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Abstract 

This dissertation offers a revaluation of Walter de la Mare's poetry; it counters 

two corn mon critical rnisconceptions: escapisrn and Iack of developrnent. The overall 

pattern of imagery in the poetry reflects de la Mare's undcrstanding of rcality. lt 

outlines a universe of four interpenetrating "worlds": this world, the other world, the 

chi Id world, and the adult world. This pattern is used as a frame of reference. Key 

poe ms arc closcly read so the complexity beneath apparent simplicity is pointed up. 

The poetry divides into tluee chronologicai stages, with two peaks of maturity. In the 

early peak, The Listcners (1912) and Peacock Pie (1913), a dIstinctive, dense symbolic 

mode is pcrfectcd. ACter a transition al period of forma! expcrimcntatIOn, a late peak 

IS achicvcd wlth Belis and Grass (1941) and The Euming-Glass (1945), wherc symbolic 

imagcry forms the core for a quiet, reflective, conversation al mode. Throughout, the 

children's and adlllt poetry arc considcrcd as a unit. 
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Résumé 

Cette thèse VIse à réévaluer la poésie de Walter De la Mare et féfute a ce titre les 

deux critiques formulées à son encontre: fuite devant la réalité ct manque 

d'étoffement. L'imagerie de la poésie de De la Marc reflète pourtant l'appréhension 

qu'il a de la réalité. Elle décrit l'univers de quatre "mondes" étroitement liés: notre 

monde, l'au-delà, la monde '.!nfantin ct le monde adulte. re mondèle ~elt de cadr~ de 

référence. Les pnnCIpaux poèmes de l'auteur sont examinés de près pour faire 

ressortir leur compleXIté, Mms-jacente à une apparente simplicité. Son ocuvre ~e tlIvi~c 

en trOIS période~ chronologiqnc-. marquées par deux tournants capItaux I,e prcmier. 

caractérisé par Tlze Usfenels (1912) et Peacock Pie (1913), VOlt l'ah()utJ~'eI11ent d'un 

mode ~yJ11bolique, dense ct original. Après une période de tran-.ition marquée par tille 

expérimentation lormclle, De la Mare opère avec Belis and (irm.1 (1941) ct Tlze 

Burnillg-Glass (1945) un -.econd tourant où l'imagerie -.ymbohquc c-.t au cocur d'11l1 

modc sercin, pcn~il ct dwlogiquc. Cette thèse enVl';age globalement la :)oé-.ie pour 

adulte~ ct pour enfant<, 
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« Chapter 1: Introduction 

Do diddle di do, 
Poor Jim Jay 

Got stuck fast 
In yesterday .... (CP 145) 

This carly children's lyric by Walter de la Marc (1873-1956) may be taken to 

express a common eritieal mlsconeeption abolit hi~ poetry. In the 1920s and 1930s, 

I.A. Richards and F.R. Lcavis excIllded him from their discus~ions of modcrnist poets 

becallse they cOl1"ldercd him to be escapist, to have turned away from the problems of 

contemporary lifc to "seek sheltcr in the warmth of lm own famlliar thiekets of dream, 

not io ~tay out III the wind./1 They bclieved de la Mare's personahzed rhythm~ 

cnmpounded this by Illlling the reader into a trance, Ml a" 10 cause dreamy "visiclJl<;/1 but 

not alert "vI\JOn" (Richard~, "Poeh" 72; l ,eavi\ 52-53) The dominant cntical opinion 

ha ... tellded tn be along the~e hnes; de la Mare i~ ùI\llli~scd a~ a belated Romanllc who 

matche~ his Ilo~talglc fa<;cination with mnocence, childhood, and dream wlth an equally 

old-Ia~hlOned style. Ile i~ depictcd as bhthcly cOllti/llllng to present his cscapist VIsion 

in conventlOnal f(1rm~ and metres a~ II the moderni~t movement had never occurred. 1 

Jim .Tay's plight oi being locked in the pa~t likc a /I rmty pm," however, may be 

bcttcr applied to tlm narrow, unyiclding eritlcal perception of de la Mare's poetic 

achICvement and ~latllrc. In the pmt-w~lf years, parallcling the more balanccd 

per~pective achlcvcd about lllodernl\m, de la Mare'~ poctry has been occasionally re-

examlllcd and more ~ympathetlcally a~<;es<;ed For examp1c, III 1963, Stephen Spender 

ob~crved that the notion of what con~titlltcd moùerni~m in the 1920s and 1930s was 

110W itself con~idered quaint and that working within estabh'ihcd forms wa<; not a basis 

on which to dl"mi~~ de la Marc'!.. wntil1g~ (165-66). Luce Bonnerot's landmark 

di~ ... ertation, !.'oeul're de Waller de la Mare. Une al'enture spirituelle, publishcd in 

1909, eneompasses ail of the writings--both fi et i0n anù non-fiction--as welI ilS t 1 te 

poctry. She bcIieves that de la Marc docs not reject liCe; on the contrary, he 
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continually searches for the hurnan truth behind our masks, for the reality behind the 

facade of our existence (330-31).2 Bonnerot thereby consider~ him to be not 

regressively gazing backward but rather conternplativdy looklllg wlthin. 

I.A.Richards himsclf suggested 111 his 1976 "Recomideration" that hi" earlier 

a,>sessmellt was the result of prescribing a too "Illnitary theory" about what poctry 

should be Unfortunatcly, while conceding thi~ one point, RIchard.., ent!ur..,ed a ..,econd 

popular entical misconception about de la Mare'~ poetry by c1alllllllg 111<It none of the 

later work approachcs the Icvel achieved by The USfeller~ and Peacnck Pie in 1912 and 

1913 (32-33). Making the blanket staternent that de la Marc dOl:'" not devclop 

poetically has been one convenicnt way to helittlc lm aLlm:vemelit ~ but 1 ",u"'peLl it may 

he more a ~ymrtom of the "ume critiealla7ine.;; ... that W.II. Audell hat! earlil'I dc!ectcd 

III the gll',hing, contempormy book review,> where he wa ... c()Jl"'llkred a poet to love hut 

not tn dl\cu",,, ("Walter de la Mareil 10). In order to a'>"'l'\\ the p\letly h(llle..,tly. the 

entire eorpu ... hm to be rend, no ~mall ta"k ~ince the Comp/ell' 1'0('11/\ 1'" Il\'er (JOli page.., 

long. 3 

Two recl".l eritJe,>, DavId Perk\ll~ and ~1ichael Kil kham. undd not he accu ... ed 

01 \;.l/ine:-~ Faeh clan t ie~ one of the major CrIt le al l:lI,>collcept Ion.., about de la l'vI:\I e\ 

pnetry: the formel, the label of belaled Rornantic ~ the lattel, the vlew that the poetry i\ 

:-tatic. PerkJl1s eonsider~ de la Marc to be a modern writer beLau..,e he hreak.., through 

the 11I11Itatl()n~ of e hrollological and loglcal e>.pre ...... I(l1l by employlllg lfI al H Jnal 

convcntloll~ t'rom children/~ poctry, folk rhymc, and lalry talc, and hClau,>e hl' lI ... e ... thl' 

Romantlc moùe ~e11-co!1<;cJOu"ly 10 provide not only the Iheme:-, 1111 age.., , and dlLllon of 

his work but abo a g:-oup of conventions tn he e>.plolted a~ \lIch () H2-HJ). 1 le 

contra ... ts de la Mare's ~lIbtlc, "clf-aware manipulatIOn of Rmnantic COllventlOn ... with 

Alfred Noyes (18HO-1958) who wrote a~ If Romantlci~m were ~tIlI a dOl11l11ant lorce, 

noting that thcir respective techniques arc weil e>.ernplItied by "The 1 ,i,>tener~" and 

"The IlIghway1l1all" (77), two poems which arc often UIlColl\clomly confu,>ed duc to 
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Iheir superflciallcsemblance of "plot." Perkins considers de la Marc 10 be a "symbolist 

poet" inwfar as his language cvokes as~ociations with literature (particularly 

Romantic), rather than concretc obJccts, and achievcs its suggestion as mueh by sound 

and colour, a~ by sense (183). His analysis of "The Song of the Mad Prince" 

demomtratc!\ thesc points: the !>killful manipulation of the conventions of riddle garne 

and mali ~ong (1<; weil as the cvocatlOn of literary associations from Ilamlet (187-88).4 

l agree with Perkin!>' discus~ion of "The SOllg of the Mad Prince" as far as it 

goes, but !wt with his rather limited intcrprctation of its symbolic techmques. 

h ... amll1ing the way eOI''/entions arc played with is an excellent way to enter a ridelle or 

game pocm. but the as~ocHltive wcb IS broader than he allows. As will be se en when 

the pOCIl1 I~ analy~cd in chapter three, the fir~t lines, "Who ~aJd, 'Peacock Pic'? / The 

Old King III thc \parrow:" immc(hatcly, by as,>ocHition, jUl11p the reader to the folk 

wnrld nt nursery rhyme~ hy the similarity of Image to that of /ISing a ,>ong of Si"'pcncc." 

The wakr mdaphor at Ihe end of the poem, "Lifc's troublcd bubblc brokel1," for its 

part. 1\ a H:lteratloll of olle of de la Man~'s Icitmotifs about the fwgility of life, the 

image bcmg an early recurring natural eomparison (CP 187). Thc Imagery of "The 

Song 01 the r'vlad PI1I1CC," thCIl, i~ drawn from Shakespcarean and f,-,lk litcraturc as 

weil a'" Ir0111 the natmal world. '1'0 claim de la Mare draw~ only l'rom the former two 

1" IIll'orrcl'! In the bettcr poems, the imagery is firmly grollllded elther in nature or in 

the "peaker'-.; seme of hi!'. own eÀi~tence; htcrary m~ociations enhancc an indlvldual, 

\cn~lInl1" apprehen~ion of li/e. 

Klrkham Vlews the poetry dcvclopmcntally. Although h~ does not follow the 

extrcmc r()~ltiol1 ot Auden that dl. la Marc eOl:tillucs to mature l'ontlllually until his 

death (Introduction 395), he does deteet two distinct phases. He believes the poctry 

bctween 1902 and Inl rcpresent~ an early maturity, The Lis/eners (1912) :md MOlle)' 

(1918), the volumc:'! that c~tablishcd de la Marc as 11 major voice of the period and 

gave n-.;e to his high reputatlOll, constitllting a first peak. These poems arc in what 
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came to known as the "de la Marean" style: "a self-encloscd symbolic world" with a 

distinct sound, diction, and range of imagery (Kirkham 115). The poems of the 1930s, 

The Fleeting and Memory, he argues, slowly evolve into a plainer style with a more 

direct voice (123). In Thr Burning-G/ass (1945) this "reflectivcly convcrsational," 

"qllietly intimate" mode culmina tes in a second peak of maturity (125-26). 5 

Like Kirkham, 1 too take a developmental approach to de la Mare's poetry, 

although 1 do not exclude from consideration the volumes of poems intended primarily 

for children. On the contrary, sorne of these poems, like "The Song of the Mad 

Prince," are epitomes of the early symbolic mode; in other carly pocms, like 'The 

Bllckle," the apparcntly transparent, direct voice creates a dear image of a vit al 

speaker, il device which will reappear in the late poems with equal vividnes.... 1 retain 

both Kirkham's notion of de la Marc posses~ing two distinct peak~ ol ]Joetie matullty 

and his convenient labels, "symbolic" and "reflcctivcly conversational." But 1 group the 

poetic corpus into tluee stages, considering the work of the 1930!-l a<; a tran~ltlOnal but 

nccessary phase of cxperimentation nccded to resolve nU/l1erous poctie problem .... 

As indicatcd by the above comment on voice in the carly clllldrell'~ poems, 1 dt) 

Ilot considcr the "symbolic" and "reflectivcly conversational" mode~ to oppo~e one 

another as Kirkham intima tes they do. Nor arc they mutually exclusive: the ~ymboltc 

method does not disappear in order to allow the convcrsational mannel to cl11crgc. In 

the bctter poetry, although one or the other tends to dommate in the respective pha:-c. 

both strains are evidcnt, and thc interplay between them provides added depth. 

In the carly period, the dense symbolic imagery is a major coheslve force. 

Analysis of the se images and the pattern they lorm .~venls the stluclure of the work. 

ln a children's poem like "The BllCklc," for exampk, the symbolic dimen:-JOI1 0/ the 

girl's apparently random choice of f10wers adds a disturbing undercurrent to thi~ 

otherwise artless celebration of naturc. At the samc time, de la Mare dlsplay~ a 

dazzling array of personae. Sornctimes, as in "The Listeners," he IS !-IO subllc and 

-----------------------------------------------------------------------
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oblique that the speaker seems ta be invisible; aIl that is heard is the voice. In 

approaching this kind of pocm, it is essential to understand the perspective of the voice 

and thcn dcduce who the speaker IS. In other poems using the convention of riddle or 

game hke "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 eues, rhetorical 

devices as weIl as grammatical structures, since they provide hints ta the speaker's 

identity. 

In the late periocl, by contrast, the relation between the symbolic and 

conversational mocles IS 1I1verted. The poems now tend to be dominated by a quiet 

speaking voice appearing close to that of the poet himself. Sorne poems, likc 

"Reficction," for examplc, seem to be self-portraits. Yet cmbedded in this deceptively 

direct, intimate conversation lies 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 appreciate the power 

of the work. 

Decause of its symbolic connotations, the burning-glass image forms a perrcct 

title for my study. Ils ability ta concentrate the sun's rays suggests the condensing force 

ai tne symbolic imagery which forms a central focus for the poetry. Hs ultimate ability 

to force the sun's rays into flame suggcsts bath the poetic devclopment and the self­

glOwth that 1 trace throughout de la Mare's long caJeer. In the middle, transitional 

years he had to lInclergo é1 painful, purging process in arder ta ehminate the self-pit y 

and self-consciousllcss he haJ allowcd to seep into his poetry. This Jross had ta be 

stnpped away until only the esscntial 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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In order to study the developmental process of Walter de la Mare's poetry, a 

frame of reference is nccessary which would be flexible enough to he able to reflect his 

changing attitudes and techniques, and resiiient enough to con front the key criticism of 

escapism. The stmcture I propose fulfils lhe~e requirements. llecause de la Mare 

believes that "reality" consists of various "intersectmg planes" or "interwoven aspects" 

and is not completely accessible through the scnses and reason (Perkins 181), he 

employs a complex pattern of imagery in his poetry which 1 label "four-wortd" images. 

As will be seen in the following discus~ion, this pattern of contrasting imagely outlines 

a distinct poehc universe wlllch does nol rejccl the "expericntial, external world" a~ 

fantasy does (Schlobin xxxvi), but rather incorpora tes "this world" into a lmger 

context. Likewise, this four-wortd univel~e 1::' not a retreat into a dream world, but a 

complex system consisting of many paIrs 01 oppo~ing clements of which dremn lonm 

one-half of a central nntIthesis. "Steep" (1912), for examplc, contrasb the nlternating 

states of wake ::.ld sleep as scparatc sphere ... ot eXistence. 

Men aIl, and birds, and creeping beLI~t~, 
When the dark of I11ght is cleep, 

l'rom the movlIlg wonder 01 thelr liv('~ 
Commit thcl11::'c1vc~ tn sleep. 

Without a thought, or kar,' 'v"hut 
The narrow gates of sel1<.,e, 

IIecdlc<;s and quiet, in ~lul11bcr tUfn 
Thelf strength to Impotence. 

The translent strangenes<., of the earth 
Their spirits 110 more ::,ee: 

Withm a silent glOOIll withdrawn, 
They ~1111l1ber in ~ecrecy. 

Two worlds they have--a globe forgot, 
Wheeling from clark 10 light; 

And ail Ihe cnchanlcd rcalm of dream 
That burgeons out of night. (CP 1] 8) 

By depicting the drcam state as requiring a ncgation of the ~enses and a cessatIOIl 01 
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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: 

LovcIy beyond the rest 
Are these of ail delight:--

The tiny pimperncl 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 eve's chariot glideth by 
Lifts her dim torch to light that dreaming face. (CP 112) 

Inverting the cOllventional assocIations of daytime activity and night-time rest, the 

pimpernel 15 described as a passive reflcctor of light, wlule the primrose is depicted as 

bemg an active creator of light. This upturning parallels the depiction of outward and 

inw..:rd life in de la Mare's poetlc universe, for the ff)rmer relies on the senses ta 

plovide stimuli, wl.ile the latter seems ta possess inner resources (Kirkham 116). As 

can be seell, the rigid parallcl strudurc ~uggests that the two f10wers and the opposing 

worlds they represent arc equivalcnt opposites.6 

This basic antithesi~ is expanded throughout the poetry to encompass a wide 

range of aspects, incluchng 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 eternal, as in "The IIouse" (1950). Many works present the 

mterpenetration 01 one world by another. "The Listeners" (1912), a popular and much-

anthologized poem, (discmsed in chapter three), demon;,trates both the antithetical 

pattern and the mtermingling of oppositcs. 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 failure actually symbolizes a human attempting ta communicate with 

the supernatural and achieving partial success. Each form of being is dcpictcd as 
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responding <tppropriately to its own kind, the human causmg 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 create~ a cIear impression of the Ilothingncss thnt composes 

thc "phantom listeners" and the enveloping silence as vlvidly as that of the noisy, 

natural world (CP 126). 

So far, 1 have distinguished "two worlds" or planes of existence made up of 

numerous pairs of oppositions within de la Mare's poetic universe which are 

antithetical but capable of interpenetrating one another (KIrkhnm 112). "This worlel" is 

known through the senses; the "other world" is suprasensOly and is reached primanly 

through the imagination. In addition to these, 1 bc\ieve de la Mare\ poetry portrays 

two more antithetical worlds--(worlds in the extended ~ense of being sy~tem'i bound 

togdher by common characteristics). The~e two arc the "child world" and the "a(lult 

world," denoting respectivcly the state and/or perspective of being a child and being an 

adult. 

As with the delineation of "this world" and the "other world," the "chlld world" 

anù "ndult worlcl" arc created with detailed particulanty, here to create 11 reali!'>tiL 

ImpressIon of experiencing life from one per~pective or another. Sometimes, one 

world will be viewed from the opposite vuntage-pomt, for example, lil~ 

uncomprehending chilcl persona observing adult behavlOlif III "The Funeral" (1 ~(2), 

whcre the ritual of burial is cli1>passionately descnbed. Ironically, the naive ~pcaker 

concentrates on the surrounding natural details: 

They dre~~ed u'> up 111 black, 
Susan and Tom and me; 
And, walking thollgh the field~ 
Ali beautiful to sec, 
With branches high in the air 
And daisy and butlercup, 
We heard the lark in the clolld~.-­
In black dressed up. 



They took us to the graves, 
Susan and Tùm 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 l stood close by. 

Back throllgh the fields wc came, 
Tom and Susan and me, 
And we sat in the nursery together, 
And had our tea. 
And, lookmg out of the window, 
l heard the thrushes sing; 
But Tom fell asleep in lus chair. 
Ile was sa tired, poor thing. (CP 44-45) 

9 

Not only is the child able to lise his senses acutcly; he can also perceive imaginatively, 

lor he calls the yew the "funeral tree" and personifies the wind as as gent\c comforter. 

Thi~ emphasis on externals c\oes not ~lIggest that the speaker IS callous, however, for 

within the stark outline of the work significant details imply a loving unit y among the 

bereavcd children. The speaker stands close to SUSdll, either for her comfort or his 

protection, and pities the exhausted Tom, masking personal ieelings of exhaustion by 

using the adllit cliché, "poor thing" (R. ~,mith 32). Poignantly, this describes the 

pathetic situation of them ail. 

On the other hand, the child figure may be the sllbj(;ct of a poem spoken by an 

adllit. To avoid sentimcntality, de la Mare usually adopts the attitude of a 

di:-.passionate but keen observcl. One manifestation resemblcs that of the omniscient, 

ballac\-like narrator. Because this voice is completely lInolJtrusive, the readcr's 

attention is focused exclusively on the child. In thesc poems, 01 which "Thc Slceper" 

(1912), discllssed in chapter tluee, is an excellent cXHmple, a scn:-.itive child's actions, 

perceptions, thoughts, and leelings form both the sllbject and the structure of the wOIk. 

As with "The Listeners," an ordiuary incident is lIlvested with :,ymbolic significance. 

Here, a little girl comes into her hou se to find her mother asleep during the day. This 

discovcry causes her to sense the "other worlù" within "thls world." Moreovcr, the girl 
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recognizes two kinds of otherworldliness. On the one hand, her mother's face seems ta 

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 heavy and still; consequently, she is seizcd wlth dread on 

recognizing the closeness of sleep to death (Kirkham 115). This immanence 01 the 

"other worlel" creates a sense of awe in the girl, for the poem i~ framed by her qll1et, 

reverential movements appropriate to either a church or a mausolellm. 

