pcacock pie? When the symbolic assoaations of the bud are conadered, 1t
becomes dlearer. Because the bird s a Christan symbol for immortality, the king may
be hoping that by cating 1, he wall gam eternal e (de Vnes 360; Cooper 127).

The clements of the second quiz appear to have more of a connection among
them.  If rust 18 understood to be plant discase, 1t scems to be mocking the tool which
helped plant the seeds  Because the rust has destroyed the crops, they will never reach
harvest. 11 the other meanmg of rust v considered, 1t seems that the only evidence of
the passage of time s negative. m the tool’s decomposiion. Both interpretations show
human ctiorts to be frustrated by nature. The components ot the fourth question
appear to be m an even more distined relation, tor the grave-digger is responding with
his own question to that of the symbolic graveside tree (de Vries 500)  Presumably,

keeping quict about what they know refers to the identity of the person buried in the

grave.
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The contrasts in difficulty in answering these questions, which range from being
obscure to serious punning to the relatively obvious, suggests that a rclation cxists
between the two stanzas. It would appear that the second is a clarification of the first.
Chronological movement can also be seen, for the vain hope for immortality by an
aged figure in the hirst question gives way to an image of destruction before matunty in
the sccond, while the the last question concerns burial.  If the second stanza both
clarifies and chronologically completes the first, then the mad prince’s questions can be
approached with the confidence that the same relation eaists among them  Ihs
descriptive questions in the tirst stanza concerning a woman sleeping m the evening
cvokes an image resembling a sleepmg beauty figure. Ihs longer questions m the
sccond stanza, although disguised by therr interrogative mode. are actually answers to
the first set. Lane 12 states that the woman rests her head on moss or pethaps a moss-
covered rock. “Nartow bed,” m hine 14, suggests this "pillow” 15 the grave, the
previous lines specitying that this grave has been dug by the seaton beade a weeping
willow. The prince’s tinal question where he metaphorically calls hife a "troubled
bubble” "broken” by death, gives the hinal answer to his own question.
Just like a pussle or word game, "Peacock Pie” contams numerous masleading
clues while the correct ones are embedded i the teat Structurally, it consists of a
series of parallel questions and answers  This seems to suggest that the components
have a correspondingly logical relatonship which s not the case (Perkins 187)
Morcover. there 16 no series of analogies being established sinee the relation between
the king and the sparrow is not the same as that between the tust and harrow, and so
on. Yet the sccond part of cach pair 1s hnked by rhyme. This rhyme s sustaned
throughout the poem, hinking these quizzes and the mad prinee’s questions together.
"sparrow,” "harrow,” "willow,” and "pillow”. These four rhyme words reproduce the
chronological movement outlimed above  The first two, the (smging) sparrow and the

tool for covering sceds, concern hife, while the last two, the (weeping) willow (implymg,
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mourning as well as the graveside) and pillow, concern eternal sleep or death.
Ironically, the very way in which a harrow works resembles the act of burying
someone, thereby connecting the two stanzas together. The link between the old king
and (young) dead woman is also romc. Whiie he is vainly trying to gain immortality
by hoping to ecat magical tood, she has become free of time the only possible way,
through death.

The pussle of who the mad prince and the dead female are still remains
unsolved It 1s generally accepted that the speaker is Hamlet and the girl is Ophelia, a
provocative interpretation, although I do not believe it necessary to find counterparts in
Hamlet for ¢very hgure m the poem.* An casier and more likely source nught be the
Hamlet inspired works 1 Poerns, but only "Hamlet” itself proves usctul. A< mentioned
m chapter two, the similanty of imagery describmg Hamlet and his dilemma as “the
toubled son of man.” “en I'mme’s dark waters m unearthly trouble” (CP 60) and the
water mage i the hinal question of the present poem is striking, suggesting that 1t may
be a re-working of the cather figne. This "troubled bubble” image at the same time
recalls the water mmagery 10 “Shadow” (1906), where bubbles with their delicate
reflections similatly represent the transience of lite and the cternity ol death.

The torcefulness of the speaker of "The Song of the Mad Prince,” despite his
derivative ongin, demonstrates the sophistication m charactenzation achieved i the
volume. Instcad of desanbing a figure from a distance, the character is drawn
performing a typical behaviour. Here, because of his mad state, the prinee’s speech s
bizarre, s fragmented images and associational logie demandmg deciphering in order
to be understood. Yet this speech 1s self-revealing. The puszle game format and the
allusion to the nursery rhyme world suggest a child figure, but lus griet over a beloved's
death which has presumably tnggered his madness, 15 a tragic, adult predicament.
Accordmgly, the form can be mterpreted as a defence, as the prince reverts to a

tamiliar, child’s vehicle to eapress his horror. The mad prince is thereby a paradoxical
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figure poised between two worlds, innocent but expcrienced, childlike but an adult, an
extension of the child figure. Similarly, the poisc of the poem results from a
juxtaposition of opposing qualities, playfulness with seriousness, nursery rhyme with
mad song (Perkins 187-88).

As has been seen, The Listeners and Peacock Pie build on the base of the first
two volumes. They reiterate that de la Mare’s major concerns arc neither with an
unpopulated umiverse, nor as the key poems from Songs of Childhood and Poeins
might mdicate, an egocentric existence.  Now, the figures tend to be presented with
others, living in a definite (1f uneapressed) relation to nature, other people, and the
supernatural.  Both child and adult tigures are rounded out by an cmphasis on
opposing aspects. In terms of the four-wotld poctic unverse, the apparent dichotomy
of the first two volumes is broken. There the chald s depicted as bemng able to move
ficely between this world and the other wotld but the adult 1s shown being restnicted to
this world. Now both child and adult are potentially able to grapple with the
otherworldly dimension, “The Listeners” demonstrating how an adult can achieve a
kind of communication with the supernatural. Paradoxically, the mundane aspects ol
the child world are stressed at the same time as the dnld's aoute pereeptive and
imagmative sensivity 15 eatended  ‘The child is thereby made more behievable and
lifchke. Tor instance, m "Alas, Alack!” a small child 15 doing the cookmg, thereby
bemg tirmly grounded in cvery-day hifc at the same time as she v imagmatively
transforming the event.

Both the child and adult figures are further vitalized by then bemng
charactenized only by essential features. This mercase mn particulanty and selective
power, along with the clarifying of tocus and <hift to symbohe imagery as the primary
design. marks these volumes as mature. Indeed, Peacoch Pie's pohished perfection with
respect to this techmque used with the child hgure can be seen as the end of a phase,

for the cluld image disappears as a central symbol i the poetry  In the neat volumes,
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Motley (1918) and The Veil (1921), the emphasis shifts exclusively onto the adult.
Considering the circumstances of World War 1, it seems as if its horrors had
overwhelmed ac la Mare's belief in the power of innocence. Instead, contrast to the
disillusioned adult figure is provided by the traditional type of the fool. Like the mad
prince he is childlike, and his cryptic, "mad” uttcrances must be similarly deciphered

through the images.
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Chapter 4: End of the First Period: Motley (1918), Poemns (1901-1918),
Story and Rhyme (1921), The Veil (1921) and Down-Adown-Derry (1922)

As World War I drew to a close, de la Mare resumed work on his poetry,
collecting previous works in Poems (1901-1918) and composing new poems which
appeared in Motley (1918) and The Veil (1921).1 Te also produced editions ol his
works ostensibly for children, Story and Rhyme (1921), which 1s a collection of prose
fiction and poems, and Down-Adown-Derry (1922), a collection of "tany” poems  Both
contain a few new pocms but they do not appreciably extend the presentation of the
child world. "The ILattle Creature” n this latter volume should be noted. however,
since 1ts perversion of a happy, active, assertive child mto a helpless victim of evil can
be scen as symbolizing de la Mare's perspective on mnocencee in a war-torn world.
Apart from these mstances, the child figure disappears tor a long penod from his
poetry.~

By eacludmg the child world but eaploring the adult figure v relation to both
this world and the other world, the pocetic universe ol the major volumes, Motley and
The Veil, 1s thereby a contracted version of that in The Listeners. "They articulate the
perspective of the limited adult trying to come to terms with eaistence and scarching
for a way to alleviate temporarily his painful 1solation. Then prevaithing style s the
dense symbolic techmque perfected in The Listeners, the pattern of imagery providing
the controlling design and capable of overriding the logic of the grammatical structure.
But, at the same time, in The Ve, signs of stram m this method are begmning to
become noticeable. For these reasons, Motley and The Verll mark the end of de la
Mare's first period

Motley contains a key exception to the focus on the typical adult, this being the
figure of the fool in the title poem and in “The Fool's Song.” e remains childhike in
his adult years, rctaimng the key delamarcan child charactenstics of a clear

perception, powerful imagination, and a spontancous empathy with all living things.?
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This positive character is, however, flawed by insanity, as if the stress of war had
overcome the power of innocence to cause this mental reversal. The fool is an ironic
figure through whose voice de la Mare can freely and indirectly convey his disgust of
the War without fear of being labelled unpatriotic.* Because it is indirect, "Motley” is
more successful than the other war poems in the volume, "Happy England” and "The
Marionettes,” but by using a persona encountered by most readers in Shakespeare,
Motley is put into an unfavourable comparison with Touchstone and the Fool in King
Lear. Unlike the mad prince in Peacock Pie, "Motley” docs not evoke associations
with any play; rather, he 1s a generalized, traditional figure of divine madness
(Welsford 75, 243). And as we have scen previously, de la Mare tends to be weaker
when dealing with generalities.

The poem begins with the fool gathering around him an audience of personified
abstractions of death, innocence, love, and pity. This specilied audience is formed of
an unhkely mix of opposites, but the unspecified audience, although clearly different, is
more ambiguous. In the course of the poem, it becomes apparent that mankind, the
subject of the work, 15 also the ultimate audience. Thereby, de la Mare intends to jolt
the reader with the realization that the "hideous listener” Motley fears will
mdiscnmmately spread his "dark” "secrets” 1s not death but ourselves. By describing
death as lacking sense organs, (“no cars hath”) Motley suggests that it does not possess
the means to imtiate or implement mass destruction but is only mankind’s gruesome
agent.

"Motley” delines mnocence and evil in de la Marce’s universe by contrasting men
at war with the higure of the fool. Motley's visionary song portrays the soldiers in the
trenches; these men are cffectively depersonalized by the diction since they are
referred to as the bodies they will become:

They are all at war!--

Yes, yes, their bodies go
'Neath burning sun and icy star
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To chaunted songs of woe,

Dragging cold cannon through a mire
Of rain and blood and spouting fire,
The new moon glinting hard on eyes
Wide with insanities! (CP 208)

The stark contrast of the tactile and visual images: hot, cold, day, and night suggest by
compression both the duration and inhumanity of war, since the soldicrs drag their
bodies througk. the mud the same way they do the cannon. Nevertheless, by attempting
to clevate this picturc through generalized terms and archaic language, any graphic
impact is blurred.
Somewhat more cifective 1s Motley's detailed description of madness which 1s

an attempt to explain why humanity is behaving in such a barbarous way:

Nay, but a dream 1 had

Of a world all mad

Not simple happy mad like me,

Who am mad hke an empty scene

Of water and willow tree,

Where the wind hath been;

But that foul Satan-mad,

Who rots in his own head,

And counts the dead,

Not honest one--and two--

But for the ghosts they were,

Brave, faithful, true,

When, head n arr,

In I-arth’s clear green and bluc

Feaven they did sharce

With beauty who bade them there .. (CP 209)
The pattern of contrast established when the audience was divided into two camps now
becomes the organizing principle as the fool sets his kind of innocent madness against
the Satan-madness of war. The fool’s own madness, which he hikens to a tranquil
pastoral scene, is simple in the medieval sense of being pure or undivisible; Satan-
madness is a putrid hic-in-death eaistence populated with ghosts. These are not just

phantoms but the essence of the soldicers, their breath or spirit (Iall 148). The bitter

irony is that men idealistically go to war to have their souls become the trophies of
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Satan (Bonnerot 135).5 "Motley” thereby establishes a disquieting parallelism between
humanity and Satan, for when at war, we act with perverted insanity, twisting our
abstract ideals and qualities of bravery, faithfulness, and truth into an obscene
counting game that we cannot win.

As mentioned, the primary focus in Motley is on ordnary, experienced man, a
typical poem featuring an adult ratent not only on exploring the nature of life on earth
but also gaining access to the other world. Sometimes, this double striving makes him
fecl he is living n "an endless war ‘twixt contrarieties” ("Vain Questionings”). Other
times, when in a happier, more confident mood, he can dimly sense that the interplay
between opposing tendencics enables him to have a fuller appreciation of life.6 The
speaker of "Music” believes this when he listens to music, for music transforms this
world into the other world. The first stanza reads:

When music sounds, gone is the carth I know,

And all her lovely things even lovelier grow;

Her flowers m vision flame, her forest trees

Lift burdened branches, stilled with ecstasies. (CP 199)
Specifically, the listener can mentally detach himself from everyday life, temporarily
achieving unity with his pre-existent soul: "When music sounds, all that I was I am /
Lre to this haunt of brooding dust I came.”” These transporting moods enable man to
experience natural beauty as it 15, and not dwell, as is customary, on its transitory
aspect (as m the beautiful "Linnet” or the dedicatory "Fare Well”)8

To express this situation, the exile becomes the dominant image for the adult in
Motley and many poems arc expressions of this perspective. Because he is capable of
sclf-analysis, the adult realizes that his spiritual situation is paradoxical: he is both a
prisoncr and an exile. He s a prisoner m the platonic sense of his soul being caged by
the body ("I'he Cage”), but he is an exile because his soul is prevented by this heavy,
mundanc body from returning home (“The Flight”). Moreover, he understands that this

personal situation is a microcosm of mankind’s relation to the universe, as expressed in




$4

“wzr

74
the last stanza of "Nocturne”:
Lost in heaven'’s vague, the stars burn softly through
The world’s dark latticings, we prisoned stray
‘Within its lovely labyrinth, and know
Mute seraphs guard the way
Even from silence unto speech, from love
To that seif’s self it still is dreaming of. (CP 201)
Appropriately, the fullest and most powerful expression of this theme occurs in
"The Exile:"
I am that Adam who, with Snake for guest,
Hid anguished eyes upon Eve's piteous breast.
I am that Adam who, with broken wings,
Fled from the Scraph’s brazen trumpetings.
Betrayed and fugiuve, I still must roam
A world where sin, and beauty, whisper of Home.
Oh, from wide circuit, shall at length I sec
Pure daybreak lighten agam on Lden's trece?
Loosed from remorse and hope and love's distress,
Enrobe me again in my lost nakedness?
No more with worldless gricf a loved onc gricve,
But to Ieaven’s nothingness re-welcome Iive? (CP 201)
When sct against the brief "Exile” in The Listeners, analysced in chapter three, the
sophistication and self-conscious awareness of the speaker of "The Exile” becomes
apparcnt. Both poems recount the same expulsion myth, but within different contexts,
the former using generalized terms while the latter is specifically Biblical. Unlike the
mnmature speaker of the first poem, Adam accepts responsibility for his fall, for
instcad of vaguely blaming the gods, he recapitulates the expulsion clearly and
succinctly. Nor, unlike the other figure, does he accept his fate passively. Rather than
allowing memory to make him miserable, he trics not to dwell on the past or on his
present condition but imaginatively projects himself forward to a time when he will be
able to retricve his lost innocence. By expressing this position and by showing loving

forgiveness for his partner, Adam demonstrates that he has achieved a measure of

wisdom. His realization that he must wait for God's grace to re-enter Eden indicates
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additional knowlec_ . Even the balanced form in which his speech is presented
suggests that although he may never regain paradise, the symmetrical beauty of the
expression of his hope can serve as a sustaining force in itself.

The clean formal opposition of the sestet adds dignity to Adam's speech, the
lirst stanza chronologically presenting his account of a "paradise lost,” while the second

"

stanza similarly describes a hypothetical "paradise regained.” The verbal shifts
emphasize this contrast. The statement of fact in the first stanza is presented in
natural order to parallel Adam's active role in the fall. The speculations are in
mverted order appropriate to the interrogative mode, but they also indicate his inability
to free himself from his conflicting emotions. Only God, the unnamed doer, can
perform this.

While the speaker of “The Fxile" is the biblical Adam, he is also modern man,
as the switch to the present tense at the end of the first stanza indicates: "Betrayed and
lugitive, T stll must roam / A world where sin, and beauty, whisper of Home.” This
double identification is reinforced by his modern diction and sophisticated manner of
talking which addresses a contemporary reader at an equal level. At the same time,
Adam's speech reveals his own personality, for he uses language with a full awareness
ol its denotative and connotative aspects. For eaample, by deseribing Lve as
"prteous,” he refers to both her crucial act of succumbing to the snake and her need for
pity. By calling the angel’s trumpetings "brazen,” ironically he suggests not only the
mstrument’s harsh sound, but also, by transferring the adjective onto the angel, implics
he detects impudence on its part. Adam theieby reveals his imperfections, for he still
resents the harsh way they were expelled.

Adam's speech also mdicates a tendency to meaphysical wit. As seen above,
he plays with the vatious levels of meanings of words, turning description into symbols.
Appropriately, this occurs more in the second stanza where he 1s imagming a return

home. In the undressing and dressing images, he uses paradox to suggest a physical
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taking-off of worldly, experienced feclings, so he 1is left covered only by original,
simple innocence (Bonnerot 411-412). When this paradoxical state has been achieved
by God’s grace (for in Heaven there are no opposites, just unity), Adam will be able to
stand with God and greet his beloved.

Adam's depiction of their current slate. however, 1y provocative and
ambiguous. While the version in Complete Poems 1s based on the Collected Poems ol
1942, the first cdition of the poem reads "wordless grief " (31). Both teims signify
different aspects of de la Mare's thought.  While the first version, "wordless,” ties m
with his behef that deep emotions or profound thoughts defy veibal eapression, the
revised "worldless” encapsulates both the state of exile and the retuin. Paradoxically,
Adam and Live will continue to belong to no woild. Liven it they do achieve a retuin
"home” 1t will not be to their former Fden but to a Formless heaven, o "nothmgness”
Both versions are effective. the origmal 1s a poignant expression cmphasizing the
distress of the eailes, the revision is more mteresting intellectually, showing the eatent
of Adam’s awarcness that their hypothetical return would be to an altered eastence

As can be scen, "The Eaile” expands de la Mare's ticatment of humamty.
Formerly, the focus had been on a sohtary being, now 1t shitts to man m conjunction
with another, usually his beloved.  Indeed, the lover as the other mam mage for
experienced man m Motley. This figure is significant because 1t presents the main way
the waking adult can break through his hmited existence as a soltary wanderer and
achieve a new umty with someone else. Unfortunately, m a number of these pocms, de
la Mare reverts to his carlier tendencey to imtate literary styles, here, that of the
J-lizabethan and Mectaphysical love poems  In "Alonce,” for mstence, the conventions
of Elizabethan love song are used, for in a nonce stanza form the lover complains that
his world has died because his beloved is absent. Or the lover may use the conventions
of a Petrarchan lover, speaking ol a "sceeret world” of two ("Moonlight”).  As Richard

Smith notes, in "Life,” a Donne-like phrase, “Fove's infidel” is used (96).
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Fortunately, this derivative tendency is undercut by the more positive one
toward a more naturalized, modern tone and diction. This has been scen in "The
Exile,” where moderr language couches an ancient myth.  Simlarly, in "The
Unchanging,” simple, direct language is placed in an unusual relation to create an
exquntte love poem:

Afta the songless rose of evenng,
Night quiet, dark, still,

In nodding cavalcade advancing
Starred the deep hill:

You, in the valley standimg,
In vour quet wonder took

A that glamour, peace, and mystery
In one grave look

Beauty hid vour naked body .
Tme dreamed movour bright hair,

In vour cyves the consteflations
Burned tar and tar (€ 77 Z01-02)

“Ihe Unchangimg” can be seen as an answer to the questions posed m "The
Faaale” about when Adam and Fve will be re-welcomed home By coming immedhately
after the previous poem and by wsing the same unusual detaill of nakedness, tt scems
plausible that the speaker 1s Adam and the subjeet, addressee. and audience 1s Tve.
"T'he Unchanging” captuies the moment ol quiet after making fove when the couple is
"enrohed” only in their nakedness. Paradoacally. their seaunal relation enables them to
know cternal love, to fleetingly capture absolute peace and unity  'This possibility of
recapturing prmal mnocence s also suggested by the terms used to depiet the woman
looking at the mght: “quiet wonder” and a "grave look.” these phrases usually being
1eserved to deseribe the mnocent apprehension of children.’

Ol course, "T'he Unchangmg” can just as well be spoken by any man to his lover
when ther love-making has inomentanly ttansformed the woman mnto an incarnation of
beauty. Because the quiet, gentle tone of the poem s atsclf a caress, the speaker does

not have to addiess the woman as beloved  Moreover, though the past tense indicates

this moment of transformation has passed, by presenting the nude woman in the
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context of the nocturnal cycle, the repeatability of the state is implied. This provides
hope for mankind that although love-making 1s transient, love itself can be continuous.

All the components ot the pocm work together to create a unitied unpression.
Just as the speaker transforms his mortal lover into a timeless symbol, the magery,
structure, and versification fuse contranies together, defying logic, perspective, time,
and space  The poem begins with an evocative desciiption ol approachmg mght, the
orening metaphor "songless rose” eapressing both the colour of the sunscet and the
fleeting beauty of the world." "Noddmg cavaleade advancing.” n hine 3, moves beyond
conventional symbols to suggest by compression three ideas at once  the gradual
coming out of the stars, the dignified movement ol a procession ol horses, and the
action ot falling ofl asleep (Kirkham 118). In the neat Iimes, the mmagery ceases to be
hiterally descriptive as 1tas depreting physical impossibilities THow can nmight <tar o nll,
and would the woman not be completely dwarfed by the valley? In the tust, the
conteat establishes that "lill” stands for the "sky” o1 the cternal heavens, therctore, just
as lull and valley are oppostes, valley must represent carth or mortal existence as
the biblical sense "valicy of the <hadow of death” (R Smith 98). The second statement
1 not so mmediately clea

The second half of the poem joms the small, concrete, mortal woman with the
immense, abstract, and timeless. The speaker revivifies the traditonal, fantastic
comparnsons that the lover makes about his beloved through the enginahty of has
eapression. " Took / All that glamour, peace, and mystery /7 In one grave Jlook” (11.6-8)
encompasses both the active idea of "captured” or takimg possession of and "took m” 1n
the passive sense of being the recerver of sense impressions  The parallel stiucture of
the preposiional phrases, all begmng with "in)” suggests plural mmterpretations of the
ambiguous minth line "Beauty hid your naked body " Tust as m the previous lines, the
woman has absoibed the “glamouwr, peace, and mystery” of the mght; here, she is

connected with the idea of "Beauty,” but instead of taking this abstract into hersclf, she
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is protected by it. Yet at the same time, the parallel statements also imply "hid in":
that she similarly contains the abstract idea within herself (Kirkham 118). If this is so,
then the other fantastic qualitics could also be possessed by her, as time sleeping in her
hair.  Ultimatcly, she thereby comes to embody the beauty and far-off mystery of the
constellations.

The form and versitication continue to play with contraries, creating and then
resolving tension mto a perlect balance or poise. Presented as o twelve-line stansa,
the poem 1s broken by punctuation into three main thoughts. This tripartite structure 1s
remforced by the groupmg of three tetrameter lines followed by a trimeter, although
mterlockig thyme prevents the poem's fracture by joimng the first and second and
sceond and thud quatramns together  ‘This unifying foree is enhanced by the repeated
parallel structure and by the sustaaned cuphony of the teaturce.

“The Unchangmg” exemphiies the height of de la Marc's symbolic mode. It is a
sell-contained poctic umverse - that it re-delines the symbohe assouations of ts
terms, and lollows the Togic ol the accumulation of imagery rather than the syntax.
Morcover, ity porse seems cffortless, achieved by a marrying of contraries or
identification of oppostes m both small and large aspects (Kirkham 115, 119, 122). At
the same tme. the smooth transition from hteral to symbolic account, whereby the
scene and the woman appear to be at once actual and representational, and the more
ordinary dicion suggest new stylistic directions in de la Marc's poetry.  Similarly, the
focus has moved  Although poems featuring the lantastic for 1its own sake will
occastonally appear. the emphasis has shifted permanently onto humanity and the

woild we inhabat.