As with "this world" and the "other world," the worlds of the child and the adult 

are presented as contrary states of existence. Sometimes, the plight of the adult cxlled 

from the innocent world of spontancous impression~ and leactiom is artillliated For 

exampIe, in "Two Gardens" (1945), the adult considers the child\ mental world tll he 

a double paradise, the world of alert sense~ hy day and of vivid t1rcam~ by I1Ight, whlle 

he orteil leeb ~hut out from both worlds. The duid <,cems to bclong, hut he keb 

himsclf ta he an outsider: 

T\\ 0 gardens see!--this, of cnchanted 110\\ crs. 
Strange to the eye, and more than earthly-<,weet; 
Small rivulets running, song-recchomg bo\\'er:-.; 
And grcen-wallcd pathway:-. wllIch) CI c p,lrtlllg, lIlect, 
And thcre a hon-hkc "un 111 hcaven':-. dchght 
Breathes plenitude from day~pring to the I11ght 

'1 he other:--walls ob~cllre, ,lIld chace~ 01 trec~. 
I1ex and yew, and dream-enllcmg dark, 
Ihd puob, moth~, creeping odllllr<,. <'llentne~". 
Luna ib delt)', and it~ \vatrhward. !lm!...' 
A still and ~tarry Illy~tery, whcrem I11llVC 

Phantollls of agcle"" wonder and of )o\'e. 

'1\\ 0 garden!-o for Iwo chtldren--1I1 one IIlllld' 

But ah, ho\\' ~c1dolll open 11llW their gale~ 1 fll1d' (( '[' 457) 

Bccause case of access to imagmatlve perccption LInd VI'lOn i~ olten delllcd tn the 

adult, he must st rive for cntry. 13ecause of thls bell1g compelled to ~earch lor 

imaginative wholencss, the figure of the traveller rccurs throughout dc la Mare's 

poetry. 
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Although the "child world" and "adult world" are opposites, this does not 

rnean they never interpenetrale or intersect. Occasionally, there are figures of 

abnorrnal adults who arc childlike in their innocence, like the rnadman in the "Song of 

the Mad Prince," (1913), the fool 111 "Motley" (1918), or the sirnpleton in "SiIlie Sallie" 

(1941). The main empha~l" thongh, is on ordinary people and how they can retain 

sorne aspects of innocence, for de la Marc believes that in order for an adult to l'ully 

participatc in lite. the childhke qualities of clear perception and vlVid lmaglllatlOn must 

continue to function. The<;e normalized adult figures include the drearner, as in "Nod" 

(1912), the lover, as 111 "The Secret" (1945), and the poet, as in "Paetry" (1950), ail 

mental travellelS III theu own way. Sometirnes, de la Marc even conflates the two 

extremes of old age and mfancy. For example, in "The Chad' (1945), a new-barn 

baby I~ described a" having an age-old face full of secret wi~dom: 

Thal mule "mail face, but t\Velve hours here, 
Map ... ~ecrct~ ~Iranger Ihan the ~cas', 
In hicroglyphlc~ more au~tcre, 
And \\ l'ier far Ihan Ramc~cs'. (CP 467) 

Or the childlike or cven chIldi~h qualitIC~ of an old man arc empha~ized, as in "A 

Portrait" which conclude\ \Vith the Image of olle who rcluctantly watches night come, 

just like a cl li Id . 

A foohsh, fond old man, lus bed-tlllle nigh, 
Who ~till al wC'ilern wmdow sta)'" ta win 
A tran"ient resplle from Ihe latcning sky, 
And :-.carcc can bcar Il whcn the Sun goe .. in (CP 454) 

Wlth these vanons intermillglings between the OppO~ll1g warlds of the child and the 

adult, tbelr charadenstic~ thereby become separated from the age groups ta achieve 

an extcnded use in de la Mare\ universe. 

As has been secn, because the bOllndary lines among the various worlds arc 

fluid, one can interpenetrate or mtcrmingle with the other, creating different 
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combinations. Opposing worlds are able to interrnix: "this worla" with the "other 

world,n and the "chi Id world" with the "adult world." nUl movement between the two 

sets also creates complex groupings, "The Lislem'.s" and "The Sleeper" dernonstrating 

rcspectively how a perceptive adult and ~ensitive clllld can sense Hie "other world" 

within "this world." 

Using the pattern of four-world imagery as a frame oC rcference to approach 

the poetry, l will locate and analyse major poem<;, both those that gave rise to de la 

Mare's high conternporary reputation and Iho~e which 1 conslder to be 11Is finest worb 

These poems will he subjected 10 a cJn~e, critlenl reading which 1 hore will open them 

up to the interested reader ~o that the lull extent 01 de la Mare's con~iderahle 

achicvernent at ail stages of hi~ carcer can be revealed. In order to reptesent 

accuratcly the course 01 his poetic dcvelopment, 1 re~trict my stndy 10 the major 

collections of poems pnbh~hed between 1 ~()2 and 1 ~53. (These compri~e l'tH t l (JI the 

Complete Poems.) Comml~~ioned poell1\ dnd those writtcn to accompany the fiction 

ur'? cxcluded bccausc in these worh the poetry i<; malllly an embellishment and ~hOlIld 

not be considered apart from Its immcdmte wntext. The criticism l~ ~imilarly 

excludcd. This is partly for manageablhty; from 1901{ onwards, a~ a professional "man 

oC IcHers," de la Mare wrole a great Humber of e~"ays, introductlom, prcJaLe~, and 

book revlews. (Edward Wagcnknecht dl\covcred ove! 200 revlew~ in the Tl/Ile::, 

Literar)' Slipplement alone.) In mlllJtion, he palmtakingly LOmpllcd anthologll:" ni 

poetry and prose for childrell and for adtJlt~· Come 1Ii/lzer (1923, 1~2B), I>e.\ert hlal1d.~ 

(1930), TOin Tlddler's GlOlIlld (1931), I~arly One MOIlling (1~35), Iklzold, Tllls 

Dreamcr (1939), und LOI'e (1943). AlI the entieal wnting<; di~play <l wlde breadth 01 

knowlcdfc 111 the course of presenting ~cn..,itive and thoughtlul exploration.., 01 the 

subjects. As always, de lu Marc conveys 1115 highly individuali~llc Pm'ate VieU>, whcre 
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the imaginative world is considered as "real" as the world of observable phenomena, 

and the topie is explored for those quaiities which de la Mare finds akin to his own 

intc.rc:sts (Cecil vi-vii). At worst, this approach can appear stubbornly idiosyneratic, as 

in the selt-indulgent, ml dlldenng 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 ChI Id discovering poetry whieh introduces Come 

Hi/her, and rcviews such as "Georgian Poetry" (1913) and "My Mind to Mc" (1938) 

collectcd in Private Vieil' (1953). 

Throughout this body of matenal, de la Marc returns to his central concerns 

wlth poetry and the nature 01 the Imagination, and knowledge of his critieal position 

ean help orient a reader to his poetry. The introductIon to Behold, This Dreamer 

eontains his most eÀtended di~cu ... ~ion of the<;e topies. Near the end he sums ur his 

ideas about the onglll 01 poetry und the pocl'~ task in the following manner: 

... every crcall\ e work of the Imagination had Ill> <;eecl in the 'UnconsclOlls,' 
and .. its flowers and fruih, fike tho~e JIl Aladdin's magic al garden, owed 
thelr origin 10 a graft of the \\ aking mimi on the wIld and ancICnt stock of 
dream. (106) 

SlIlce language I~ acqllIred and is not innate, the 1I1tcllcct 11111l>t supcrvise it., 
u~e a~ a 1l1cchul11 , but il cannol of 11 <;clf orig1l1ate poctry-- any more than a 
crtlft~1l1an originate<; the malenal 111 which he works.... lntent 011 a stuff as 
Ilcblllous as th,lt of dream, [the poet J I11USt <;0 record this inward vision thal 
hi" rcfractory sYllIbol<;, \\ orcb, .. hall full here, ,l\\ akcn there, any reader 
ench,lIlted by them 111to h .. tening (107-0.s) 

Perkll1s understand~ de la Mare\ acccptance of the vahdity of dream Image~ as 

enabhng him to confIdently exploit a "da ring dlscontimllty or irrationality" 1Il a paem 

(187). Kirkham note~ that dream i~ pre~cnted as being a separate rcalm of cü,tencc 

(112). Morcovcr, eVC'l these fragments reveal a similar pattern of contraries ta tlwt 

whieh 1 have outlined 111 the prevlOus ~ection, the imagination, the unconscious, dream, 

inward vi~ion, and innate abilitics belllg aligned to deplet one worid, while the waking 

mind, intellect, language, and acqmred abilities form an opposing world. The poct's 



14 

task is to "graft" the latter onto the former, to create a new unit y, or to mediate and 

interpret the inner world to the outer world. From either metaphor It is apparent that 

both contraries arc essential. Indeed, near the bcgmning 01 the introduction, de la 

Marc refers to wake and sleep as necessarily opposing but equal "collaborators" of 

existence (11). 

This same beIicf about wake and sleep formll1g alternatll1g sphere~ of existence, 

"two worlds," is expressed in the poem "Slcep" (1912) prevlOmly quoted. Indced, when 

reading the critlclsm, one is repeatedly struck by the <;lmIianty of theme, image, and 

evcn phraseology to that of the poetry. Sometimes, w, in thls lI1<;talH..e, an idea is first 

conveycd by a poem and later claborated III the pro ... e. Other tlme'>, the reverse 

procedure occurs. In an carly rCVlew of the poctry of Edward Thoma ... , writtell in 

1917, for lllstance, de la Marc quote<; "J\dle~tr()p," remarkl11g how the '>ound<; of the 

names l)f Enghsh village~ can them~clves be potcnt, "a'> If the very '>(luIHI 01 them might 

~l1frender a hiddcn ~ecrct, as if they were a tall"'l11an, a nlllC, an incantation" ( PIlI'ale 

VICl\' 120; hiward Thomas 71). Later in "IncantatIOn" (11)3~) dc la M:If': eÀprc ...... e~ a 

~Hnilar idea about the evoeative ~Olllld ... of thrcc apparcntly unrclatcd noun ... , theu laek 

of eontilllllty illmtrat1l1g Perkllls point: 

Ven'alll .. halll .Of/IO/l--

Whi~pcr thelr ~yllablillg'> tiii ail I1lCallll1~ 1'> gonc, 
And ~()ull(l ail \'c,>tlgc lo,>c\ of Illcrc wl)nl. . 
'Ti~ thcn a,> il, ill ~OI1lC 1.lr (hiidhood hc.lnl, 

A wilt! hcart langui!-ohcd al Ihc cali 01 a (md, 
Cryll1g through nIlIlOU'> WII1(\ow,>, high .lIId f:ur, 
A sccrct incantatIOn on thc air 

A language lo,>t, \\'hICh, \\ IIcn it ... acccnt'> CC.l'>C, 
Brcathc!>, \'()icclc,>~, of a prc-hlclllc pcacc (CI' 3fil{) 

But yct agam, cspccially 111 the mldd\c, tran"'ltlOnal penot! t!unng the 193(h, ail idea or 

llTIaüe will appear in both the critlci~1TI and the poetry ... mee he wa ... obvi()u~ly working 

011 bcth cOllcurrently. In Early One Morning (1935), lor m~tanee, he de~enbe ... the 

pre~ervative power of memory to rctam childhood lTIelllone ... by lISlIlg the image of a fly 
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embalmcd in ambcr: 

Though it is but thc rcflex of an infinitesimal patch of the nevcr-ceasing woof 
and \Veft Issuing from the loom wc cali experience, henceforth it may remain 
isolated, ;-os though embalmed-- a rare, or common fly in amber. And it is 
sllch flics as these, wh en they are dIstant enough in time--according to the 
calcndar-- wc cali our first or carly mcmories. (115) 

'l'hl!> ~ame Image is used in the poem "Memory" (1938): 

Ay, so bewitchcd her ambcr is 
'Twill keep enshrinC'd the tiniest flics-­
Instants of childhood, frcsh as when 
My virgm sense perceivcd them then-- (CP 373) 
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These thrce instances from the many availablc suggcst that de la Mare would 

return 10 a theme or an image and elaborate on it whether he \Vas wnting criticism or 

pnetry. Overall, a gencral pattern ean be seen wl11ch linb the two form~ or writing. 

ln the early pcnod hl~ major ldeas tend to be prcscllted Imt III the poetry. A good 

example i" the carly lecture "Rupert Brooke and the Intellcctual Imagination" (1919) 

whlch categori/e~ poct~ into two classes. the vi~lOnary and the inteIlcctual, based on 

whether they po~~c~~ chlldlike or boylike charactenstlc~. But the prolonged discussion 

01 the tir'it group IS only an elaboration and eÀten~lon of the t}ualities of childlike 

apprehenslOn dl~played by the child figure!> in the poetry of the carly period in Songs of 

Clzzldlzood (1902), Poems (1906), The Usfeners (1912), and Peacock Pie (1913). As 

mentioncd above, the t~an'irerence betwcen the poetry and critlci~m seems more lateral 

111 the Iransltional penod. In the late pcnod, however, the earlier pattern scems ta 

rever~e It~clr !\omewhat, s1I1ce at times the themes or Image~ recall those from earlier 

pro::,e writing'i. The tllly, exquislte, pocm '"Love''' lrom Inll'aul Companion (1950), fOl 

lIl~tance, de'icnbe::, children as grave: 

Children--alone--are grave, 
Even in play wilh SOIllC poor grown-up's toy; 
Solemn at heart, and wise: 
Whence cise their secret JO)'? 

• 1 
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.... .. And the deep sleep they crave? 

So Love is pictured--with his bandaged cycs, 
1'0 veil the blinding bcauty of his skies--
And laughs out, naked, Iike a !ittle boy. (CP 529) 
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This same quality wa~ emphasized in Early One Morning (1935) whcre de la Mare 

cautions adults agaillst mlsintcrpreting children's behaviour: 

In thelr bchavlOlir childrcn often appcar ta be silly and witle ...... , when ail d\c 
forgoltcn, like lamb, pllppy, kid and kitten they arc merely indulging thelr 
animal spirits. This makcs it ca"y to overlook their no les ... natllr.d gr.\\'lty 01 

mimi and spirit. No dignny of self-expre,,~ion. not even the grand manncr, 
cOlild he in exces~ of thal gravity. A ~tcady look al the Infanta in Vela\l)ue/ ... 
wclI-knO\\ Il picture, al Durer 111 the drawing he made 01 hlm~elf \\ hen he \\.1'" 

fourteen, or al Emcrson on I11S mother'" knec, i'i ail Ihat " needed ... ( .. L'O) 

But thi~ type of gcncraliJ'ation mmt he ~harply qualilIcd .. for the date 01 Ulll1pll .... ltlOl1 (lI 

most poem<; 1I1 the final volumes is unknown. Througholl\' the pfl) ... e and pndly ,Iww a 

remarkable c()n~l~tency although even the few cxamplc~ clted here IlldlL'Hte thal 

primanly ùe la Marc i~ a poetic thmker, more assocJational Ihan loglL'al.--" plld. 1111t d 

theorist. l'hl' in"'lght~ contained in lm critici~m tend to he claboratloll'> 01 Ide,,' 

expre~"ed more vividly, prcci~cly, and economically in lm. podry. FOI Ihe\e rea,>oJ1', 1 

rder 10 them only whcn it WIll enhanee the exploration 01 a poem. 

(iv) 

As mentlOlled above, 1 will lise the pattern of fOllf-\Vorld imagery "'0 a Ir amc 01 

reference to approach the poetry, so 1 can chart the cour<;e 01 de la Mme'" poclll 

dcvelopment and self-growth. Similarly, 1 will follow the !l'oe 01 per,ollae thr(lughout 

his carceL A retllfll lS ~een herc: there is a shift from the lhrcctnc ...... of the ear Iy chIld 

voice poems, to a number of complcx mask~ that range l'rom the highly l'\lntllved tll 

the bIlarre, back to a more intlmate, direct VOlee in the laie poem ... wilh the per ... olw of 

an aging or agcd adlllt. Thesc changes parallcl a matllnng proce~~ ob'ocrved in the 

various adlllt figures themsclves; after slowly and painflllly gainll1g ... clf-cnlighlL'nmcnl, 
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the speakers seem, once again, to be able to assume a forthright expression. 

By considering symbolic imagery to form the core of the poctry, 1 hope to 

present de la Mare as a sophisticatcd but accessible modern poet. SUbtly refining 

Pllblic symbols [0 his own cnds, he created a poetic universe reflecting his attcmpts to 

come to terms with the essentials of lire. But his bettcr poems arc much more than 

accurate rcndcrings of his own particular view. A number of thesc poems muy initially 

appear simple, if not 'iimplistic, but close reading will reveal them to be complex 

structures whosc pattcrn~ of imagery, rhetoric, rhythm, and rhyme arc held 111 balance 

with olle another. The poems arc in prcscribed verse farms, the ten~lOn of a boundary 

~ecmi!lg to liberatc dc la rv1arc 's imaglllation. Withm these circumscnbed ~hapcs he 

would offsct contrary formai clements again~t one another to establish a dynarnic 

pOJ,",c. The l'mal eflccl \\ of an intcgratcd, finishcd whole in which each part is 

IIIcxtm:ably bOllllLlll> the l)thcr~. 

De la Marc'.., poetry deserves to bc read and apprceiated by present-day 

readcr~. Perhap\ bccall\e he practis,'d poetry wlth exceptionat gruce and apparent 

case, the poli~hed "urlace (JI' the end product makes It appear too SImple and c\ear ta 

many rcader". But onc ~hould Ilot bc roo\ed by thi~ illusion; fellow practitioncrs suell 

as W.II. Auden (Introductlt1n 386) and T.S. Eliot have always remarked on de la 

Mare'.., cralhmamhip, the lattcr in a poetic tribute ending, 

.by thO\e dcceptlve cadences 
\Vhcre\\ ith the C0l11111011 Illeasure is refincd; 
By CO!lsciOllS :Irt practi~ed \Vith natural case; 

13y the L1c\icate, invisIble web you \Vove-­
The IJH.::xplicablc Inp.tcry of sound. (106-07) 

In thl~ disscrtation, 1 hope to show that 111 de la Mare's beUcr poetry, profaund depths 

arc containcd bellcath an apparent\y limpid surface. As he saÎd himself, the priee of 

understanding a pocm is givlllg It our attention: 
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Attention is not only a focusing of the senses, the mind and the spirit; it is 
the half-consciolls surrender of the whole of one' s past 1 hat is available for the 
time being to the object scrutinized As we attend, instantaneously, we clye, 
dilute, clistill, essentialize, compare and re-make. ("Poetry" 19) 

If we do the same with his poetry, 1 believe that de la MUle will be seen as a modern 

poet of considerable achievement with his own unique vision and distinct voice. 
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Chapter 2: Early Poems: Songs of Childhood (1902) and Poems (1906 ) 

Although fIawed, Sangs of Childhood (1902) and Poems (1906) do not deserve 

to be ignored or, in î.h!:! case of the former, relegated ta the nursery. They are 

important ta my study Ilot only bccause they lay the base for de la Marc's multi-world 

poetic universe but also because their main weakness, a too cvident tracing of the 

author's reading, will in time dcvdop into an important aspect of his allusive symbolic 

techniquc (Richards, "Reconddcration" 32; Perkins 183,188-89). This latter tendency 

manifc~t~ ilsclf di1fercntly in cach volume; but in neithcr case is it naive. At first 

glancc, l)'ongs of Childhoad's echoc~ of folk ballads, fairy tale~, and such Victorian 

writcrs a:-. Edward Lcnr, Christina Ro~setti, and Robert Louis Stevenson may appear 

unintcntlOnal (Wood 149,199,210,254,331,414). On doser inspection, it can be se en 

thal just a~ the worcling of the title secm ... deliberately ta recall Blake's Sangs of 

Innocence, sa the fabric of the poetry cOllsciously draws on a body of litcratnre 

commonly associated with chiidhood. At this ~tage, however, the original material has 

not always becn transmutcd and traces of his reading overwhelm the new work.! /lThe 

Sleeping Beauty,/I for example, works with a staple of fairy talc, the enchanted 

pnncc~s: 

The ,>cent of hramble fiIls the air, 
AU1l(\ her folded sheets ~he lies, 

The gold of evening in her hair, 
The bille of morn shut in her eyes. 

lIow many a changlllg 11100n hath lit 
The ul1changing roses of her face! 