(1)
The Veil

In contrast to the exiled figure in Motley, who could sull imagine a return to
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paradise and even approximate the state under certain conditions, as making love or
listening to music, in The Veil, the exile has lost any freedom of movement beyond this
world. The former four-world poetic umverse has thereby shrivelled to two. The adult
figures exist in bleak, isolated circumstances; music now only brings powerful, pamful
memories of lost love, and hope ol an otherworldly counterpart now seems to be an
illusion ("Music,” The Monologue”). Sleep, m mnocence a visionary state and later a
welcome release, now cludes him. In "Gallias,” tor nstance, the eaperienced but
unwise exiled speaker asks the futile question of how he wiil 1ecogmze sleep betore 1t
has come. But if sleep does come and the exile dreams, he is only batfled by hs
aborted visit to the other world ("The Unhinished Dream”). Because of this severely
contracted universe and the bleakness in the perspective of the eapenenced hgure, The
Vel forms an apt conclusion to de Ta Mare's catly period
Among these eaperienced higures mentioned above, the poet begins to emerge
as a central focus, although m the negative light of a blocked writer. Many times these
presentations have an urgent, personalized stant, as if de Ta Mare s sharing his own
feelmgs and worries  The finst two poems of the volume, "The Imp Withi" and "The
Old Angler,” set the tone. The former dramatizes an uneven relationship between the
poet and his dacmon, for the otherworldly voice that spealis the poem, mstead of
providing mspiration, cruelly mocks the poct about his creative stenlity and his futile
attempts to wite. "The Old Angler” 15 an allegory about an even bleaker predicament,
tor when the old fisherman 1y fooled by the Natad into letting her go free, he s ledt,
"insensate, even of hope forsook” with the sound of "mocking, 1wy, mhuman” laughter
cchomg i his cars (CP 228)
This new theme of loss of visionury power s claborated m different ways. In
“The Familiar,” the pocet and s dacmon are conlmed to contrasting worlds or levels of
existence, thick clouds and ramn squalls preventing any cffective  communication

between them (CP 250). "Awake” 1s the fullest articulation of the poct’s dilemma and
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is from the perspective of the carth-bound figure. Despite its archaisms, it powerfully
describes the speaker’s desperation about his condition:

Why hath the rose faded and fallen, yet these cyes have not seen?

Why hath the bard sung shnill m the tree—-and this mind deaf

and cold?
Why have the rains of summer vesled her flowers with their sheen
And this black heart untold?

Here is calm Autumn now, the woodlands quake,

And, where thas splendour of death lics under the tread,

The spectre of frost will stalk, and a alence make,

And snow's white shroud be spread

O self! O selt’ Wake from thy common sleep!

Fling off the destroyer’s et He hath blinded and bound thee.

In nakedness sit, prerce thy stagnation, and weep;

Or corrupt m thy grav e--all Heaven around thee. (CP 240)
After two rather pedestrian stanzas, the poct-speaker rouses lumsclf to make a stinging
self-appraisal. By labelling his state "common sleep,” he ascribes his inner lethargy,
which has shut out not only sensory impressions but also emotional reactions, to his
conventional, habitualized way of responding to nature. Feehng trapped i a death-in-
e state, he hkewise believes himselt cut off from the natural regenciative ceycle. Tle
realizes that ultimately his torpor will lead to death.

‘The violence with which the speaker utters his self-ultimatun conveys the
urgency of his plight. e believes that somehow he has to cut thiough his doak of
lethargy to his naked sell i order to feel anything fully again - e also s atrad that if
he cannot achieve this complete purging, he will 1ot "Corrupt” 1s an apt compiession,
conveymg several wdeas at oncer the phyacal putictacuon ol @ body, the mental
decomposttion of perceptive power, and tinally the concomitant loss of poctic ability.

By ordenng himselt to sit “m nakedness,” the speaker 18 trying to regam full use
of his senses, emotions, and talent  This apphication ot the tetm differs from that n

Motley m that 1t now hav a narrower meanmg. Previously, primal mnocence was

achicved through seaual fove; now; 1t is solely a mental state. In all instances 1t 1s the
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antithesis of corruption, signifying purity, simplicity, and vitality, attributes earlier
identificd with childhood.

When de la Mare moves away from this new personalized approach to attempt
impersonal, "realistic” topics, his bleakness of view and loss of poctic confidence cause
several complete fatlures. "In the Dock,” "The Suicide,” and "Drugged” all deal with
social issues, the first and third displaying a shocking lack of sensvity ! The title
poem, "The Vell,” 15 equally dreadful for different reasons  Considermg the bleakness
of the volume as a whole, the ttle scems to be a platonie eapression of what has
happenced to de la Mare's poetic gift, and indeed 1s stated elsewhere m the volume by
the same image, whereby the poet higure 1s separated from his source of mspiration by
"Stygiran veils of log” ("Fog”, CP 242). Conttariwise, the poem itsclt s a thippant httle
prece about a woman weanng a veded hat Itis tnivial, but cven worse, it s ponderous
with a forced tirtatiousness  Its mappropriateness and its defeating ol expedtations i
this crude way tends to reduce the reader’s sympathy for the poet-figme’s phight which
de la Mare so pamfully, and sometimes unsuccesstully, desenbes elsewhere.

A third kind of fallure stems from this loss of poctic confidence and fear ol
blockage. Poctry of statement. which had begun to creep into Motley m “ Fhe Vacant
Day,” where the speaker’s futile wish for God's presence undercuts any power caused
by the descriptive details, now becomes mote prominent. "A Riddle,” for example,
features a sclt-conscious speaker trapped within the arguing coils of his thought, but he
tries to resolve this by setthing for a simple. tite solutton. "The device of answernng one
unanswerable question with another, sinmlaly destroys the specihiaty ot the natural
description. Untortrnately, when de la Mare trres to assume the uncongenial role of a
philosopher, he only appears simphsue and hacknoyed (R Smith 104, 106-07)

Despite these  problems. The Vel also ealubits positive tendencies. As
mentioned, a new personalized stance 1s begmning to emerge, a brave position, for the

self-portrait is not at all flattermg  (For more of this type of poem see "The
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Catechism,” "Soto Voce,” "Futility,” and “The Wanderer.”) Perhaps as a result of these
sobering sclf-asscssments, a new poise, distanced, ironic, but yet compassionate, is

beginning to appear. "Hospital” is a good example of this kind of poem-1?

Welcome! Later! This is the Inn at the Cross Roads,

Sign of the Rising Sun, of the World's End:

Ay, O Wanderer, footsore, weary, forsaken,
Knock, and we will open unto thee—-Iriend

Gloomy our stairs of stone, obscure the portal;
Burdened the air with a breath from the further shore;
Yetm our courtyard plavs an mviable fountain,

I'ver flowers untading nod at the door.

Ours 1s much company, and vet none 1s lonely,

Some with o snitle may pay and some with a agh,

So all be healed, restored. contented--it 18 no matlter,

So all be happs at heart to bid good-bye

But know, our dlocks are the world's, Night's wings are leaden,

Pam languudh sports with the Lours, have courage, air!

We wake but 1o bring thee slumber. our drow sy syrups

Sleep bevond dieams on the weary will confer

Gihosts may be ours, but gaze thou not o closely

I'f haply in clull of the dark thou rouse to see

One silent ol foot, hooded, and hollow of visage,

Pause, with scoret eves, to peer out at thee.

IHe s the Ancient Tapster of this Tostel,

T'o him at length even we all kevs must resign,

And if he bedhon, Stanger, thou too must follow--

[ ove and all peace be thine (P 237)

Because "Hospital” shares features of both the carly symbolic style as well as
the later conversational method, it may be viewed as a "Cross Roads” m de la Mare's
carcer.  Morcover, 1t s an effective eaperiment m combinmng  strams - clsewhere
deployed with only partial success. 1t evokes the medieval period by using an
allegorical seting and  addiessing an "cveryman” pilgnm figure. The poem is a
diramatic monologue by a "Hospital” wotker to everyone who comes by, but instead of

revealmg himscelt, the speaker remamns as anonymous as the listener. The focus

remains on the place itself. The poem defines hospital in a new way by conflating both
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ancient and modern meanings of the term, thereby, both an inn or hostel where
travellers stay and a place for sick people to receive care. Its location at the "Cross
Roads” and its allegorical sign of the "Rising Sun, of the World's End” suggest it 1s on
the border between this world and the other world, hife and death.1?

The speaker begins by focusing on the otherworldly aspects of the inn. In
stanza two, he mentions 1its fnghtemng or negative quahties, for it 15 dark, gloomy, and
smells of dcath. This 15 balanced by a description of the cternal flowers and invisible
fountain outsi’~ in the courtyard. It appears then, that as an n or hostel it combines
the contrary charactenistics of the other world, for it can be cither ternifying or
peacctul.  Yet the mn s also a temporal hospital where the patient must endure the
slow passing of time when sutfering {from pam and be wakened only to be given
sleeping medicine. But these "drowsy syrups” have ambiguous qualities, the patient
may attain a deep, dreamless sleep, but this sleep may also be death.

The conventional characterization of Death in the last two quatrains of the
poem receives a shight twist m the tinal stanza. By persomfymg 1t as the "Ancient
Tapster” ot barkeeper/owner of the mn, the original meaning of hospital s
cmphasized. By miomming the “wanderer” that Death takes all (room)  keys
indiscriminately, the audience 1s expanded to include the speaker and the icader. This
image of Death as the holder of keys recalls that m "The Keys of Mormng” (1912),
where a child sces death in a shadow holding two golden keys m his hand.  These
images in turn recall the Biblical idea of the keys of death bemg the means to enter the
Kingdom of Heaven (Fulghum 142). This allusion thereby einforces the depiction
earlicr m the poem of a gloomy inside leading to a protected courtyard outside, where
the fnightening intenor s only a passage to paradise.

The formal features of "Hospital” are all integrated toward its total effect. ‘The
persona 1s mamtained with apparent effortlessness, the numerous archaisms and

poeticisms remforcing the period atmosphere. ven the mversions, which sometimes
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appear habitual clsewhere in the volume, here add an archaic-sounding verisimilitude
to the speaker's voice. These features of the diction, along with the figurative
language, suit the poem's allegorical nature, placing it in an early time, when travellers
set out on foot on pilgrimages, and in no time, the reader being included in the
"everyman” wanderer to whom the poem 1s addressed.

The speaker 1s formally polite to his potential customer/patient.  He keeps his
distance yet olfers advice m a friendly spirit, even stopping his monologue when
necessary to 1cassure the nervous listener and including himself at the end of the
speech. This tmal reduction of  distance between the speaker and auadience 1s
appropriate to the tradwional presentation of death as the "great leveller,” but also
charactenizes the speaker as a sympathetic individual.

On the frontier of thns world and the other world, hife and death, temporal and
cternal existence, "Tospital” Tocates in a physical landscape one of de la Maie's most
enduring themes. ! The tigure of the weary wanderer recalls carly narrative poems like
"Lhe Pidgrim” (1902) and "The Journey” (1912) where the clemental war between
mnocence  and cvil s bemng continually waged. The presentation here 15 more
sophisticated, mstead of a loose narrative a more compressed dramatic form suggests,
not states, ats hterary allinities. At the same time, "Hospital” points forward to later
works. The charactenvzation of the speaker as an ordinary man will be used n later
conversational poems with allegorical tendencies where de la Mare identitics himsell
with the speahker. The narrative thread will completely disappear, but the symbols will
have a personalized allegorical slant to them. (For instance, see the "the Two
Gardens” and "The Burning-Glass” 1945, the latter analysed n chapter six.) The
compassionate but detached perspective of the speaker forecasts the evolution of a
more ordinary-sounding voice, m “Hospital” the quict tone bemg enhanced by the
longer, more conversational lme length EExploting the play between opposing

tendencies within the controlling image similarly prefigares the dynamic balance
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between contrary worlds which will be 2 feature of the mature poetry.

Although "Hospital” is in many ways a "Cross Roads” between the early and
late styles, the symbolic mode has not disappeared, "Goodbye,” "A Sign,” and
"Maerchen” all being good cxamples of this dense image-organized technique.
"Maerchen” is cspecially noteworthy because it triamphantly defeats sceveral weak
tendencies. De la Mare's new heightened  sclf-consciousness, mainly seen in its
debilitating aspects in The Veil, is here transtormed into a dazzling mstrument of play.
Like "The Song of the Mad Prince,” it is a riddle-game. Just as with the carlier poem,
a range of possible interpretations may or may not exist, ranging from the serious and
profound to the silly and amusing (Perkins 182).  But unhke the former poem,
"Macrchen” does not recall a particular literary work; it rather points gencrally toward
a hterary world. the folk tale world with 1ts lighter burden ol associations and
suggestions.  Although no speatic tale 1 implied, this normally devitalizing aspect 1y
also transformed into an assct. Unlike "T'he Sleeping Beauty” n Songs of Childhood,
(discussed in chapter two), which 18 sinply a remote picture-book illustration,
"Macrchen” evokes the mysterious essence ol the folk-world:

Soundless the moth-flit, crisp the death-wateh tek,
Crazed in her shaken arbour bird did sing,
Slow wreathed the grease adown from soot-clogged wick:
The Cat looked long and soltly at the King.
Mousc frished and scampered, leapt, gnawed, squeaked;
Small at the window looped cowled bat a-wing,
The dim-lit rafters with the might-nust recked:
The Cat looked long and softly at the King
O wondrous tobe enstarred, m mght dyed deep
O air scarce-stirred with the Court’s far junketing.
O stagnant Royalty--A-swoon” Asleep?
The Cat looked long and softly at the King  (CP 251)
Appropriately, "Macrchen” ¢onjuies up the world of fairy tales, but the

relationship between the speaker and this realm s ambiguous. At the beginning of the

poem, he scems aloof from the scene, but in the last stanza he formally addresses
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rhetorical questions to the king, eliminating the distance between himself and his
subject. The question then arises of whom this voice belongs to: is he an overly-
involved reader trying to enter the fairy tale world, or is he part of the scene itself?

The imagery forms a pattern of opposition and contrast, intense, overladen
images of mortality in the first two stanzas being set against a suggestion of eternity in
the last (Kirkham 119). Natural imagery dominates over the artificial, each type being
powerfully evoked by a single sensuous detail, be it visual, auditory, olfactory, or
tactile. Each particular is juxtaposed with the next to form an alternating pattern of
motion and sound being contrasted with stillness and quiet. This accumulation in the
first two stanzas is overpowering and disturbing, so overdone that the suspicion arises
that 1t is deliberately so, the "creepiness” enjoyable and to be relished for its own sake
(Kirkham 120).

Morcover, the emphasis on certain of the natural 1mages raiscs questions about
the speaker’s perspective. Why do a bird, mouse, and bat all warrant a full line of
description each? Morcover, why do they lack definite articles, unlike the moth or
death-watch beectle, as if they were being named? The refrain contains the solution to
this puzzle. At first it appears to be only partly related to the body of the work, the
presence of the king explaining the setting. But the presence of the cat is not obvious,

nor is the clevation of both words by capitals. It scems then, that the common adage
about ordinary pcople versus royalty is unconnected, joined primarily by the "logic” of
the rhyme. As will be seen, on the contrary, the refrain is actually a powerful unifying
force.

In opposition to the imagery m the body of "Maerchen,” the cat and king are
always still and quict. The mortality images of the first part of the poem suggest onc
sct of interpretations, raising the possibility that the king is either asleep or dead. Is

the cat thereby the murderer or is it just about to spring? Indeed, the shift in syntax

from primarily inverted order to natural order in the last stanza could reinforce this
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horrific interpretation, the gradual unwinding suggesting the movement of the cat.
Moreover, if this line of speculation is followed, how can the final stanza be
understood? Because the king's robe blends into the night sky, is he a symbol for the
god of night, even God himself? Does the cat thereby represent the ordinary mortal,
and does this murderous act have any political or religious overtones? It is apparent
that these ever-cxpanding symbolic interpretations ultimately become ludicrous. !

Remembering fairy tales and common lore will stop this tendency. In this
world, cats are of great benefit to all mankind. Although not "macrchen,” in that they
are not of German origin, scveral common folk tales like "Puss m Boots” and "Dick
Wittington” feature magical cats who help their masters improve ther lot m life. 10 1
the spcaker of this poem is identified with such a cat, all the cver-eapanding
convolutions of interpretation will collapse, and the unusual emphasis on the natural
images and the overladen atmosphere will be explained. If the poem is read as beng
from the cat's perspective, it is only expected that his natural piey--birds, mice, and
bats—-be given special emphasis. This magical cat may be able to peiform heroic feats
for his owner, while always keeping a protective cye on him, but he 1s still an animal
with acute senses and instincets. Because he 1s an animal, he is theretore mnocent of
man’s ways, so hc wonders about the trappings and behaviour ol royalty, accounting
for what Kirkham calls the "breathless yearning” ol the apostrophes (120). Similaily,
this innocent interpretation resolves certain nagging  problems with  the diction,
"Junketing” and "stagnant’ in the third stanza, which arc incongraous m a scrious
mterpretation, now become appropiiate to the voice of a detached and articulate feline
balladeer.

If this interpretation is followed, and the poem seen as bemg hom the
perspective of such a cat, 1t cffectively evokes the heightened, simplistic world of the
fairy tale, although 1t may be a bit overblown and unsophisticated for adult tastes. It

scems that such a soplisticated reader has been deliberately tooled in "Macrchen,” for

amynd
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he has been given a false set of clues to explore, so he ultimately makes an absurd
interpretation. By implication, an innocent reader would not have noticed these but
taken the poem at face —alue and come directly to the same interpretation that the
experienced one must acquire circuitously.

This self-conscious usc of diction, the self-awarcness of the simple refrain, and
the imitative quality of the metre in the opening line all indicate an amused awareness
by the poct of the overladen cffects he is presenting (Kirkham 120). Indeced, this self-
reflexive aspect of the technique makes it a subtle commentary on the f{airy tale scene
it presents. By exploiting a sclf-awarencss of his craft to the degree that he can
manipulate a reader’s interpretations, de la Mare shows he is able to turn around the
negative tide of his self-consciousness. By directing it toward an innocent world, he
provides himself with a possible means to extricate himself from the coils of his
warring thoughts and feelings and perhaps once again crecate an cxpansive poctic
universe.

Accordingly, the next phase of the poetry, The Fleeting (1933) and Memory
(1938), will explore various ways to rcconnect with childhood innocence and with the
spontancous imaginative activity associated with it.  The contrast between the two
ways of reading "Macrchen,” whereby the sophisticated reader must labour to discover
a straightforward interpretation, now symbolizes two irreconcilable approaches to life

!

in dc la Marc's sclf-pitying times, as expressed in “In a Library.” But fortunately these
regressive, sclf-indulgent moments are rore.  Rather, he becomes progressively more
interested in the paradoxical means by which an experienced, alert, and sclf-aware
adult can lecarn from childhood and children how to mature cven morc. While he is
doing so, de la Mare is also experimenting with new vehicles of expression to replace

the intense symbolic mode. The poems of this transitional period are the result of

these honest and sometimes profound self-cxplorations.
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Chapter §: Transitional Period: Poems for Children (1930),
The Fleeting(1933), Poems 1919-1934 (1935), and Memory (1938).

Between the publication of The Veil (1921) and The Fleeting (1933), de la Mare
published only miscellancous pocms, with the exception of an experiment in combining
short stories and poctry in Ding Dong Bell (1924) and in composing nonsense verse in
Stuff and Nonsense (1927). For the most part, he was turning his attention to other
facets of his literary carcer, especially the short stories and nonfiction. In the 1930s he
returncd to his poctry, in addition to all his other activities as an cstcemed man of
letters. e produced collected editions of his previous works containing a few new
poems cach, Poems for Children (1930) and Poems 1919-1934 (1935), but the major
volumes of the period are The Fleeting (1933) and Memory (1938). They mark a
transitional phase in the poetry because they result from de la Mare's search for an
cffective medium to replace the symbolic mode that he now felt uncomfortable with.
As a result, these volumes contain extremes of form, some very long narrative or
essayistic picces and some extremely brief descriptive works, and exhibit a tendency to
talk about cxpericnce instead of re-creating it (Kirkham 124; R. Smith 319). Despite
these problems, both volimes provide a clear record of how an unemotional, self-
aware, experiviiced adult can again expand his universe beyond this world and regain
access to spontancous maginative activity by reforging a link with lost childhood
innocence. Sometimes this prcoccupation frees de la Mare from the tendency to
overwrite, so he can assume a more natural-sounding persona.

The emphasis on an intellectual and spiritual quest forces the adult figure in
The Fleeting to maturc beyond the presentation in Motley and The Veil. Although he
still exists solely in a state of "wild banishment” (“The Visionary”), he no longer blames
anyone else, as did Adam in “The Exile,” or makes frantic ullimatums about his state,

"

as did the speaker of "Awzke.” He is still occasionally self-pitying, dwelling on his
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situation somewhat. DBut he is clearly beginning to learn from his experiences,
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questioning his selfish actions ("The Captive”), taking responsibility for his behaviour,

and realizing that he has the ability to determine whether his life will be positive or

SR

negative ("Self to Self”). By starting to take control of his own life, the adult figure
gains the ability to look more objectively at himself and to reali.z that anxicty is a
neurosis which saps all his energy, preventing him from regaining harmony with nature
("Dreams").

Because the adult is more accepting of his condition and thercforc less
egocentric, he can now turn to other aspects of life. Nature becomes a release from
selfhood, as the adult contemplates the "universal innocence” of the sky ("The

1]

Fleeting"), trics to understand and share the essence of a flower ("The Snowdrop”), or
cnjoys the beauty of nature in all its aspects ("“The Spark”) Usually it 1s the tiny and
j ordinary, not the gigantic and unusual, that draws the figure’s attention. The better
pocms capturc the cssence of the microcosm in a few, brief strokes, as in the
conclusion to "A Robin:”

Changeling and solitary,

Secret and sharp and small,

IFlits he from tree to tree,
Calling on all. (CP 318)

Just as frequently as he is found alone in nature, the adult is placed with other
people, not just closc family members but friends (as in "Io K.M.") and strangers
("The Railway Station”). The gaze remains outward as in the nature poems, the sclf
being considered only 1n context with them. A new maturity is apparent from the
speaker’s perspective, for he does not smugly judge the other people or compare
himself to them but simply observes and reflects.  As a result, the adult can once again
pursue quiet, solitary means to re-cnter the other world as dreaming and being with

children. The detachment with which these avenues are explored in the poems
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. suggests that de la Mare has a theoretical as well as personal interest in these subjects.
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Indeed, he considered these two to be the major means of access to the other world,
composing in this period two critical anthologies, Farly One Morning (1935) about
children and Behold, This Dreamer (1939) about the imagination

Unfortunately, there is a sharp discrepancy between those poems written in a
child voice as opposed to those with a child as subject. Two examples of the former,
"Peeping Tom"” and “T'om's Angel,” have 2 new laboured quality to the speaker’s voices
that makes them sound precious. It is as if the self-consciousness that crippled
numerous pocms in The Veil prevents a complete assumption of the child mask. In
"Peeping Tom" the sexual innuendo of the title 1s inappropriate and distasteful since
the speaker is clearly a small child, even though the opening line "I was therc--by the
curtains” does suggest an unhealthy, vicarious intcraction with life. Rather, the poem
concerns the recurring theme of an innocent child watching a manifestation of death
and not understanding it.

Those poems about children filtered through an adult perspective, "A Slum
Child,” "Lucy,” "A Young Girl,” and ."The Glance,” all have more natural sounding
spcakers.  "A Young Girl" presents an adult and child together, the speaker
highlighting their contrast:

I scarch in vain your chiidlike face to sce

The thoughts that hide behind the words you say;
I hear them singing, but close-shut from me
Dream the enchanted woods through which they stray.
Cheek, lip, and brow--I glance from each to each,
And watch that light-winged Mercury, your hand;
And sometimes when brief silence falls on speech
I scem your hidden self to understand.