Bcr mil ror evcr broods 011 it 
J Il silver st illnc~s of the days. 

Oft flits Ihe moth on filmy wings 
111t('l his solitary lair; 

Shrih c"ensong the crickct sings 
From sOllle still shadow in her hair. 



In heat, in snow, in wind, in flood, 
She slecps in lovely lonelincss, 

Half-foldcd like an April bud 
On wintcr-haunted trees. (CP 35-36) 
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Technically, the poem is quite clever, for it de\iberately creates a sensation of 

motioniessness appropriate to its subjeet. Setting the figure of the girl in her bedroom 

against a dusky backdrop of moving insects emphasizes her stillness, while the 

reglliarity of the form and metre lend a ritualistic qllality to the description. But this 

c\evice does not prevent the poem from being inert, !>o it never moves beyond being a 

scellIc description. The problem lies with the persona; it is a!> if the speaker is a 

reader looking at an illustration. Although the speaker attempt~ to enter the scene by 

beginning with the olfactory imagery of the brambJc'~ ~ccnt and contll1l11ng with the 

auciJtory image of the cricket, the dominant vi~ual images and the gencrahi'cd, ~tyli/'cd 

way they are prcscnted indicate that he l~ an outsider. Thi~ per~pcctive creatc~ a 

scnsation of being at two rellloves from the subject, devitalizing the description. A~ a 

consequence, the reacler's interest lag~. If lI1stead of plcselltlllg thi ... sare perspcctive, 

the speaker had been a kcy figure in the fairy talc, likc the prInce, the formaI inertnc~s 

could have reillforced his observation about the pnncc~~'.., .... atc bcforc actlllg to break 

the spcll. Later on, as will be secn, in "Maerchen" (1921), lolktale clements will be 

brilhantly incorporated into a powcrflll atmosphere of which the ~peaker'~ perspectIve 

forms an integral part. 

Songs of Childhood has the additional difficulty 01 bell1g a childrcn's work. De 

la Marc will later addrcs!> this problcm wh en he inclllde~ the volume in his Collected 

Rhymes and Verses (1944), his fimll collected cditlOn of aIl his rGem~ "intended for 

children." In the introductory note, he ~tresses the artiliclality of the label, calling the 

diffcrencc), l)ctwecn his adult and childrcn's poetry "Iittle probleIl1!>" he will Ilot conccrn 

himsei'" wlth. Rather, he prefers to emphaslzc the essential unit y 01 his work: 

"Sorncwllere the two streams divide-and may rc-interminglc. Both, whatever the 
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qualityof the water, and what it holds in solution, sprang from the same source./I 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 Mare then, hardly thought writing for children required 

anything less than his best. 

The poe tic universe of Songs of Chi/dhood is both surprising and predictable. 

One uncxpected emphasis, considering Richards' and Leavis' charges of escapism into 

a dream world, is the seClue grounding of the poems in this world (Richards, "Poets" 

72; Leavis 52-53). Almost every poem in sorne way concerns the tangible, everyday 

world; the other world receives a secondary emphasis only slightly cxceeding thal gi ven 

to the child and adult worlds. More than half the poems, however, involve movement 

betv.ccn this world and the other world, indicating that de la Mare's fascination with 

the interr~lation of opposing worlds cxists from the outset of his career. 

130th child and adult worlds receivc approximatcly equal emphasis, yet the 

impre~sion remains that the formcr is much more important, while the aclult world 

rcceives a rather pcrfunctory treatment. The descriptivc tItle draws attention to the 

child world by suggesting that the poems arc celebrations of the child state; thercforc, 

those works involving a rhild figure, whethcr subject or speaker, eome into a stronger 

foeus. Many of the more striking pieces have a child narrator talking about his or her 

world. As will be scen, the establishment of a distinct child voicc is a major 

achievcment of the volume. 

Thcse child world poems form a composite portrait of a child figure which 

bec ornes a trademark-thc "dclamarcan child." Thuse about the child arc usually 

spoken by an i.lllonymous adult voice; oIlly rarcly. as 111 "The Christcning" or "Cecil," 

does the speaker idcntify himsclf. The child is idcalized, as if bclonging to a higher 

plane of existence, the adult's repeated fear bcillg tbat the child will return to the other 

( world and [cave him bercft. 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 see a witches' 

dance because she can interpret the symbolic significance of three crows, a blll1ch of 

elder-twigs, and the shadows of seven poplars (de Vries 120, 151, 160, 372, 416, 463). 

Although witness to a brilIiantly hued frolic with a wealth of sensuous illusions, becau~e 

she is innocent, she does not understand their potentially ommous sigl11ficance a~ 

bribes. 2 Instead, she naively asks why the witches arc pcrforming ~llch leats on a 

Christmas morning, caUS1l1g them to vanish. Although the girl is deplcted a~ 

instinctively possessing esoteric knowledge, she is not harmcd by it due to her 'lIli;\fe 

goodness and by her ability to confront the sllpernatural and a~k what I~ gning (lI . 

This placing of the child in an indi[ferent or hostile ~etling i" lI~ed in 11 nllIl1~lel 

of other poems like "The Phantom" and "The Sllpper" where, a" in fmry talc", the 

unprotected child unclcrgoes a sclf-rcvealmg test (lona and Peter Ople, Fmry 7'(//c,\ 11) 

In the former, because ~he is innocent and brave, the little gIrl mec!'> only a gentle. 

ghostly counterpart of hersclf; in the lattcr, the little girl is protccted by ~Upell1atul al 

intervention. USllally, as in most fairy talcs, the child emerge<; triumphanl due ln hi" 

or her inherent energy, ingenuity and intelligence. Several poem", however. Cllnlradlc\ 

this positive image. "The Grey Wolf," "The Miller and hl~ Son," "The Silver Penny," 

and "The Pedlar" show the child being destroyed by evIi forcc~ or the cnvironl11ent a" III 

certain fmry talcs like "Little Red Riding IIood," "The Wonderful Sheep," and 'The 

Yellow DwarL" 

By showing the child to he not infallible, giving negative exempla to babncc the 

positIve, de la Marc borrows a traditional didactic devicc to cOllvey hi~ belleh abOlit 

existence. 1'0 this end, evil is not cxcluded from the child'~ world. 1 Il: con"ider:-­

innocence to be both a sword and a shield, but likc the:-,e magic weapOJl<;, 1t1110CellCe 

mu~t be wiscly and asscrtivcly usee! (de la Marc, h'arly One MornillR 3(6). If a chill! i~ 

passrJ::', ignores magIC warnings, or foolishly puts him~elf or herself at the melcy 01 an 

evil being, destruction will result. As 1Il the stark black and white universe of the fmry 
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tale, evil and good are m constant battle. Mistakes cannot be tolerated becausc evil 

does not providc a second chance for the imprudent or the unwary. 

In contrast to this presentation of the chiid as a syrnbol, where aIl individual 

characteristics are cxcJuded, the child voice poems present a weJcorne particularity, 

with each figure possessing a distinct personality. The more striking poerns are vividly 

realilcd portraits of children experiencing the world about thern, as in "Sleepyhcad," 

"Tartary," "The 13uckle," "The Hare," "John Mouldy," "1 Saw Three Witches," and "The 

Funeral." Even 1I1 "Tartary," where a bookish child imagines himscJf master of an 

(uninhabited) paradise, the exuberance of his rhy!11ll1g wishes vltalizes the whole. In 

these poems, the adul! IS granted the rare privilege of shanng the child' s unique world 

l'rom within, 111 ail Its sensory dclight and imaginative l'recdorn. 

Two pllcrn-; ~howing the child in widely diffenng circumstanccs are "The 

BllCk\C" and "John Mouldy." Both feature solitary childlen in a ~bcltered enVlfonment 

out-of-doors. In the lir~t, a little girl IS playing in a walled gardcn; in the second, a 

little boy is playing around houses. In these physically protected settings. they 

encounter opposing sides of nature, the girl meeting only the gentIe aspect but the boy 

cncountering the horritic. In "Thc BllCklc" an imagmative little girl celebrates her unit y 

with aIl life. She is cqually at case with the tangIble world of nature as with the 

intangible woIid of the ~.upernatural: 

l hac! a ~ilver bllCklc, 
1 sc\\'cd it on Illy shoc, 
And 'neath a sprig of mi!>tletoc 
r danccd thc evening through! 

J bad a bUI1ch of cowslips, 
J lm\'em in a grot, 
In ca~c the cives ~hould come by l1ight 
And me remcmber no!. 

1 had a yellow riband, 
J tied it in my Imir, 
That, walking in the garden, 
The birds might sec it there. 

. 
i 



1 had a secret laughter, 
r laughed it near the wall: 
Only the ivy and the wind 
May tcll of it at ail. (CP 6) 
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The poem is an informai account by the chlld speaker of a series of actions shc... 

performed during a typical busy clay. Happy and active, she IS always doing 

something, be it sewing, dancing, playing hide-and-seek, walkmg, or laughing. 11er 

simple diction and clarity of voice lend a colloquial tone ta her ~peech, which IS 

unaffccted by the syncope and occasional plleticism and archat~m. On the contrary, 

these enhance her tone, the former suggcsting a youthful hsp, wh de the lattcr two 

characterize her as a bookish child who prclers thc romantlci/cd form~ of "grol" and 

"riband" to thcir ordinary fonn~. 

This persona is reinforced hy the !'>tlllcture of the poem. Initwlly simple and 

straightforward, the sentence structure becomes progrcssivcly more compkx. Â!'> l111ght 

be cxpectcd wlth a chI Id ~peakcr, ..,he make~ a mi!>take whcn ~he altempts a 

subordinatc sentcnce construction in the thml stail/a, makll1g it unclenr who or what I~ 

walking in the garde Il , although ,he mcan~ herself. Agalll consi~tent with a ch de! 

narrator, her acconnt of her day is Ilot logical. Instead 01 employing chronologieal 

order, as would be expectcd, she begins III the evelIIng, gocs on to night, but cnd~ 111 

the daytime, prcsenting the sequence of events according to her undcrstanding of their 

intrillsi~ importancc. By moving lrom the pa~t tense to the pre<;ent, the final actIOm 

gam immediacy, for she ~eems to have ju:-t lini~hcd ~haring her "secrcl laughter" with 

her surroundings. 

A modiClCd ballad Conn (iambic trimcler in line!'> 1, 2 and 4, with lambic 

tetramet.;r in hIle 3, abcb rhyme) prodllcc~ the impression of a little gIrl chanting a 

song she has invcnted. The rhythm i~ L}uick and rcgular. only altenng (wice in the long 

third line ot stanzas Ouee and four. The fmt instance occurl> 111 the grammatical errOl 

"That, walking in the garden." By the addition of an initial spondee and reversai of the 
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iambic metre to trochaic, the rhythm 1S modified to match the ehild's walking steps. In 

the second instance, "Only the ivy anù the wind," by an initial trochee and a middle 

anapest, "ivy" and "wmd," the sharcr~ 01 the child's secret, are emphasized. At the 

same time, the lightness of the wind's movement is suggested. The quick triple t;'11e of 

the metre creates an aurai image of the little girl dancing by herself. This reealls the 

visuallmage ot 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 rcfram. The fir~t half of each verse consists of two sentences in 

paralld structure de~criblllg what the clllld has and what she does with it. Seemmgly 

arranged in random order: "blll:kle," "cowslips," "riband," "Iaughter," these items 

alternatc between man-made and natural objccts and sounds, wlulc moving from the 

tangibk. to the IIltangible. A~ will be ~een more clearly when the pattern of imagcry is 

discu..,~cd, thls progrc:,.~ion is al50 from the supcrnatural to the naturai. The 

paralleli ... m places opposmg aspects of this world and the other world, natmal and 

artIficial, tangible and intangIble, factual and imaginary, into an equal relation, 

empha~izing the girl's equal ease of access to both worlds. 

ln kcepmg wi!h the per.,ona, thc imagcry is sparse, mainly visu al , and seems to 

work on a hteral levcl only. In the first ~tan.la, a sliver buckle shincs beneath (green) 

mistlctoc; 111 the ~ccond, (ydlow) nower~ are hiddcn III a grot; in the third, a yellow 

nbbon /lutter'> in a (green) gardcn; and III the lollrth, thcre is a wall with (green) ivy. 

Only in the l inal Jinc docs the speaker movc bcyond the literai to personify the ivy and 

wind and mtroducc o!her ~cn~c~ than the visual. The mternaJ Jogic of the poem 

sugge~h that a numbcr of thesc apparelltJy unrclated items have addl1ional 

signihcance. Why doc~ the gIrl aUnch a sllvcr buckle to her shoe to dance beneath 

mistlctOl:? What do cowshps have to do with clvcs or loss of mcmory? From the 

context of <lnother poem in the volume, "A~ Lucy Went AWalking," it appears that de 

la Mare associa tes bucklcs and ml~tletoe with witches since here they wear buekled 
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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 notcd, it secms most likely that the 

child is playing "t bcing a witch (de Vnes 324). But the possible significance of hi ding 

cowslips and cives is not so immediately obvious. Il is even ambiguous what the girl 

rnight forget, the flowers' position or the cives' habits. Yct wh en the traditional 

syrnbolisrn of cowslIps with fairyfolk and with improving the rncmory is considered, 

thcsc connections with the sllpcrnatural add an unexpceted lcvcl to what purports to be 

ehild's ~ong (de Vries 115). 

The second half of the poem empha~lI:cs the child's vibrant eonncction with 

nature. Most of the naturallmagc~--gardcn, lmds, lVy, and wind--do not seem to have 

uny hidden mcaning but sirnply denotc the glrlm her scttll1g. The mentIOn of ivy at the 

end of the pocm, howcver, rmsc~ the posslbillty of "Ylllbolic as~ociations tying in with 

tho~e of rnistlctoe. Although both arc evcrgreens ttaditlonally linked with Chm,lmas, 

in folklore, both are also used as protection agmn~t wltchc~ (de Vries 22, 324). This 

suggests that this delightful cclebratory song may abo be a charm again~t evil, giving 

an opposite interpretation to the child's dance at the beginning. The hnk between lVy 

und mistletoe, of course, is remforccd by the cychc <;hape 01 the versilÏcatlOll. 

But if de lu Marc is overlaying t-ymbohc associati()ll~ 01110 the ~ccolld haIt' of the 

work, the structure of the pocm does not emphasi/e them. Rather, through 

parallelisrn, the dCllotativc Icvcl is stre~sed, giv1l1g the Ilaturallmage'\ equal weight with 

the supernatural alles in the first hale of the [Jacm. The thrmt of the action ~illlilarly 

cmphaslzc~ the prnnary lc':el of rncaning, for tbe lilt\c girl play~ Just a~ imaginatively 

here, tram,[olming the bird, ivy, and Willd into daytimc friend'i. Within her wallee! 

garden, shc lives hterally in d I/protcctcd world" whcrc :-,hc can aet frcely ane! 

spontan('ol1~ly (Frye 42). Although appropriate ~yl11b()hcally, thl:> garden image does 

110t have t~1C biblical overtones that it would have with an adl1lt figure. 

ln I/John Mouldy" a littlc boy records secing a corpsc. Apparently not 
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disconcerted, he names the body and describes its immediate location and background: 

1 spicd John Mouldy in his cellar, 
Deep down t\Venty stcps of stone; 
In the dusk he sat a-~Illihng, 

Smiling there alone. 

He rcad no book, he ~nuffed no candIe; 
The rats ran in. the rats ran out; 
And far and near, the drip of watcr 

Wenl whisp'ring about. 

The dusk was still, \VIth dew a-f.tlling, 
1 saw the Dog-star blcak and grim, 
1 sawa slim brown rat of Norway 

Creep ovcr him. 

1 spicd John Mouldy in hi., cellar, 
Deep do,"vn twenty st('p~ of stone; 
In the dllSk he sat a-sllllllllg, 

Smillllg thcre alone (CP 7) 

The stark contrast betwccn the grisly sight being described and the exubcrance 

of the child's voice creates a strong visceral Tcaction. Ail the formaI techniques 

appear subjugated to the imagc of a boy annollllcing his discovcry. Employing the 

convention of the chlldrcn's game /II Spy,/I the boy dispasslOoately describes what he 

~ecs. ln accord with the spirit of the gume, the imagcs are primarily visnai. The 

horror 01 the ~ilcnt, smiling figure is cmphasiLcd by thc contrastmg sound of moving 

water, /lAnd far and near, the drip of water 1 Went whisp'ring about,/I while the 

movcmcnt of the rats heightens the irnmobility of the body. The structure of this 

phrase, "the rats ran in, the rats ran out," ('chocs that of "the worms crawl/d out, the 

w(lrms crawl'd in," a grue.,ürne detall in the nursery rhyrnc "The Gay Lady That Went 

ta Chllrch," the sirnllarit~ of pattern reinforcing the child persona (lona and Petcr 

Opic, Nursery Rh.vmes 260-111). 

The boy use~ figurative language on two occasions. By pcrsonifying the water 

as "whisp'ring," he cvokcs an image of himself awecl by his discovery. By describing 

the dog-star as "bleak and grim," he transfcrs adjectives appropriate to a body onto a 
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distant star (perhaps a~ a protective device). The phrase moreover recalls the 

conventiollal folkloric association of the star with pernicious times (de Vries 141). 

Both details characterize the boy as being as perceptive to background ami atmosphere 

as he is to the figure in the foreground. 

The poem's structure is integrated with the pattern of imagery to empha'>l/:e the 

horror of the sight and ta rmse questions in the mind of an adult reader. To enhance 

the objective stance of the child, his observations are organized in the form of a 

journalistic inquiry' the first stanza answers the questions "what," "where," and "when"; 

the second elaborates t1>e "what" and "where"; the thirLl explores the '\vhen" and 

"where"; while t'1e last repeats the first. Because the repOlter i" u naive child, the 

"how" and "why," those questions most tantalizing to an adult, are Ilot addre:-"ed. 

Through dramatic Irony, however, the experienced rcader has suffICient ducs tn gue"" 

The latter answer is obvious: beeause he i~ dead the man cannot pcrlorm t he action" 

specified. Similarly, a solutic 1 to the former can be dedllced Irol11 the rcpctition of the 

location, "deep down twenty steps of l>tone." 

By presenting the child's findings in the spirit of the game '" Spy," S0111C 

psychological depth is lent to the figure. The child cOllld be adopting till" lorm a:- a 

means ta protect himself from his (hscovery. Just as he doc~ Ilot go down the twenty 

steps to the cellar ta inveshgate fmther, but keeps to his sare vantage-point on the 

hlgher ground oUbide, he provldes himsclf with sorne mental dl~t<lnce by u~ing the 

device of a garne. Ile thereby places an unacccptablc sight into a 1ar1lllIar container, 

framing and rcducmg its impact. On the contrary, the adult reader l~ ~truck by the 

inappropnatencss of the form to the subJect. By offending decorum, the poem not only 

cmphasi7e~ the horror of the sight but also draws attention to the speaker\ l1111ocence. 

The rollicklllg gaIt of the modilIed hallad (lambic tetramcter III line~ 1 to 3, 

wmbic trimeter III hne 4, al"'cb rhymc) cont1l1ucs to of1'ent! adult dccoru1l1 whlle 

strengthemng the child persona. Yct in the refrain stan7a, metrical variations subtly 
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adjust the rhythm to the content by trochaic inversion and added accented and 

unaccented Ceet. Lilles 2 and 14 read "Deep down twenty steps of stone." The [ive 

stresses and trochaie metre upset the ballad versification while drawing attention to the 

words themselves. The three lI1itial stresses slow down the rhythm to suggest the 

tolling movernent of a fUIleral bell; the action of the trochees imitatcs walking down 

stairs. The latter alsa hclp torm a pattern of stressed "s" sounds, their alliteration 

emphasizing the gruesorne sight of the smIling corpsc. 

The chi Id figure himsclf is charactenzed by his voice, for he speaks slmply and 

directly, his diction is modern, and he uses only one "nd two syllablc words. The one 

pocticism, the ~yncope "whisp'ring" althollgh n(~ccssary rnetrically, docs Ilot jar but 

soullds childish. 4 SlmIlarly, the llngrammatical conjunction of an lI1dcfinite article with 

a verb, "a-smiling" and "a-falling," soumIs childlike 111 add1tlon to being tlncducated. 

Thi~ ~econd ljuallty is abo sugge~tcd by the ncgativc pronouns in the description of the 

body's iIlactlOl1 ("He read no book, he snllffed no candIe") instead ot the cxpected 

ncgatlve verbs. ~ Unlike the little girl in "The Buckle," this child IS Ilot bookish or 

IOmantic. Ile lS precl~e and kllowledgeablc about ordinary things, lor he calls Sirius 

by its common namc of dog-star and is familiar with diffcrcnt lypes of rats, idcntifying 

the large brown rat as a Norway rat. He is cqually precise and practical when he uses 

his imagination, graphically naming the body "John Mouldy." 

The ~lmphCJty with which the boy labels the corp\e cornes from his naivcty, 

(this lmpression being cnhnnccd by the ballad form). Bis perceptions and fragments of 

knowlcdgc arc mllocent, ~o he does not rccogl1lle dcath whell he encounters it, 

althollgh, as ~een, he doe~ imtlllctlvely ~hield him~clf somewhat by the gamc form and 

by the echo of nursery rhymc in recalling a particularly tclling detai!. As the c111ld 

speaker of "The Funeral," (qllotcd in the introductIOn), 11Is lack of unden.tanding 

makcs hlm appear sa delachcd a~ ta be cnllous, when actually IllS uncertainty about 

somethmg bcyond his cxpcnence is revealed by these subtte verbal clues. 
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As has been seen, "The Buckle" and "John Mouldy" present complementary 

aspects of the child figure, the fIfst emphasizing vivid imaginatIon and the second 

matter-of-factness. Both arc active flgures, firmly rooted in th1S world m. they internet 

fully with their surroundings. As a fcsult, they may bc alone bul not lonely or bored. 

Beeause they incorporate an acute perception and a correspondlllgly powerful 

imagination into their play, thcy can pa~s easily from this world mto the other world 

and back, as in the case of /lThe Bucklc," or confront a manifestdtion of the latter in 

the former, as in "John Moultly." Both chiltlrcn aiso possess an all-encompa..,~ing 

innoœnce. This allaws the girl to umelfconsciously dance by hcrsclf, play hide-and­

scck with (imagined) clvcs, show off her fmcry to the bmb, and ~hare her ~ecrd" \VIth 

her inanimate surroundings. Sil .. .larly, the boy can spy a horrible sight and lahel It 

without knowing what he is actually encountering. Their innocence protect" them "0 

they cao react Immeùiatcly and dm:ctly 10 what they perceive, tIns p"ychologlwl 

protection paralleling Ihe phY"lcal protection offered by their domc"ticaled nalmal 

environme nt. 

Poenzs 

The literary echoes in Poem!) arc the opposite of thase in Songs o[ Chi/d/woel, 

many of the se bcing ~o ~clf-consclom as tn be act~ of homage to well-kllown 

Renaissance writers. For cxample, "The IIappy Encolllller" and "GlOrIa Mundi/l arc 

particularly stilted re-creations 01 an allegorical Spenscrian atmmphcre. By contrast, 

those dealing wlth an emerging fa"cination with dealh ("The Dcatb Drcam," "Where I~ 

thy Victory," and the ~onnets "Even 111 the Grave," "J\natomy," and "Mc~sengers") arc 

fairly successful evocations of the Metaphysical style (H.. Smith 49; Bonnerot 387). 

The thirteen Shakespearcan poems beginning the volume arc more sll~tained 

experiments in stylizcd Imitation. Each is a charaeler sketch in blank verse of a 

famous dl amatie figure l'rom one of the plays. This limitation of subjeet somcwhat 
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curtails a tendency to weakness, whilc the content IS an attempt ta examme a 

charaeter closely (R. Smith 49-50). 

The technique in these poems is an objectified version of what de la Mare had 

attempted in prose in Henry Brocken (1904), where the personality of a litcrary 

chamelcr i~ sketchcd by frcezing him or her in a typical act, either within the action of 

the work or ufter the plot has concluded. Although a somewhat interesting exercise, 

the hybrid form is not successful as crilIcism or art. Neither the book Ilor the poems 

come ahvc because they arc hampered by an imitative style, static portrayal, and 

superflcial interprctation. The character sketches from Othello and Hamlet are More 

effective, pcrhaps because in hi~ rcading of thcse plays de la Mare finds themcs 

corresponding to his main concerns. These pieces become intercsting beeause they 

explore clcmental oppo~itIOm of innocence and experirllee and good and evil begun in 

Songs of Childhood. "Dcsdemona," "Ophelia," "Polonius," and "Hamlet" extend the 

depiction of innocence beyolld the child, providing alternative adult figures of the mad­

\Voman, simplcton, and df<'amer as weil as the fairy tale innocent beauty. "Hamlet" as 

a chIld-lIke dreamcr, e>.ternally still but internally active, will later appear as a focus 

for the pO~ltive ac\ult figure. The images describing him as a "troubled son of manll 

undcrgolllg "Timc' ~ dark waters in unearthly trouble" (CP 60) will re-emerge 

tran~torl11cd 111 the Camous "The Song of the tvIad Prince." "Jag0's" physical [eatures of 

lia Jean clark lace, a narrow, slanting cye" (CP 56) will reappear as a portrait of death 

1/1 "The Keys 01 Morning" (1912), but more important is the crystallization of cvil, for 

his ~piritual sterihty and inccs~ant activity will forrn the basis for later explorations of 

the negative adult figure. 

In addition to this problem of sclf-conscious imitation, Poems displays a 

tendency toward convention al moralizing. For instance, "The Mirac\ell begins strongly, 

with a guestioning stance that was to become idcntified with de la Mare: 



Who beckons the green ivy up 
Ils solitary tower of stone? 

What spirit lures the bindwccd's Clip 
Unfaltering on; 

Calls even the starry lichen to climb 
By agclong inches cndless Time? 

32 

Yet it fails ta follow these particular, natural images through, collapsing into 

convention al generalizations about man's over-rcaching ambition (Kirkham 114): 

So crecps ambition on; sa climh 
Mans vaunting thollghts. Ile, set on high, 

Forgets his birth, sm ail space, brier time, 
That he shaH die; ... 

Rejects dclight, case, plea!-lllre, hopc; 
Seeking in vain, but sceklllg )et, .. (Cf> 6~) 

Despite these drawbacks, Poems cxtends the poetic UIlIVCI!\C of 5;ongs of Chi/dlwott by 

its con cern with the human condition, exploring pmtlCularly OUf 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 receives a minor but distinct emphasis in a group 01 

poems placed at the end of the volume. 

On the one hand, man is described as a festJess, dnven creature inhabiting an 

inhospitable, mdifferent universe ("Age") and who engage~ 111 :-'llpcrlicial bm.yness to 

escape contemplation ("Thl' Market Place"). On the other hand, as stated in "The 

Miracle," above, man is shown vamly ~eeking for !-Iomething beyond lm, immcdiate 

existence, despite Little or no success (as in "In Vain," The Phantom," and "The 

Glimpse/l). This theme may appear in the figure of the lIIHcquiled lover ('T~vcn 

Rosemary" and "Irrevocable"), but more commonly at this carly stage it is expre!-l),ed by 

the ligure of an adult bcing seduced and dcstroyed by the ~llpernatural ("Come," "The 

Wintcr Boy," "They Told Me," and "Sorcery"). Another expression of the same ide a i,l, 

contained in the decadent Romantic image of a man re,l,i~;ting the temptation of 

"easeful death" ("Bright Life" and "Unregarding") as III Keats' "Ode to a Nightingale" 

(6:52). In later works these fanciful characterizations disappear, the quest therne 
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becorning 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 Marc focuses on the relation between this world and the other 

world, uccasiollally he is able to draw back from humanity to give a wider perspective. 

J\. good example of this kind of poem is "Shadow" where the other world is overlaid 

auto this world. Despite the dulling effect of the statemcnt of belief in the last stanza, 

it cffcctivcly expresses his philosophy of life: 

Even the beauty of the rose doth cast, 
WhCll its bright, fervid noon is past, 
A still and lengthcning shadow III thc dust 

Till darkncss comc 
And take its strange dream home. 

The transient bubbles of the \Vater paint 
'Neath thcir frail arch a shadow faint; 
The golden nimbus of the windowccI saint, 

Till shine the stars, 
Casts pale and trembhng bars 

The loveliest tlung carth hath, a shadow hath, 
A dark and livclollg hmt of c1cath, 
Haunting il cvcr t111 its la~t faint brcath ... 

Who, then, may tcll 
Thc bcaut)' of hcaven's shadowlcs~ a~phodcl? (CP 66) 

Although not obviously dcrivativc or imitative, the dcccptive simplicity of the 

tcchniquc in "Shqùow" may be indebted ta George Ilcrbcrt. In "The Pulley" for 

cxample, Herbert lises a sophisticateù version of the cmblem whereby a simple visual 

abject is equat('d with but not rnerged into an abstract idca (159-60). The image is 

thcrcby bath visual and intcllectual, Herbert taking the cOllventional tripartite structure 

of the cmblern, namely, picturc, intclpretation, and application and fusing them into 

one (Frecman 23, 153, 156). J\. similar cffcct is achicvcd in "Shadow," for the threc 

staJuas rcpresent the thrce levels of meaning in the e~amjnation: the first emphasizing 

the natural image, the second extcnding a natl'ral image to encompass a wider context, 
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and the thlfd 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 occasion al 

archaism and poeticism, de la Mare would appear to be speaklllg in hls own voice. 

The poet-speaker gives the impression that he is gazing at a rose in water and musing 

about it, the present tense suggcsting the immediacy of the action, while the hu~hed "s," 

"sh," and "st" sounels sustain the quiet, contemplative mood. The loo~e iambic metre 

reproduces the movement of a speaking voice, the accent falling on key word", a, in 

conversation. 

In contrast, this conversation al record is encased III the rigid jonn of the t Ive 

line ~tanza which distances it and lends it a scn~e of formaiity appropriatc to a 

staterncnt of behcf Each of the stanzas consists of a tnplet and a couplet rhyll1l11g 

aaabb. AlUlOugh dosure is not used, the grammatical f10w prevenh thl: ... tan/,i\ t rom 

fracturing into two, unlcss il is intendcd. Para Il cl ~tructurc i~ u~ed throughout. the 

triplet presents a shadow, while the couplet instances when or whcre it i ... ab ... ent. In 

each case, the couplet qualifies the triplet by undercutting it. Extra wClght i, addcd to 

the couplet by setting it off physically from the triplet and ~hOltelllng the linc knt"'th. 

The overall cffect is of a barcly sustained balance hetween the two pall\ 

The contrmting pattern of imagery stabili:1e~ tllI~ pOIse while tlghtclllllg the 

formaI pattern so cach stanza appear~ distinct. A ppropnute to the ,ubject, the Il11age~ 

are visual, the brightness of the triplet bcing olbet by the darknc:-.~ of the couplet. But 

these oppo~ltions arc Joined by their unit y of image, the ro~e with It~ dark ~had()w and 

the water bubblcs with their golden nimbus. This imagery 01 COJltra~t opcrate:-. 0\1 

several levels. The first stanza depicts clllollologically the appearancc, progre:-.~ive 

lcngtheaing, and (inal disappcarancc of the rose' s shadow. The OppO~lIlg t imc~ 01 

110011 and lIight a1so rcpresent mctaphorically the rose dying alter rcaching ib full 
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bloom, the compression of time lending the flower stature so :. emblemizes the 

transience of life. The second stanza employs the even more fragile and fleeting 

natural image of water bubbles. Again their span is chronologic 11, for they possess a 

faint, golden, circular shadow during the day but arc obliterated by ·Ile star's wavering 

light at night. Y ct by comparing the shape of the bubbles to a saint's halo in a church 

window, another dimension IS 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 finalline of each. 

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 wavenng hnes on the water suggests the Platonic Idea of earthly hfe 

bcing a prison.6 

The final ~tanza explicates these two examples of shadows. The couplet states 

that they are harblllger~ of death, thereby providing an ominous interpretation for a 

key de la Mare word, "haunting." The couplet draws a corollary from the previous 

statement conccrning etcrnal beauty. Decause "Asphodel," the final word of the poem, 

is a mirror image of the openlllg figure of the rose, these two opposlllg flower symbols 

become linked. An cxtended meaning can then be understood for the rose, for 

paradoxically ils transicnt beauty can also be a reminder of the asphodel's timeless 

beauty. By joining these Images, a cyclic movement is suggested, this formai unit y in 

turn reinforcing the ide a that there may be somethmg beyond our temporal existence. 

But ultimately, this hopc is undercut by its presentation as a question, a stance to 

become Identified \VIth de la Mare's probing nature. 

As mentioncd, the child world receivcs a distinct, if minor, emphasis in Poems. 

Typically, those works from an adulf perspective focus on the symbolic aspects of the 

child fIgure (R. Smith 49). Although by tuming the subject into a representative child 
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the dramatic impact of particularity is lost, "The Children of Stare" and "The Universe" 

c1early articulate the adult perspective. For the most part, both avoid the temptations 

of being sentimental and nostalgie by closcly considering their subjects. 

"The Children of Stare" emphaSlZes parado;~ical qualities of the child image by 

etching the joyous play of children against an ancestral mansion, frozen landscapc, and 

wintry sky which makes them appear vulnerable and fragile by contrast. Malignant 

qualities are attributed to this ominous background in the fifth stanza: 

Above thcm silence lours, 
Still as an arc~·,c sea; 
Light fatls; night falls; the wintry mool1 
G littcrs; the crocus saon 
Will open grcy and distractcd 
On earth's austerity: (CP 63) 

As previously in Songs of Clzzldlzood, the child figures arc physically overwhclmed yct 

unaware and unaffected by evil through their active innocence. The narrator interprct~ 

this oblivion to be godhke bccansc they "sport... in Spring aUire" warmcd only by thcir 

purity which is "blown to a core of ardour / Uy the awful breath of God." The poem 

thereby ex tends the prcvlOus e>.amination of innocence and eVl!. While Il! Songs of 

Childhood evil is incarnated in anthropomorphic fmry tale beasts in a nentral ~ettlllg, 

now it emanates from the cnvironmcnt Ibclf, becoming at once Ics~ tangIble and more 

disturbing. Similarly, innocence 18 DOW Ic~s ovel1. Instead of being reprcscnted solely 

by physical charactenstics, as in iairy talcs, the inner dimension, the spiritual vitahty, 

is emphasized. 

/lThe Umverse," which opens a clustcr of child pocms at the end of the volume, 

articulates the adult role with respect to children. It states that although adults should 

providc a physically protected cnvironment, wc should not impinge upon their 

autonomy in any way. The pocm is cxprcsscd in a sorncwhal sentimental und clcvatcd 

fashioll as st;en by the ending: 
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o Man!--thy dreams, thy passions, hopes, desires!­
He in his pit y keep 

A homely bed where love may luI! a child's 
Fond Universe asleep! (CP 92) 
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But the respect for ehildren with their r- ~ntal "wild universe" and the idea of allowing 

them ta freely explore the range of their imaglnative power is advanced for the day.? 

In contras!, "The Massacre," "Echo," "Fear," "Myself," and "Winter" are aU 

spoken by children. Ali exeept the last foeus on dark aspects of childhood--the fears 

and problems usually forgotten by the nostalgie adult. Because children possess an 

acute sensibility and a powerful imagination but are not yet able to analyse events, 

terrors or worries can eomplctely overwhelm them. Because the child speakers are 

possessed by thcir cmotions, thcse poems have a nightmarish intcnsity. Indeed, "The 

Massacre" is a nightmarc depicting the child's desire for power and glory in an adult 

world. The pocm shows the ehild spe[lkcr assllming the fairy tale rolc of the invincible 

child and c1efeating an army of fierce, superhuman warriors. lronically, unlike fairy 

tales, the child drcams that he will be punished, since it cnds with him about to be 

dcstroycd by the atmosphcrc in rctnbution for his ma&sive killings. "Echo" and "Fear" 

concern waking terrors of childrcn: t'car 01 an echo and fear of night-timc. "Myself" is 

about lonelincss. It tells of a solitary child's sense of himself being his only eompanion: 

Therc is a gardcn, grey 
With mists of uutllmntidc; 

Undcr the giant bOllghs, 
Stretched green on every sicle, 

Along the loncly paths, 
A littlc child hke me, 

With face, with hands, hk" mine, 
Plays ever silently; 

On, on, qui te sllently, 
WheIl l am there alone, 

Turns not his head; lifts not his eyes; 
lIeeds not as he plays 011. 
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After the birds are flown 
From singing in the 1rces, 

When aIl is grcy, ail silent, 
Voices, and winds, and bees; 

And 1 am therc alone: 
Forlornly, sIlcn tly, 

Plays in the evcning gardcn 
Myself with mc. (CP 96-97) 
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In sorne ways, the presentation of the cIlIld figure in "Myself" is the antithesis of 

the dominant portrayal in Songs of Chzldhood. As in "The Buckle," a solitary child is 

playing in the protected setting of a garden. But now the garden is desolatc, the birds 

have aIl flOWIl, and evcrything is covercd in grcy mi st. The chIld speaker, a~ silent and 

grey as his surroundings, has withdrawn into himself. The supernatural double he 

encounters is thereby simllarly forlorn anJ wlthdrawn, unablc to providc the "swect 

company" that the fairy child provided the guI 111 "The Phantorn." The two figures of 

the child and his double remain separate, engaged in ~ohtary play. But evel1 thcir play 

appenrs perfunctory--a joylcss routine engaged in automatlcally. 

This poem dcmonstrates a budding intefC' .. t III child p"ychology, for it is a sketch 

of a dcpressed child who has projcctcd hi~ dcspair Ol1to his shadow ~c1f. It also 

employs a folk interprctation of shadow whcreby one'~ ~hadow IS considered 10 be a 

manifestation of a person's soul or a double, ~o whatcver happens to It occur~ to the 

person too (De Vrie..:; 418). This idea of double, whlch will rcappear III "The Double" 

(1922) and "The Shadow" (1941), (analysed in chapter tlix), combines the Romuntic 

theme of the doppelganger with the p~ychological idcas of ego and alter ego (Wabh 

178). As will be scen, de la Mare/s own ominous dcf1l1ition 01 shadow muy also he 

present. 

Because of this analytical d1mension, "Myself is an intcgrated portrait of a 

dcpressC'd child in his bleak settmg, the latter bell1g a projection by the child of hi~ 

internai sterility. The poem is an intcrrelated wholc, cvcry part reinforcing the 

desolation (lf the speaker. Perhaps for these reasons, the child persona does 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 1S not childlike. Thereby, 

the two ex amples of literary diction, "heeds" and "forlornly," likc the sentence 

structure, are not touches of chêracterization as in previous child speaker poems, but 

arc expedicnt psychologically and formally, lendll1g distance betwecn the speaker and 

his subject. 

The tone and imagery rcinforce this dcpiction of a chlld who is cut off from his 

inner self. The impersonal bcginning, "There is ... " and the rarity of self-referral as 

subjcct ("1" appears only tWICC while "me" or a vanant appears four times) conveys this 

separation. The substance of the child's talk throws the emphasls away from himself, 

for instead of describing what he is doing, as a hcalthy, asserlIvc child wou Id do, he 

focmes on the othn chtld in the garden. The imagcry clchcs the chlld's belicf of 

hclplcsslless a~ he is dwarfcd by giant tree boughs Itl a grcy world. Bath the visual and 

audial imagery emphaslLe negatioll and psyehical blallknc~s by their absence of colour. 

The occasional figurative language Jl1 tum relllforce~ the child's desolation while 

ostcnslbly de~cnbing the settmg. Thc mctaphor "mi<;ts of autumntidc" suggests the 

sea~on of dyll1g, while the transferred epithet "loncly paths" psychologically suits the 

speaker's projection. "Evcning garden" slmilarly compresses the time and place ta 

sllgge~t the ~pintuaI darkncss of the cluld. 

AIthough the poem l~ pre~ented as a nanative, there IS no nsing actioll. 

Rather, It is levcl wJth a ~hght fallmg off at the end duc ta the slowing cffcet of the 

awkwan.l, inverted conslIuction. Appropriatc ta lts lonn of a modtfIed ballad, (iambic 

trimeter, abcb rhyme), repctltiolJ i~ the major structural devlce. Three key words in 

the ~ecolld stanLa dc~cribing the chllc1 fonn grammatical and audwl links whieh join 

the stanlaS togelhcr. "Landy," "plays," "silently" appear, or a vanant appears, several 

times in the poeffi. The two adverbs rcceivc special emphasis fOI a variant of "lonely," 
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"alone," occurs twice as a rhyme, in the thin.l and fifth stanzas, while "silently" or a 

variant occurs four times in a rhymed position. Thereby, by repeatedly circ1ing around 

the image of the lonely child in his isolated spot, the speaker's desolation is 

emphasized. 

This sense of bleakness is further reinforced by the grammatIcal organi.wtion. 