Mine a dark fate. Behind his iron bars

The captive broods, with car and heart a-strain
For jangle of key, for glimpse of moon or stars,
Grey shaft of daylight, sighing of the rain.

Life built these wails Past all my dull surmise
Must burn the inward innocence of your eyes. (CP 306)

Unlike the earlier pompous sonnet imitations in Poems (1906), in "A Young
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Girl” the tendencies to archaic or poetic language and grammatical inversion are
P guag g

brought under control. They are no longer used for picturesque effects, but serve
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distinct functions within the poem. The first becomes a means to characterize the
speaker. Because he becomes slightly emotional when he talks about the girl, he
makes a hyperbole about the speed with which she gesticulates when talking, calling
her hand a "light-winged Mercury.” Similarly, he gets carricd away when he talks
about his own state, poctically sccing, himself as a captive "a-strain” against bars.
Inversion is used for contrast. In the octave about the child, the main clauses arc in
natural order, inversions being used for cmphasis in the dependent clauses to suggest

the separateness of her world from the speaker’s. In the sestet on the adult, the main

clauses are inverted, their tortuousness causing a slowing of clocution to reflect his
plight.

The poem indicates a mastering of the sonnet by the unobtrusive way the formal
constraints are exploited, so the overall impression 1s of immediate, unplanncd thought
(Fussell 30, 120, 128). Throughout, medial caesutas and enjambment loosen the flow

of the lines to infuse an informal movement within the strict shape. In the hirst stanza,

the unpredictable placement of the caesura approximates the pattern of speech, while
the flowing movement parallels the freedom of the child’s imaginative world. In the
sccond stanza, the predictability of the medial cacsura chops up the Iine, making them
even more laborious to read, reproducing the action of the prisoner. The structural
imbalance between the octave and sestet reflects the relative importance of the two
subjects, the final couplet forcing the slightly self-indulgent speaker to return to the
main topic of the child. In this way, the speaker incorporates the sonnet's formal
constraints into his thought process, ultimately using the rigours of the shape as a sclt-
corrcctive for his emotional speech.

To undecrscore the opposing worlds of the child and adult, contrast is the

I controlling design, as platonic images of free/captive and light/dark arc used to
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describe their respective states. These express key beliefs of de la Mare about the
nature of childhood and the limitations of speech, as well as providing an unflattering
portrait of the adult speaker.! In the octave, the conventional depiction of childhood
freedom is turned into an account of the adult’s frustrations in trying to understand the
child’s talk. Because she inhabits an innocent world which he can no longer enter, her
speech paradoxically seems to hide, not reveal, her true self. The adult hears only the
sounds of her werds but cannot interpret them. Conversely, he feels that he comes
closest to understanding her when she is silent and he can use his intuition.2 Successful
silent communion between equals has been seen in "The Unchanging,” (analysed in
chapter four), but now the impossible effort of bridging the gap between an innocent
child and experienced adult is being drawn. Like the adult speaker of "The Snowdrop”
who vainly attempts to share the consciousness of a flower, this too must fail, but the
supreme cffort by the speaker momentarily takes him out of his self-preoccupation.

In the sestet, the adult describes his life, elaborating the platonic image of the
captive at some length, to present a depressed, stressful, futile eaistence of sensory
deprivation-- the opposite of the child’s. The speaker’s relatively claborate detail
mdhcates his self-pity. Furthermore, by providing specific images of his own existence
but using only gencralizations about the child’s, he reveals the extent of his
cgocentricity. At the same time, the rather insipid conventional generalizations
referring to the child illustrate his forthcoming point about bemg restricted to "dull
surmise” about the child world.

The stringencies of the sonnet form force the speaker to leave his itemizing of
his impoverished existence to provide a summary of both figures at the end of the
poem. This is composed of two statements. The first 1s a generalization that balances
the one opening the sestet. "Life built these walls” thereby parallels syntactically, by
thc medial full stops, "Mine a dark fate,” their succinctness and terseness

unemotionally expressing man’s condition. More importantly, the latter indicates an
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acceptance of the limitations of adult life. Moreover, because these statements
envelop the self-pitying interval, they somewhat contain it, reducing its effect. The
second part of the couplet is more stringent as the necessary brevity forces an
encapsulated contrast between the two figures. The pun on “dull” sets off the private
vitalism of childhood which cannot be encroached upon by speculating adults. By
ending with a dynamic image of the child alone, without reference to himself, the
speaker suggests that the forced intcllectualization demanded by the sonnet form has
proved self-corrective.

"Dreams,” which concludes The Ileeting, is the stylistic opposite of "A Young

Girl." It is the most sustained of a group of experiments n very long poems which
occur at the end of the volume, the other two, "leresy” and "The Owl,” using dramatic
and narrative forms respectively. It expresses key beliefs but in a somewhat rambling,
digressive manner better suited to prose. Nevertheless, the hinal stanzas express these
convictions in different ways. "Dreams” stresses the cqual importance of the two
alternate worlds of this world and the other world, as in "A Young Girl” locating the
latter within the human bemg:  "I'wo worlds have we, without; with.an.”  Although
dichotomous, the components of these worlds, the senses, emotions, and spirit must
work together in harmony to create an integrated self. The recurrning platome image of
the imprisoncd "timeless selt” likewise appears. The knowledge 1t sceks is not the
dichotomous knowledge of good and evil, but rather the umiying, puritying power of
divine love, the pocm suggesting that the drcam state may enable man to gain this
wisdom. The final stanza states what was only implicd in the image of the burning
eyces of the child in "A Young Girl:”

When then in memory I look back

To childhood’s visioned hours I sce

What now my amiious soul doth lack

Is energy in peace to be
At onc with naturc's mystery:... (CP353)
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Although less powerful an cxpression, the pushing of the idea of the difference
between child and adult to a logical conclusion indicates a new maturity in de la
Mare's thought. The phrases combine Wordsworthian platonism with psychological
insight, for by pinpointing the difference between anxious movement and peaceful
energy, they reveal a subtle understanding of modern neurosis. The speaker’s
detached, analytical perspective indicates a new posture for the adult which likewise
forecasts a new poise. In the stronger poems from this point on, this detached, almost
clinical objectivity will be maintained whether the subject is personal or impersonal.

A group of different stylistic cxperiments arc situated at the beginning of The
Fleeting. These are attempts to extend the range of topics to encompass the tough and
realistic, but fortunately, the callous perspective of "Drugged” and "In the Dock” from
The Vel arc not repeated. They either concern death or criticize the Grundyism of
middle-class society. (the latter theme first appearing in "Mrs. Grundy” in Motley).
Typically, the poems tend to be stronger when indirecet, although in "Episodes” the
clhpticism is carnied so far that the relation between the stanzas is quite unclear. Two
poems covertly expressing both themes are the most striking ot the group: "The
FFeckless Dmner Party” and "In the Garden.”

The first particularizes and moderizes the Vanity Fair theme, and is for the
most part an clfertive, savage mdictment of society life. The bulk of the work 1s
carried by scraps of overheaid frivolous conversation among the guests. It begins as
follows:

'Who arc we waiting for?” "Soup burnt?'...'Light-/
'Only the tiniest party. --Us!

'‘Darling' Divine!” "Ten minutes late--'

'‘And my digest--" 'I'm ravenous!
"Toomes"?--'"Oh, he's new.” 'Looks crazed, T guess.’
"Married”"-- Again! ‘Well; more or less!

‘Dinner is served!” ""Dinner is served”!’
'Is served? 'Is served.” 'Ah, yes.’
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Appropriate to its allegorical rature, the characters are types rather than individuals:
Blanche Ogleton, Dr. Mallus, Delia Seck. Halfway through, what was supposed to be

a dinner procession is revealed to be a descent into Hell:

"This way?'...

'No, sir; straight on, please.’ 'T'd have vowed!--

I came the other..."’ It's queer; I'm, sure...’

'What frightful pictures!” ‘Fiends!" "The crowd!’
'‘Such nudes!” ‘1 can't endure...’

'Yes, there they go.” Heavens! Are we right?’
'Follow up closer! "Prout”?--sand-bhind!’

"This endiess ..” "Who's turned down the hight?’
'Keep calm! They're close behind.

'Oh! Dr Mallus, what dismal stairs!”
' hate these old Victor..." 'Dry rot!
‘Darker and darker” 'Tog! "The air's .
'Scarce breathable! ‘1lellY "What?' .. .

!

‘Sir Nathan!” At 'l say! Toomes' Prout”
'Where? "Where?' ' Qur silks and fine array”. .
She’s mad."’ I'm dymmg" "Oh, Let me our"

'‘My God* We've Tost our wayV... (CP 281-82)

'

Unfortunately, the dramatic impact of these cleverly constructed  conversational
fragments is undercut by the conclusion. As if beset by insecurity with this elliptical
form, de la Mare does not leave the poem at the cffective climax with the guests
rcalizing their fate, but appends a descriptive, explanatory stanza in the narrative
voice of an observer.

"In the Garden” by contrast, is completely unified. A far gentler mdictment ol
middle-class life, 1t 1s spoken by once of the participants, his diction suggesting that he
is the minister of the group. The account of this polite parish gathering appears
superficial but for the symbolic associations.  On the one hand, the poem is a period
vignette of genteel, Iinglish country life, on the other, 1t presents the elemental battle

between man and nature, life and death:




A mild parochial talk was ours;

The air of afternoon was sweet

With burthen of the sun-parched flowers;
His fiery beams in fury beat

From out the O of space, and made,
Wherever leaves his glarc let through,
Circlets of bnlhance in the shade

Of his unfathomable blue.

Old Dr. Salmon sat pensive and grey,

And Archie's tongue was never still,

While dear Miss Arbuthnot fanned away
The stress of walking up the hill

And little Bertha?--how bony a cheek!

How ghast an eye! Poor mite. . That pause--
When not even tactful tongues could speak!...
The drowsy Cat pushed out her claws.

A bland, unvexing talk was ours--

Sharing that geatle gilded cage--

Manners and morals its two brief hours
Proffered alike to youth and age.

Why break so pleasing a truce?--forfend!
Why on such sweetness and light intrude?
Why bid the child, 'Cough, "Ah!"' -- and end
Our complasance; her solitude? (CP 275)

The tension between the surface and symbolic levels indicates the title is ironic,
for man's feeble attempt to create an artificial paradise through socicty is undercut by
the powerful cruelty of nature (Kirkham 129). One world 1s set off against the other.
In the lirst stanza, a combination of tactile, olfactory, and visual imagery etch the
fragile socictal oasis being encroached upon by the fiery rays of the sun, the sun forcing
its way through the protective foliage of the trees to cast circular impressions of itself
on the ground. The bright sun and vivid blue sky arc contrasted with the colourlessness
of the humans in the second stanza: the grey Di. Salmon and the child with her
unnatural pallor.3 For its part, the cat’s actions of lazily pushing out its claws suggests
the hidden power and potential destructiveness of amoral nature. The human group is
thereby encroached upon {rom two fronts, from without, by the sun, and from within,
by the pet.

In the third and final stanza, the specaker returns to and comments upon the
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"parochial talk.” By describing it as a "gentle gilded cage” full of "sweetness and light,”
he makes a pun out of the word. On the literal level he is referring to parish business,
but the platonic image and cchoing of Victorian idealism suggest that he is also using
the term to describe the unacknowledged limitations of humanity. "Truce” thereby,
while referring to the conventional opposition between old and young, also describes
the eternal war betwecen mankind and nature. The return creates a cyclic form, thus
reinforcing and echoing the repeated circles of the first stanza respecting the sun.
Again, two levels of interpretation are suggested: the closed world of parish society,
but also the battle formation of a small group desperately warding off a superior
cnemy. Ironically, as noted, the circles made by nature symbolize s ctermty and
perfection, throwing the limited, flawed society of man mto crucl reliel.

In the final four lines of the poem, the narrator turns to plead ditectly with an
unspecified audience. Who is being questioned 1s tantalizingly ambiguous. At first 1t
scems that the speaker is addressing mankind, specifically the members of the group
who fecl impelled to destroy the fragile equanimity between the young and old. ‘Then,
it seems that the rcader is being addressed, the shift of tense from the past to present
drawing us into the poem as fellow adult intruders on the child.  Yet the archaie
"forfend,” although not completely out of character for the precise but perhaps shghtly
fussy speaker, remains puzzling. Whom is he trying to ward oft? Could 1t be God in
his destructive natural manifestation as death? ‘This would account for the archaism as
well as for the ambiguous pronouns in the first stanza where, belore any noun has been
specified, the possessive personal pronoun "his” appears three times. As these can be
assumed to be deliberate since the speaker is necessarily an cducated man, an all-
encompassing noun is needed of which the sun and sky are aspects: nature. Moreover,
that this is naturc in its cruel aspect is indicated by the detail ot the dying flowers in
line 3. That they are described Liblically as "burthen” suggests that they arc an oracle

of doom. Similarly, the "unfathomable” blue gains power to imply man’s limited
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knowledge of all that lies beyond his narrow sphere.

If the spcaker is the minister making an afternoon social visit, his final
statements are ironic. He alone of the group has a fuller awareness of man's
limitations as well as appreciating the absurdity of participating in "manners and
morals” in two hours. As mentioned, his diction and torm of address to the beyond
suggest that he is speaking to God, nature and death being simply manifestations of his
mcomprehensible power. Rather than being blasphemous though, the minister's
pleading questions are poignant. Although privileged in that he has a more complete
understanding of the situation, he is just as powerless as any other person to change
anything, making the inevitable acceptance more difficult.

The persona of "In the Garden” forecasts that of later works as he is an
intelhgent, self-aware individual who spcaks in a low-keyed, conversational manner.
This kind of speaker appears ordinary but retains a keen sensitivity both to external
stimuli and to the emotional atmosphere, qualitics formerly associated with cluldren.
A shift in de la N are’s attitude is thereby indicated toward the experienced figure.
‘The adult can now be . positive force; although forced to accept life as it is, he has the
self-awareness to understand the complexity ol existence and the courage to assert
himself. Additionally, the incorporation of symbolic thought into a straight-forward,
conversational frame is a characteristic of the late style. The realistic surface can be

casily related to, but it is imbued throughout with symbolic overtones.

(i1)

Memory

Memory continues several major trends begun in The [leeting. The mature
adult figures which dominate the volume by their voices and perspectives are
completely normalized. Often the speaker seems closce to de la Mare himself: an older

man, a poet, studying aspects of the world around that interest him and reflecting on
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them. When the speaker considers himself as a poetic subject, he does so with the
detachment age brings, and rarely does self-pity mtrude on his thought.

As indicated by the title, Memory is less concerned with observed lifc than with
recalled life. But this apparently backward-looking focus does not seen regressive to
the speaker. Rather, he considers it to be an inward looking gaze, the direction and
solitary nature of its activity being natural features of old age. Memory is considered
to be a selective preservation process of images and emotions:

"Twill keep enshrined the tinicest flics—-

Instants of childhood, fresh as when

My virgin sensc perceived them then--

Daisy, or rainbow, a look, a kiss,

As safe as if Eternity's;

And can, with probe as keen, restore

Some fear, or woe, when [ was four. (CP 373)
But ultimately its highlighting improves its subject, in retrospect the “flowers” being
“ev'n fairer to the eye / Than those of actuality.” (CP 375) Mcemory is thereby scen as
morc than an intellectual recollection, or a bringing back into one’s thoughts, for it uses
inward focusing sense organs in its rc-creations, the Wordsworthian "inward eye” and
an inward car ("The Last Chapter,” "Solitudc”).? These inner organs are understood in
relation to the outer scnse organs. ‘They complement one another; the latter are
delicately responsive but limit=d to perceiving stimuli: "Delicate, subtle senses, instant
fleet!-- / But oh, how near the verge at which they fail!” ‘The former can detect silent
and emotional communication: "Nimbler than air-borne music, heart may call / A
specechless message to the inward ear” (CP 367)

This romantic labelling of the structures of the mner world 15 offset by a
psychologically oriented interest in consciousness which 1s less personal than in the
previous volume. Whercas "Self to Self,” in The Fleeting, cxplores the power of the

self to forge cither a positive or negative cxistence, "Evening,” in Memory, presents a

depersonalized view, the interest lying in the reclation between the world and our
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perception of it:

For space

Than time itself’s no less confined:

Its only being is what has place

At pin-point moment in the mind. (CP 371)
The transitoriness of existence is now noted, but not dwelled upon. Rather, the
interest lics in the paradox of the mental image, at once fragile but all-powerful, and
on the interdependence of contrary worlds, the immense without and the minute within.
As scen, this objective interest causes some prosiness, but generally the standard is
higher than in The Fleeting (Kirkham 124). Becausc the garrulousness is better
controlled, the ideas arc given a more compressed expression, causing segments of
poems to stand alone by their precision of phrasing.

Onc reason this poetry of statement is stronger may be that de la Mare has
temporarily given up cxperimenting with long poems, perhaps as a self-corrective
cxercise working with the opposite extreme. Unfortunately, although the short pocm
was congenial to his former symbolic mode, now many scem contrived. The images
arc no longer dense interconnected patterns, as in “The Song of the Mad Prince” and
"The Unchanging,” but random lists forced together by the formal constramts, as in
"The Daisy” and "An Abandoned Church.” As Richard Smith notes, “all the pressure
to give [the poem] meaning, to visualize what it only hints at, is on the reader” (315).
For example, in "An Abandoned Church,” a landscape scene is squeezed into five
lines, overcrowding the tiny frame:

Roofless and eyeless, weed-sodden, dank, old, cold--
Fickly the sunset glimmered through the rain,
Gilded the gravestones--faded out again;
A storm-cock shrilled its aeon-old refrain,
Lambs bleated from their fold. (CP 370)

It is obvious that a chiaroscuro effect of glowing and fading light on the ruin is being

attempted. Unfortunately, the structure overwhelms the tiny form, creating a dizzying
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effect.

Fortunately not all the short poems are unbalanced. In "Clavichord” and
"Sallie’s Musical Box,” the tinyness of the form is perfectly suited to the small, fragile
objects being presented. Both concern music, which, as expressed earlier in "Music”
(1918), has the potential power to transport the listencr out of himself and cxpericnce

the transformation of the mundane into the extraordinary. The poems are as follows:

"Clavichord”
Hearken! Tiny, clear, discrete:
The listener within deems solely his,
A music so remote and sweet

it all but lovely as silence is. (CP 375)

"Sallic’s Musical Box"

Once 1t made music, tiny, frail, yet sweet--

Bead-note of bird where earth and cifland meet.

Now its thin tinkling stirs no more, since she

Whose toy it was, has gone; and taken the key. (CP 382)
Unlike "The Abandoned Church,” these poems attempt to capture only the essential
feature of their subjects, herc the interrelated depiction of the quality of the sound that
these objects produced and the speaker’s response to it. This is lightly sketched in, the
formal constraints clarifying the narrow range of emphasis.

"Clavichord” combines the rccurring notion of man possessing inner scnsory
organs (“the listener within”) which paradoxically can interpret silence, with an
attempted unification of opposites. Elsewhere in the volume, in "The Chernty I'rees”
for example, white blossoms on a trec arc mentally turned into an opposite image,
snow-filled boughs, for the viewer's double dclight in the contrast. In the present
poem, music is compared to its inverse, silence, as if in epitome a thing can only be
compared to its contrary.

"Sallie’s Musical Box" indirectly returns to the old theme of childhood, the

qualities of the toy's music cvoking both the little girl herself and the state of
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childhood, when this world and the other world are equally accessible. By describing
the music box’s sounds as being on the frontier between these contraries, it is suggested
that the music itself also provides the entry point. The bald statement in the second
half of the poem about the child having left suggests the plight of the adult. He is
doubly bereft; in addition to no longer having the child's company, he also has no
means to play the toy’s music. The slight work gains power by its unexpressed
emotion, the caesuras of the last line causing a jerky movement suggesting grief that
balance ironically against thosc of the first line, where the tiny, discrete adjectives
describe and imitate the pattern of the musical notes.

In Memory, thankfully, perhaps because of the predominance of a more natural
sounding persona, de la Mare does not feel obliged to use the child voice to explore
the significance of childhood. Instead, it forms the subject in a number of pocms,
where the carlier symbolic associations of mnocence, spontaneity, and clarity of
perspective are further modified. Sometimes an intimate voice is used, like that of a
grand)father watching a sleeping child ("A Child Sleep”), but only rarely docs the
speaker indulge in sclf-pity, regretting the loss of childhood powers (“In A Library”).
Usually, some distance is maintained betwcen the speaker and his child subject,
reflecting the detached perspective. "Dry August Burned” and "A Sunday” demonstrate
two different means of achieving such a viewpoint. "Dry August Burned” is an
impartial account by an anonymous observer of a little girl's exposure to bloodshed and
death:

Dry August burned. A harvest hare
Limp on the kitchen table lay,

Its fur blood-blubbered, eyes astare,
While a small child that stood necar by
Wept out her heart to see it there.
Sharp came the clop of hoofs, the clang
Of dangling chain, voices that rang.
Out like a leveret she ran,

To feast her glistening bird-clear eyes
On a tcam of field artillery,
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Gay, to manoeuvres, thudding by.
Spur and gun and limber plate
Flashed in the sun. Alert, elate,
Noble horses, foam at lip,
Harness, stirrup, holster, whip,
She watched the sun-tanned soldiery,
Till dust-white hedge had hidden away--
Its din mto a rumour thinned--
The laughing, jolting, wild array:
And then--the wonder and tumult gone--
Stood mibbling a green leaf, alone,
Her dark eyes, dreaming....She turned, and ran,
Elf-like, into the house again.
The hare had vamshed...."Mother,” she said,
Her tear-stained cheek now flushed with red,
'Please, may I go and sec 1t skinned? (CP 365)

Despite the speaker’s poctical expression, (he uscs archaisms, pocticisms, and
figurative speech), his detailed account of the child’s behaviour is so detached that it
approaches the clinical. The poem shows the depth of psychological insight that de la
Mare could bring to lus study of children. Because he believes, provided it 15 daytime,
curiosity reigns over all emotions, a child could be repelled but fascinated by something
at the samc time (Early 262; McCrosson 65).° In "Dry August Burned” ths
understanding of the child’s response is necessarily presented chronologically.  She
thercby abruptly and apparcntly with no motivation switches from empathizing totally
with the dead hare to being consumed with a bloodthirsty excitement at the prospect of
seeing it skinned.

The poem is more than a poctical expression of psychological insight, howevet,
for it can also be interpreted as exploring the child’s response to wild life outside the
protection of her house and garden (Kirkham 126). As mentioned, the poem traces
chronologically the process whereby the girl's contradictory emotions take place by
showing her responses to diffcrent types of wild life. Although presented as two
quatrains, syntactically the long sccond quatrain breaks into two, a long central section

about the artillery outside and a short scction about the aftermath when the child

returns indoors. These final five lines of the poem balance the five-line stanza opening
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the poem since they express the contradictory responses to the hare. The final lines
are thereby an inverston of the first; originally, the bleeding carcass caused her
empathetic outburst, at the end, the body has been removed, but the child wants to see
more of the butchery process.

This opposition suggests that the key to the child’s behaviour may lie in the
central section about the artillery, implying that by watching them she becomes
disassociated from the animal. In doing so, the speaker, through his figurative speech,
first links the girl with the hare and then separates them. Lines 6-11 introduce the
horses and soldiers and describe the child’s reaction to them. Appropriately, they are
heard before they are seen; the strident sounds of the metal hooves and bridles arc
emphasized by the alliteration of “cl” and consonance of "g” as well as the
"clang”/"rang” rhyme. In describing her immediate curious response, the speaker
compares the child to a young hare herself, implying not only her flect-footedness, but
also her vulnerability, the latter being slyly suggested by the commonplace expression
of feasting onc’s eyes on something. While the child watches the progress, she is
comparcd to another wild creature, a bird.

Lines 12-19 give a precise visual account of the artillery at close range as they
ride past the child. They are identificd with the sun, their gear shines, and the men
themselves are sun-tanned. The horses arc being pushed to a wild excitement since
they are "alert, clate” but with foam on their mouths. The soldiers arc similarly in a
state of excitement and disorder, the phrase "Laughing, jolting, wild array” beginning
by describing the men. but ending to portray both the men and animals. This unity
between them is further enhanced by the “plate”/"clate” rhyme, joining the soldiers’
armour with the horses’ excitement.