The poem is two long sentences, the longer sentence compnsing the thlrd stanza. Its 

length and paraUcl structure combine to focus attention excluslvcly on the other child: 

"Turns not his head, lifts not his eyes, / Heeds 110t as he play" on." Repeated 

negatives within an inverted syntax heighten the sense of separatIon between the 

speaker and his inner self: "Plays in the evening garden / Mysell \Vith me." The 

cumulative effect IS a disturbing portrait or a melaneholy chlld bdieving him-;elf alone 

in an empty, silent UI1lverse. 

Because Songs of Childhood and Poems, in many 1I1:-tancc~, ofrer opposlIlg 

perspectives on hfe, it is tempting to interpret them as contraries of one another much 

the same way Frye interprets Blake's Songs of Innocence and .songs of l, \perience 

(237). Richard Smith explores this idea in his dissertation. On the one hand, he 

believes the title Sangs of Chzldlzood deliberatcly recalls ,\ongs of Inno('ence, by the 

various mednings eontained in the "oL" He notes that although on d ~uperl'!Cial levcl, it 

might appear that Blake writes of innocence while de la Marc Wf1teo., lor it, the "of" 

indicates that the poems arc "both of and lor chJ!dlell and, for adult~ ton" (21). On 

the other hand, SmIth considers Poems to be de la Man:'~ personal ver~lOn of the 

Sangs of E-rperience, for in contrast ta Blake' s sen~e of social inJl1~t ice and betrayal, 

this is a depiction of the experience of losing irrevocubly "per~ollal mnocent 

consclousness." Whcreas forrnerly, in the l'irst volume, innocence 1<; prc~cnted l'rom an 

insidc rerspectIvc, in the ~econd volume, only the outward manife~tatiom of it arc 

rccorded. As a reslllt, cvcn whcn the chilcl's vicwpoint is adopted, a cletached manner 

intrudes (49-53). 



tuS, ( 

41 

This type of generalization about the difference between the first two volumes is 

( interesting if somewhat simplistic since it makes a hast y conclusion about the use of the 

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

in the two works, on the child :md then on the adult, provide complementary 

treatments to one another. As has been seen, aspects of innocence and cxperience are 

present in both volumes. The presentatIOn of the child figure is modlfied in the second 

volume, while the adnlt figure is amplified and becomes more prominent. Thereby, 

throngh mutual contrast, the poetie universe aehicves dcpth, the ncgativc aspects of 

both the chlld and adult worlds highlighting the positive. Whereas the child is able to 

partieipate easily in both tll1S worlel and the other world, the adult feels restncted by 

the bounelanes of tlm worlel, although on rare occasions (as when dreaming) the oider 

individnal can he tran~portcd beyond. What the adnlt figure undelgoe~ in de la Mare's 

poetry of experiencc I~ the loss of eusy access to the other world. As wIll be scen in 

the next chapter, The Llsteners (1912) pinpoints the exact nature of thi.., probIvm, 

providing not only powerfuilmages of the disillusioned adult but also instances when he 

ean again aehicve frceJom of movement between worlds. In Peacock Pie (1913), the 

chIld's world gains a partlctIlanty that ground~ It more sccurely in tangible, everyday 

life. At the sarr.e lime, the duid world acll1eves a spintual dImension which elaborates 

on the child'~ natunli ability for pro[ound 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 achieved a level of excellence that sorne critics bclieve 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 Marc 

perfects the indivldualistic style that came to he recognized as his trademark. IIaving 

largely overcome the earlier over-emphasis on literary echoes, these poems explOIt the 

positive features from Sangs of Clzzldhoad and Poems, further clarifying the "'peakcrs' 

voices and paying clo!'.e attention ta siglllficant uetail. The dominant structural de!'.ign 

begins to come from a powerful web of associatcd imagery that turns the poems mto 

fully-realized symbolic whole!'.. 

Pcrkllls note!> thnt the difference bctween the tint two volumes and The 

Listeners and Peacock Pœ results from an incrcascd imaginative particularity which 

provides a strong focal ccntre and a richer atmosphcre (188). As a re~ult, the flgurç~ 

in the poems become alive, reahzed through signiflcant dctails and actions as weil as 

being prescntcd through ~ophi~ticatcd pOInts of view Whereas formerly, the only 

figures to come alive were the speaker~ (mually a child) of the pcr~onal relation 

poems, now thls energy i~ abo Impartcd to the subjects. Thcse ~ubjecb now tend to he 

drawn more from hfe expericnce than literaturc, although fantastic figure~ will 

similarly be imbucd wIth vitahty. 

Two excellent portraIts of tll1s kind in The Lisfeners are "Old Susan" and "Miss 

Loo;" the poems begin as follows: 

Whell Susan's work was donc, !>he'd sit, 
With one fat guttering candie lit, 
And window opcned wide ta win 
The sweet night air ta enter in. 
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There, with a thllmb ta keep her place, 
She'd read, with stern and wrinkled face, 
Rer mild eyes gliding very slow 
Across the lettcrs to and fro, .. (CP 101) 

When thin-strewn memory 1 look throllgh, 
1 see most clearly poor Miss Loo; 
Rer tabby cat. her cage of birds, 
Her nose, her hair, her mllfflcd words, 
And how she'cI OpCIl her green eyes, 
As if in some Immcnse surprise, 
Whenever as wc sat at tea 
She made some slIlall remark to me. (CP 103) 
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As cao be secn, the visual 'ï1agery IS concrcte, not only providing significant details of 

the fIgures, but .tlso capturmg intrinsic gestures, sa the scenes bccome animatcd. 

Whereas in "The Sleeping Beauty" from Songs of Childhood and the Shakespearean 

inspIred works from Poemfl, the over-accumulation of detail created a remote, static 

portrayal, now a glimpsc seems ta be achieved Înto someone's lifc. 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 Shakespeareao poems, but its metrical 

constraints force a severe pruning of modIfiers sa only cssclltial dctalls rcmain (Fusscll 

138). The resulting cleaner, sparer texture of the lines rel cases the metric flow, 

ellabling them ta move exuberantly, suiting the original perspectIve of a child. 

Both the vIvldness 01 focm, and livcliness of metre witlun a rigid form are 

relllforced by the ~peakers' perspectives. Again, in contra st ta the earlier character 

sketches, in~tead of as~um1l1g the safe vantage-point of a reader, the speakers are part 

of the scellC. Because the spcaker~ are adults remembering an incident from 

childhood, a tclescopmg of time and vision is acll1eved. This double narrative 

perspective reduces the dIstance betwcen reader and subject, cnabling the women ta 

re-enter the present by the vividness of the speakers' recollcctions and by the 

modifications of verb tcnse. Thol the speakers are adults is indlcuted by the 
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subordinate structures opening the poems and the associations of artificiality connected 

with the rhymed couplet. That H;eir 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 tableau. 

While the former is a surface depiction of the ole! nurse, focusing only on 

physieal 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 

eharaeteristics. As the final stanza indicates, the way he describes cveryol1e's 

behaviour at tea shows he is perceptive and sensitive to others: 

Till Peter's pale-green eycs aJar 
Dream, wake; wake, dream, in one brief bar. 
And l am sitting, dull and ~hy, 
And she wlth gaze of vacancy, 
And large hands foldcd 011 the Iray, 
Musing the aftcrnoon away; 
Rer satin bosom heavmg slow 
With sighs that softly cbb and f1ow, 
And her plain face in such dismay, 
It seems unkind to look her way: 
Until aIl chcerful back wiII cOllle 
Rer gentle glcaming spirit home: 
And one would think that poor Miss Loo 
Asked l10thing cise, if she had you. (CP 103) 

The child seems to be as aware of emotional undercurrents as he is of phy~ical dctml, 

pot only reproducing his aente visual, tactile, and kincsthetic ob~crvations, but also 

able to interpret them with a l(een perspicacity. ThIS comhination of a sensittvc child'~ 

observations and feelings with the sophisticatcd diction and formai control of an adult 

came to be considered a de la Marc trademark (Walsh 173). 

In the same way that The LIs/el/ers exploits the po~itive stylistic clements [rom 

Songs of Childhood and Poems, it also builds on the base of the four-world univcrsc 

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 ease of access 
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to the other world now ceases to be granted only to the child, most poems focusing on 

the experienced adult and exploring how he can once again attain freedom of 

movement between worlds. "Haunted" and "Home," for instance, express the 

tradition al Christian idea of humanity being doomed to continuai motion, not achieving 

lest until death provides release by resolving aU conflict (CP 33-34). But the former 

poem ultimately pro vides a positive interpretation of this state: 

Rave how thou wilt; unmoved, remote, 
That inward presence slumber", 'lot, 
Frets out each secret from thy breast, 
Gives thee no rally, pause, nor rcst, 
Scans close thy very thoughts, lest they 
Sholild sap his patient power away; 
Answers thy wrath with peace, thy cry 
With tendercst tacttturnity. (CP 131) 

The actIOn of the stanza with a "raving" voice being answered by a calm, supernatural 

one resembles that of George Herbcrt's "The Collar" (Kirkham 116; Herbert 153-54). 

Yet by internalizing the superior being and suggesting that exile may prove to be 

positive, the relIgious associations are diminished. 

This possibility of transformation, or of fusing the contraries of restlessness and 

rcst, being exiled and wclcomed home, will prove to be de la Mare's lifelong guest, 

reaching its fullest and final expression in "The Burning-Glass" (1945). The ide a of an 

inward presence will also become more dominant in later work, "Lost '\Torld" (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 internai state. This emphasis on 

human experience modifies the previous bleak port rayai in "Shadow" (analysed in 

chapter two). Now, parado:xically, haunting may be a hint of death, but it is also 

potentially positive in life. lronically, the superior being who initiated man's 

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 

other world. Although slightly vague, it is an early attcmpt to articulate a key theme 

which will receive full expression in "The Exile" (1918) and form the central position of 

numerous subsequent works. At present, the term expresses a general 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 10 blarne the 

pagan gods: 

Had the gods loved me l had Iain 
Where darnel is, and thorn, 

And the wild night-bird's r.ightlong strain 
Trembles in boughs forlorn. 

Nay, but Ihey loved mc Ilot; and l 
Must needs a st ranger be, 

Whose every exi1cd clay gone by 
Aches with thcir memory. (CP 1I5) 

Ironically set as a hymn, the poem is a bitter song of expericm:cd man and as 

such effectively conveys his despair. But the corn mon hymn [orm ~eems to cause 

verbal ambiguitles that affect any reading of the work. The rcpeated auxilüuy verb 

"had" in linc 1 and the subsequent shift to the present tCI1"e arc confusing. In OJ der to 

make sense, [ollowing the lcad of the first words, the conditional mu~t hl: under:,!ooù. 

Thereby, the remainder of the first stanza expresses the stnte that cOl:ld have been 

man's if he had been lucky, in other words, an lI1wgined, untrue ~tate. The .... econd 

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

actuality of existence without grace. 

To cause an overbalancing for the former statc, although skctchily drawn, the 

concrcte imagcry is confined to the first stanza, whilc the second ~hifts to the ab~tract. 

Appropriatcly, the focus shifts from external, visual, and tactile imagery to the 

internal, the key words here being negative conccpb. But the choice of images 1ll the 

first stanza and the relationship betwecn them is confusmg. If lille 1 expresses a 

, 
î 
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condition, then the speaker seems to be saying that if he had been beloved by the gods, 

( he could have Iain down on a bed of darnel and thorn but not been uncomfortable. 

Since the weeds symbolize vice, }Jain, and suffering, presumably the sfPaker would 

have also been ~pared these tribulations (De Vries 129; Cooper 170). The" and" 

joining the second haif of the statement is difficult to interpret, howcver. Is the 

speaker also implying the condition al here, saying he could have heard the bird singing 

aU night if he had been blessed? But the present tense suggests that hke the darnel and 

thorn, the llIghtbird's song is a fact, it beiug ouly the speaker's relation to these that 

has changed. If these wild and homely images are considered apart from the logical 

pressure of the lin:,s, thcy become more cogent, for thcy describe an untamed, 

unconfincd world of Il~tür~ in ;.vhich, if the speaker had been beloved, he wou Id have 

been able to take hj~ nghtful place and spontaneollsly act in unit y \Vith them. Instead, 

the contrary is truc. 

The absence of concrete imagery in the second stanza underlines the negative 

statc of existencc as concelved by thc spcaker: it is a separation from the wild, free 

'vorld of nature. In this void, aIl he feels is an ache. The poem concludes with a 

gr<1mmatical ambiguity, as it began. "Their memory" may rder to more than the gods 

whom the speai'cr holds rcsponsible for his condition (Kirkham 116). It may also 

indicate the contrast between aU his present exiled days as a whole and the life he 

imagll1es he CL'ul<l have had. Tl11s meI110ry of the "could have bcen" taUlIts him, 

making him l'ven more miserable and prevcnting him [rom coming to any acceptancc 

of his condition. 

As has bccn sccn, "Hauntcd," "Home," and "Exile" present a bleak portrait of 

man, for he is restlcss, bitter, internally divided, and grieving for an impossibility. 

Sleep thereby provides a necessary release, for it allows him to forget temporarily the 

darnel and thorn, the tribulations of his life. This basic aspect of sleep is expressecI in 

"Nod," an excellent companion pieee to "1 Met at Eve" from Songs of Childhood. 
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Each captures the opposing pen:pective of the respective speakers. In the earlier 

piece, the "Prince of Sleep" IS 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 "hannt 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 ~ccne and the atmosphere is equally mild, now the shepherd 

is old and wrinkled. The drenmcr lIldicates the personal appeal of the dreamworld 

only in the last stama: 

III!> arc the qUIet <;teeps of dreamland, 
The waters of no-more-pain, 

Hill ram's heU ring1-. 'ncath an arch of ~tars, 
'Re"t, rest and re~t again.' (CP 109) 

No longer is the sleeper illtere~ted in the vi~iollary potentinl 01 drcam but 111 the ba"jc 

need of rest. Appropriatcly, the dctails of the setting have been nltered from a "valley 

steep" (CP 49), ta the "stcep~" themsclves. Neither IS the water Ilnagery ... imply 

decorative as in the tirst poem, but now serve~ the express fUlJction of wa~hing away 

pain. The versIfication and to,ture of the later poem heighten tlm. apreal 10 re~t, the 

rhyming trimeter lines, for example. emphusillllg the ~leep-inducll1g a "pech. SlIllt1arly, 

the quiet musicahty of the long voweb and of the cluster of "01," "n," "1," and " " ~ 

consonants are soporific (Bonnerot 397; Pcrkins 185). 

The namc of the sleep shepherd itself has an intere:-'ling range 01 re1crencc. 

Although it appropriatcly images someonc fallll1g asleep, another darkcr mcuning may 

also be implicd. Biblically, "Nod" rcfers to the "Land of Nod," the land cast of Eden 

where Cain went ufter bcing condemned to he a fugitive. The term then mcans 



. ., $4&a oeUUiSk44 

49 

"wandering" (Fulghum 147). This accords weil with the experienced dreamer who 

speaks the poem, himself forced to wander the earth, searching for a way home. By 

conflating the two mcanings together, "Nod" becomes a paradoxical symbol of man's 

restlessness and the cornmon way to achieve temporary respite. 

Yet in The Listeners, sleep is presented in more than this capacity. In "AU 

That'1, Past," through parallcli~rn, the antiquity of nature is first connectcd to man's 

ancient wisdom and th en drearns arc described as remnants of our pre-history. The 

last stanza is as follows: 

Very old arc wc men; 
Our dreams arc talcs 

Told IJ1 dim Eden 
13)' Evc's nightingalcs; 

We wake and whisper awhile, 
But, the day gone by, 

St1ence and ,Ieep like fields 
Of mnar<lI1th he. (CP 117) 

The usual order of I1fc l~ lIlvertcu to ~ugge~t provocatively that wake is only an intcrval 

betwcen pcriod~ of ~leep. lkcause thcy arc expressions of our ancienl heritagc, 

drcam~ arc the main Imk conllecling thc~c two oppming worlds. 1 

Dcscnbing drearns as an cntry pomt to the other world !>uggests that sleep doe~ 

not belong eornp\ctcly to one world or the other, to life or death, but is a ~uspended 

statc bclwecn. Thi~ amb!guity IS bcautlfully deplcteu in "The Slecpcr" whcrc a littlc girl 

cnColInter" her mot ber a~\cer dllf1ng the day: 

A~ I\nn came in one summcr's da)', 
Shc fclt that she mmt crecp, 

Sn ,ilcnl \Va, the clear cool house, 
Il ~eel11cd a house of ~lcep. 

And ~l1rc, \\hen she plIshcd open Ihc door, 
Rapt 111 the stillnes\ there, 

Ile! muther \al, \\ ith ~tooping head, 
A~leep upon ,1 chaIr; 

Fast--fast a!>lcep; her two hands "utl 
Loose-folded on her knee, 

Sn that hcr sm aIl uncollscious face 
Looked half lInrcal 10 he: 



f," 
So calmIy lit with slcep's pale Iight 

Each feature was; so fair 
Her forehead--cvery trouble was 

Smoothcd out bcncath her hair. 
But though her mind in drcam now movcd, 

Still seemcd her ga7c to rest--
From out bcncath her fast-'icalcd Iit!s, 

Above her mOVll1g brcast--
On Ann; as quite, quitc stIll she stood, 

Yet slumber lay so cleep 
Even her hands upon her lap 

Seemcd saturatc \\'Ith slcep. 
And as Ann pceped, a cIolldhkc dread 

Stolc over her, and then, 
On stcalthy, lIlousehke fcet she trot!. 

And tiptoed out again. (CP 1(5) 
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The record of Ann's behaviour and thollght procc"e, organiœs "The Siceper" 

as it details her perception of a transformatIon proce~s which turns her mother into an 

otherworldly being. Two quatrallls cnvelop the pocm connccting the child'., timid 

cntrancc and departure to the atmosphere. Awarc lrom the moment she cnters of the 

unu ,ual silence and coolncss, she crceps in, an actl\lIl approprlale to cithcr a church or 

tomb. At the end, she leaves a, quietly, awc~tr là al her intimation of death. The 

body of the poem, comprising two long sentellcc~, i, a sCfle:- of ~ll1ooth lramition" from 

physical to spiritual depiction. The fin,t (11.5-16) dc"cnhe~ the wornall's appearancc, 

which soon begins to a~sume otherworldly bcauty The ~ecolJ(.1 (Il. 17-24) record.., the 

chilC\'s uccompunying thought where ~he attnbulc:- ~lIpernatllral power~ 10 the ,,!cerer 

The slight modification 01 the ballad ronn undcr,cllTc", the ,11l1rt duration of the evcnt, 

the hold sleep has on the woman, m, weil a" illextncably bindll1g the dllld\ actioll~ to 

her mothcr's sleep. Dy being pre~entcd a~ a :-.inglc block lII~tead 01 "eparate ~tanza", 

the lIlstantaneousncss of the child'~ impre~~lom aIe "lIgge~ted. She thereby comc~ in 

a,ld goes out in the course of a fcw moments. The only recurnng rhyme, "creep," 

"Slel~p," "deep," "si cep" (Il. 2,4,22,24) with it~ ~lI~tained long vowel ~Iow~ the pace to 

underscore the profoundne~s of the mother'~ sleep and tIC the chlld'~ re~pomes to her 

mothcr's state. 
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Although Ann's actions, perceptions, thoughts, and feelings form the matter of 

the pocm, she is not the speaker. Instead, it is an adult voice, similar ta that of the 

dispassionate, omniscient, ballad narrator. The voice is so unobtrusive that the reader 

focu~es exclusively on the subject being prcsented, the scrupulous language relaying an 

acute perception. "Rapt" (1.6) which refers to the hold sleep has on the woman also 

descnbes the girl's reactions to come; "saturate" (1.24) creates an organic sense of 

heaviness in the depiction of the woman's hands. Bath words suggest an indwclling of 

one world in the other. 