Lines 21-22 express the child’s response. In contrast to the soldiers’ and horses’
barely contamed wild energy, she is passive, apparently mesmerized by them as she

watclhies safely behind her hedge. But through parallelism, the speaker suggests the
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child and artillery are joined by thc simple phiase, "the wonder and tumult gone.”
Moreover, it suggests not only her emotion and their commotion, but her internal
upheaval. This phrase can also be seen as the bridge to the final section. It suggests
that her total absorption in the group has exorcised her carlier tumuli about the dead
animal. She can thereby return to the original stimulus with a different emotional
response. The ironic detail of the child nibbling a lcaf reforges the connection between
her and the dead rabbat, so the ensuing conclusion will be even more shocking.

As mentioned, the conclusion records the child's new “sciendfic” interest in the
hare. Now the speaker no longer identifics the child with any natural creature but with
the alternate non-human being of an elf (Kirkham 126). It scems that the child has
absorbed some of the wildness of the soldiers and horses so she has become other than
human. The description of her face at the end of the poem, where "her tear-stained
check [is] now flushed with red” connects her with the amoral wildness outside her
garden (Kirkham 126). The little girl now scems to contamn the burning August sun
within her, with its indifferent cruelty.

By contrast, the detachment of the speaker of "A Sunday” is as different from
the clinical, psychological perspective of "Dry August Burned” as is the behaviour of
the child portrayed. This poem is an indircctly eapiessed, eaquisite memory from the
spcaker's childhood, the voice sounding so natural that 1t appears to be de la Mare's
himself. The diction is colloquial, with the exception of the literary "morrow,” no
archaisms and poeticisms arc allowed to mar the quiet, gentlie flow of the
reminiscence:

A child in the Sabbath peace, there--
Down by the full-bosomed river,
Sun on the tide-way, flutter of wind,
Water-cluck-- Ever. . for ever. .
Time itself sremed to ccase there--
The domed, hushed city behind me;

Home how distant! The morrow would come--
But here, no trouble could {ind me.
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A respite, a solacing, deep as the sea,

Was mine. Will it come again?...Never?...
Shut in the past is that Sabbath peace, there--
Down by the full-bosomed river. (CP 359)

Although "A Sunday” turns out to be a memory, the detailed observation of the
first stanza makes it at first difficult to determine whether there is an actual child by an
actual river, or if the images of the child and river cxist only in the speaker’s mind, or
if both alternatives are valid. This fusion of actuality and memory is achieved by
omitting the verbs in the first stanza, so the images of child and river appear to stand
alone, apart from time. In kceping with the delicacy of the memory, the scene is
lightly sketched (Bonnerot 271; Kirkham 125). A definite perspective is created,
however, of the broad expanse of the river and small person in the foreground and
London itself in the background, this in turn contributing to the impression of the
former’s isolation and timelessness. The child and river thereby contain the sensations
that the specaker experienced when a child and which are expressed in the second
stanza. Although he states in the final quatrain that these sensations arc "shut in the
past,” the unattached quality of the imagery and the formal presentation suggest that
the act of memory contained m the poem itself may be a medium for reconnection.

In the first stanza, the brightness and motion of the rniver imagery combinc to
envelop and soothe the child as a mother would. Even its sounds reinforce this
maternal fecling, the child listener interpreting them as a promise of cternity. The
second stanza records the child’s response to this promise of timelessness. He thinks
analogically; because he feels separate from the city and his home, he fecls
correspondingly apart from all his troubles. Yet the past tense and conditional mode,
along with the literary "morrow,” indicate that the adult is thinking. The past child
thereby joins with the present adult, the speaker outlining his thoughts and impressions
as lightly but clearly as he does the scene.

In the third stanza, the speaker moves to disengage himself from the image of
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the past child so he can think about the absolute "Sabbath peace” he had experienced.
It can be inferred that his present state is not peaceful because he 1s concerned about
the possibility of repecating the former sensations. Although he concludes on a wistful
note, stating that the deep peace is shut away forever, the interrogative mode of the
negative, "Never?” tentatively expresses his hope that the situation be otherwise.

In form, "A Sunday” looks like a conventional ballad, but the metrics are
altered in such a way that the speaker's regreiful statement 1s modified. Pyrrhic
substitution turns the long initial tetrameter lines of the first two stanzas (1.1 and 5)
into trimeter This lends a lightness of movement to them which not only impels them
along but 1mitates the triple rhythm of the river's soothing sounds. In the third stanza,
the speaker’s jerky, hesitant worries in line 10 arc presented in the same light, triple
time, the repetition of the soothing rhythm suggesting the accessibility of the peacelul
memory.

Similarly, the rhyme scheme serves to further modulate the speaker's
logic. Lines 2 and 12 are exactly the same, emphasizing the river scene; lines 1 and 11
arc partial repetitions, the last shifting the focus away from the child to the Sabbath
peace the speaker had known as that child. Becanse the abeb rhyme of the ballad 1s
modificd to become a complex interlocked rhyme, abeb, aded, dbab, the tirst and

sccond, second and third, and third and first stanzas arc joined together to form a

nn 4

cyclic shape. The repetition of the rhymed key words "there,” "river,” and "me” is such
that the d rhyme, the "me,” is contained within the central stanza suriounded by the ab
rhymes, "there”/"river,” in the first and third stanzas. This cnveloping reinforces the
maternal sccurity experienced by the child.

Since the "me” is the present aged speaker, as well as the past child, the
repeatability of the memory as implied by the cyclic shape suggests that a similar

profound "solacing” may be expenienced by reflecting on it.  As a result, the speaker’s

negative answer to his own question is modified by its presentation. The cyclic shape
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encapsulates the "instant of childhood" recorded in the memory and keeps it safe
("Memory,” CP 373). Although it is "shut in the past,” paradoxically the act of memory
required in constructing the poecm allows the speaker access to the images and the
corresponding emotions.

Despite a general tendency to the opposite, the better poems selected from The
Fleeting and Mermory demonstraic the positive direction de la Mare's experimentation
could take by their mature, normalized personae who speak with low-keyed, detached,
and articulate voices. Thesc pocms come to terms with and utilize to their advantage
the experienced adult figure who is able to observe keenly and make astute but
sympathetic observations about those around him. The poetic universe has begun to
re-expand since the adult figures are explonng intellectual, and thereby inward
directed, means of achieving access to the other world as by meditating, dreaming, and
remembering. These poems also mdicate a partial return to the child image although
the perspective is unremittingly that of the adult onlooker.

In the foliowing volumes, Bells and Grass (1941) and The Burning-Glass
(1945), the positive directions of The Fleeting and Memory achieve a powerful
culmination. De la Mare will continue to incorporate with dramatic success aspects of
his symbolic style into a relaxed conversational mode. In Bells and Grass a wide range
of personac, child and adult, mundane and supernatural, will be gracefully assumed.
"The Song of Seven” and "Under the Rose,” for instance, will rival the songs in Peacock
Pie in their playful obscurity while creating a clear image of the singer sharing his
personal feelings. In The Burning-Glass the adult figure intensifies his search for the
other world and achicves a successful resolution. "The Secret” and "The Burning-
Glass” move their adult spcakers toward a new dimension of sclf-integration, the
persona of the latter succeeding in stripping away all his anxiety to achieve the peace

carlicr figures had only drcamt about.
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Chapter 6: Late Peak: Bells and Grass (1941) and The Burning-Glass (1945)

Despite de la Mare's old age, for he turned scventy in 1943, and despite the
stress of living in war-time Britain, Bells and Grass (1941) and The Burmng-Glass
(1945) exhibit such a resurgence of poetic power that they form a second peak of
maturity rivalling that of the pre-World War I volumes, The Listeners (1912) and
Peacock Pie (1913). In these late volumes, however, the dense pattern of imagery has
now become imperceptibly integrated into a relaxed, "conversational” voice, thereby
completing the process begun in transitional poems like “In the Garden” and "A
Sunday.” While the symbolic pattern provides a key to the nterpretation of a poem,
the overall impression is often of a "reflective” speaker sharing his thoughts.! Unhke
the poems of the carly peak, these works appear to be less puzsles or nddle games
than personal revelations by the various speakers. The quict tone and self-possessed
poisc of the adult speakers stem from their having successfully regame 1 access to the
other world through memory, drcam, and imaginative vision, their four-world universe
thereby being once again complete.  Some of the child personac with their more
excited voices similarly convey a sense of momentous discovery although they lack the
self-awarc critical faculty to analyse its significance. All these voices speak from the
perspective of self-unification. The child voices are once agamn apparently clfortlessly
and completely assumed, while the adult voices now speak as though they had
rediscovered the "energy in peace to be / At one with nature's mystery” (CP 253).

Bells and Grass zestfully returns to the child world but with a sclt-awarcness
tkat comes from a retrospective view. In his longish introduction, de la Mare
expresses his high respect for children as readers, --"I know well that only the rarest

t

kind of best in anything is good cnough for the young.” As well, he provides a rare
commentary on his own work. e states that his perspective is of one who has

temporarily rediscovered the power of childhood vision and sensations:
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I know too, that in later life 1t is just (if only just) possible now and again to

recover fleetingly the intensc delight, the untellable joy and happiness and fear

and grief and pain of our early years, of an all-but-forgotten childhood. 1

have, in a flash, in a momentary glimpse, scen again a horsc, an oak, a daisy

just as I saw them in those early years, as if with that heart with those senses.

It was a revelation. (11)

He believes that Blake, Vaughan, and Traherne successfully transmit this visionary
expcrience by "a language within a language” (11-12). By interpreting these poets’
technique in this way, de la Marc also describes his own method whereby symbolism is
a concentric structure. In his poctry, a concrete image {rom the outer world suggests
(and thereby provides an inlet to) a mysterious, hidden world, the other world of the
supernatural, or, as is more common in the later work, the inner mental world of the
unconscious.?

In his introduction, de la Mare also explamns how he comes to be writing a
children’s volume of poetry in the midst of war. Iinding an old commonplace book
contzining poems he had written thirty-five years before, he re-reads them. Feeling
himself to be carried back to his "earlier sclf,” he 1s inspired to write new ones in the
same spirit (7, 9). He interprets this ability to vindicate his belief that the inner self is
consistent, remaining essentially the same no matter the lessons and effects of maturity
(10). Interestingly, he also decfends his apparently personal-sounding personae,
perhaps in partial retaiiation to critical misreading of his work:

As with those [poems] in the carlier books, some of them tell ot actual and

personal memorics. Most of them, whether fanciful or not, are concerned

with the imagined and the imaginary. The ‘I’ in a rhyme is not necessartly

’ ' s)

me.’ (12)

He then goes on to list some of the child and adult voices used in the volume, clearly
separating them from himsclf. Indeed, in Bells ana Grass a range of unusual personae
is again smoothly and apparently unselfconsciously assumed, a remarkable fcat

considering the painful changes the poetry has been through. Ultimately, however, it is

tempting to interpret this disclaimer made at such a late stage in his career as a
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protective gesture for the emergence of the low-keyed personal voice which has been
emerging in the adult speakers.

Many poems in Bells and Grass have a luminous intensity to them supporting de
la Mare's claim of having undergone the revelatory experience of recovering fleetingly
childhood’s power of sensory awareness and emotional response. But the title also
suggests the detachment and contextualization ol the reflective process by its sly
allusion to the garden of Fden myth. Although the phrase "bells and grass” pleasantly
cvokes the image of a spring mecadow appropriate to a children’s volume, it is also a
recurring phrase in Ralph Iodgson's poem "Lve” which de la Mare had included in the
children’s anthology of poctry, Come Hither (465), and which recasts Eve's temptation
by and succumbing to the snake as a narve woman bemg successfully seduced by a
practised rou¢. Although this religious conteat at lirst appears unhkely, one poem in
Bells and Grass, "All the Way," is itsell a retelling of the FFall tor children, stressing the
paradox of Christianity that I'den 1s both very long ago and in the present. The poem
concludes on the latter note,

But those fountuns still are spouting,
And the Serpent twines the bough,
And lovely Lve is sleeping
In our orchard, now. (CP 431)
These points suggest that the individual poems of the volumes symbolize sceparate
faccts of the pre-lapsian world, as well as describing a wide range of aspects in a
child's life.

The subtitle of Bells and Grass, like Peacock Pie, is a "Book ol Rhymes,” and
again the nursery rhyme world 1s incorporated into a number of the poems. On the
one hand, nursery rhyme characters form the subject of two poems: "The Feather” and
"Gone.” On the surface, these poems present a literal reading of literature as if it is
actual existence, a confusion of worlds common to hittle children. At the same time,

these poems are also invocations of an idealized world lost to the adult reader. On the




114

other hand, the rare poem indirectly recalls the folk world of nursery rhymes by re-
creating its atmosphere. Previously, "Old Shellover’ in Peacock Pie sketched in
miniature the archetypal world of ogres and innocents through a tiny dialogue between

two snails (Perkins 182):

'Come!’ said Old Shellover.

"What?' says Creep.

"The horny old Gardener's fast asleep;
The fat cock Thrush

To his nest has gone;

And the dew shines bright

In the nsing Moon;

OId Sallic vWorm from her hole doth peep:
Come! said Old Shellover.

'AyY said Creep. (CP 141)

Similarly, "I‘ecka Neeka” in Bells and Grass, in an cquaily small space, evokes the
nursery rhyme world by utilizing its essential elements of nonsense logic:
Eeka, Neeka, Leeka, Lee--
Here's a lock without a key;
Bring a lantern, bring a candle,
Here's a door without a handle,
Shine, shine, you old thief Moon,
Herc's a door without a room;
Not a whisper, moth or mouse,
Key--lock--door--room: where's the house?
Say nothing. crecp away,
And live to knock another day! (CP 445)

Structurally, "Eecka Neccka” consists of threc parts, a nonsense chant
mtroducing the poem, a central section which contains the child speaker’s discoveries
and the generalization deduced from such evidence, and a conclusion which is set
apart as a miniature coda interpreting the preceding cvents. The nonscnse words of
the first line set the poem's tone and pace as well as providing a key to its structural
logic, the sound of the word "Ecka” suggesting the voice of an excited child coming

across an unusual discovery. At the same time, the euphony of the line recalls

traditional counting rhymes as “"eena, meena, deina, duss,” or its many variants, this
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suggestion of the numbers one to four lending an impression of serial order to the
itemized discovery to follow.*> The sense of this organization, as will be scen, is
reinforced by the grammatical stiucture of the body of the poem. Moreover, "Eeka,
Neeka, Lecka, Lce's” strong trochaic tetrameter beat sets the fast speced of the
relation, a pace which is only broken by the coda forming the conclusion of the poem.
Even the very qualities of the sounds themselves are reminiscent of the nonsense logic
of nursery rhymes. The insistent "k" and "1" alliteration of the first line is reproduced in

non

the key words cof the following two lines, "lock,” "key,” “lantern,” "candle,” so that
originally it secms that the sounds alone piovided the impetus for the content.

As mentioned, the body of the poem contains the child speaker’s discoveries.
A series of rhyming couplets, they break down structurally into three separate pairs of
itcms followed by a general statement to fulfil the four part numerical pattern
suggested by the nonsense chant.  Although the strong auditory ecffects--the insistent
rhyme, assonance, alliteration mentioned above, and the rigid parallel structure itself,--
make the nouns appear "plugged” in: to fit the sound pattern, this is not the case. I.incs
2, 4 and 6 contam the child speaker’s discoveries of a lock and dvor. Since he knows
what items are associated with onc another, in his presentation he supplics the other
missing dctails. Ultimately, he arranges his findings and the corresponding missing
details into the expected four part pattern. In doing so, his listing in a dizzying,
increasing spatial order that suggests his excitement also suggests a tracing of the four
walls of the non-existent room and non-existent housec.

Lines 3, 5, and 7 contain the second half of the itemizations and arc the child

adventurer's commentary on his discoveries although they are unrelated to the objects

themselves. The first two are a series of requests for more light for the adventurer:

"non non

“lantern,” "candle,” "moon.” The last is a description of the complete absence of
cxpected night sounds at the scene, as apparently no other life is stirring. This unusual

situation will form the focus for the coda.
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As mentioned, the final two lines are another rhymed couplet set apart from
the rest of the poem. They introduce a new chant with a gentler rhythm that suggest
they are spoken by another child. This second voice contrasts with the excited voice of
the first to emerge as a more cautious figure who exetts a restraining influence on the
former. The ominousness of the last line, however, raises the question of whether the
children have stumbled across something dangerous, although the lilting tetrameter
iambs balance the driving trochees of the first line. By specifying knocking, an eerie
light is cast over the scene, suggesting that the children have encountered a door with
its lock standing magically upright in the dark night. The first child’s mention of
unusual silence thereby becomes portentous, and the scene potentially dangerous for
the children. The second child’s prudence at suggesting silent and carcful withdrawal
thercfore becomes essential, although jts chant-like form transforms their retreat into a
positive act, with the promise of futurc adventures.

Going out to play at night unaccompanied by an adult is not typical of most
children’s lives; rather it is a feature of the nursery thyme world, as in "Evening Ditty”
which begins, "Gils and boys come out to play, / The moon doth shine as bright as
day..."” (Iona and Petcr Opie, Dict. Nursery Rhymes 99). In "The Shadow,” like the
children in "IEeka Neeka,” the boy speaker has sneaked out of the house to behave like
a nursery rhyme character and play in the dark. The poem is his relation of his play
with his shadow:

When the last of gloaming’s gone,
When the world is drowned in Night,
Then swims up the great round Moon,
Washing with her borrowed light
Twig, stone, grass-blade--pin-point bright--
Every tiniest thing in sight.

Then, on tiptoe,

Offgo 1

To a white-washed

Wall near by,

Where, for secret
Company
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My small shadow
Waits for me.

Still and stark,

Or stirring-so,

All I'm doing

He'll do too.

Quieter than

A cat he mocks

My walk, my gestures,
Clothes and looks.

I twist and turn,

I creep, I prowl,
Likewise does he,

The crafty soul,

The Moon for lamp,
And for music, owl,

'Sst” T whisper,

'Shadow, come!’

No answer:

Ie is blind and dumb--
Blind and dumb.

And when1go,

The wall will stand empty,
White as snow. (CP413)

A typical delamarcan child, the boy speaker of “The Shadow” is happily playing
by himself. His account of the various actions he performs: walking, gesturing,
twisting, turning, and so on, indicatc that he is expcerimenting with different types of
movement as in dance or mime. This joy in discovering movement has been a feature
of the active child from the carly volumes, as seen in the little girl dancing by herselt in
“The Buckle.” Now it is combined with the idea of a double, first seen in a negative
manner in "Mysclf.” Here the shadow has only positive connotations, at no time is the
carlier idea of a shadow "haunting” life with "a dark and livelong hint of death” present
("The Shadow.”) (All three carly poems are analyzed in chapter two.) On the
contrary, the apparent permancnce of this twin or other-self delights the child. 'The
shadow's mocking or mimicking behaviour fascinates him, causing him to impute

intelligence to it, calling it a "crafty soul.” Yet at the end of their play sessions, he is

puzzled by its nonresponse, for it can ncither talk nor see, nor can it leave its restricted
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location of the wall. Instead, it seems to disappear magically when the boy does.

The child speaker’s acceptance of his shadow friend as an equal indicates his
self-acceptance, for he has no need to feel superior to it. Although he does not realize
it, his nightly ritualistic dance is allowing him to grow in self-mastery and in sclf-
reliance. His maturity contrasts sharply with the boy spcaker of a similar poem by
Robert Louis Stevenson, in A Child's Garden of Verses called "My Shadow,” who
needs to disparage his shadow friend:

I have a little shadow that goes in and out with me,

And what can be the use of him is more than I can see.

He is very, very like me from the heels up to the head;

And I sec him jump beforc me, when I jump into my bed.

The fupniest thing about lum is the way he likes to grow--

Not at all like proper children, which is always very slow;

For he sometimes shoots up taller like an mdia-rubber ball,

And he sometimes gets so little that there's none of him at all.

He hasn’t got a notion of how clhildren ought to play,

And can only make a fool of me in every sort of way.

He stays so close beside me, he's a coward you can see;

I'd think shame to stick to nursic as that shadow sticks to me!

One morning, very early, before the sun was up,

I rosc and found the shiny dew on every buttercup;

But my lazy little shadow, like an arrant sleepy-head,

Had stayed at home behind me and was fast asleep in bed. (371-2)*

Stevenson scems to be using the child's voice ironically, the child naively
revealing his fecars and weaknesses by his projection onto his shadow figure. "My
Shadow” is thereby a portrait of a fearful child who is already suffering from the adult
neurosis of anxiety, worrying about how he appears to others and about whether he is
upholding his society's code of conduct. In the third stanza he interprets the imitative
actions of his shadow the opposite way the delamarean child does, considering it a
mark of stupidity, the phrase "makes a fool of me” actually revealing his own
insecurity. Even more pathetic are the following lines where the child disdainfully

imputes timidity onto his double. By contrast, the innocent fun of the boy in "The

Shadow” becomes cven more appealing through the timelessness of his actions and
ppP g 8
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thoughts.

"The Shadow” illustrates the key delamarean child characteristics of innocent
perception and innate creativity, their power bemng demonstrated by the clarity of the
contrasting pattern of the visual and kinesthetic imagery. In the first stanza, the longer
tetrameter lines precisely set the time of the event when the moonlight secems to
whitewash cvery object to a sparkling brightness. Against this whiteness, the boy's
shadow creates a vivid, if unexpressed, contrast. As the child states, the moonlight is
of such a high intensity that every tiny detail 1s pinpointed. Consequently, as indicated
in the third stanza, the boy's shadow reproduces the fine particulars of his clothing and
facial features. By thec kinesthetic imagery of the third and fourth stanzas, the child
speaker carefully describes his actions as precisely as he had formerly set the scene.
This wealth of movement in the enumerated verbs makes, by contrast, the stillness of
the blank wall appear poignant.

What distinguishes "The Shadow” from carly child voice poems like "The
Buckle" and "John Mouldy” is not the persona itself which appears cffortlessly
assumed, transparcnt, and natural sounding but rather the complex structure and
versification of the poem. Unusually, the ballad form is not used; the poem is divided
into two uneven parts, a sestet introduction of tetrameter lines, followed by a series of
long stanzas (threc octaves and one sestet) in duple metre. Despite the contrast in line
length, the poem does not fracture into two parts duc to rhetorical devices. As a
result, despite the punctuation, the first two stanzas form a single thought, the first
stanza presenting a series of parallel adverb clauses (introduced by "when” and "then”)
which are continued and completed in the seccond stanza. The rest of the poem is a
chronological account of the child's nightly activity, the repeatability of the activity
which is stated in the clauses being reinforced by the dominance of the present tense.
The italics in lines 16 and 29 suggest that the child is so involved in his telling of the

occurrence that occasionally he cven demonstrates certain actions and sounds. In the
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final lines, his immersion becomes complete, the boy entering the narrative and shifting
to the future tense. These details delightfully characterize the child speaker as being
totally cngrossed in his nightly ritual.

The sparing but ingenious use of interlocking rhyme and other interconnecting
features like assonance and consonance also subtly prevent the poem from fracturing.
Very unusually, there is no conventional rhyme scheme although the repetition of the b
rhyme of stanza one, ("night,” "light,” "bright, "sight”) is continued in the second stanza
as medial rhyme ("white") to provide an auditory link. By this means, the contrasting
dark and light imagery are joined together, the latter completely overwhelming the
former to emphasize the moon's irradiation of the scene. The rest of the poem is less
overtly interlinked, but a combination of double and single rhyme highlights the boy's
fusion and then separation from his shadow self: “tiptoe,” "shadow” (st.2), "so” (st.3),
"e0,” "snow” (st.5). The third stanza has no rhyme at all, localized "st” alliteration in
the beginning of the stanza (“still,” "stark,” "stirring”) echoes the "bright” of the first
stanza to cmphasize the illumination. The approximate repetition of the end
consonance in "mocks” and "looks” creates a kind of rhyme in a minor key appropriate
to the emphasis on the non-human shadow.

The strong, short, duple metrc tightly links the boy and shadow together

throughout the entire description of their dance. Its vigorous motion is suggested by

non nn

the quick beat and the stress on action verbs as in stanza four ("twist,” “turn,” "creep,”
"prowl”). This short energetic line is moreover reminiscent of nursery rhymes, as in
"One, two, / Buckle my shoe,” to subtly remind the reader that the boy is behaving with
the absolute freedom of a character from a rhyme.

In his introduction to Bells and Grass, de la Mare states that his continuing love
of fairy tales, nursery rhvmes, and other traditional literaturc has been onc of the

major links between his youth and age (9). This has been instanced in both of the

poems cxamined in this chapter and continues to be manifested in a different form in
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the two magical songs of the volume: "The Song of Seven” and "Under the Rose.” Not
only do they deal obliquely with profound themes as do the senes of songs at the end
of Peacock Pie, but their themes and imagery scem to deliberately recall two of these
early poems, respectively “A Song of Enchantment” and "The Song of Finis." All four
employ allusions to traditional literature which must be fully explored before their
obscurity is clarified.

The first pair, "The Song of Seven” [rom Bells and Grass (CP 438) and "A Song
Of Enchantment” from Peacock Pie, (CP 186) arec remarkably alike by the respective
speaker’s presentation of his dilemma whereby forgetting the words of a magical song
duc to his age separates him from an enchanted world Both usc allusions to the
natural cycle to convey the passing of time, sctting the daily and scasonal processes of
regeneration against m~w's linear time. In both, the singer-speaker attempts to hold on
to or regain his memory by enacting a magic pattern of "widdershins,” or going in a
reverse cycle against the movement of the sun, but he cannot stop his irreversible
progression into old age (Bonnerot 349, 351; LeVay "Song of Iinchantment,” 32-33).
The close similarly between both of these obscure works proves mutually clarifying to
the degree that it appears that the later one was written as a deliberate companion
picce to claborate on the first.

The sccond pair of poems, "Under the Rose: The Song of the Wanderer” from
Bells and Grass and "The Song of Finis" from Peacock Pie, arc cven more ntriguing by
their clliptical presentations of the traveller figure at cither end of his quest. Together,
these poems form a microcosm of the long poem The Traveller (1945) but arc more
effective because they are stripped to essentials. The carly poem, "The Song of Finis,”
15 as follows:

At the edge of All the Ages
A Knight sate on his steed,
His armour red and thin with rust,

His soul from sorrow freed;
And he lifted up his visor
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From a face of skin and bone,
And his horse turned head and whinnied
As the twain stood there alone.
No Bird above that steep of time
Sang of a livelong quest;
No wind breathed,
Rest:
'Lone for an end! cried Knight to steed,
Loosed an eager rein--
Charged with his challenge into Space:
And quet did quiet remain. (CP 188)

This extremely bleak work is a startling choice to conclude the predominantly
light-hearted volume of Peacock Pie, although as seen in chapter threc, some pocms,
like "Nobody Knows" and "The Song of The Mad Prince,” do not hesitate to explore
serious preoccupations.  The skeletal figure of the old knight in rusted armour
quixotically tilting off into empty space in pursuit of a lifelong quest, regardless of the
personal consequences, appears disturbingly self-destructive. Yet the cagerness with
which he utters his challenge and then charges off suggests that paradoxically this final
act may be only the beginning of a new kind of exploration in a new dimension. The

poem can thereby be scen as symbolizing de la Mare’s state of mind at the time he was

coming into his own as an acknowledged writer, when he reached the sobcer rcalization

that he was completely committed to a relentless metaphysical quest despite his

appearance and fame as a "fairy” poet. It could even be said that perhaps this
realization of his audience and his popularity combined to force him to seck indirect
means of cxpressing his underlying concerns.

In contrast, the later "Under the Rose,” from Bells and Grass, symbolizes de la
Mare's dehght, described in the introduction to the volume, at having flectingly
regained access to childhood powers of perception and fecling. It is a celcbratory song

by the traveller about his successful completion of his oiherworldly quest:
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Nobody, nobody told me
What nobody, nobody knows:
But now I know where the Rainbow ends,
I know where there grows
A Tree that's called the Tree of Life,
I know where therc flows
The River of All-Forgotienness,
And where the Lotus blows,
And I--T've trodden the forest, where
In flames of gald and rose,
To burn, and then arise again,
The Phoenix goes.
Nobody, nobody told me
What nobody, nobody knows:
Hide thy face in a veil of light,
Put on thy silver shocs,
Thou art the Stranger [ know best,
Thou art the sweet heart, who
Came from the Land between Wake and Dream,
Cold with the morning dew. (CP 450)
Rejuvenated by this success, the old fragile figure of the kmight has been transformed
into a miniature, childlike wanderer. Emotional closeness is lent to the account by
having this figure spcak the poecm. His vibrancy and vitality arc conveyed by his
bragging of his triumph and his believing that his marvellous feat dispels all the
general, negative wisdom he has been told.

"Under the Rose” works indirectly, presenting numecrous, apparently unrelated
images whose relation must be deduced from their symbolic connotations and from
their structural relation to one another. Unlike the carly symbolic poems which also
rely on a similar patterning of imagery, the images here arce not denscely packed
together but placed in a seriecs. While previously the simple hsting of images has
proven to be a drawback, as seen in "The Abandoned Church” and "fhe Daisy” in
Memory (1938), here the parallel presentation clearly separates cach item so they do
not become jumbled together. Morcover, instead of being a random list of 1tems, these
discrete units will be seen to work cumulatively.

The first stanza describes an otherworldly place containing the most commonly

known symbols of eternity or resurrection, each new item of the list adding another
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aspect of sky or earth, flora and fauna, until a complete suprahuman world has been
sketched in. The second stanza pinpoints the exact location of this other world and
introduces a miniature female figure who has crossed back to this world with the
wanderer. By situating this paradise between "Wake and Sleep,” all the previous
concrete images are synthesized paradoxically into the "nowhere” land of the
unconscious mind.5 Accordingly, a figure from such a world can only be described by
paradoxes-—-she is a beloved stranger who must hide her face with light. The details of
her clothing, this veil of hight and then the silver shoes, are suggestive symbolically.
They present her as a wise, pure, bridal figure bringing new life to her beloved, as well
as the latter also hinting at magical powers (de Vrics 486; 121, 421-22). The speaker’s
shift of focus away from himself to his bride in the second stanza thereby turns his
bragging song into a miniature pre-nuptial celebration.

As has been scen, the symbols shift from being traditional icons to personal
images, whose mcaning can only be deduced from considering the application of
conventional connotations in the strict conteat of the poem itself. The beginning image
of the rainbow and the final image of the dew connect the other world being described
to this world, their similarity of function lending a somewhat cyclic shape to the poem.
Traditionally, the former symbolizes the bridge between heaven and earth (de Vries
380; Cooper 136). The latter, 1s appropriate symbolically for the puie, bridal figurce
(de Vries 134); but, as we arc reminded by the poem, is scen usually in the early
morning, at the transition time between night and day, sleep and wake. Thercby, both
are natural images from this world that sigmly the {rontier between contrary worlds or
states of existence. This cvche form suggests repeatability, that access may be
achieved to paradisc under certain special conditions although these are not commonly
known.

The speaker of “Under the Rosc” appears childlike because his song is a literal

overturning of the (dismissive) adult phrase which forms the refrain. He is delighted
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by his triumph, relishing in the puns “no” and "know” to upset the negative with the
positive. His youthful verve and simplicity arc enhanced by his direct manner, his
predominantly simple diction, and his obvious problems in remembering difficult
names. The speaker’s colloquial manner shifts to the more formal in the second stanza
when he addresses his otherworldly bride, the archaisms emphasizing her differentness,
while the familiar form of the personal pronouns indicate the intimacy that exists
between the mortal speaker and his immortal bride.® Despite this, the childlike voice is
maintained, the speaker’s mentioning of his bride's silver shoes recalling similar magic
details from fairy tales.

The child wanderer's assertion of individual knowledge over traditional wisdom
is repeatedly emphasized by "knows” forming the key rhyme of the first stanza. The

"

vitality of the following rhymes: "grows,” "flows,” "blows,” "rose,” and "goes” is

cnhanced by their being mainly verbs, while the assonance of the long "0” is
emphasized by the parallel structure of lines 3, 4 and 6 Leing formed around the key
term itself. By contrast, in the second stanza, the refrain is not incorporated into the
structure at all, appropriate to the shift of emphasis away from the speaker onto his
otherworldly beloved. The assonance of the end rhymes "who" and “dew” with "shocs”
with their softer double "0" sound all serve to dcfine a softer feminine figure. Her
separateness, her otherworldliness, is emphasized by the archaic addresses and
descriptions being arranged n their own parallel forms.

This miniature wanderer can be scen as the child still living within de la Marc
the old man, the child who, as he says in the introduction to Bells and Grass, is the
young sclf enabling him to write children’s poems (9). Because the poct has succeeded
in re-integrating himself with the perceptive and emotional power of childhood, he can
achieve a true retrospective view. The key poems in The Burning-Glass similarly

concern the successful compleiion of this quest for self-unification but directly express

the more intellectual perspective of the self-analytical adult. Earlicr personac of the
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lover and dreamer are used as well as that of the poet to explore various ramifications

of this intellectual, emotional, and spiritua! completion.

(ii)

The Burning-Glass

The Burning-Glass is as obviously a product of war as Motley was. The war
poems arc better realized, however, because de la Mare does not seem to feel
compelled to assume bizarre personae or attempt archaic techniques in order to
express his disgust, horror, and worry about humanity. Instead, as in "Israfel” where a
blackbird singing of the spring is set against the backdrop of war-torn London, he says
exactly what he feels. The last two stanzas contain his statement:

Not that this singer cased the less

A human heart surcharged with care--

Mecrely a blackbird. London-bred,

Warbling of Spring in Connaught Square!

It was the contrast with a world

Of darkness, horror, grief, despair,

Had edged with an irony so sharp

That rapturous song in Connaught Square. (CP 460)

Death is becoming morc of a reality, both on the global level, against which he
rebels, and on the personal level, which he pragmatically accepts as an inevitable
teature of old age (as in “The Gnomon”). But paradoxically, this means of access to
the other world is becoming less important thematically, de la Mare returning to the
other inlets of love, dreams, and mmagination as in the volumes of the early period,
The Listeners and Motley. Overwhelmingly though, this world dominates over the
other world, the heightcned awareness of life being created by the contrast of the

inexorable presence of the shadow of death. "The Rapids” expresses this poignant

realization:

Grieve must my heart. Age hastens by.
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No longing can stay Time's torrent now.
Once would the sun in eastern sky
Pause on the solemn mountain’s brow.
Rare flowers he still to bloom may bring,
But day approaches evening;
And ah, how swift their withering!
The birds, that used to sing, sang then
As if in an cternal day;
Ev'n sweeter yet their grace notes, when
Farewell...farewell is theirs to say.
Yet, as a thorn 1ts drop of dew
Treasures i shadow, crystal clear,
All that I loved I love ancw,

Now parting draweth near. (CP 455)

In its personal perspective and close attention to cxternal detail as a
correspondence to an inner world, "The Rapids” is a typical poem of the volume. The
speaker is an old person, apparently de la Mare himself, observing nature and
reflecting on his reaction to it, comparing his youthful response to his present one.
Despite his statement of gricf, the dignified expression and cvenness of voice suggests
a screnc outlook by the specaker, the poignancy of his present response fascinating him
due to the sharpness of the contrast. Ilis utter acceptance of his lot suggests a
reunification with his ecarlier self through memory and a continued keen response to
natural beauty.

The retrospective perspective of old age is articulated 1n "A Portrait” and "A
Dull Boy,” both poems maintaining that there is a continuity between childhood and
age. Both use longer pentameter lines to accommodate the more relaxed, winding
movement of a reflective, speaking voice. Some distance from the obvious self-portrait
is achicved 1n the first pocm by the use of the third person, but in the sccond no
subterfuge is cmployed, the speaker using the personal “I" and appearing to express his
private thoughts, fears, and doubts. Rather, the needed emotional distance is provided
by the dignified form of the elegy itself and by the poem’s rareficd sctting, as the poet-

speaker imagines himself to be at Judgement Day. "A Dull Boy" is the speaker's

defence of what he docs in response to God's question, ironically the same one as on
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an application form:

'Work? Well, not work - this stubborn desperate quest
To conjure life, love, wonder into words;

Far happicer songs than any me have blest

Were sung, at case, this daybreak by the birds.

I watch with breathless envy in her glass

The dreamlike beauty of the silent swan;

As mute a marvel is the bladed grass

Springing to life again, Junc’s sickle gone.

What music could be mine compared with that

The idhng wind woos from the sand-dune’s bent?
What meaning deeper than the smile whereat

A burning heart conccives the loved intent?

‘And what did'st thou' ... I sec the vaulted throng,
The listening heavens in that dread array

Fronting the Judge to whom all dooms belong:--

Will the lost child in me cry bravely, Play’? {CP 456)

"A Dull Boy" 1s cffective because the immediacy of the speaker’s voice
encrgizes the usual still, retrospective attitude of the elegiac form. The same ruthless
sclf-scrutiny, which was so painful at times in the poems of the transitional period, still
opcrates here, but now it has been transformed into a detached probing. In lines 1 and
2, the speaker reveals his idealistic nature by defining his activity as humanly
impossible, for truc conjuring or changing one form of life into another is feasible only
by superhumans. Following this definition of the unexpressed term “poetry,” he does
not proceed logically, giving particulars of his all-consuming search but rather provides
mmages of natural activities which he implicitly contrasts with his limited, artificial
constructs. All thesc illustrations are figures in motion to contrast the vitality of life
with the stasis of words. But in doing so, the speaker is also providing concrete
examples of his own craft. He presents these various images without comment,
allowing the reader to play the role of judge along with the expressed audience of God

and his heavenly array.

This pattern of kinetic images proves significant as it progresses from obvious
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and trite examples to the more subtle and original For instance, in stanzas two and
three, the fine distinction between two kinds of grass, the pliable, bladed grass which
grows back silently after being cut and the stiff-stemmed grass ("bent”) which rustles in
the wind, cicapsulates morc effectively than the singing birds or mute swan the
contrast between silence and music in nature. Equally powerful is the portrayal of the
profound communion possible between lovers in their silent, emotional cxchange in
stanza three. The "burning heart’ not only emblemizes the intensity of their private
communication, but also, in the context of the volume as a whole, suggests the
potentially purifying power of love.

The tension between contraries, natural and artificial, motion and stasis, is
heightened by the structure and versification. By placing "work” and "play” at opposite
ends of the poem, the poem itself becomes the means by which the first is turned into
its opposite, the legerdemain reproducing the poct’s impossible task. But by
surprisingly placing "play’ in the terminal position, it becomes the term ultimately
defined by the poem, not "work” as 1s requested. Play is clevated, for by calling 1t a
"desperate quest,” the apparently trivial behaviour of children is ttansformed into a
necessity for the adult poet; the initial “quest”/"blest” rhyme bringing out the rehgious
overtones of this vocation. That the sccond appears in an apparcently ungrammatical
clause "me have blest” gives it additional emphasis. If this inversion 15 understood to
be a loose contraction for "than any that have blest me,” then the idea ot the poet
being impelled to write is suggested as well as the divine mmpetus. ‘The final rhyme m
the poem "array"/"play” heightens the shock impact of the mexpected last word. By
offsetting a child’s activity against the hcavenly throng, it also suggests that their
actions are of equal importance in their respective spheres.

By moving from the indicative mode in the first half of the defence to the
interrogative in the second half, the poet-speaker forces himself to come to terms with

his personal history, although in a somewhat tentative manner suited to his timid
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nature. Yet in doing so, he shows true bravery, for he affirms the presence of his eaily
self, gaining a sense of continuity in his life. The phrase "lost child” suggests .he image
of a child returning home as well as suggesting the Romantic symbol for the integrated
self (Coveney 282-84), thcieby returning neatly to the quest idea of the first line. This
return lends a cyclic shape to the poem, the continaousness of form paralleling tae
continuity which the poet will re-discover in his own life if he takes up the challenge of
the final, self-directed question. Despiwe the tentativeness of the response, the
absoluteness of the formal presentation can be seen as a positive answer.

As a self-reflexive elegy, the title "A Dull Boy” comments on the dramatic
confrontation between God and the speaker by suggesting their relation is that of a
stringent schoolmaster and a slow pupil. At the same time, it is the poet-speaker’s
own sclf-deprecating epitaph commenting on his circuitous defence, a defence so
rambling that God has to rephrase his question in the last stanza in an attempt to
receive a direct answer. Because the speaker requires the entire course of the poem to
work out even a tentative definition of the nature of his vocation, he is indeed dull.
Presumably, if the child within him had not somechow become lost, the upturning of
terms would have been instantaneous.

The formal dignity of the elegy underlines the detachment with which the poet-
speaker can view his life work. As the frame of a projected trial in heaven suggests,
he has succeeded in imaginatively regaining access to the other world, while the body
of the poem charts a rcunification with his past sclf. Numerous other poems in The
Burning-Glass chart a simlar successful imaginative resolution to this quest, the
speaker leaving the mundane world to enter into a spiritual realm through dreams, as
in "Thou art My Long-Lost Peacc,” mental imagery, as in "Two Gardens,” memories of
love, as in "The Secret,” or memories of childhood, as in "Once.” In the last-named
poem the speaker reflects on a childhood experience when he felt he had fused with

cternity:
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Once would the early sun steal in through my eastern

window,
A sea of time ago;

Tracing a stealthy trellis of shadow across the pictures

With his gilding trembling glow;

Brimming my mind with rapture, as though of some

alien spirit,
In those cternal hours

I spent with my seclf as a child; alone, in a world of

wonder--
Air, and light and flowers;

Tenderness, longing, gricf, intermingling with bodiless

beings
Shared else with none

How would desire flame up in my soul; with what

passionate yearning
As the rays stole soundlessly on!--

Rays such as Rembrandt adored, such as dwell on the

faces of seraphs,
Wings-folded, solemn head,
Piercing the mortal with scrrow past all
comprchension....

Little of that I read

In those shadowy runes in my bedroom. But one wild

notion
Made my heart with tears overflow--
The knowledge that love unsought, unspoken,
unshared, unbetokened,

Had mastered me through and through:
And yet-- the children we are!--that naught of its

ardour and beauty
Even the loved should know. (CP 472)

The careful, precise rendering of the child watching the rays of the sun process

across his room and the recording of their effect on him scems to be a domestic

illustration of Wordsworth's generalization beginning the "Intimation Ode”:

"

There was a time when meadow, grove,

and stream,

The earth, and every common sight

To me did scem

Apparelled in celestial light,....(460; lincs 1-4)

Indced, the adult speaker’s distinction in "Once” between his carlier limited knowledge

compared with his present intellectual understanding suggests that he is reflecting with

the maturity of a "philosophic mind" (462;190).

But because the mature speaker is
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completely engrossed in re-creating the scene and emotions of his distant memory and
modulating them with an adult interprclation, no regret about loss of visionary power is
allowed to intrude. Rather, as a product of a mature mind reflecting on a pivotal child
experience, "Once” demonstrates the correspondence or linkage of the contrary worlds
of child and adult, past and present, inner and outer, mundane and spiritual cssential
to de la Mare.

The first half of the poem (ll.1-12) stresses the prime significance of the
occurrence in the child’s life. The awkward parallel structure of the inverted lines
cnveloping the section, “Once would the early sun steal mn through my eastern window,”
(1.1) and "How would desire flame up in my soul; ..."” (1.11) draw attention not only to
the distance of the past but also to the customary nature of the event. From the first,
the boy and sun have a symbolic correspondence, the rising sun occupying a similar
position m the diurnal cycle as the child in man’s life cycle. Through parallel structure,
this correspondence is reinforced by connecting the action of the sun with the boy's
response, in the previously mentioned lines as well as in "Tracing a stealthy trellis ..”
(1.3) and "bnimming my mind with rapture” (1.5). The inverted construction uses
auxiliaries to cxpress the past time, freeing the main verbs so they can appear in the
present or present progressive form. “Steal,” "flame;” "tracing,” "brimming” thercby

suggest the intensity of the child’s experience within the frame of the past. This is

nn

further enhanced by the verbals describing both the motions of the “gilding,” “trembling”

(1.4) sun and the boy's "intermingling,” "yearning” (11.8,11) feclings. The total effect is
of a child’s vision transmitted through the intellect and voice of the articulate adult.
This has long been a de la Mare trademark, as in the early "The Sleeper,” although
now instecad of being an invisible, omniscient narrator, the adult speaker forms an
integral part of the action. Now, the focus is shared betwcen the past child and
present sophisticated adult persona.

The second half of the poem shifts away from the childhood memory to the
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present adult intellectualizing about the quality of the rays (11.13-15) and the limited
understanding of children (11.16-17). The second stanza is mainly a reflection on the
lasting sigmficance of the childhood experience. Although the idea of far past is
contained in the pluperfect of the "had mastered” (1.20), the time 1s somewhat blurred
by the indefinite past of the other verbs, "I read” (1.16) and "Made my heart” (1.18).
Thereby, the possibility is raised that the "wild notion” which caused the speaker’s
"heart with tears [to] overflow” is undergone by both the past child and the present
adult, the inversion recalling those of the first part. Accordingly, the child and adult
both scem to be possessed by divine love although ncither is able to recognize and
appreciate it. The concluding "should” contrasts nicely with the beginning "would” to
distinguish the human's single, negative state of ignorance with the repeated positive
actions of the sun. At the same time, the religious mterpretation of the event is
emphasized by its recalling of the Christian dogma that imperfect man cannot directly
know God.

Despite this intellectual limitation, the child’s experience as a means of divine
knowledge is validated by the pattern of imagery. A correspondence is established
between the child’s perception of the outer natural world, as manifesting the cternal,
and his inner world. The parallel phrases mentioned carlicr: “tracing a stealthy trellis”
and "brimming my mind with wonder,” sct up this alignment between the two worlds
which is reinforced by parallel lists of triple items: "air, light, and flowers” (1.8) and
"Tenderness, longing, grief” (1.9), denoting respectively the components of the natwmal
world and the child’s inner emotions. Their joming is overtly expressed in the
description of the child’s feelings "intermingling with bodiless beings” (1.9). That this
relation is onc of causec and effect is expressed by lines 11 and 12, where the child’s
spiritual flames of desire are connected to the passing of the rays of the sun.

Although the physical scparation between the two stanzas separates the past

child from the present adult, the grammatical structure, as has been seen, undercuts
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this. This tension but final resolution between the two figures is reproduced in the
unconventional, selective thyme of the poem. In the first stanza, two pairs of alternate
thymes link the child’s natural world with eternity: "hours"/"flowers” (11.6,8) and
"beings"/"yearmings” (11.9,11). Three sets of rhyme connect the two stanzas together,
two alternate rhymes focusing on the reflective adult apart from the child,
"head"/"read” (11.14,16) and the rather jarring combination "comprehension”/"notion”
(11.15,17). Yet this intellectual separation is undercut by the final set of rhymes, the
major interlocked rhyme of the poem. This is established in the first line describing
the strcaming in of the sunshine, enforced in the following few lines, "window,"/
"ago,"l" glow"(1l.1,2,4) and reappears near the end of the pecem. "Overflow” (1.18) and
the final "know” refer to the fused image of the child and adult, thereby ultimately
stressing their unity within the context of the long ago memory.

Like "Once,” "The Secret” is also a distant memory of achicving unity with the
other world that re-creates the experience through its presentation. Unlike the former,
though, it is flawed from overgeneralizing and from too hecavy a rcliance on stock
images. Despite these drawbacks, it elaborates on the important theme introduced in
"The Unchangmg” (1918; analyzed in chapter four) of the silent, profound communion
possible between lovers. It explores the idea latent in the carlier poem by trying to
describe the paradoxical moment when the lovers momentarily achieve divine fusion,
thus "The Secret” of the title. In addition, it, like the brilliant “The Burning-Glass” to
be examined neat, grapples with the issue of the limitations of human speech and tries
to express an apprehension of Divinity:

I bless the hand that once held mine,
The lips that said:

"No heart, though kiss were Circe's wine,
Can long be comforted.’