By depicting an extremcly sensitive girl, 'The Sleeper" extends the portrayal of 

the child figure. Not only perceptive of what is around her, Ann, like the boy in "Miss 

LlJo," IS hIghly responSIve ta other pcaple's state of bcing and can thereby resPçct their 

neetb withollt belI1g able to analy~e the sItuatIOn. This 1<; demonstrated by her 

comIderatlO1l in not wishmg ta distllIb her mother's sleep. At the same tIme, she can 

dl,tingllish differing qualities in the atmosphere, sens1I1g the other worlel within this 

world. As scen. Ann is even able ta identify two kinds of otherworldliness. On the 

l'ne hand, because her mother's face seem~ transflgllled by sleep, accordingly she 

Imag1l1e~ that her mather has assumed ~upernatural power" of sight and is aware of her 

daughter watclllng 11er. On the other hand, sincc her mother's hands arc chillingly 

heavy and ~till, Ann i" seized with dread, recognizing the simllarity of sleep to death 

(Kirkham 115). It i~ this discovery of the immanence of the other world I1l this world 

that create<; the awc 111 the cl1Jld 

A human !'Icn~lIlg the otherworldly within the mundane is also the basis of "The 

Li~tcner~." Therc 1'> morcover, a ~ubtle if restricted movcment between the two 

world~. The most anthologilCd of ail de la Mare's poems, "The Listeners" IS for many 

people the!r ~olc encollnter with his work. It I~ C)uinte",sentwl carly de la Mare, and 

features ail his trademarh ol a moonlit night, a "hallntcd" house, and a solitary, 

quest1l1g fIgure. (From now on, the horsemun replaces the Pllgnm as the dominant 
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symbol of the Romantic quest.) Simple yet profound, "The Listellers" is provokingly 

suggestive of a wide range of interpretation. On the one hand, there is a possibility 

that the poet is playing with his audience, and therc is no scrious interprctation 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 therc allybody there?' saiel the Traveller, 
Knocking on the moonlit door; 

And his horse in the silence champed the gras'".'" 
Of the forest's ferny floor. 

And a blrd flcw up out of the turret, 
Above the Traveller's head: 

And he smote upon the door again a 'econd tnllc; 
'Is there anybody there'?' he said. 

But no one dc<;cended to the Traveller, 
No head from the leaf-fnnged slll 

Leancd O\'er and looked into 111<; grey C) l' .... 

Where he stood perrlexed and still 
But only a ho<;t of phan tom li~tener~ 

That dwelt in the lone hOll~e then 
Stood li:,tcmng in the quiet of the l11()onlight 

'1'0 that voice from the world of men 
Stood thronging the faint l11oonbcam~ on thc darI,. ,t,lIr. 

That goes down ta the empty hall. 
lIearkening in an air .. tirrcd and ,hakcn 

By the lonely Traveller' <; calI. 
And he felt III hi" he,lrt their ~trangcnc~~. 

Their ~tillness al1\\\ ering IlIS cry. 
While I11S horse Illoved, cropping the clark turl, 

'Neath the starred and leafy ,ky; 
For he suddenly ~mote on the door. even 

Louder, and lifted hi .. head'--
'Tell them 1 came, and no onc an,\\ered. 

Tha t 1 kept Illy word,' he .. aid. 
Never the Icast .,tlr made the listencr~. 

Though l'very word he ~pake 
Feil echolllg throllgh the shadowine,!'. of the ~till hOll'c 

From the OllC man Icft awake. 
Ay, they heard lm lont upon the ,tiIrup, 

And the ~ound of irun on stone, 
And how the silence ~llrged ~oftly backward. 
WhCll the piunglllg hoofs were gOlle (CP 126) 

Thc action of the poe 111 , wherc a persoll tric!'. without slIcce~~ to gam 

admittance' to a house, occlIrred prcviollsly 111 the bricf "In Vain." Now, thc setting has 
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becorne more elaborate 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 respor.se. TheÎl mutual, although 

unacknowledged, sensing of one another thereby becomes a reciprocation between 

opposlllg worlds. By making the ultra-sensitive humall an adult, connections or the 

possibilitJCs of connection arc established among the adult world, tlm world, and the 

other world. 

One stnking success 111 "The Listeners" is the paradoxical transformation of 

absence into a dISturbll1g prescnce.2 As mentioned carlier when dIscussing "John 

Mouldy" and "Mysdf," de la Marc is fasclI1ated wIth negative depictioIl, crcating an 

ccric Imrrc~sllln 01 ~tIlIncss by descnbing what a figure does not do. In thi~ pocm the 

proccss IS takcn one \tcp ÎtlTthcr, for by COIH.:rete detail a vivid sensation of 

nothingne"" J\ crcatcd, the sensation of the phantom hstencrs and the cllvcloping 

silence bcing a~ palpable as that produced by the nOIsy, natural world Accordlllgly, 

the imagery ~hJlb l'rom bCIllg mall1ly visual in the first half of the pocm to bCIIlg mainly 

au(htory and klllC\thctIC in the second. Initially, the oppo:-ing world~ arc lillked by an 

empha\l\ on motIon 111 the verbs and verbah: a man knock'i, a hor~e champ~, a bud 

flics, and phalltom~ thJl)ng and then hcarkcn to the human voice. But tlm unit y IS 

undercut by the alKhtnry Images wluch set up a pattern ot cOlltrasb betwecn the ::-.ound 

0/ the natllfal wurld and the ~IIcnce of the supcrna!ural. TIll" contra~t is stres~ed vy 

the natural wurld clllltllllling to move \VIllie the supernatural 1S "0011 still. 

Para(kn"Kally, at the l:lld, alter the natural world eut:- lh way throllgh the supernatural 

<'IIcncc and <,tIlllle~~ and leave\, the 11lIai ~ematlOll 1'> kine~thctlC. 

i\ppropriatl'ly, the pat!crn 01 Jnwgery IS It~ell paradO>dcal. Il' thc thIrd stanza, 

a vi"ual Image of llothingl1e~s J~ drawn, whlle in the l1Inth, an aU<.htory impression of 

silence i~ created. 'l'hi., i~ achieved III stan/a three by the repetitIOIl of "no Olle" and 

"no head" and by the parallcl ~trudurc 01 the c\au::,cs which descnbc so c1early and 

----.--------~----------------------------------------
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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 

hum an and to the non-actIOn of the supernatural. Yet the latter is ernphasized by the 

repetition of the consonant "f" and assonance of "ca" which slows down the articulatIOn 

of the IIlles. The contrast between the non-bcmgs wlthin and the human wlthout is 

reinforced by the "still"/"sill" rhyrne. 

Repetition again crea tes the cffects of the last stanza. In parallcl structure, it 

chronologically hsts the fragment~ heure! by the listcners as the traveller leave:-.. 

Moving rapidly 1rom a pn:cise account 01 concrete natmal events 10 intangible, and 

thereby by association, supcrnatural one~, a~pects from eontrary world<; arc placed into 

an equal relation. Agam, the latter is ~tres<.,ed by a slowlllg of pace, here throllgh the 

alliteratIOn of the phra<.,e ''<.,Ilenee ~urged ... oltly." 

Another remarkable feature nI' "l'Ile Li"teners" is the ~p('aker'~ voiee wllIeh 1<" a 

rnodIiication 01 the detached, ll1COn~plCUOUS, omniscient, ballad narrator. 

Occasionally in the tusl volume, as in "The Pedlar" and "The SJ!ver Penny," tlm 

persona had beeome an intru~lv" ligure WhlCh hall detracted fr0111 the poem .... lIIlIty 

This kind of ~peaker 1<., now ... evelcly controlled, "The Sleepcr" and "The Key~ 01 

Morning" III The /,lMenels fcatllling ~peaker" M) 1Il1obtru"ive that the loeu~ on the 

subject 1 ... lIndl~turbeù. Wlth the III le pOl:m thl" 1'" carned even further, ~o the per~ona 

become~ an IllVI~lble ~peaker. '1 he ambiglllly ni the "peaker 1" rc~olveù whell ail the 

subtle clucs cmbedded ill "The LI ... ll:ncr~" arc takell 111\0 m.collnl The pnel11 1<., a 

Jispa~~lOnate leLOr<.1 01 a past event Irol11 the pel\pcctlve 01 a ~peetator. lit: appear" 

to posse~s ~uprahUlnan power .... "lllec he ... ce" and hear ... the ~llpernalural .. " ca\Ily <1" the 

natnra\. Ail thc~e quaiitle<., arc III kecpll1g wlth the l<H1vcntional ballad nmrator. Bllt 

on ch ~er ill~pectlon, what ... ccm ... to be Oll1nl~CIClll.e n.:gardlllg hUIl1Hn IccllIlg'" (\.21-22) 

is actu,;lly lntcrpretatIOll. Bccall ... e "tan/a~ ... ix and ~even arc a ~lllgle "entellcc, the 

coodinatc conjunction "for" at the begll1nlllg of the ~evcnth (I .25) llldicate~ that the 
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speaker has deduccd the previous intuitive exchange from the traveller's actions. The 

la st two stanzas, again a single sentence, record minutely both the non-action of the 

listeners and the sOlluds of the traveller. In the tinal stanza, the speaker'::; emphatic 

"ay" affirms that the listcners hae! heard the hum an. This mises the question of how 

the speaker couic! affum thl~ ullle~~ he were himself one of the listeners. 

Although the speaker never (IIrectly assoclates himsclf with the listeners, once 

the possibilIty i~ fmsed, numerous details reinforce this interpretation. For instance, 

the nurrator ObV\Oll~ly knows the ~ccne well, for he is able to highlight the surroundings 

and external appearance of the hOl1~c as weIl as pinpoint the area inside where the 

listencrs congregatc. ThIS last purticular, along wlth the descnption of the subtle 

change o[ inner atmosphere, jnlimate~ that the speaker'::; perspective IS from within the 

hO\l!-e. ThIS gho"'lly 1I1ternal pcr"'pectlvc aga111 Slllt<; the prcviously Iloted cletails about 

the shift from vlsl1al 10 amhtory Imagery ~ince the former could al! be observee! from 

insidt:. Becau!-e the narrator lS olle of the iI~teners, he ha~ mamly aurai eues to give, 

producJ11g the preCIse but fragmcIlted Imagery of the deparlIng horseman at the ~nd of 

the pocm. Appropllately, thl.: only slistulIleù description,> arc about the listcllers in 

thelr context. 

Paradoxlcally, If the speaker is OIlC of the IIstencrs, the impression of limited 

omni~elel1ce IS e:xplalllccI. As ~hOWIl, he notes thc human's feelIngs because he i~ 

intcrprcting the miln'~ bcbaviour. The ab~cnce of cmotion in the lt~teJ1ers themsclves 

can be sel'Il a~ characterillng them as il group. lronically, the ~llpcrnatllral appenrs to 

!le a'> re~tnctcd a~ the nalmal, for Ju~t as the horse, bird, and man arc confinee! to the 

world olltside the door, the rhantom~ a re rc~tricted to the world within. Neither can 

ero~s the threshold bctwcen them (Bollnclot J02). 

TllI~ limitation of the otherwuIldly explam::; the speaker's somewhat naive tone. 

Although 11Is dIctIOn <.,uggc"ls an adll1t, he offers no explanatiol1 for the hstcners, either 

who they arc, or why they <let the way they do. He only providcs 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, dcad, or cnchanted. 

Moreover, the rudeness of the listeners as opposcd to the gentlcmanly conduet of the 

traveller is not explained. The reader is left wondering if they arc afraid to answer or 

simply unable to. This remains unanswered bceause the lIlvisible voice is only a 

phantom balladeer, he serves as the "voiee" tor the sllent world of the listcncrs but is 

not thcir apologist. 

(ii) 

Peacock Pie 

Whde The Listeners is dominated by the adult world, eontinuing themes 

introduced in Poems, Peacock Pie, hke Songs of Childhood, i" a celebration 01 the 

child's world. But the poetic universe a~ a wholc IS enl1dllccd bCCall'ie the child flgurcs, 

whilc retaining thelr lreedom of movement betwccn tlm world and thc other world, arc 

yet more flrmly grollllded in tbis world by the partlculanty ni thclr pre:-.entation:-.. 

Again, as in the fIr:-.t volume, the tIlle indicate:-. tlm-. cmphasi:-., although in an indHcct 

manner. "Pcacock Pic," a phra:-.e Irom the lamuu:-. 'The Song 01 the Mad Pnnce," 

echoes with associatIOns trom the world of Illmery rhyme:-. through the ~lJl1Ilanty of it:-. 

image to that of the "four and twenty blackbmb / bakcd III a pic" which were 'iet 

before the king (Ion a and Pctcr Opie, Dze!. Nur.)ery I<hyl1le~ YJ4). Con:-.idenng the 

traditional connection between the~e folk rhymc" and chIldrcn, !)eaeo('/.. Pie cmerges a.., 

de la Mare's ~trongc~t children's volume, 1Il which he prc..,enh 111:-' rulle"t presentatIOn 

of the c1111d figure. One pocm, "MI~S T," 1111" even been thought nI <\:-. a traditIOllal 

rhyme.-' 

A good number of poems arc aimeù ~pecIllca\ly at children. The lamlhar 

dcvice of the chlld persona is used III over a thlrd 01 the worh; moreovcr, many deal 

with events and cOlleerns in a small child's lire. Sorne ot thcse e>.pcncncc:-. arc 
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pleasant while sorne 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 wlth sibling rivalry ("Mima"), and visiting a 

grandmother ("The Cupboard"). Sorne poems in the adult voice have a similar precise 

foeus and narrow range, as being tired ("Tired Tim"), losing a shoe ("The Lost Shoe"), 

or being embarrassed by an unusual name ("ML Alaeadacea"). 

This last poem is an excellent application of child psychology. In a hurnorous 

manner, a childish adult tells about his problcm and in doing so illustrates the 

inscn~itivity of people to one another, (especially applicable to children when 

cncountering anyone a bit differeut). The name )s dclightflllly exaggerated, long and 

dlfh :lIIt to pronounce. By being mainly composed of the flfSt four letters of the 

alphabet, exccpt "b," the child reader can feel clever on di~covering Mr.A's error when 

he pleads for an abbreviation ta be used: 

Mr. Aladadacca's 
Long strange name 
Always fillcd hi" hcart 
With shamc. 
'l'd much --mnch--rathcr 
Be calkd,' sald he, 
'Plain "Mr. A," 
Or ev en "Old B"; 
What can Alacadacca 
Mcan to me!' 
Nobody answcrcd; 
Nobody ~aid 
Plallt 'Mr A'; 
'Old B,' instcad. 
They mcrcl)' smiled 
Al hls dlsmay-­
A-I"-/\-l:-I\-IJ-/\ 
C-C-A. (CP 144) 

The tanclful name, ~hort tines, repetitions, insistent rhyme, and rollicking rhythm aIl 

would appenl to a child reader. Perhaps rnemory of this littlc piece would providc 

comfort in a "imilur situation. 

Simple poems as this about mundanc evenb claboratc the earlicr port rayai of 

axe AUitZe 
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the child by providing concrete examples of everyday life. Sorne depth is added to the 

figure, while the emphasis on perception, sensitivity, and imagination is kept. The 

figure is moreover grounded in England but without too many period trappings which 

would prevent the child reader from identlfying with il. 

In Peacock Fze the sensitive child is shown responding posltively to aIl living 

beings. This communal empathy may be expressed openly as in "Tit for Tat," where 

the child speaker imagines the hunter's role reversed with thal of his prey, or more 

covert, as 111 "1 Can't Abear ," where the child is revolted by the carcas~cs hanging in a 

butcher's shop. Since de la Mare tends to be more effective when mdirect, the best 

poem of this kind is "Al as Alack," although the child speaker may Il11tially appear 

calions: 

Ann, Ann! 
Come! qllick a~ you can! 

There's a fi~h that taiks 
In the frying-pan. 

Out of the fat, 
As clear a~ glass, 

Ile put up his l110uth 
And moancd ' Ala~!' 

Oh, most mourn[ul, 
'Ala~, alack!' 

Then turnet! to hi" ~inllllg, 
And sank him back (CP 138) 

In "Alas, Alackl" a lillie child is cooking a fish. While lhpping il ovcr to browl1 

on the other ~ide, she pcrsonifies Il, imagining the fi~h to he able to bel1101l11 ib cruel 

fale. Significantly, she does not enter her fantasy, for ~he doe~ not re:-.cne the fl~h but 

leave~ It to die alone and dcfencelcss. In~tead, unemotionally, ~he Imagine.., the detail .. 

of ils actions. This imagined non-Illvolvc:nent on the child'~ part reveal .. a cruel 

aspect; yet bccau3e the girl spontalleou~ly rersonifIe~ the fish, her play reveah an 

instinctive involvement with the creature. She could only have IInaginattvely 

transformed the flsh into an actor by identifying wlth il. 

This paradoxical qualily of children allow~ thcm to be empathetic 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 "lohn Mouldy" (Reid 39). The 

positive qualities reslllt (rom Living in a "protected" universe (Frye 42). Because the 

little girl believes in an innocent, interdependent world, she i!lstinctively cmpathizes 

with the creature. This contradictory feature of what de la Mare caBs a child's 

apprehension will be returned ta much later in "Dry August Burned" (1938). 

Unusually, "Alas, Alack!" resembles a dramatic monologue, for it is a direct 

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 cvent while it is 

being rclated. This monologue reveals the child speaker's personality, her dH.:tion and 

presentation together characterizing her as an imaginative little girl. No jarring effects 

intrude to break the illusion of a child voice. 

Prcsentcd as a single stanza to underlme the unit y of the event, the twclve lines 

break down into an introduction which makes a gencral statement and a body which 

chronologically dctails the supporting cvidence. The introductory quatrain serves 

several purposcs. The insistent "Ann"l"pan"I"can" rhyme cmphasizes the scene while 

cstabhshing a qllick rhythm to match her excited voice. The initia: spondees, "Ann, 

Ann," eonvcy a sense of specd and urgeney to set the fast pace of the duple metre, 

11Ighlighting the instantaneousness of the fish's aet. By using the initial words to set the 

speed as 1I1 "One, two, 1 Bucklc my shoe," de la Mare is applying what he eaUs the 

"sprung rhythm of nursery rhymes" (de la Marc, Introduction Nursery Rhymes 11). 

The ballad-like rhyme of the body of the poem ch arts 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"/"bnck" of the last quatrain indicates its fall. In addition, by 

internally rhyming the kcy words, "alas, alack," they becomc a capsule of the action 

itself. 

The child's diction IS similarly intcgrated 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 th0 

shift in emphasis [rom cooking onto the fish and then back again. The simile in line 6, 

where the girl compares the fat ta glass and not ta water, as might be expected, 

reveals her background. It suggests that she has been more exposed ta fi'ih in fish 

bowls th an in ponds or lakes. This, taken in conjunction with the following line, 

creates the familiar image of a fish set..ming ta 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 aet with the speaker's aetual 

cooking. IISizzling" is just onomatopoeic enough to gruesomcly emphasize the iish's 

death, while returning the Cocus to the child. Likewise, the archaic words spokcn by 

the fish: "alas, alack," do not detract [mm the gHI's nalural tOllc, for their elcvuted 

cast lends dignity to its dyJl1~. lly doing SO, the child speaker rcvcals that ~hc is 

bookish in nature and likes the romantic, like the little girl in IIThe Buckle." Morcover, 

by using contrasting language for the fi~h, the child distinguishes It from hersdf, 

perhaps as a protective device. J ,ike the child speaker of "John Mouldy,1I whell 

confronting a manifestation of dcath, incorporating a borrowcd clement into the 

relation can serve as a shield agaimt something •• ot understood. 

Typically, the child figure in Peacock Pie is equally sensitive to bath the natural 

and supernatural aspects of existence. On the onc hand, a boy bcfriends a lamc old 

donkey in "Nicholas Nye," scnsing the animal' s innate dignity bellcath Ils decrcplt, 

nondescript frame. On the other hand, a child scnse~ the uncanny. hcheving thcrc is a 

lonely face pcering out from a hauntcd hOllse in "Tbe Old Stone llouse" or intuiting a 

comforting, otherworldly prescnce uuder Christma~ mistlctoe 111 IIMi~tlctoe." The 

child's ability ta wonder and ponder about things is brought out. No ~ubject b too 

ordinary, as is apparent in IIMiss Til where the child ),peaker marvels about eating: 
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It's a very odd thing­
As odd as cao be--

That whalever Miss T. eats 
Turns 11110 Miss l'.; 

Porridge and apples, 
Mince, muffins and mutton, 

Jalll, junket. jllmbles--
Not a rap, not a button 

Il matters; the moment 
Thcy're out of her plate, 

Thollgh shared by Miss Bnteher 
And ~our Mr. Bate; 

Tiny and ehecrful, 
And neat as can be, 

Whatc"er Miss T. eats 
'l'urus inlo MIss T. (CP 146) 
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Dy tracing the speaker's innocent logie, "Miss T" demonstrates how nothing is taken for 

granted in a small child'~ world (Pesehman 131). The disappearance 01 the ~ame food 

into differcnt people reprc~cnt-; a magical proccss, for iostead of bcing changed by 

what they cat m the ehlld cxpeets, the food is incorporated into the people. This 

eontll11uty, that Miss T. remain-; the same no matter what she cats, fascinates the chlld 

jor he has ~tumbled onto thc que~tion of identity. 

/ ... ~ can bc ~ccn, thi" kmd of poem tracing the process of a child's thought 

moves from being " ~Implc exploration of a topic towards bcing a profound 

examlllatlOn of the na,ure 01 existence (Reid 159-60; Wiley and Orel 381). Of thi-; 

ill1ple~Slve group of poems, "Mrs. Earth," "Bide and Seek," "lim lay," "Ali But Blind." 