Ay, though we talked the long day out
Of all life marvels at,

One thing the soul can utter not,
Or sclf to self relate.
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We gazed, enravished, you and I,

Like children at a flower;
But speechless stayed, past even a sigh...

Not even Babel Tower
Heard language strange and close enough

To tell that moment’s peace,
Where broods the Phoenix, timeless Love,

And dwine silence is. (CP 458)

Unlike "The Unchanging,” this love affair does not nccessarily involve the
sexual, the woman's odd, unpassionate remarks about the transience of physical love-
making introducing the idea, claborated in the next stanza, that this may be an
intellectual association, based largely on talk.” Because the limitation of human speech
forms part of the theme of the poem, her cold words can be interpreted as an essential
structural tool for they are an expression of human constramnts.  Smmlarly, the
artificiality of the synecdoches in the first stanza ("hand,” "lips,” and "heart”) aie
integral structurally as they emphasize only the physical aspects of love. These are
replaced in the sccond stanza with images of umon ("we"). spirituality ("soul”),

"

wholeness ("self”), and fmally transfiguration of the union ("we,” "enravished”) m the
third stanza.

The final stanza grapples with the paradox of the lovers wion when their
mortal love becomes divine. Here, the imagery moves beyond its previously limited
range. By describing the divine language as "close,” their intimacy, whether seaual or
not, is cconomically conveyed. It also suggests, in view of the title, the need for a
special, secret form of commumication suited to the divine appichension  "The tigure of
the brooding Phoenix, hovering in the peaceful instant of the lovers’ unon, cffectively
conveys the idea of the possible regencration of their love by its resurrection symbolism
as well as imparting a religious digmity to 1t (de Vries 364).

Strategic use of inversion adds structural dignity to the speaker’s commentary as

they regularly disrupt the natural flow of his recollection in the third line of cach

stanza. Enhanced by rhyme and terminal consonance, these inversions draw attention
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to the key paradoxes of the poem. The first two express negative facets of human
love, specifically, the transience of carnal love and the limitations of speech. The
third paradox refers to this negative state of "speechlessness,” but the fourth inversion
moves beyond being a simple oppositc to present a transcendent image of the
transformation of the mortal mto the divine.

The speaker’s shifts in tense from present to past and back to the present
connect this reflective act with its substance. The final shift suggests that he is reliving
the expericnce in his memory while he is recounting it. At the same time, he
articulates the paradox of the timelessness of the "momentary peace” he and his lover
had achieved. The cyclic shape these time shifts suggest conveys both the idea of
perfection which is described as well as the repeatability of the state. Through
entering complctely into his memory, the speaker can gain access to the world of
cternity as long as he possesses the ability to fully and clearly remember the secret they
shared.

The passionate tone of the title poem "The Burning-Glass” at first seems to
contradict the generalizations made about the volume as a whole, but actually
demonstrates why and how the screne, 1ctrospective voice can occur. It is a powerful
tracing of the process by which a human can strive to reunify with God by recconnecting
with childhood. This painful punfication, this "burning” away of all dross, leaves only
the essential, passionate outpouring of the Chrishan:

No map shows my Jerusalem,
No history my Christ;
Another language tells of them,
A hidden evangcelist,
Words may create rare images
Within their narrow bound,;
"T'was speechless childhood brought me these,
As music may, m sound.
Yet not the lovehest song that ever

Dicd on the evening air
Could from my inmost heart dissever
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What life had hidden there.
It is the blest reminder of
What earth in shuddering bliss
Nailed on a cross--that deathless Love—
Through all the cternities
I am the Judas whose perfidy
Sold what no eye hath scen,
The rabble in dark Gethsemane,
And Mary Magdalene.
To very God who day and night
Tells me my sands out-run,
I cry in misery infinite,
'T am thy long-lost son.” (CP 463-64)

"The Burning-Glass” demonstrates how de la Mare can work through formal
conventions to create a unique vision and voice. Just as the imagery draws upon the
New Testament to express an individual belie, the structure is based on the
meditation, and the form on the hymn, but both clements arc transformed and
combined so they forge an original method. The image contained in the title of a lens
that concentrates the rays of the sun on an object with such intensity that it finally
bursts into flame is a brilliant emblem for the poem. It not only ecmblemizes the
progression of the ideas but also the poctic procedure by which layers are progressively
stripped away until only the naked core remains. All these techniques fuse contrasting
formal clements together to create an integrated, inspired whole.

As if the puritying fire of the burning-glass has stripped away all mannerisms
from the speaker’s diction, his speech is simple, direct, and intimate with only the rare
inversion or archaism. At the begmning, he contemplates his  personalized
Christianity, the hymn form tidily containmg his logical, controlled thoughts, while the
present tense records the immediacy of his ponderings. Half-way through, his tone
becomes much more emotional as he recounts Christ’s sacrifice, 1o become passionate

in the fifth stanza where he identifies with both the agents of Chrnist's destruction and

the repentant sinner who first saw the resurrected Christ. In the last stanza, this
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identification with the repentant sinner becomes absolute, the speaker imaginatively
becoming one with the Prodigal Son of Christ's parable. At the same time, the
inverted syntax of "I cry in misery infinite” suggests that the speaker is expressing more
than a personal position, seeing himself as the representative of fallen man who, near
death, cries out to God for atonement.

As mentioned in the discussion of the previous poem, "The Secret,” "The
Burning-Glass" successfully conveys a perception of the Divine, thereby using words as
the medum to carry somcthing beyond their “narrow bound.” Typically, contrast forms
the controlling pattern of the imagery, but one of the major differences between the
two poems is that m "The Burning-Glass” the conventional images are not only all
drawn from a single powerful source, the New Testament, but also trace a tripartite
formative cvent of Christianity. Morcover, these images are inextricably linked with
petsonal images to express powerfully an individual understanding of the topic. In
contrast to "The Seeret,” too, the progression within the images leads to a visionary
culmination fulfilling the process suggested by the title.

In the first half of "The Burmng-Glass,” a delicate balance is established
between the different pairs of contraries. In stanza onc, the visual images containing
the public expression of belief, "map” and "history,” are sct against auditory images
expressing a private, "hidden” language. Stanza two claborates on both opposites. On
the one hand, language 1s described as possessing unusual nnage-forming power within
its severely circumscribed limits.  On the other hand, the range of non-verbal
communication is understood to resemble that of music which appears to have no
boundaries. This secret, "specchless” voice conveys the inaiticulate but powerful vision
of childhood. In the third stanza, even music 1s shown to be hmited by its transiency,
although its message has been absorbed into the essential feclings of the speaker.

The second half of the poem attempts to fuse these contraries together to

cxpress through the public medium of verbal images the specaker’s private belief. By
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this means, the articulate, mature figure can thereby transmit his "speechless” ingrained
understanding of the Crucifixion. Because in the final two stanzas the speaker
imagincs himself fused with archetypal, biblical figures, he transforms the ancient story
into a prescnt reality. His rising emotional tonc indicates that he is becoming
progressively more involved with these identifications, until a culmination is reached
with a direct address to God.

The united contraries and rising action are beautifully contained within the
unique methodology of “The Burning-Glass” which, as mentioned, is a modification of
the hymn form combined with a modification of the meditational strvcture. The short
or common metre, with alternating iambic tetrameter and trimeter lines, provides a
spare, rigorous frame disallowing any tendency to emotional self-indulgence by the
speaker (Fussell 142). But by shifting between the conventional alternate rhyme and
onc sct of moving rhyme pairs per stanza, as well as by usmg approximate or visual
rhyme, the natural sound of the speaking voice is enhanced. These variations allow
the speaker's main ideas, the contrasts within the stanzas, to be cmphasized. TFor
instance, in the second stanza, the sole rhyming trimcter pair, “bound” "sound,” brings
out the latent idea of the latter being apparently boundless. In the tmal stanza, the
alternate rhyme of the first stanza does not reappear, as might be expected, to lend a
cyclic unity to the expression. Instead, the approximate sound of the terminal
consonance “night"/"infinite” of the second and fourth hnes, clashes with the rhyme pair
of the first and third lines, "run”/"son,” to contrast cifectively the ragged emotions of
the exiled speaker with the possible perfection of the reunited state.

As mentioned, the emotional tone of “The Burning-Glass” changes from that of
initial detachment, when the the speaker 15 analysing and describing the roots of his
personal rehigious belicf, to that of rising passion, while he recounts the Crucifixion
and Rexsurrection of Christ through progressively more tense identifications with key

sinners in the story. At the end, he fuses completely with the repentant Prodigal Son
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figure to confront God directly as if he were his own son. In achieving the last, he has
passed through the phases of claiming identity with Christ’s traitor, the witnesses of the
betrayal, and paradoxically, the repentant sinner who witnessed his Resurrection. This
progression from knowing a history to acting it out demonstrates a full understanding of
"evangelist” in the first stanza, for the term indicates both a writer of the gospel, which
is a history of Christ, and a person who emphasizes the atonement of Christ by
becoming one with the history.

The tripartite structure of the speakers’s account recalls that of the meditation
method as adapted by the Metaphysical Poets Donne and Herbert, where the speaker
moves through the three stages of composition, analysis, and colloquy in order to

"

resolve a particular problem (Martz 38). Although "The Burning-Glass” docs not
follow this arrangement ecaactly, formal aspects of cach stage are present. The
speaker begins with an mtellectual truth as he understands it, which corresponds to the
analysis portion of the meditation, but personalizes it in a modern way by relating 1t to
his own childhood. After stating the subject of his account, the Crucifixion, he rapidly
lists crucial moments befoie and after the event, identifying with thesc agents,
beginning with Judas, in such a way that he seems to be imagining himsell present at
Gethsemame. This mental act is essential to the composition of place. Thirdly, and
most strikingly reminiscent of the meditation is the speaker’s projected, impassioned
exchange with God at the end of the poem. But the conventional order is reversed, for
instcad of the speaker addressing God and receiving a soothing response, as in
Herbert's "The Collar” (153-54), the emotional rise continues to the end. The speaker
responds to an apparently nigid, time-keeper God who is reminding him that his life is
over with the "musery mfinite” (the sole inversion) of the returning exile.® This ultimate
individual application of the meditation structurc not only charges the speaker’s last

words with the highest emotion, but also demonstrates de la Mare to be brilliantly

fusing the archetype of the Prodigal Son with his own dominant figure of the exiled
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wanderer. The final cry is thereby that of the traveller at the point of returning home.
By leaving the exile there and not responding to his plea, the poem dramatically
breaks off at its climax, the conclusion of the tale being understood.

The relation of the title and body of "The Burning-Glass” to onc another is
similarly a modification of another technique applied by the Metaphysical Poets. As in
Herbert’s "The Pulley” (159-60), the emblematic title does not appear in the poem as a
figure but informs the whole structure of the work itself (Freeman 168). Unlike "The
Pulley” though, the image of the burning-glass does not become clear until the poem
has been read, the painful progress that the speaker undergoes cxphicating the title. By
this means, the title becomes an emblem of the purifying process by which the speaker
progressively strips himself bare. Only then, when he has once again recovered his
"lost nakedness” (CP 201), somcthing he could only previously dream about, can the
wandering exile return home and face God.

As seen, the power of "The Burning-Glass” lies partly i its transformation of
conventional characters and patterns into a unique vision. By connccting the recurring
image of the exiled wanderer with that of the Prodigal Son, mythic depth is attached to
de la Mare's figure. Because it is understood that the wanderer is joyfully welcomed
home, de la Mare concisely and dramatically completes his traveller's quest without
having to dimnish the impact of the final, climactic confrontation. "The Burning-
Glass,” thercfore, in my opinion, expresses the conclusion of the traveller's quest far
more effectively than the long The Traveller on which he was workmg at the same
time.

As will be seen in the last chapter, The Traveller, while displaying considerable
inventiveness in its depiction of a barren, symbolic landscape and in ats attempted
psychological sketch of the wanderer, loses its power through discursiveness and
explicitness, making it a tedious anticlimax to the unified power of "The Burning-

Glass." 1 therefore place it slightly out of chronological order with the writings of the
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final phase of de la Mare's career, the extremely long Winged Chariot, and the
collections of short poems, Inward Companion (1950) and O Lovely England (1953).
The poems of this period indicate that he continued to be committed to the poetic
process by experimenting with new ideas and forms, although the weaker efforts are
diffuse. The stronger works indicate a continuing interest in strengthening the direct
voice so triumphantly yet painfully regained in the second peak of maturity. At the
same time, this apparently dircct conversational record continues to be built around a
symbolic core of imagery. For the most part, the adult speakers achieve a
progressively detached perspective duc to their increasingly inward, psychologically

oriented focus.

L A s
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Chapter 7:. The Long Poetical Experiments and the Final Collections:
The Traveller (1945,1946),) Winged Chariot (1951),
Inward Companion (1950), O Lovely England (1953)

For convenience, these four volumes arc grouped stylistically rather than
chronologically. The Traveller (1945, 1946) and Winged Chariot (1951) are de la
Mare's most sustained attempts in the naturally uncongenial long poem, while Inward
Companion (1950) and O Lovely England (1953) are his final collections of short
poems. The first two are obviously intended to be ultimate expressions of two major
recurring themes in his work, respectively, that of the exile pursuing his quest and that
of the transience of life. Unfortunately, this burden of intent creates a belaboured
attention to detail which devitalizes them. Their major significance rests in their
revelation that even at this late date, he was still interested in experimenting with
different formal techniques. In contrast to these ambitious failurcs, the last two
volumes are modest successes. Although the former, being composed mainly of recent
poems, is a morc accurate reflection of de la Mare's late interests and technique, the
key poems in both volumes are finec cxamples of his pared-down "reflectively
conversational” style, whilc indicating an increasingly inward directed, psychologically
oriented perspective on life. The adult speakers of these poems, because their four-
world universc is once again unilied, can, on occasion, internalize the otherworldly
within themselves.

The Traveller is a long narrative poem about a man and horse on a perilons and
ultimately self-destructive quest. Although the romantic figures arc familiar, first
appearing in "The Listeners,” the extreme length, bizarre landscape, and inward focus
indicate an ambitious attempt to document the spiritual pilgrimage completely. The
horse, rider, and landscape are all to be read symbolically, so the fcatures of the

setting are significant as well as the location of the two figures against it. Although
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this terrain appears mysterious, subtle clues as to its nature are inserted from the
beginning. These hints first appear in the guiding epitaphs, but by the end, the
controlling metaphor of the earth being a living being with a gigantic eye is distinctly
stated (Endicott 113). As de la Mare explains himself, the poem is a stage-by-stage
progression over the eye, where the traveller, once having descended from the eyebrow
onto the cornca, moves with ever-increasing difficulty and privation until he reaches
the pupil itself and dies (Brain 114).

Because this quest represents a spiritual process, as the traveller becomes
increasingly more decrepit physically, his inner world becomes progressively more
dominant. On the last night, he completely overcomes his bodily limitations to
eaperience the otherworldly beauty of the terrain and sec in a vision his predecessors
who fiave spent themselves in their quest for the ultimate, and failed. Although he too
knows he must fail, he is spiritually fortified by their company. As a result, he can
gaze dircctly into the pupil of the carth next day and believe a presence gazes back.
Rejoined with this nrimal source of life, he dies celebrating his successful completion of
his quest.

The Traveller thercby attempts to elaborate on the process of spiritual
purification without referring to traditional Christian archetypes. Unfortunately, in his
scarch for personal symbols, de la Mare eschews using the powerful contractive force
of an emblem as in "The Buriing-Glass” but chooses the one dimensional device of the
simple narrative allegory. Extending his earlier successful literary precedents of the
wanderer on his quest is potentially a strong idea (R. Smith 325-8), but only in weak
carly poems as "The Pilgrim” (1902) and "The Journey” (1912) does he employ the
tenuous narrative device of the journey. By contrast, in the several highly effective
symbolic poems on this theme, the traveller is shown performing a significant gesture--
vainly knocking on a door of a mysterious house in "The Listeners,” hurtling with a

prophetic challenge into space in “The Song of Finis," or in the persona of the Prodigal

S
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Son, pleading tc be allowed to return home in "The Burning-Glass.” By freezing the
figure at this moment, no sense of duration of time is aliowed to intrude and dispel any
of the drama of the gesturc or the density of the images. Unfortunately, in The
Traveller the necessarily linear structure of the journcy dees both. Zven the traveller's
final climactic scene is reduced to another action in a long serics of cpisodes. The
prolonged elaboration of the vnusual landscape which is inextricably bound to this
narrative structure thereby undermines itself. Although initially cffective when obscure
and providing a tremendous contrast in perspective with the tiny figures of the horse
and rider, the landscape becomes ultimately a mechanical rendering of an analogy for
no apparent purpose. The Traveller fails perhaps because it is the product of a sclf-
conscious attempt by de la Mare to lcave a legacy for his readers eapressing his cternal
quest for the "Ultimate Real” (Sackville-West 30).

Winged Chariot, is three times as long as T/e Traveller. It is a scries of lyrics
about time spoken by the ruminating, natural-sounding voice of an old man who
appears close to the poet lumself. Although, as suggested by the allusion to Andrew
Marvell’s "To 2 Coy Mistress” in the title, the "carpe diem” theme 1s present, the poem
ranges over various aspects of time from various human perspectives, to suggest that
our perception 1s ultimately subjective. These ruminations do not follow any logical
path nor do they achieve any conclusion. The poem 1s a series of monorhyme, iambic
pentameter lines arranged in stanzas ranging from three to seven hines cach, a nonce
form which enhances the discontinuous, epigrammatic quality of the voice. Anccdotes,
narratives, descriptions, abstract discussions, and quotations are incorporated into the
lines, the last sceming to provide general headings breaking the work into more
manageable lyric units.

In 1ts strengths and weaknesses, Winged Chariot is a representative late work.

Its extre:ae length and meandering structure leads one to question if in his old age de

la Mare had iost ihe ability to select and prune his poetry, for apparently, (there is no
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introductory note to suggest otherwise) this was the last volume he edited himself. As
Kirkham and LeVay both note, for the most part it is a summary of favorite images
and situations (130; "De La Mare's Poetic Landscape” 33) But portions of the poem,
especially those describing childhood memories, do possess considerable energy. They
seem autoblographical, as if at this late date de la Mare had dropped all his masks so
the "I" is now "me.” In one, the speaker describes an encounter with the mysterious
aspect of Nature:

Yet there was mystery too: those steps of stone--

In the green paddock where I played alone--

Cracked, weed-grown,

Wkhich often allured my hesitant footsteps down

To an old sun-stained key-holed door that stood,

The guardian of an inner solitude,

Whereon I longed but dreaded to intrude;

Peering and listening as quietly as I could.

There, as I knew, in brooding darkness lay

The waters of a reserveir. But why-

In deadly earnest, though I feigned, in play--

Used I to stone those doors; then run away,

Listenmg enthralled in the hot summer day

To echo and rumour; and that distant sigh,

As if some friend profaned had made reply,--

When merely a child was 1?7 (CP 558)

This interaction between the child and the reservoir, the boy deliberately
stoning its doors and the reservoir responding as if deeply hurt, recalls Wordsworth's
similar accounts in Book I of The Prelude of boyish pranks of stealing trapped
woodcocks or rowing across a lake in a stolen boat and fecling Nature is mtervenmg to
reprimand him (lines 318-25, 357-86). Yet de la Mare's formative childhood memory is
charactenstically us own, for in the typical manner of his latc poems, the tangible
object, the reservorr, is transformed into a symbol for a spiritual state. The rescrvoir

is then both a distinct physical entity and a correlation for the child’s inner world.

Because of his youthfulness, the boy cannot understand this connection, only dimly
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understanding that his play is a pretence covering a deep need and that his action has
harmed somecthing. EFach of these stanzas is in a new monorhyme which scems to
enhance the separatencss of the details contained in them. In the long seven line
stanza, the sustained repetition adds another dimension to the description, suggesting
the measured passing of time as by a metronome. Its relentless movement thereby
underlines the temporal distance between the event the boy experienced and the old
speaker who is recounting it.

The loose, speculative fabric of Winged Chariot, although somctimes irritating,
is on the whole sclf-revealing. As Russell Brain's Tea With Walter de la Mare
indicates, a dehight in the speculative process itself, as well as a quck-shifting progiess
through a wide range of subjects having only a relation through association, was
similarly a fcature of his conversation m old age.> At 1ts best, then, despite the
excessive length, Winged Chariot reproduces both the wide range of interests exinbited
in de la Marce's talk, while displaying the same paradoaical qualities of his vorce-- at

oncce keenly interested and humorously detached.

(ii)

The Iinal Collections: Inward Compamion and O .ovely I'ngland

As mentioned, the strong poems in [nward Companion rcetlect an ongoing
process of stripping away cacess verbrage and naturalizing seatence structure which
was to contmue to the end of de la Marc's carcer (Auden Introduction 87). Two
perspectives are presented.  On the one hand, numerous poems give carclul attention
to the external world, illustrating what was eapressed in "The Rapids” i The Burnmg-
Glass: that as death approaches, the slightest detail of natural beauty gains added
signilicance. On the other hand, as the title indicates, the corresponding inner world 1s
beceming even more important to the perceiver. "Martins” delicately eapresses the

visual acuity achieved by the first focus:




'‘Chelidon urbica urbica!’
I cried on the little bird,
Meticulously enunciating each syllable of each word;
'Chelidon urbica urbical’
Listen to me, I plead!
There are swallows all snug in the hayloft,
I have all that your nestlings can need--
Shadow and sunshinc and sweet shallow water--
Come, build in my caves, and breed!
Fly high, my [ove! My love, fly low!
I watched the sweet pretty creatures go--
Floating, skimming, and wheeling so
Swiftly and softly--like flakes of snow,
‘Gainst the dark of the cedar-boughs, to and fro:...
But no!
But no!
‘Chelidon urbica urbica®’
None paid me the fantest heed. (CP 518)
"Martins” presents an msignificant wncident which, at the same time, encapsulates
man’s 1clation to nature. Its apparent simplicity is caused by the unusual sparcness of
the images and by their almost rituabstic placement within the straightforward
chronological structure. This placement highhights a pattern of contrast in the natural
description that suggests a possible symbolic interpretation. The predominantly visual
imagery thercby opposes the protected but static world of human habitations in the first
stanza with the wild birds” world of uncontained movement m the second. When this
pattern of contrast is considered m conjunction with the action of the picce, where the
birds ignore the human’s address to them, two interrelated symbolic interpretations
arise.  As mentioned, the idea of man’s world bemg comfortable but restricted 1s
suggested.  Secondly, because the Iree, wild creatures repeatedly ignore the speaker’s
attempts to call them, the notion of man's isolation in the universe is expressed.
Ironically, no matter how learned a human may be, no matter what language he uscs,
he cannot communicate with another order of being. The beauty of "Martins” is that
although it contains these recurring themes, a symbalic interpretation is not necessary

to enjoy the poem.

Examination of the formal features of thc poem reveals that a complex
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structure underlies its apparent simplicity. The relation of the refrain to the body is
intriguing. Even without understanding the Latin, it is apparent that "Chelidon urbica
urbica” controls the rhythm and line lenigth of the work much the same way a nonsense
refrain as "Hickory, dickory, dock” does in the nursery rhyme. After translating the
phrase (city swallows) the refrain becomes a definition of the house-martin, of which
the poem is a description. Whether the lmes follow or break the quick triple metre
and trimeter line length of the refrain forms a pattern of contrast that connects to the
pattern of opposing imagery.

In stanza one, the rhythm, linc length, and structure of images accords with the
triple nature of the refram. Only the third line describing the speaker slowly and
carcfully cnunciating the Latin syllables breaks this pattern. This ponderous sounding
linc nicely characterizes the speaker as bemng concerned with reproducing the Hinest
details of language. Ilis precision 1s apparent throughout, not only in the particulars of
what he can offer the birds (1.8), but also n his physical deseription of therr
movements (11.12-13). The fust enumeration, "Shadow and sunshine and sweet shallow
water,” while it retains the triple time, breaks into a tetrameter hine, but the parallel
structure and alliteration of the items stress the tople quabity associated with the birds.
Similarly, the neat line, "Come, build m my caves, and breed,” 1s tetrameter, but the
syntax moulds the words into a tripartite shape.