"WJlll:vcr." and "Nobody Knmvs," the la~t demonstrates the proeess by wluch a ehild's 

~implc que~tion i~ tramformed into a rnetaphysieal exploration. A good way to 

appreeJate it~ POWCI and eomplexity is to compare it to Christina RossCttl'~ pocm on 

the ~ame ~ubJcct, begllllllng "Who has !'een the wincl?": 

Who ha~ 'iccn the wind') 
NettlH'r 1 nor you; 

But whcn the lea"e'i hang trembling 
The \\ ind is pa~~ing through. 



.... '. Who has seen the wind? 
Neither you nor 1; 

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

"Nobody Knows" 

Often l've heard the Wmd sigh 
By the ivied orchard wall, 

Over the leaves in the dark night, 
Breathe a sighmg caII, 

And faint away in the silence, 
Whilc l, in Illy bed, 

Wondcred, 'twixt dreaming and wakmg. 
What it l-.aid. 

Nobody knO\\ <; \\ hat the WlIld i .... 
Under the llCight of the "ky, 

Wherc the host<; of the ... lar ... kccp far ,l\\,ty home 
And its wa\'c !-.wecp'" b~-· 

Tmt a great \\',1\ c of the ,ur. 
TosslIlg the lca\'e ... III It" '>e't. 

And foaming lIIHler the ca\c'> 01 Ihe loul 

That co\'er<., me 

And so wc lI\'c ullda deep \\ aler, 
Ali of ll\, hea"'" and men. 

And our bodic,> arc buned dm\ Il lI11dcr Ihe ,>and. 
Whcn \\ e go again, 

And \ca\'e, hke the tt ... he,>, our ,hd\<'. 
And floal Oll the WlIld and ,1\\,1~, 

'1'0 where, o'er the mar\'elloll'" tlde,> (lf the ,lIr. 
Hurn .. d,t)' (Cl' 1."11) 
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The Ros..,etll poern i'i l-.poken by an adlllt VlllLe re,polldlllg tl) a 'mali child\ 

ql1e~tlon about the wint! In the de la Man: poe 111 , the qlH:,tIOI1 ha, blTn llIkrnallled 

hy thc chilù \. ho i~ thc narrator, the 1'OCI11 chartlllg the plOg,re", of her thought a'> '>he 

mulh over the rny:-.tery of Willd by her~elf. In llelther C;I\C 1" an conLlu"ioll reached 

sincc the que~tion~ arc unanswerable. The fIr~t poem 'l'cm" CDl1\tlalllcd hy i", fonn 

and the relation betWCCll l-.1'eaker und audience. Bccau,c of the que,>tioIHlll,wer lorrn 

anù the tcachcr/pupil relatIOn It <"'Ignij il:" , the 'peakcr il-. le~irIl:ted to provldlllg 

repdlll\C visual evidcllCl: of the wllld\ 1'ath. By contra"t, the imp()~'lhIlity of 

al1swcnng the questIOn doc~ Ilot lon"train the child ~1'eakcr of "Nohody Kn()w~." On 
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the contrary, wh en the child exhausts her first tack of examination at the end of the 

first stanza, she frcely moves onto another approach. 

"Nobody KllOWS" begins with the child describing in concrete detail her nightly 

expcrience of hearing the rise and fall of the wind and wondering about it in her semi­

conscious state. Theil, she repeats in her OWIl terms wh a! is generally knowll about the 

wind, passing imperceptibly IIlla her OWIl creative presentatIOn of what the wind is. 

The ~econd half of the pocm is a conceit in the sense of being an extended metaphor 

about the sinlllarity of the wincl and wateL Becausc the child's quiet, colloquial voice 

i" smtamed throughout, the ~oplllSticated deVIce (as weIl as the occasion al archai~lIls) 

do not jar \VIth the persona but appear as a natural progres~ion. 

ThIS extended mctaphor unifIes the wIIld wIth the child speaker. In the hr~t 

!-tan/a, ~he preei\dy locates eaeh III a separate \pot: the wincl outside, by a wall; 

her~clf lJ1~ide, \afcly in bed. Only the parallcl phra-;e~ "in the dark night," "in the 

ilenCl!," and "111 my bed" sllgge~t any relation bctween the two. In the ~econd and 

third \tan7a\, ~he cle,cribe~, the wind as a wave fIfst washing over her and thell 

carrying her away. If tllJ~ were faet, the cvent would be ternfying as she would be 

drowlled; on the eontrary, however, ~he pr '''nb the ~weep and return of the wave as 

C),hilarating. It IS a~ if it enable~ her to cast off her old body and float 011 toward day, 

revltalIzed or reborn As the poem movc~ from the cOlleretc to the tral1~cendental, the 

fOl.:m ~hifts l'rom the eÀpre~\ed ~lIbjcct, the wl11d, bnefly 011tO thc speaker her~dl, ln 

cnu Oll the human race. 

The pattern 01 imagcry undcrhnes the ~11l1t~ 111 the cl1l1d\ thought. Initwlly. 

auditory Images predominak, except for the locatlllg of the wind and ~peaker, 

sigllllic<1ntly 111 the dark The ~ollnd~ made by the wllld, animatcd In a chlidhke 

manner, arc rciniorccd hy the a~~onance ot the long "i." In the remainder of the poelll, 

visual Imagery predominate~. The second stanla ~hifts l'rom the ~patial to the kinclIc, 

the my~tery and ~wcep of the ,1Ir wave heing emphasi/cd by the assonance of the 
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various combinations of the letter "0." The third stanza progresses from stasis ta 

movernent. Appropriately shifting from dark ta bright, the mitial allJtcratioll of "b" and 

terminal allitcration of "s" jaïn these opposites togcther. The wind thercby bccomcs a 

symbol of the diurnal cycle of death and rebirth undergonc by ail. 

Bath pocms employ the format base of the abcb quatra1l1. In the Imef Rosselli 

pocm, the rhymes are used to hnk the mysteriaus wind and the c1l1ld audIence together 

as a comforting dcvice. In the longer de la Marc poem, the ~all1e rhyme "cheme i ... 

cmployed ta follow the progression in the pocm from separalcnc"" tll Ul11ty, thc turning 

point being the 111IdpOlJlt of the work where the cOIH:cit beglll'. ï hcrcby, each pllel11 l' 

~ymmclm:al. "Who has secn the wind" IS formcd by two '1I11I1ar hal\'c~. the "cLlJlld 

being a variation of the flr,t; "Nobody Know'" piVOh arollnd il'. centre. pal allcllllg the 

diurnal rotatIOn 01 mght to day, dark 10 IIghl, emph:l\1/JIlg the halalllcd Iwture III the 

chlld 'peaker'~ 'peculations. 

A group of ~ollgs arc placcd at the end of PeG('(}('/, Pli'. lIait III thell1. "The 

Song of The Secret," "A Song 01 Fnchantmcnt.'· ''The Sung 01 the Mad Prime." ant! 

"The Song of hnis" contlllue the trclld lfl "Nohody KlIllW," to l'Xill11l11l' pll1t.llllld 

th<:me),. Th<:y arc not ),pokcn hy clllld flg\lIe', Iwwcver. hu\ hy dlllclent exptllencet! 

voice' and ale III diflercnt modc:-., ,omc ),cctnll1g PCI'()Il:tf :llId othel' ImpCI"llIal. 1\, 

will be ~cen, lar Irom belllg ~lInplc lyrical outrOltrlllg\ a' exp<:Lll'd Irlllll thelr 111Ie', 

they arc the contrary, compo~ed of (lb~cure IIlwgc, that lIIu,t be apPloachcd uldlqucly 

They arc good exal11plc~ of dl' la Marc'.., 'ymbllltc modc bCL:lll"'l' the ,tluclul al 

organllatJon doe~ not come lrom Ihe rhctorlLal \hlu,\ 01 the 'peakel.,' VOIle.., hui hom 

the~e pa((crn~ 01 Imagery. ''The Song 01 the Mdli Prince" i\ a JlI..,tly lal11oll\ II1..,tance 

Consi~tli1g 01 a ll~t of ambigunu, qlle,tiom, it Il\elt 1\ a pUllle 

Who \'llli. 'Peacock Pw',! 
The old KlIIg to the "parn)\\ 

Who ~,l1d, 'Crop.., arc ripe"! 
Ru\t to the harrow 

Who saie!. 'WiJere \leep~ ~hc now'l 
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Where rests she now her hcad, 
Balhed in eve's lovelincss'? 

That's what 1 said. 

Who said,'Ay, O1u01's the word''! 
Scxton 10 \\iIIow: 

Who said, 'Green dllsk for dream<;, 
Moss for a piIlOW"l 

Who said,'AII Time', dclight 
I1ath ,hc for narlo\\' bcl!, 

Llfc's trollbled bllbblc brokcn"l 
Thut's \\hat 1 said. (CP 187) 
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i\~ lllentlOned above, the pattern of imagery providc~ the kcy to this puzzle. If 

the mali prInce'... qlll:"tions arc "ct a"ldc for a moment, thrce ~hort qUlI.zes arc lcft. 

'l'hl: flr:-.t placc:~ PeHLock PIC, an nid KlIlg, and a spanow inlo a relatIOn which i~ not 

Immedlulcly apparent. cxccpl that a~ III the nur~ery rhyme "Sing a Song of Sixpcllee," 

"parr\l\\ pH:. Jll"t llkc nnc of .,inglllg hlackbiIlI\. may not he deemcd regal cnough for a 

kll1g\ ta~te l'eaLllck. 11 rmer and more ~plendld Illoking I1lrd. may ~eem more 

appwpflall' But 1" Ihere <lny olhcr rca"lHl bC"lde valllly that Impels Ihe king to hopc 

lor pe.lcllck pIC? When the "ymbolic <l"~Ol\atIO!1" 01 the lmd arc con"ldered, It 

bCLOl1le" lkarer. Jkc<lu"e Ihe blrd 1\ a ( hnqlan \ymblll lor imllwllaltly, Ihe klllg may 

hl: hoplllt!- Ihal hy ealmg Il. he wIll gal\) cternall!k (de Vnc; 360; ('oopl:r 127). 

ï he elemellh oi the ~l:cllnd lllli/ appl:al 10 have morl: 01 a cOllneclIon among 

Ihl:l11. If lu\l I~ 1IIHJer\tood 10 be pl.ml di~ca\c, Il ~eelll\ 10 he !11ocking the tonl whlch 

hdpl:d piani thl: "ced\ Becamc the ru\t ha\ de~troyed Ihe ClOp"', Ihey wlllnevcr reach 

halvl:~t. If the other Illeanlllg 01 rll~1 1\ con"'ldered. Il \eem~ that the only evidellcc of 

thl: pa""'-'ge nt tlme 1\ ncgallve. III the tO()I'~ ùccompO"IIWI1. Both inlerprelatlons show 

hUI1l:In el/ml\ 10 he Iru\traled hy nature. '[he cOlnponcnb 01 Ihe fOlllth questIon 

appl:ar 10 he \11 an eVCI1 morl: dl~tilld relatIOn. tor the gravc-llIgger i\ re~ponding wIth 

lm own t]ueo,tIOn to Ihat 01 11lt: ~ymbolie gravl:~lde trce (de Vncs 500) Presumably, 

keeping t)lIlc1 abolll what they know rcler::-. tn the iJellllty o· the person buricd in the 

grave. 
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The contrasts ln dlfficulty in answering these questions, which range from being 

obscure to serious punning to the relatively obvions, suggests that a relation exists 

between the two ~taIlZas. It would appenr that the second is a clariikation of the fm.t. 

Chronological movement l'an abo be seen, for the vain hope for immortality by an 

aged figure in the ilrst que~tlon give~ way to an image of destructIon belOTe matllrIly in 

the ~ccond, wllIle the the la"t quc"tion concerm. burial. Il the "econd !'Itan/a both 

clarifies and chronologically complete" Ihe fm.t, then the mad prInce' ... qtH.'"llon" can he 

approached wlth the conlldence that the "ame relation eXIsh among Ihem 1 Il'' 

dc~criptive questiom in Ihe IIr"t "tan/a conccrning a woman "lccplllg 1lI Ihe evclllllg 

evokes an image re"emblIng 11 ... leeplllg beHlIty fIgure. 1 1I~ Illnger qUC"tlUlh 1lI Ihe 

second ~tarlla, althollgh dl\glll"ed by thelr 1l1tcrrogative mode. are aLillally an"wer" to 

the lIr~t ~et. Lllle 12 "tate" Ihal the woman le"l" her head on I11m" or peIlwp ... a 1110""­

covered rock. "Narrow hed," 111 Illle 14. "llgge!'.t-.. tlm "plllow" 1" III the p :IW. thl' 

prevlOlls line!'. "pecIlying that Ihl" glave ha" been dllg by the ~cxlon be"lde a wccplllg 

willow. The prince'., Il11al qlle "t Ion whe 1 c he met aphllrIcally etll... 1 Il e a "11 lluhled 

bllhble" "broken" hy de~lth. glvc" the IlIwl all"wer to hl" O\VI1 tj!lc"tIl111. 

lu"t IIke a Pll/lIc or wurd game, "Pcacock l'le" CO'ltalll" 1l1l1llenHI" 1111 ... ll'adl'lg 

cille" wlllie Ihe CUlrect one ... ale emhedded 1lI Ihe text StruLlurally. Il cun"'l,h (lI a 

~ene~ ni parallel qlle,ti(}ll~ ,\IId all"wer" 'l'hi" ~ecm" I() "'llgge~1 that Ihe compllncnh 

have a corre"pondlllgly loglcal relatIOI1"hl)1 wlllch l' not Ihe L.I"'C (Pcrklll" 1~7) 

Moreover. there 1 ... no "'CIIC' 01 analoglc" heing e"tahll,lH.:d 'lIlce the relation hdweell 

the king and Ihe "'parrow i" not the "aille a~ Ihat bt.'lwecn the 111,1 and harrow. and "0 

011. Yet the "ecolld pa rt 01 each paIr I~ IInked by rhyme. 'I1m rhyme 1" ... u,tmned 

throughoui the poem, 11Ilking the~e quille" and the mati pflnce'., que"tlon" togLlher. 

"~parr()w ," "harrow," "wIllow," and "pJllow". The ... e lour rhymc w()nh replodule Ihe 

chrol101oglcal movement oullllled ab()vc Thc In,t two, the (~lIIglllg) "'parruw and the 

tool for covering ~ecd~, cOl1cern IIfe, Wlllle the la"t two, Ihe (wecping) wlllow (Implylllg 
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mournmg as weIl as the graveside) and pillow, eoneern eternal sleep or death. 

Ironieally, the very way in which a harrow works resembles the aet of burying 

someone, thereby connecting the two stanzas together. The link belween the old king 

and (young) dead wnman is also IrOl11e. Whiie he is vainly trying to gain immortality 

by hoplllg to eat maglcal lood, ~he has become [ree of time the ollly possible way, 

through death. 

The pUI/Je nI' who the mad pnnce and the dead female are st1l1 remams 

unsolvcd Il I~ generally accepted that the speaker is Hamlet and the girl is OphelIa, a 

provocative interpretatlOll, although 1 do Ilot bclieve it Ilccessary to fmd countcrparts in 

lIam/el lor every hgure III the poem . .J An easicr and more likely source 11l1ght he the 

lIam/el in'>plred wnrk'> 111 f>oel1l!) , but only "Hamlet" itself proves uselul. A'> mentioned 

1/1 chaptcr t\\O, the '>lIll1lanty 01 IInagery de~cribll1g IIamlet and lm dllemma a-; "the 

IIOllhlcd "un nt man." "l'Il rune"' dark watcr-; III 1I1learthly trouble" (CP ôO) alld the 

waler IInagl' in the tmal lJlle~tlOn 01 the pre~ent POCl11 i~ <;tnklllg, ~uggcsting that Il may 

bc a re-worklllg of the l'.lIlter lIgUle. Tlm "troublcd bubblc" Image at the same time 

Inal!'> the watcr lInagely il' "Shadow" (1906), where bubble~ wlth thdr tlelrcate 

reJlectllln" "Imllady repre"ent the Iran~)(:ncc of lite and the etcrnity 01 death. 

The Il)fcetllllle ... ~ ot the ~pcaker 01 "The Song of the Mad Prince," de"plte hi<; 

denvatlve onglll, dl'l1wn'itrate" the "ophl'>tication III characlerl/atlOn acilleved 111 the 

volume. In ... tcad ot dC'>L1lbing a lIgure tram a dIstance, Ihe charactcr i~ drawlI 

perlnrm1l1g a typlcal bchavlOur. IIele, bccallsc of lm mad statc, the pnnce's speech IS 

bl/urre, hl" fragmented Image ... and a,>"oclallOnal logll': demalldlllg declphering in order 

to be lInder~tood. Yl'I tlm ... peech 1" ~eli-rcvealil1g. The pU1/1e game lormat and the 

allll"IOll tl) Ihe IHJr~ely rhyme world ~ugge~t a ehild ligure, but l11s grIe! over a belovcd's 

death which ha" pre~llmably tllggerl'd hl~ madlle~~, I~ a tragIC, adult pre(hcament. 

Accordlllgly, the 10rl11 call be 1I11erprcled a~ fi dcfence, a~ the prince revcrts 10 a 

lamiliar, child's vclllcle to eÀpre!'l" hi~ horror. Thc mad princc is thereby a paradoxical 
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figure poised between two worlds, innocent but experienced, childlike but an adult, an 

extension of the child fIgure. Similarly, the poise of the poem results from a 

juxtaposition of OpPOS!ug qualitIes, playfulne~s with scnousness, nursery rhyme with 

mad song (PerklOs 187-88). 

As has been seen, The Lis/el/ers and Peacock Pie blllid on the base of the first 

two volumes. They reiterate that de la Mare's major concerns are nelther with an 

unpopulated UI1lverse, nor as the key poem~ l'rom SOllg~ of Clzrldhood and Poems 

might mdicate, an egocentnc existence. Now, the figure ... tend 10 he pre.;ented with 

others, living in a dermite (If l1ne>..prc~sed) relatIOn to nature, other people, and the 

~upernatural. Both c1uld and adult ligure... arc fOunded out by an empha~l~ on 

opposiug aspects. In term" of the four-wollJ podie 1IIl1ver~e, the apparent (lJehotomy 

ot the fir~t two volumes is brokel1. 'l'hen: the c\lIld 1\ dCJ1ll:teti as bem)!: able tu m(lve 

flecly bctweell thi~ world and the other wolld but the adult i" ~h()wn being re\tllltcd tu 

this world. Now both child and mlult arc polcntwlly able to grapple wlth the 

othcrworldly dlmen~ion, 'The LI\tenel ,," delllllll"tratlllg h()w an adult ClIl aLllle\'e a 

kll1d of communication wlth the ... uperlldtlll dl. l'aradoxlLally, the IllUIHlalle a\pech (lI 

the chlld wnr!<.! arc "tre" ... ed al the "ame tllne a ... Ihe L!l1ld .... :ILulL' pcrLl~ptlvc and 

Imagll1ative ~en~ltlvily 1" e)..!ended '1 he LhJld 1" theleby made m()l~ helH.:vahk and 

li/chke. For instance, III "Ala ... , AlaLk!" a ... mall chIld 1'" t!oing the Cll()kll1~, theleby 

belllg lirmly grollnded in every-day Ille al the "amc tllne a ... "he I~ IInaglllatlvcly 

tran ... forming the cvent. 

Both the clnld and adult !Jgure... are lmther vitali/et! by thell hemg 

characlerlled only by e~~entJaI /cature.... Tlm IIlLrca ... e 111 partlcllianty and ... eleLllve 

power, along wlth the clarilYlllg 01 loeu ... and ... hlll 10 :-'Ylllhn!tc lI11agery a\ the prJIl1dry 

deSIgn. mark~ the~e vulul1le ... a" mature. Indeed, Pcorort.. !)[c's polJ"hcd pcrfeLllol1 \VIth 

respect to thl~ techlllqlle ll:-,ed '.vIth the cJlIld ligure can be ... cen il" the end of il pha"e, 

for the clnld image dlsappears a~ a central ~ymhol III the poclry III the Ilext volllme~, 
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MOlley (1918) and The Veil (1921), the emphasis shifts exclusively onto the adult. 

Considering the circumstances of World War l, it scems as if its horrors had 

overwhelmed Ci\.! la Mare's bclief in the power of innocence. Instead, contrast to the 

dlsillusioned adult figure is providcd by the traditional type of the fool. Like the mad 

prince he is childlikc, and his cryptic, "mnd" uttcrance~ must he similarly dcciphered 

through the images. 