In contrast, the second stanza 1s organized primarily by doubles, cither duple or
tetramcter metre, and is mainly iambic or trochaic. As in the previous stanza, the first
line sets the rthythm and metre. "Fly high, my love! My love, fly low!” eapresses the
speaker's rigid interpretation of the birds’ tree, wheeling thght, the balanced form of
the line reproducing the rigidity of his thought.  Yet in the course of the stanza, this
udy structure 1s destroyed by the msistent triple time associated with the birds. For
cxample, the description ol their movement, "Floating, skimming, and wheeling so /

Swiftly and softly-like flake. ~f <now” (11.12-13) has triple parallel lists reminiscent of
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the first stanza and an anapest meter, while the three key words are highlighted by the
"s" alliteration. At the end of the poem, after the speaker has expressed his failure,
the refrain appears agamn to underline by its light, triple movement the contrast
between the freedom of the wild birds with the rigid, limiied world of man.

This contrast is similarly reinforced by the unusual rhyme scheme. The two
nine-line stanzas are held together by the refrain and by the birds' non-response to the
specaker’s plea. The details of the latter ironically rhyme with those enumerating what
the speaker can provide the birds: "plead,” "need,” "breed” in the first stanza and
“heced” in the second. This tenuous interlocked rhyme is ,morcover, undermined by the
bulk of the second stanza itself. Unusually, tne first seven lines describing the birds'

movements are in monorhyme. This 1s based on a rhyme not found in the first stanza:

113 Hon oo n»on

£0,"” "s0,” "snow,” "fro,” "no" and "no.” As in the previously discussed excerpt from
Winged Chariot, the cffect is neither monotonous nor comic as might be expected
(IFussell 139, 141). Rather, the varying line lengths with their differing punctuation
reproduce the shape of the speaker’s voice as he makes exclamations and runs his
thoughts into onc another. Ultimately, the effect of the repetition 1s used agaimst itsclf,
for the speaker breaks off his mesmernzing desenption ol the birds’ movement with a
sudden ejaculation to return to the origmal refram. This thereby reproducces both the
cffect of the birds on the speaker and his reahzation of his failure to attract them.

The very end of the poem reverts to the swift triple time associated with the
birds. This shilt of tempo underscores the light tone of the self-deprecating voice while
reducing the mpact of s ronic perspective.  Although his Iearned mcantation has
failed to work its magic, the speaker still possesses the abihty to pronounce the words
By his art of weaving the structure of the poem around them, he thereby conveys some
of the wild birdy’ beauty and treedom.

As the title indicates, Inward Comparnion is largely concerned with the nature

of the inner world. The term “inward” appears fairly frequently but does not, as
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previously, depict only those inner sensory fcatures corresponding to outer organs as
the inner eye or inner ear. Now, the adjective accompanies a range of terms denoting
human responses to the range of life. At the same time, the term also applies to the
inner self as a separate but interconnected cntity capable of providing infallible
guidance so one can become "Dead-calm ‘'mid inward vortices, / When little else but
danger is” ("Blondin").

This increased incidence of the term and concern for the range of imner
existence suggest that de la Mare may be attempting to prescerve something he feels he
is mn danger of losing. This is expressed in only a few poems, but their placement
together in the middle of the volume makes them a cumulative expresston of despair

e

over loss of vision. T'he Bombed Iouse,” "Prnde Hath its  Fruits  Also,”
“Incomprehensible,” "See, Here's the Warrant!™ and "I ost World” establish a parallel
between the scarred post-war world and the speaker’s sterile imaginative vision. The
last two arc sometimes effective expressions ol loss of power, the second, despite its
title, ultimately suggesting a means for possible renewal of inner vision.

"See, Here's tie Warrant!” has the typical characteristies of a late poecm i its
uncluttered diction, reflective voice, conversational tone, and natural ordeting.  This
directness and the compelling analogy between the speaker’s doused creative spark and
an empty, "cold-chimmneyed” house cftectively eapress his sense of emptiness. The
alliterative fmal lines convey the clusiveness and othaworldly energy of creativity
better than any laboured analysis doces: "No cock, all carth for car, will ever crow / Its
witching wildfire back” (CP 533).

"Loost World” continues this eaploration by shifting to the poet-speaker’s phght
now that he has lost s inner vistonary impetus. It follows his emotional progression
from sclf-pity to acceptance to ultimately suggest sclf-awareness  The first half of the
poem wallows m bleak imagery, as the speaker demgrates his "mward companion” by

comparing his anguish to a "trickle of rancid water that oozes and veers, / Picking its
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sluggish course though slag and refuse, / Down at length to the all-oblivion ocean.”
This unsavory image is matched by the description of himself as "Derelict, drear, with
skeleton arms to heaven, / Wheels broken, abandoned, greenless, vacant, silent,” the
adjectives piling up on one another apparently without any control.

In contrast, the second half of the poem suggests that the above images have
enabled the speaker to purge himself emotionally. As a result, he begins to move
toward a morc mature attitude. He accepts responsibility for what has happened
although he continucs to rant at his inner self, considering lim an irritating reminder of
what has been lost. What the spcaker does not realize is that by complaining about
this continuing presence, he is also asserting the indestructibility of his inner self. The
shift in the final line "Or nearcer draw to your heartsick infidel” suggests his dawning
realation that part of his loss of vision may not have been the lack of power itself but
his lack of beliel m its existence (CP 534).

My interpretation of "Lost World” as ultimately being a record of reconnecting
with the "inward companion” is reinforced by the tone of acceptance of the speakers’ of
the volume as a whole. In particular, "The IHouse” represents a regaining of inner
vision since the body of the poem is a memory "seen” by the speaker's inner eye:

The rusty gate had been chained and padlocked
Against the grass-grown path,

Leading no-whither as I knew well,
In a twilight still as death.
Once, one came to an old stone house there,
Wheels crunched n those scarce-seen ruts;
A porch with jasmiine, a stone-fringed garden--
Lad’s-love, forget-me-nots.

A happy house 1 that long-gone sunshing;
And a face in the glass-bright moon,

And a voice at which even miemory falters,
Now that the speaker's gone.

I watch that image as [ look at the pathway--
My once accustomed /est,

As the painted gate on its hinges opened,
Now locked against the past!
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A true face too, yet scant of the future--
A book that I never read...
Nor shall now, since I soon must be going
'To another old house instead. (CP 522)
In "The House” an old man looks at the spot where his home formerly stood and
reminisces about it. His tone is appropriately quiet and gentle, his dircct cexpression
and generally plain vocabulary heightening the sense of a conversational voice. Only
the sole archaism, "no-whither,” in the first stanza, indicates that the forthcoming scene
is imagined. Although the pecem begms and ends with intimations ol his approaching
death, the spcaker is matter-of-fact about his situation. Ihs concern is with his
memory of the house and with his rcactions to this mternal image as he mpheitly
contrasts his old sclf with his young self just as he contrasts the present desolate scene
with the past vibrant one.
Through the act of remembering, the speaker transtorms the former mto the

non

latter, turning the “rusty,” "chained and padlocked” gate into a "pamted” onc.  Although
now apparently "locked against the past,” just as it is locked "agamst the grass-grown
path,” this ability to visualize clearly the earlier scene enables him to mentally open the
hinges, so, in his memory, the boy he was can zestiully return home. The speaker’s
progress into this transformation process is subtly ndicated by the shift of pronouns
and an accompanymg shift in perspective. In the second stanza, sketching m the
outside of the house, he uses the impersonal, noncommuttal “one” to indicate only that
the former house was visited. By the fourth stanza, the repeated personal pronouns
ndicate a rising action.  The speuker is so engrossed i watching his mner sight that he
spontancously cnters the scene eflecting the "magical” transtormation stated.

As m all good de la Mare poems, the interlocking of the tormal clements in
"The House” creates a cohesive whole and typically, the controlling design is contrast.

A fine balance is achicved between the past and present, the stullness and quict of the

old man's world oftsetting the motion and sound of the child’s—the details of the voice
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of a beloved figure and the crunching wheels adding three-dimensional touches to the
memory. The visual details in this memory at first seem solely descriptive, but the
relative emphasis on the traditional flowers in stanza two raises the possibility that they
are also symbolic. As suggested by the country or common names used for the last
named plant, the forget-me-not, the jasmine and lad's love also carry associations of
true, young love: timidity, modesty, and faithfulness (Ernst and Johanna Lehner 117,
119, 125). Thercby, the figare of a young boy coming to see a beloved figure is
indirectly cxpressed, although at this pomnt the speaker’s internal focus is on the former
house and garden.

The fourth stanza 1s particularly interesting both for the psychological sketch of
the speaker mentioned above, and the application of the term "image.” The line "I
watch that image as I look at the pathway” suggests the spcaker's two levels of mental
operation, his actual physical perception of the overgrown path and his memoried,
inner perception of the house and garden. The coordinate conjunction "as” and the
repetition of the personal pronoun "I” suggest that he is superimposing the latter onto
the former. Conscquently, he visualizes the past house with its inhabitants while he is
gazing at the over-grown path. As mentioned, he becomes so engrossed by this
memory that he animates 1t, imagining that he sces the child he once was rushing up to
the gate as it tormerly was and opening it in order to return home.

The conclusion adds an ironic twist to the depiction of the housc. It contrasts
the past image of the child returning home with the future image of the old man going
to his grave, the fmality of the latter associahon bemg emphasized by the rhyme
"read”/"instead” (if the former 1s m the past tense) which would make them the only
true rthyme pair of the work. This ironic echoing of return in the last stanza thercby
returns to the simile of death in the first, lending a cyclic hape to the work.

By making "The IHouse” an internal, mental impression rather than a physical

entity, de la Mare mverts a key recurring image in his poetry. In early works like
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"Haunted,” "The Phantom” (1902), and "The Old Stone House” (1913) the houses are
old, vacant buildings which the speakers of the poems consider haunted. Whether
these supernatural beings are deemed friendly or not by the innocent speakers depends
on the perceivers’ self-confidence and whether they are active or passive. At the same
time, in "The Listeners” and "The Old House"” (1913) haunted houses begin to assume
symbolic functions, in the first, signilying a possible means of gaining access to the
other world and in the second, signifying the grave. In later poems as "The Old
Summerhouse” (1938), paralleling the gradual trend of the poetry to shift inward, man's
buildings also come to be analogics for man’s physical makeup. Ilere, the decaying
summerhouse can be seen to represent the physical decrepitude of the aging speaker-
observer. As has been scen, this analogy is clearly stated in "Sce, Here's the
Warrant!” in the present volume, where the poct-speaker considers himself as an
emply shell, "his house of life to let” (CP 533).

In "This House” this internalization process has become complete, for now the
house cxists only in memory. Yet this imagined building has paradoxical symbolism,
signifying both the speaker’s happy childhood home and the grave. Ilis action in the
poem of watching the image of the house thereby enables him to observe himself and
reflect on his life. There is the suggestion that by imaging the past in the present and
by projecting himself into the future, the speaker is coming to terms with the continuity
of his existence, the device of the house accommodating all three personal imes of the
speaker.  His pilgrimage to his tormer home thereby cnables him to gain a balanced

perspective on life.

O Lovely England

As de la Mare observes in the "Author’s Note” ([p.7}), this volume is comprised
of poems written throughout his poctic carcer and arranged by his son Richard. I am

interested only in those works which appear recent, those which by their diction and
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structure seem to illustrate de la Mare's continual paring down of his expression or
those which thematically elaborate obviously recent concerns. Sometimes the precise,
almost technical diction suggests a work is a late poem, as in “The Reflection” where
"mask” is used in almost a critical sense. There are also late self-portraits; "Second
Childhood” continues that of "A Portrait” from The Burning-Glass but is bravely
presented in the second person as an internal address, and "Deadalive” returns to the
spiritual dilemma articulated in "Lost World” from Inward Companion concerning the
agonizing feeling that the creative spark has been extinguished.
Some apparently late pocms are pedestrian efforts resulting from what Richard

Smith calls mechanical writing (318). That de la Mare is aware of this is apparent in
"Sccond Thoughts” which ends with:

Oh, what mischief pen can make,

Scribbling on for scribbling’s sake!

How such vamty condone?

Peacock shimmering in the sun!

The Muse, if cver present, gone! (CP 604)

Two poems which could not be charged with this fault are "The Reflection” and "De

i

Profundis.” The former is an exquisite yct homely depiction of the familiar experience

of looking out a window onto the night but only sceing a reflected face:

Empty and cold is the night without.

From this fire-lit room [ peer through the panc.
Of starry assurance the dark breathes not;

My own face only peers back agam.

I know those cyes, that brow, that mouth--

Mask, or murror, the all T have,

But if t/zere lay the Occan and mine were the ship,
Not such for its Master would then I crave:

But a close friend rather; since love’s clear rays

Arc the light that alone makes man’s dust divine,

And like his, the Unscen’s - whose compassionate gaze
May not even yet have abandoned mine. (CP 611)
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"The Reflection” is a gently witty exploration of the term, the speaker moving
through various levels of meaning in the course of the poem. Beginning with a literal
reflection in the first stanza, he mulls over what it represents in the second, ultimately
to reach a spiritual interpretation. The delicate poisc of the poem is achieved through
incorporating a rclaxed speaking voice into a complex rhetorical structure. The
imagery is paradoxically both simple and complex, for although the speaker uses
contemporary diction, he has a metaphoric way of thinking that turns images into
symbols. From the beginning, he turns the absence of star-light into a symbol,
interpreting the unremitting darkness as a sign of uncertainty in life. Because of this
lack of guarantee, it scems to him that he seces nothing outside the window; only his
face is reflected back.

The spiritual overtones of the outer darkness and cold are emphasized in the
second stanza. "Mask or mirror, the all I have.” (1.6), in addition to expressing a
philosophy of self-sufficiency and self-reliance, also articulates a psychological
observation with critical overtones. This dichotomy states that the reflected facial
features are either a disguise for the inner sclf or an accurate image. Yet considering
de la Mare's awareness of his skill at adopting unusual personae, he could also be

4

using this term in the literary sense which would dissolve the "or.” If this is taken in
conjunction with his expressed belicf in late conversations that poctry is a kind of
spiritual autobiography (Brain 81), thesc opposing terms can be combined. It is only
becausc the mask covers the poct’s face that he can feel free to disclose his inmost
self.

The analogy in the second part of the stanza, as well as its expression, initially
proves problematical: "But if there lay the Occan and mine were the ship, / Not such
for its Master would then I crave.” The speaker’s odd way of referring to himself as an

object suggests that the "fire-lit” room represents his world, the comfortable domestic

world of man, which he scts against the immense, unknown world of the night. The
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speaker’s frightening task is to sail out onto this ominous vastness without even the
guidance of the constellations. Accordingly, he must search for a suitable "master” ot
ship’s captain to guide him, by extension, the capitalized term also suggesting God's
patriarchal position to man.

The qualifications of the last stanza, where this uneven relation is rephrased to
become one between equals, express the platonic notion of Caritas, whereby true
human love 1is understood to be a reflection of the Divine. By calling God the
"Unseen,” the original image of the mght is evoked, suggesting a cyclic shape. But now
the formerly ommous image has been transformed into a comforting one, since God's
"compassionate gaze” could provide the spiritual "assurance” the night did not.

As mentioned, the poem is controlled by the complex structuring of the
speakmg voice. Each stanza has a shift in structure that parallels the course of the
speaker'’s reflections.  The first stanza is a good example of deliberate use of mverted
sentence structure as 1t provides emphasis through parallelism.  Because in every line
the predicate is placed before the subject, the speaker’s action of gaszing out a window
to scc only his reflection is underlined. In the second stanza, because he 1s thinking
about a singiv subject, approprnately, natural order is used. The idea of duality being
cxpressed is cchoed in the parallel form of the compound sentences, the speaker's
coordinate conmjunctions "or” and "but” marking his dilemma

The unusual sentence structure of the third stanza suggests another kind of
contrast. Although not actually inverted, the words are arranged so the emphasis falls
on the midpoint of the lines, an cffect further enhanced by the medial caesuras i lines
9 and 11. This lends a rather ceremonial flow to the stanza which is fitting to a
discussion of God and contrasts meely with the conversational case of the previous
stanza. The 1dea of balance within the lines morcover evokes that achieved between
the speaker and his "close friend,” which resolves the original separation of contraries.

The varying rhyme of “The Reflection,” all within the range of the ballad form,
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similarly reproduces this movement from tension or conflict to resolution that the
speaker undergoes. In the first stanza, only one pair of rhyme 1s used. "Panc”/”again”
thereby highlight the speaker’s single vision where he can sce only his reflection. The
other potential thyme pair, however, jar, the harshness of the termmal consonance of
"without”/ "not" reinforcing the separation and potential conflict between the speaker
and the night. In the second stanza, this contrast is emphasized through lack of rhyme.
The single pair of approximate rhymes "have"/"crave,” moreover, suggest tie speaker's
emotional tension. By contrast, the third stanza is in alternate thyme, "rays”/"gase’
and "divine"/"minc  succinctly resolving the tension ol separation that tne speaker
initially feels between himsclf and the beyond. ‘The completeness ol these  fial
balanced rhymes ultimately suggest a confidence that the hesitant speaker could not
openly eapress, turning his guarded hope that God may «till be mterested i him into a
certainty.  These rhymes thereby reinforce and complete the "assurance” that the
specaker sceks.

"De Profundis” similarly provides assurance, but ol a contiary nature to that

Hr

achicved mn "The Reflection.” Because "De Prolundis” s an imagmative projection by

the speaker of what it would be like in the grave, he assures his auditor ol absolute
absence after death. By its stark pragmatism and spare dehneation of death as
negation of life, it is horrific without being grucsome.  Indeed. 1ts horror rests m the
very ordinariness of the things demed:

The metallic weight of iron;

The glaze of glass;

The inflammability of wood..

You will not be cold there,

You will not wish to sce your face m a nurror,

There will be no heaviness,

Since you will not be able to 1ift a finger

Therce will be company, but they will not heed you,

Yours will be a journey only of two paces
Into view of the stars agan, but you will not make 1t



There will be no recognition;
No one, who should see you, will say--
Throughout the uncountable hours—

"Why...the last tine w: met, I brought you some flowers!’ (CP 626)

The complete impersonality of the speaker’s voice and his direct address to the
auditor as "you” make 1t first appear that the reader is being confronted with "De
Profundis.” But the last hne with its mention of flowers brings a full realization that
the speaker 1s on his death-bed (R. Smith 328). The poem is thereby the ruminations
of the dying speaker to himsclf as he projects forward to the state of death, the largely
contemporary diction and straightlorward sentence structure reinforcing the impression
of a conversational voree.

The hirst stanza deviates from this pattern, 1ts three phrases appearing to exist
apart from the rest of the poem, unconnected by any verbs or pronouns to the speaker.
These are most effective because the suggestions of the parallel fragments icfer to
aspects of the colfmtsell, itemizing a wooden chest reinforced with metal and glaszed
to a high fnish. "Therr apparent non-relation to the body of the poem disappcears when

the second stanza is examined, for it places a ht - n within the object sketched above.

non 4

‘The visual, organie, and tactle 1images of “cold,” "murror,” "heaviness” and "finger” arc
all the miacabre mverse (or negation) and reverse (in opposite order) of the initial
images since the adeas of weight, retlection, and inflammabuility are all eapressed m the
first stanvza

The ominous repetition and parallelism of "you will not” ereates an unage ol the
speaker ledturing himself. The itemized sensations and concerns mentioned above
suggest a Ngure on a sickbed, complamming about feeling dreadtul and worrying about
an altered appearance. That these tribulations will be obliterated by death makes it
scem a release. The nature and presentation of these complaints suggests two voices,

the actual Iimes being the "heard” voice of the speaker responding stringently to an

unheard querulous voice contained within the spaces between cach stanza. The poem
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thereby becomes an internal dialectic by the dying figure to himself.

The third stanza moves beyond physical concerns to consider the dead
individual 1 context with the surroundings. These parallel, progressively longer
statements dispel any sensation of release achieved in the previous stanza. Again a
form of itemization, the negations now focus on the speaker’s fears and perhaps
petulant comments about being bothered by visitors and his eyes being writated by the
light of the stars. The sccond item also 1onically, and perhaps self-refleaively.
compresses de la Mare's notion of the quest within its account of how the body will be
close to the surface of the carth but not be able to move there. Its enjambed phrasing
and slightly cacophonous vowels caused by the inverted sentence structure emphasize
the metalhe weight separating the body trom hving things.

Relentlessly, the fourth and hitth stanzas, which are jomed by rhyme. retuin to
and claborate the pomnt concerning people - the previous stanza. Perhaps as a
response to a complamnt by the second. unheard voree about visptors remarking on a
ravaged appearance, the speaker ruthlessly assures his other selt that he will not be
bothered m the grave but be alone torever. As mentioned, the last line with s
parroting of visitors’ talk about flowers graphically captures the mmage of a sick-bed.
At the same time, because people do not only bring flowers to hospitals but to
funcrals, paradoxically the poem returns to the onginal mmages depicting the cothn,
now flower-faden since the mhabatant s within

By its placement near the end ot O Lovely Lngland and by its projection of
bemg 1 the grave, "De Profundis” forms an apt condusion to de ta Mare's pubhshed
collections of pocetry  "The stark imagery, unusnal form, and ronic tone draw altention
to themselves at the same time they prevent the poem from being a pat epilogue. Its
suggestion of a scli-disparaging final presentation of the poct as a querulous invalid
similarly punctures any authorial pretensions. "De Profundis” thereby indicates that de

la Marc's detached, critical self-awareness continued until the end of hws career.
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With its imaginative projecction of being in the grave, "De Profundis” likewise
scrves as an apt point to conclude this study of Walter de la Mare'’s poetry. Death has
formed a recurring theme throughout; briefly tracig de la Mare's treatment of death
through the three phases of his carcer in terms of emphasis, attitude, and method of
presentation  will summanze the course of his poetic development. This will
demonstrate that, even m the beginming, he does ot turn his back on the challenges of
life but dircctly faces the temptation to escape and resists it. It will be seen that his
cvolving treatment of the subject supports Auden’s belief that de la Mare continues to
‘mature m technique and wisdom” untl the end (Introduction 395).

As has been scen throughout this study, the pattern of four-world 1images in de
la Marc's poetry presents the universe as consisting of numerous intersecting planes of
eanstence, based on the contraries this world, the other world, the ¢hild world and the
adult world.  Necessanly, i this complex system, life and death form one essential
pair of opposing clements, along with wake and sleep, the temporal and the eternal,
and the natural and the supernatural The close connection between life and death s
hirst articulated in "Shadow” (1906, analysed in chapter two), where, applying Platonic
ideas of mortal life as beng a tamt reflection of the ideal world, an object’s shadow 1s
mterpreted to be an emblem of 1ts transience:

Lhe lovehest thing earth hath, a shadow hath,

A dark and Inclong hint of death,

Haunung it ever ull s last famnt breath ..

Who. then, may tell

‘The beauty of heaven's shadowless asphodel? (CP 66)
Dceath thereby haunts worldly existence, accompanying life as closely as a shadow does
its possessor.  Although bleak, the poem ends with the possibility of the paradoa that
the sign ol mortality, the shadow, may also scrve as a constant reminder of its

4 contrary, the cternal world of a "shadowless” heaven. De la Mare, therefore, remains
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curious about death throughout his carecr because it seems to promise a definite,

L

although irrevocable, means of passing from this world to the other world, as described
in "The Bridge” (1938):
A Bridge, now ncaring, 1 shall walk alone-
One pier on earth, the other in the unknown:
And there, a viewless wraith--
Prince of the wreckage of the centurics,
Yet still past thought's fixed serutiny, heart’s surmise,
And nought but a name, yet Death. (CP 367)
But while de la Mare remains interested in death as a means to reach the other world,
s emphasis and method of presentation vary considerably over the years.
Death is a major, 1f unhkcly, topic i the carly period (1901-1918). Although

"Shadow,"” cited above, presents an impersonal perspective, this s rare. For the most

art, fascinated by the suggestion of timeless beauty, death s treated <olely as a
ob y

symbol of passage, and all consideration of 1ty actual effedts tends to be ignored o
dismissed. Often, de la Mard's figures adopt a selt-indulgent, decadent posture, selt-
consciously mmitating the Romantic athtude of being “hall i love with casetul death ™
But despite this temptation, mw these poems, hike “Bright Tate” (1906), "Muvce Unheard”
(1912}, "To LT,." "Dust to Dust” (1918), "Not that Way,” and "1he Imagimation’s
Pride” (1921), the figure is shown resisting the seductiveness of death although 1t scems
to Le the casy way to achieve peace and resolve all intermal confhet. As the travellers
m "The Pilgrim” (1906) and "The Journey” (1912) demonstrate, the only way to
complete your quest 15 to steadfastly resist any apparently casy route. Stowcally,

because no escape from life is allowed, the hgures must follow the natural, ditficult

course unaided ("I'wo Worlds” 622; Bonneret 298-300).

At the same time, death itself, when personitied, s not portrayed as evil. On
the contrary, in "Even in the Grave” (1906) the shadowy, regal figure 1s attributed with
a "strange innocence”; even in "Motley” (1918, analysed in chapter four), by not

-« possessing sense organs, death is presented as not having the capacity to create evil.
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Rather, it 1s a simple consumer of the dead. This qualification, which at first seems
solely perverse, is yet consistent with the affinity being established during the carly
period among innocence, the child world, and the other world. By thus scheme, it is
logical that in those poems presenting a child in relation to a dead figure, as in "The
FFuneral” (1902) or “John Mouldy” (analysed in chapter two), although the child does
not understand the significance of the event, he seems unatfected or untrightened by it.
The most eatreme instance of this occurs m the bizarre "The Keys of Morning” (1912).
Here, when the litte girl thinks she sees death beckoning to her, she, full of curiosity
and without apparent qualms. 1s about to approach him, when all s revealed to be an
illuston (Duflin 84):
Lowsa laid her lesson book
On the cold window-sill;
And m the sleepy sunshie house
Went softly down, until
She stood in the halt-opened door,
And peeped  But strange to say,
Where Death just now had sunning sat
Only a shadow lay
Just the tali chimnev's round-topped cowl,
And the small sun behind,
Had wath its shadow m the dust
Called sleepy Death to nund
But most she thought how strange 1t was
‘Two Keys that he should bear,
And that, when bechoning, he should wag
The littlest in the air - (C P 106)

By companson, in the middle period during the 1930s, death becomes much less
mmponant thematically Duning this transitional phasce, de la Maie 1s eaploring the
various means by which a matuie, self-aware indwidual can reforge the vital links with
childhood mnocence and spontaneity that would enable him to become an mtegrated
person  The personac are thereby interested in repeatable and memorable means of
gaiming access to the other world and achieving a balance between the diverse aspects

of exaistence. "In the Garden” (1933, analysed in chapter five) shows an adult speaker

trying to come to terms with death in context of man’s society, the natural world, and
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God's universe. Death comes to be seen as part of untamable, wild nature, which man

ineffectively tries to limit by his "mild,” "bland” societal mores, and ultimately as an

agent of God himself (CP 275). The speaker is powerless to change this but struggles
to understand the rcason why.

In Memory (1938), the aging speakers begm to achieve more detachment,

turning their attention inwards and reflecting on the course of past images and cvents

nr

which they have experienced. "The Last Chapter” is spoken by a writer, apparently de
la Mare, who advises himself to drop his cgocentricity and spend hus remamimg time
learning from the 1mages of his mner vision. The adeas latent i the carly symbol of
death as a shadow and as an amoral agent are brought out fully here, for death s
presented as a “companion” who accompanies one's every action  Although, the world
of death is presented as being an alternate state ol eanstence to ife with ats own
powerlul symbols, the poem concludes with the onunous self-warnimg 1o be aware of
whosce servant death is, by imphcation, God's o1 Satan's.

Pace, sull, for pace with you, companion goes,

Though now, through dulled and mattentive car.

No more--0s when v chifd’s=vour siek heart knows

His intite energy and beauty nean

His, too, a World, though viewless save m ghmpse,

Heo too, a book of imagery bears,

And, as your halting toot beside him Iimps,

Mark vou whose badge and lisery he wears (07 350)
This ambivalent attutude to death is brought out graphically in "Iy August Burned”
(analysed i chapter five) which employs the old device of juataposing an innocent
child with an instance of death. It the chionological tracmg of the process by which
the child reverses her attitude to the dead hare is terpreted psychologically, the poem
demonstrates the compleaity of human emotions, lor the adult, hke the child, can feel

conflicting emotions at the same time.

In opposition to the poems of the caily period which show a surprisingly heavy
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emphasis on dcath, the poems of the late period (1941-1953) have an uncxpectedly
light emphasis. Because for the most part the figures have gained self-knowledge, they
are able to consider death pragmatically, as part of the scheme of life. The children's

poem "Me” (1941) succinctly conveys this detached acceptance:

As long as 1 live

I shall always be

My Sclf-and no other,
Just me.

[ake a tree--
Willow, clder,
Aspen, thorn,

Or cypress forlorn

Like a flower,

I-or 1ts hour--

Primrosce, or pik,

Or a violet--

Sunned by the sun,
And with dewdrops wet

Always just me

‘Tl the day come on

When I leave this body,

It's all then done,

And the spirit within 1t

Is gone (CP432)
‘This 1s not to say that death 15 always considered so dispassionately, however. By its
ncarness, death s a different matter to an old person than it is to a child.

In The Burmng-Glass (1945) death produces varying responses.  On the one
hand, there are several poems about bemg severely il where de la Mare seems to
eapress his conthcting cmotions fully and direetly (Brown 9395). In “Laid Low" the
speaker s lascmated yet temntied, the poem ending with him alternately crymg out to
Ged to continue his ife and wishing to be dead:

My heart said,
‘Nay, there s nought to fear’--yet shook with dread:
Wept, 'Call him back!': groaned,’Ah! that eycless head!

Impassioned by its beauty; sick with doubt:-
'Oh God, give bie" and, 'Would that T were dead? (CP 478)
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But even in these poems death is presented as an inevitable fact which must be
accepted, for the most part the figures striving to maintain an unemotional attitude.
On the other hand, paradoxically, the hovering presence of dcath in old age creates an
even sharper responsc to life by the poignancy of the absolute and final contrast "The
Rapids” (discussed in chapter six) expresses this heightened awareness:

The birds, that used to smg, sang then

As if n an cternal day;

I'v'n sweeter yet their grace notes, when

Farewell . farewell 16 theirs to say.

Yet, as a thorn its drop of dew

Treasures m shadow, crystal clear,

All that T loved Ilove anew.

Now parting draweth near  (CP 455)

In vome late poems, the detached, matter-of-fact attitude s intensified unul 1t
becomes sell-deprecatingly rome.  As if to deliberately puncture his former deluded.
fanciful presentation of death, m "lurcka” (1945) de la Mare allows s dreamet-
speaker to visit the atterworld only to discover all his preconceived notions are hiction.
Set against the nostalgic stance of the conclusion of "Shadow” where the speaker
wonders about “the beauty of heaven's shadowless asphodel,” jarrmgly, here, the
speaker finds only a sterile vault. When he asks the jamtor "Is this, fnend, Hell or
Paradise?” he learns these tidy oppositions are only another form ol human sclt-
delusion-

"I'erms trite as vours the ignorant

On carth, 1t scems, may yel delude

flere,"sin” anud "saint” amd "hierophant”

sha oexile with "the Good”. (CP 479)
Although all 15 thankfully just a mghtmare, the point is cruelly made that all our
speculations are just that. Such a harshly sclf-critical stance toward the speaker could

have never been possible in the early period, supporting McCrosson's belief that death

1s considered progressively more aromcally in the late works (52).  Regarding this
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tendency, "De Profundis” can be seen as forming the ultimate and most subtle example.

As has been seen, the shifts in emphasis, attitude, and manner of presentation
of death from the ecarly period, through the middle period, and in the late period
highlight key features of each. While a young man, the symbolic ramifications prove
the most compelling to the extent that the ordinary human reactions tend to be
repressed. Throughout the pamful growing period of the transitional poems, de la
Mare gradually gains a more honest and identifiable ambivalent attitude. In the late
period, these self-eaxplorations are infused with an increasingly detached approach, the
accompanymg increasingly ironic stance of the speakers expressing an underlying,
understood acceptance.  With this maturing of outlook, the speakers assume a more
direct, conversational style while contiuing to think metaphorically.

De la Mard’s development can thereby be seen as cumulative at the same time
it s a paring down. This is not as contradictory as it might appear; in his evolving
thought and style he always retained the essence of his former symbolic method as the
core of his work. e only stipped away the outer su.face layers of excess diction,
unnccessarily convoluted sentence structure, and the accompanying fanciful, immature
ideas they eapressed.  Although the cool, sclf-deprecating irony of "De Profundis”
appears nthilistic in contrast to the emotional outery of the Christian m "The Burning-
Glass,” 1t does not contradict this progression but rather is the final, logical stage.
Only because the poct-speaker had been spiritually welcomed home  could he

chspassionately engage in a such a ruthless inner dialogue.
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Notes

Chapter |

10ther critics holding this position include: Aldard, Burgess, Coombes, Fletcher,

Garman, Jarrell, King, Larkin, and Walton.

2De la Mare's poetry has formed part of the subject for other book-length critical
cvaluations of his work: Doris Ross McCrosson's Walter de la Mare (1966) and Richard
Smith’s doctorat dissertation "Walter de la Mare (1873 to 1956),” Wales, 1980 Because they
prefer the fiction, especially the short stories, over the poetry, the latter receives a somewhat

cursory analysis and is not taken mto full account in therr respective conclusions,

3Critics who state that de la Mare's work 15 to be approached primarily on the

cmotional level include Hopkms, Sackville-West, Williams and, the comyalers of Books The

Journal of the National Book League- 301. April-May 1956, Critics who consider de la Mate

a static writer include Deutsch, Grigson, Lewis, Press; Van Doorn, and Walsh

#Two perspicacious critics before Perkins who eapressed the idea that de la Mare was
awarc of his use of Romanticism as both a theme and a convention, although they do not
pursue it in depth, are Stanford and the anonymous 775 writer of "Conumunng Renewal,” a

review of O Lovely LEngland

5Crities sensing an cessential change at the end of de la Mard's carly poctry indude
FFausset, Freeman, Jack, Peschmann, and Wagenhknecht. Some other critics considering de la

Mare to be a symbohic poet are Cecil, Fallon, and Wiley and Orel.

6Previous critics who have identified two opposing worlds 1n de la Mare's poetry are
Coats, Church, Faussett, Freceman, Sansom, W.j.Smith, and the anonymous 7LS author of

"A Poet of Two Worlds: The Imagery of Mr. De La Mare.”




Chapter 2

De la Mare was to become an authority on traditional children’s literature. Examples
of his wide knowledge include his notes to Come Hither (1923, 1928) and his ntroduction to
Awmmal Stories (1939). As well, he is acknowledged numerous times as a source in the Oxford
Dictionary of Nursery Rhymes edited by Iona and Peter Opie. De la Marc also wrote critically
about the major Victorian children’s writers, for instance, a book review of Stevenson's
letters, an essay on Christina Rossetti, and a discussion of both Lear and Carroll in an essay

on 1 ewis Carroll.

“This 15 in contrast to the adult pilgrim who must undergo the witches’ temptation of

an casy way home 1 "The Pilgrim.”
In catly editons (1902,1916) the syncope is not used, "whispering” appearing in full.
\ g

“T'his technique will be developed most effectively in "The Listeners” (1912) where the

detarled desenption of what is not done ccerily becomes the activity of the supernatural.

®Several cnitics, notably Madame Bonnerot, have commerted on the Platonic

4

clements 1n "Shadow.” She observes:” dans sa vision d'un autre monde ideal, éternal ct
visible, dont le ndtre n'est qu'une imparfaite représentation parce qu'il le monde d’aprés la
chute sans doute--avec cette ombre, toujours présente, qui n'est autre que la mort.(p.114) |
behieve "Shadow” is not truly Platonmie because de la Mare ultimately assumes a speculative,
interrogatine stance. Intent on exploring the universe as he sces it, here he employs Platonic

language much the same way clsewhere in Poems he appropriates modes of Renaissance

literature and clements of lolk and fairy literature in Songs of Childhood

TThis is an example of de la Mare's psychological and cducational interest in children

which would culminate thirty years later in Early One Morming (1935), a critical anthology of
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writings about children where he would call out for more enlightened educational methods in

¢ 3

British schools.

Chapter 3

In Behold, this Dreamer! (1939), de la Mare will use psychological terms to describe
dreams as inlets to the unconscious, which is not personal, but collective, lle describes the

unconscious in the following way:

It is a convenient but animating term for the reservorr of elr vitae from
which, throughout the working day and at every moment of dream, 15 bemg
drawn up into consciousness, cven thcugh it may serve s purpose
unperceived, the imagery of recognition, recollection and re-creation  ‘The
submerged portion of an iceberg is the commonest metaphor for 1t; but that
of an archipelago of humanity whose myriad island peaks are connected under
the seca may be nearer the mark. Intuition in part depends on its resources;
and past calculating, the faculty or poise or, rather, state of the mind which
we call the Imagination.... What—-in any original enterprise of mind or spirit--
can man achicve, indeed, unaided by the reviving waters of (lus unplumbable
well? - A well lapped in darkness--and every metaphor is only a makeshift-—-into
which we can peer only with the aid of a fecble taper, introspection  (83-84
note)

“For discussions of this remarkable cffect sce Kirkham 117, Wright 130, and Gwynn

and Condec item 26.

3Alicia Ostriker refers to "Miss 'T” as a nursery rhyme in Viston and Verse n William

Blake 31.

*As LeVay attempts in his analysis in The Isaplicator. |

Chapter 4

"Twenty poems which appeared in Motley had previously been published in a limited

LX)
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edition called The Sunken Gara = (1917) ("Bibliographical Appendix” CP 891).

2"Sam's Three Wishes” in Story and Rhyme re-works the fairy tale staple in a gently
humorous and ironic fashion, the subtitle, "Life’s Little Whirligig” using a child’s toy to image
a kind of ecternai life. "The Double” and "The Little Creature” from Down-Adown-Derry
return to the figure of a little girl dancing by herself. The first is a hght-hearted, rollicking
rendition of the other-self idea formerly bleakly presented in "Mysel{” (1906) combined with
the celebratory dance of "The Buckle” (1902). The second is a contortion of this type of
poem, as a witch's child seems compelled to perform a ritualistic dance. The beat of her
whirling, convulsed action is cffectively set by the grating opemmng: “I'wmkum, twankum,

twirlum and twitch, / My great grandam--She was a witch.”

AL the same time, de la Mare is defining childike in his criticm.  In "Rupert
Brooke and the Intellectual Imagmation” (1919) 179 he will use some of Motley's
characteristics to desertbe the visionary imagination which provides an intuttive and inductive

understanding of Iife rather than a logical, deductive one.

‘De la Mare's dedicated war-work is well-documented by Sir Stephen Tallents in "A

Memory of 1917-18" m Tribute to Walter de la Mare on hus Seventy-fifth Birthday 86-90

SContrast this realistie attitude to war with the naive, sentimental one of "Keep

Innocency” in Poems (1906)

SMurry 134, makes a amilar comment, scemg the “incessant and conflicting interplay”

between the ideal and the real as being de la Mare's maim mterest.

7Richard Snuth 107 discusses de la Mare’s appropnation of Platonic terms in Motley
and The Ved, behieving he s not a platomist but as with allusions to Iiterary works tikes
whatever he finds useful as a velucle of expression. Bonnerot 257, 409 believes that when the

listener achieves this state of ecstasy, he recaptures a vision of the untallen world and thereby
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regains unity by retrieving his total humanity.

8De la Mare loved the last stanza of "Fare Well,” and it bccame a motto expressing his
philosophy to many of his admirers:
Look thy last on all things lovely,
Every hour. T et no night
Seal thy sense in deathly slumber
Till to delight
‘Thou have paid thy utmost blessing;
Since that all things thou wouldst praise

Beauty took from those who loved them
In other days (CP 218)

T'or mstance, see "1Two Deep Clear Eyes” (1941, CP422) and "Love” (1951, (' 529)

0FTere, as in "I Met at Fve” and "Nod,” previously discussed, the rose colour both

mdicates time of day and s a pun on the flower which symbolizes the transience of hife

DKirkham 4 remarks that the speakers’ attitudes resemble that of youth to old age

in "Age” in Poems (1906),

ERukbam 1240 thinks hughly of this poem, by contrast Bonnerot 113 finds 1t pamtul

to read because it is <o poor.

By the mn having the sgn of the rismg sun and bemg called the World's nd, de la
Mare shily and self refleaively recalls the fnn he depicted i Hemy Brocken (1904) 120, 1 the
chapter inspired by Prdgrun’s Progress.  Accordingly, it possesses attributes of both carth and

ctermty

Yhis territory came to be considered de la Mare’s own spedal area A typical
) I \

comment is the psychological interpretation by J.B. Prnestley, "There is a de la Mare world,

unlike anybody clse’s. Tt eatsts chiefly in the twilight regrons between the conscious mind of

"

our time and the great deep of the collective unconscious...” Trnbute to Walter de la Mare on

hus Seventy-Iifth Birthday p 18.
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I3Elizabeth Schneider interprets God to be dying in her explication of "Maerchen,”

item 29.

16In his introduction to his anthology of folk and fairy tales, Animal Stories (1939)
xxvii, de la Mare will later refer to "Maerchen” as "nursery tales,” which usuaily lead to a

“scrap of worldly wisdom, a minute lesson, even to a moral,” as in "The Three Little Pigs.”

Chapter 5

YThe metaphor of the inward fire to comvev the power of innocence recalls a similar
mage at the concluaon of “The Children of Stare” Poems (1906) where the children’s "tiny
fires” are "Blown 1o a core ot ardour / By the awful breath of God” (CP 63) but stripped of a
rehgious context - While previoushy at signified the force and origin of therr purity, now it
carnes the Romantie association of creatnve dynamism — As in "Noon and Night Flower” from
Lhe Listeners, the usual assodiation of activaty with outer life 1s inverted to suggest the vitality
of the inner, creative life, as the girl's thoughts "dream” through "enchanted woods.” The
mward direction of the girl’s gaze will reappear m Memory as the "inward eye,” a significant

umage in the later poctiy,

=De la Mare believes that complete communication between loved ones 1s possible

onlv in absolute silence when a spiritual communication could occur, "Silence” (CP 131).

“De Vres, 99, states that the colour blue is assoctated with circles, and both sigmfy

calm perfection.

*William Wordsworth, 'l Wandered Lonely as a Cloud,” 4:21. De la Mare believes we
enter our unconscious by the "inward eve,” whose relation to the physical eye e expressed
analogously by comparing the clfect of moonlight to that of sunlight. Its power depends on

the person’s awareness of inner experience, but just as with external sight, it is formed by the
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perceiver's impression of the play of light on an object. Unlike the outer eye, however, it
neither tires nor ages but will continue to produce a clear image. Although it can be called
upon again, the perceiver's gaze can only remain focused for a few instants, Behold, This
Dreamer 80, 51, 53 notes. De la Marc would later call this inward gaze the inlet to "the hittle
nowhere of the mind” Nursery Rhymes for Certain Tumes 10; Russell Brain, Tea with Walter de

la Mare 15.

Previously in Farly One Morming (1935), de la Mare tells an anccdote which obvioush

formed the basis of "Dry August Bumed ”

Some years ago a child of six was plaving in the hitchen of a country cottage,
m which she was spending her summer holdavs, when a shot hare was
brought mout of the heat of the harvest ficlds. At sight of 1t she broke mto a
passionate fit of weeping, and nothing would comlort her "1 he heart having
lulled at last, the head becanie active, and at noon, she sidled up to her
mother with the half-whispered request, "'Mummie, please may 1 go and see
the hare shinned?” (216)
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Chapter 6

I'These terms are Michael Kirkham's, 128, 129.

2"Sheep” in The Burming-Glass refers to Blake's "double vision” where "with my mnward
Lve, ‘tis an old Man grey, / With my outward, a Thistle across my way " "Letter,” FFelpham,
Nov 22, 1802, Poencal Works 306; 27-30, and gives a recent example m the speaker’s hife
which sparked the association. Spying from a bus window 4 motionless flock of sheep, the
speaher sees them as shapes of stone. e comments on the process in the fmal two stanzas:
The mind--that old mole--has its hidden carthworks:
Blake's grevbeard into a thistle turned,
And, n lus childhood, flocking angels
In sun-wild foliage gleamed and burned
Mustons  Yet—as niy ‘bus lurched onvard,
Becedh trees, park-land and woodland gone,

It was not sheep o my memory hingered
But, strangely mdwelling, those shapes of stone (CP 483)

Do la Mare, Come Huher 384 Tona and Peter Opie, "Inttoduction” The Ozrvford

Dictionary of Nursery Rhymes 12; Lhzabeth Sewell, The Field of Nonsense 67

“Bonmnerot 211 notes the similarity of theme in the two poems

“In Behold., 1hs Dreamer 36 67 Walter de la Mare calls this transttonal state between

” " M .
wahimg and sleep "sentience,” believing it v capable of producing vivid visual mmages which
appear to have profound sigmificance to the percener. Because the person s onlv 1 a state
of partially suspended conscrousness, he or she is thereby aware of exactly what the "mward

eye” n focusing on.

”

*Bonnerot 351 mahes a similar pomt about the carly poem "A Song of Enchantment,

stating that the smger uses archaisms to scarch for the Lost Time he cannot retrieve.
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I disagree with Bonnerot 143 who belicves this is definitely a sexual affair, the

A Y Y O

¥ "moment’s peace” referring to the time immediately after love-making

[Py

8An early presentation of God in this manner appears n the flawed "The Hour-Glass”

in The Veil (1921) which 1s spoken by a representative man to God

Chapter 7

'As Richard de la Mare eaplains in the bibhographical appendin o the Complete
Poems, p 898, note 39, a somewhat shorter verston ol Jhe Traveller appeared at the end of
the Amenican edition of The Burmng-Glass. while a modified. tuller verston appeared on s

own in England m 1946.

“For example, one conversation begans with poece and fime but becomes o discusston

of the collectne unconscious, p 56

*lohn Keats, "Ode to a Nightingale” 6 5
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Appendix: Walter de la Mare Criticism

The following bibliography is restricted to criticism about Walter de la Mare.
Several excellent bibliographies about his own writings already exist, and are specified
in Luce Bonnerot's L'Oeuvre de Walter de la Mare. Une Aventure Spirituelle. Paris:
Didier, 1969, p. 474, the most comprehensive one still being Leonard Clark's Walfer de
la Mare. A Checklist Prepared on the Occasion of an Exhibition of his Books and MSS
at the National Book League, London: Cambridge UP, 1956. Specifically, my list
modifics and amplifies Bonnerot's bibliography of writings about de la Mare on pages
501-17 of her dissertation. It is a modification because the listings concern only
writings about, or substantially about, de la Mare’s poetry. It is an amplification
because not only have I located a fair amount of criticism beyond the range of her
bibliography which encompasses 1916-1967, but I have also discovered other items
written within this period that she failed to mention. This list includes the criticism
which I consulted as well as that cited in the course of research for the present study.
For these reasons, there is a slight overlap with the preceding "Works Cited.” For casy
usc, the items arc arranged in chronological order. At the beginning, I include
separate bibliographics of Walter dc la Mare'’s writings. At the end, I include a brief

note about biographical scholarship on de la Mare.
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Biography and Letters

To date, no biographical study of Walter de la Mare has been published,
although Mrs. Tercsa Whistler, the former wife of Rex Whistler the aitist and de la
Mare's close friend, was working on a manuscript several years ago. Nor, to date,
have his letters been collected and edited. There are two large repositories: the
Bodleian Library. Oxford, and the New York Public Library. In the latter, there are
some letters m the Manuscript room, but the bulk is in the Berg Collection.  There is

also some correspondence in the B.B.C. archives.
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