Chapter 4: End of the Pirst Period: Motley (1918), Poems (1901-1918), 
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As World War 1 drcw ta a close, de la Marc resllmed work on his poctry, 

collecting prcvious works in Poems (1901-1918) and compo'lIlg lle\V poem, which 

appearcd in Motle)' (1918) and The Veil (1921 ).1 Ile abo prodl1ced etlltion.., ni his 

worh m.tell~lbly for childrcn, Star)' and Rhyme (1921), which I~ a collection 01 prose 

fiction und poems, and DOIi'Il-Adoll'll-Derr)' (1922), a collection of "IUlly" p()el11~ Both 

contal/1 a kw ne\V pocms but they do not apprccwhly extcnd the pn,:"'entatlOll 01 the 

child world. "The Little Crcature" 111 thi, latter volume ,I1OUld be l1uted. howevcr, 

~lI1ce It~ perver~loll of a happy, active, a ... sertlve child mtn a hclplc,.., Vlctl1l1 ni cvil can 

be ~een a.., ~ymboliling de la I\1are'~ perspective on IIlnOCenLC in a \Var-toln world. 

i\part lrom the~e lI1~tanccs, the clllld ligUle di ... appear, lor a long pCIIOl\ lIom hl' 

poetry. ~ 

By n.cll1t1l11g the cllIlt! world but e"'plorillg the adult ligule 111 IclatllJll tll both 

thl.., world and the other worlel, the poetic llniver..,e 01 the major volulllc.." Afo/ler ,1Ild 

The Veit, l' thereby a contractcd ver..,ion of that in The 1.II/el/l'l.\. Thcy :lItlculall: the 

per~pectlve of the limited adult trying to come to tcrm.., wlth eXI..,tcnu: and ~earL!lIl1g 

101 a way to allcvlHte tcmporarily 111'" painful l..,olatlOn. ThclI PlevaIlmg ..,tylc 1'" the 

dcn..,e ... ymbolic techllltjue perrected in The [.i::'ll'/len, the pattern ut IInagely providing 

the controlllllg de~lgn and capable 01 overridlllg the loglc 01 the /!rdllllllatlLal ,tluLlurc. 

But, at the ..,allle lime, in The Vell, ~Ign~ of ~trall1 m thi.., mcthud ale hegllllllng 10 

becornc notieeablc. For the~c rea..,ol1", Motley and The Vell mark the end (lI de la 

Marc's fIr~t period 

Mo/le}' contains a key exception ln the f()cl1~ on the typlLal adult, thl.., bcing the 

figure of the 1'001 in the tltle poem and in "The F()ol'~ Song." Ile remain, chIldhke in 

hi~ aJult years, rctailllng the key elclarnarean child char1H:lcfl.,tie~ of a clcar 

perceptIOn, powerful imagination, and a spontallcoHo., cmpathy wlth all living things.-' 
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This positive chamcter is, however, flawed by insanity, as if the stress of war had 

overcome the power of innocence ta cause this mental reversaI. The fool is an ironie 

figure through whosc VOlee de la Mare can frcely and indirectly convey his disgust of 

the War without fcar of bcing labelled unpatriotic. 4 Because it is indirect, "Motley" is 

more sllccessful than the other war poems 111 the volume, "Happy England" and "The 

Marioncttes," bot by using a persona cncollntered by mm.t readers in Shakespeare, 

Molley is put into un unfavourable comparison with Touchstone and the Fool in King 

Lear. Unlike the mad pnnce III Peacork Pie, "Motley" doe~ not evoke associations 

with any play; rather, he IS a gencralilcd, traditIonal figure of divine madness 

(Wdsford 75, 243). Ând as we have seen previously, de la Mare tends to he weaker 

when dealtng with gcneralities. 

The pocm begin~, wlth the fool gathering alound him an audience of per~onified 

ab~traction~ nt dcath, innoc~nce, love, and pity. l'lm, ~pecilJed audiellcl: is formed of 

an lllllIkely ml.\. of oppo"itc~, but the un~peciflCd audience, althollgh clearly dlfferent, is 

more amblguou~. In the collr~e of the poem, it becomes apparent that mankllld, the 

~ubject of the wnrk, 1" aho the ultimatc audience. Thereby, de la Mare intends ta jolt 

the readcr wlth the rcall/ation that the "hideous listcner" Motley fcars will 

1I1chscrIll11natcly "'prend hi, "dark" I/~ecrcts" IS not death but oursclve~. By describing 

dcath a" Iacking !'Iemc organs, (lino cars hath") Motlcy sllgge~ts that it does not posscss 

the menn.., ln ll11tJate or implcment ma~'" de~truction but i~ only mankinù's grucsome 

agent. 

"Motley" dcllllcs lllnoccncc and cv Il in de la Mare's universe by contrasting men 

at war wlth the figure of the foo!' Motley'~ visionary ~ong portrays the soldiers in the 

lrenehes; thesc men are clfcctlvcly depersonalized by the diction sillce they arc 

rcfcrrco to as tilt.: bodic~ they will become: 

They arc aIl at war!--
Ycs, ycs, thcir bodies go 
'Ncath 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, 
Thc ncw moon glinting hard on eyes 
Wide \Vith insanitics! (CP 208) 
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The stark contrast of the tactile and visual images: hot, cold, day, and night suggest by 

compression bath the duratlon and inhumanity of war, since the soldier~ drag thcir 

bodies througl". the 1TI1ld the same way thcy do the cannon. Neverthelcss, by attempting 

to clevate this picturc through gencralized terms and archaic language, any graphie 

impact is blurrcd. 

Somewhut more eifectlve is Motley's detailed description of madness which IS 

an attempt to cxplml1 why hUl11alllty is behaving in such a barbarous way: 

N,t)', but ,\ dream 1 had 
()f a \\'orld ail mad 
Not simple happy mati like mc, 
Who am mad hke an cmpty <;ccne 
01 water and \,iIlow tree, 
Wherc Ihe \\'111d hath bccn; 
But that foui Satan-mad, 
Who roh in his own head, 
And (OUlll', the dcad, 
Not hOlle\1 olle--and t\\ 0-­

Bul lor Ihe ghll'.l!- they wcre, 
Br,t\'e. faithful, true, 
Wh Cil , hcad 111 ;llr, 
ln hlTlh'<; clc,tr green and blue 
Ilcavell they did sharc 
Wlth heaut)' who bade them thcrc.. (CP 209) 

The pattern of contrast e~tabli~hcd whcn the audiencc wa~ divided into two camp" now 

becomcs the organinng princlplc a~ the (001 ~ets his kind o( innocent l11adnc~\ agam .... t 

the Satan-madne~s of war. The lool'~ own l11adne~~, which he hkens to a tral1quil 

pastoral scenc, i!- ~imple in the medieval ~ense of being pure or ulldivi~ible; Satun-

madncss is a putrid h1c-in-tleath eXIstence pupulatetl with gho::.ts. The~c arc not jU'it 

phantoms but the e~sel1cc 01 the soldier~, their breath or l>plrit (llall 148). The bitter 

irony is that men idcahstically go tu war tu havc thcir souls becomc the trophies ot 
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Satan (Bonnerot 135).5 "Motley" thcreby establishes a disquieting parallelism between 

humanity and Satan, for when at war, we aet with perverted insanity, twisting our 

abstract ideals and qualities of bravery, faithfulness, and truth into an obseene 

counting game that wc cannot win. 

As mentioned, the primary foeus in Mo/Ley Îs on ordmary, expericnced man, a 

typical poem featuring an mlult IIlIent not only on exploring the nature of life on earth 

but also gaining acccss to the other world. Somctimes, this double striving makes him 

feel he is living 111 flan endless war 'twixt contrarieties" ("Vain Questionings"). Other 

times, when in a happier, more confident mood, he can dimly sense that the interplay 

betweell opposing tendellcies cnables him to have a fuller appreciatiüll of life. 6 The 

speaker of "Music" bclievc~ this whcn he listens to music, for music transforms this 

world into the other world. The first stan.la reads: 

Whcn music ~()lInds, gone is the earth 1 know, 
And ail her lovcly things even lovelier grow; 
11er fhm crs 111 vision f1ame, her forest trees 
Lift bllrdencd branches, stilled with ecstasies. (CP 199) 

Speclfically, the listener call mentally detach himself from everyday life, temporarily 

achicving unit y wlth hi~ prc-existent soul: "When music sounds, aIl that 1 was 1 am / 

Erc to this hannt of broodmg du~t 1 came."7 These transporting moods enable man to 

cxpenence natural beauty as it 1~, and not dwell, as is customary, on lts transitory 

a~pect (as III the beautiful"Linnet" or the dedicatory "Fare WeU")8 

1'0 express thls situation, the exile bccomes the dominant image for the adult in 

Motle)' and man)' poems arc expressions of this perspective. Because he is capable of 

~elf-analy~is, the adult rcalizes that his spiritual situation is paradoxical: he is both a 

prisoncr and an eÀilc. He IS a prisoner 111 the platonic sense of his soul being cagcd by 

the body ("The Cage"), but he is an exile because his soul is prevented by this heavy, 

mUlldanc body from returIllng home ("The Flight"). Moreovcr, he unclerstands that this 

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



the la st stanza of "Nocturne": 

Lost in heaven's \-ague, the stars bum softly through 
The world's dark Iatticings, wc prisoned stray 
Within its lovely Iabyrinth, and know 

Mute seraphs guard the way 
Even from silence unto speech, from love 
Ta that seU's self il still is dreaming of. (CP 201) 
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Appropriately, the fullest and most powerful expression of this theme occurs in 

"The Exile:" 

1 am that Adam who, \Vith Snake for guest, 
Hid anguished eyes upon Eve's piteous breas!. 
1 am that Adam who, \Vith broken wings, 
FIed from the Seraph's brazen trumpetings. 
Betrayed and fllgillve, 1 stillmllst roam 
A world where sin, and bcauty, whispcr of Home. 

Oh, from \Vide circuit, shall at length 1 see 
Pure daybreak lighten agalll on Eden's tree? 
Loosed from remorse and hope and love'., distres'i, 
Enrobe me again in Illy lost nakedncss? 
No more with worldless grief a lovet! one grievc, 
But ta IIcaven's nothingncss re-wclcome Eve? (CP 201) 

When set against the brief "Exile" in The Listel/ers, analysed in chapter three, the 

~ophistication and self-conscious awareness of the speaker of "The Exile" bccornes 

apparent. Both poems recount the same expulsion myth, but within different context~, 

the former using generalized tcrms while the latter is ~pecifically niblical. Unlike the 

Immature speaker of the first pocm, Adam accepb rcsponsibility tor hi~ fall, for 

instead of vaguely blaming the gods, he rccapitulatcs the expulsion demly and 

succinctly. Nor, unlike the other figure, does he acceptll1s fate pa~sivcly. Rather th an 

allowing memory ta make him miserablc, he tnes not ta dwell on the pa~t or on his 

present condition but imaginatively projects himsclf forward to a time whcn he will he 

able to retrieve his lost innocence. By cxprc~~ing this position and by ~howil1g loving 

forgiveness for his partner, Adam dcmonstrates that he has achieved a mcmure of 

wisdom. His realization that he must wait for God's grace to re-enter Eden indicatcs 
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additiooal knowlec Even the balaoced form in which his speech is presented 

suggests that although he may never regain paradise, the symmetrical beauty of the 

expression of his hope cao serve as a sustaining force in itself. 

The clean formaI opposition of the sestet adds dignity ta Adam's speech, the 

lirst stanza chrollologically presenting his account of a "paradise lost," while the second 

stant:a similarly dc~cribes a hypothetieal "paradise regaincd." Thc verbal shifts 

emphasiLC this contrast. The statement of fuet in the first stanza is presented 111 

natural order to paraUcl Adum's active role in the l'aIl. The speculations arc ll1 

lllverted arder appropriate ta the interrogative moùe, but they also indicate his inability 

to Iree him~clf from hl., conflicting emotion~. Only God, the unnamed doer, can 

perform tlm. 

WIlllc the ~peakcr ni "The rxilc" is the lllblIcal Adam, he is also modern mal1, 

a\ the :-,wlteh to the pre~ent ten~e at the end of the fir~t ~tan/a indicatcs: "Betrayed and 

fugitive, 1 ~till mml roam 1 A world where .,in, and beauty, wl1lSper of Home." 'l'hi" 

double identification i., reinlorccd by Ill~ mode III diction and ~ophisticatcd manner of 

talking which addres~cs a contemporary reader at an equal lcvel. At the same time, 

Adam'~ \1xcch revcal, hi, own personality, lor he the~ language with a full awarenes, 

01 it~ denotative and connotative a~pecb. For example, by descnbing Eve as 

"plteom," he refer~ to both her crucwl aet 01 \lIlcumbing to the ~nake and her nccd for 

plly. By calling the al1gel'~ trumpetlllg" "bw/en," ironically he ~uggc..,ts not only the 

1l1:-.trument's harsh WllIH.!, but abo, by transJerring the adjective onto the angel, implics 

he dctccts Impudence on ib part. Adam theleby rcveals his imperfections, for he still 

rc~ent~ the har~h way they were cxpellcd. 

Adam's speech also Il1llIcates a tendency to m :taphy~ical wit. A~ scen ubave, 

he plays with the Val iou~ levcls of meanlllg~ 01 wonh, turning de~cription into symbols. 

Appropnalcly, this OCClUS more in the second ..,tant:u where he IS imagliling a rclurn 

home. In the undrc!'.sing and dressmg images, he uses paradox tn suggest a physical 
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taking-off of worldly, experienced feelings, sa he is left covered only by original, 

simple innocence (Bonnerot 411-412). When this paradm,ical state ha~ been achieved 

by God's grace (for in Heavcn there arc no opposites, ju~t unit y), Adam wIll be able to 

stand with God and gflxt his hdoved. 

Adam's depiction of their current ~tatc. however, I~ prnvocatlve and 

ambiguous. Wll1lc the version in Complete Poems IS ba~cd 011 thc ('()IIl'rted POl'I/lf. of 

1942, the Imt edition of the poem rcatls "wordlcss grief" (31). Both tClln.., slgnify 

different a~pccts of de la Mare/s thought. While the tIr',t verS\Ull. "wuldk..,,,." Ilc" ln 

with his belicf Ihat deep cmotions or profound thOllght~ dcry \'cll1:1I expIC"'''IOI1, lhc 

rcvi~ed "worIdle~<;" cncapsulates bath the !>tate (II exile and Ihe letlllll. l'alad')Àlcally. 

Adam and Fve will cOlltl\1Ue to belollg 10 llO wllrld. ] ~vel1 il they do aLllll:\'l' .. n:IUIll 

"horne" It will 1101 hc 10 Iheir former Eden but to a rUlllllc"" hcavL'n. d "lllllhlllgllL',"" 

Both vcr~IOll'" arc effective. the orig1l1al IS a poign:lIlt npre"\lllll Cll1pha'I/II1~ the 

distre~~ 01 thc cxilc." the revi"lon is mOle IJltelc~tl11g inll'lIcLlll<llIy. \h'I\Vllll-! thc CXIL'llt 

of Adam/s awarene~~ that theu hypolhelJcal rcturn would Ile to ail aller cd L'À1\tcnle 

As can he ~ecn, "The l:?-'lle" cxpand~ dc la Marc'.., Ill'atmcnt 01 hllm:tlllty. 

Formerly, the IOl'll~ hall becn on a sol1tary bcing, now Il ,11111:-. 10 man III LOlljlllllllOl1 

with another, lI~uaIly his bcloved. Indeet!, Ihc lovel l~ the olhel m:IIll ul1ag.c 101 

cxpericneed man 111 Motley. TllIS fIgure i~ ~iglliflcanl becall"c il ple\Cllh thc m:lllJ \Vay 

the waking adult can brcak through his Iunited e?-.I,tcncc a:-. a :-'0111:\1 y walldcll'l and 

achicve a new ulllly wlth someollc cI.,c. Unrortunately, III a lIlIlllhcl ul Ihe'oe pOlin'>, de 

la Marc rcverb to his carlier tellllcney tD imltatc litcrnry ,>tylc\. here, Ihat li! thc 

Elizabethan and Metaphysical love poelm In "Alone," lOI 1I1:-.1;'ncc. Ihe lOllv<.:nIIUIl.., 

of Eli7abclhan love sOllg arc u::.ed, for in a noncc \t:lIl/a IO/m thc lover lOll1plain:-. that 

his world has uled bccau~e his beloved i::. ab~ent. Or the lover may Il..,e the lllnvention'o 

of a Petrarchan lover, :-,peaking 01 a "secret world" oJ two ("Moonlighl"). A:-. Richard 

Smith notes, in "LICe," a Donnc-like phrase, "1 ,OVC/~ infide\" i!\ \l,>cd (96). 
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Fortunately, this derivative tendency is Ulldercut by the more positive one 

toward a more naturali/cd, modern tone and diction. This has becn sccn In "The 

Exile," whcre modcfl' language couchcs an ancient myth. Sinlllarly, in "The 

Unchanglllg," ~lInpIc, direct lallguagL- is placed in an unu~lwl relatIon to crcate an 

exqlll\lte lovc poem: 

Altel Ihc ~()ngle,",<; ro'e of e\ clllng. 
Nlght qUIet, dark. ~Iill, 

1 Il lJoddmg ca\'alcade ad\'anclIlg 
Slarred the dcep hill: 

YOll, in the \.tlle} "1.lndlllg, 
ln yOllr qlllet \\ ondef look 

Ail Ih.l! glall1l>lIr, I)(,dtl', ,lJld 111\,,1('(\ 

ln olle gla\'e lou]'" 

BCdllly hlLl your 11.1"cd bml~ . 
'f Hnc drc.lll1cd III \OUI bnght h:lIr, 

ln \ OUf l'\ c'"' tIte con'dcll,lllon" 
BUrIll'd I<lf and l.m (( l' 2!1I-(2) 

"1 he L111c1wllglllg" Lan he 'l'l'Il <1\ an an\wel to Ihe ((lIC\tillll\ po\ed 111 "The 

Lxllc" about whel1 Adalll and 1 :\'e \'v ill he re-wclLllllled hOlllc By collllllg Illlme<.hatcly 

alter Ihe pfl:yiOll\ pllCIll and by u,mg the ,:t1l1C 11l1l1\ual delad 01 nakednc~~, lt sccm~ 

plau"lblc that the "pL'akel 1" Adam and the "ubJect, addre\\ec. and auùlencc I~ Fye, 

"'l'hL' Ul1ehangil1g" ulptllle\ thL' 11l01l1L'nt 01 ((lllet alter makillg love when the courle i~ 

"cnrohed" only in thcir nakednL''''' ParadoxiCally, thclr scxual relation enublc, them to 

knùw l.temaIIDve.tolledmgly capturc ab\olulc peau; and u11l1y 'l'hi.;; p(15~lbihty of 

recartul illg plll1lal 1Il1l0CCIICe 1" abo "ugge\tcd by the tCllm lIscd tn deplct the woman 

looking at th!' I1Ight: "(jUld wonder" and a "grave look ," the~e phra~es lI"ually being 

le.;;cryed tn dc"...:nbe the 1Il1l0CL'nt apprchen~ioll ni ehlldrcll.') 

01 COlll \C, "ThL' Unchanglllg" can Ju,t a~ wcIl he ~poken by any man to his loyer 

whL'1l thell- love-making ha" Inomclltaflly tlan.;;fOl met! the woman mtn an incarnation 01 

heanty, Becau~e the quiet. gcntlc tllllL' 01 the poell1 I~ Itsclf a carc~s, thc ~peakcr ùoe~ 

Ilot have to addle~~ the woman 11\ bclnved MoreoYel, though the pmI tcuse inlhcatcs 

this moment of trall~rorl1latioll ha~ pas~ed, by prc~cntlllg the Ilude woman in the 
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context of the nocturnal cycle, the repcatability of the state is implied. This providcs 

hope for mankind that although love-making IS transient, love itsclf can be contlllllOUS. 

Ali the componcnt~, ni the poem work together to crcale a unilicd 'mpre~sion. 

Just as the speaker tral1~fonn" hl" mort al lover into a timelcss "ymhol, the llnagery. 

~tructurc, and ver~lhcatlOll fu"e cOlltJalIes togcther, dcfyillg IOglc, per"peLllve. tllne, 

and space The poem beglll" \Vith an evocativc de"cliptioll 01 approaLlllllg I11ght, the 

o1ening metaphor ''...ollgle,,~ 1 ose" l'Àpre~~ing both the col our of the "llll"'ct and the 

flectillg beauty 01 the \vlltld. 111 "Noddll1g Lavalcade advancmg." 111 Ime 3. llwve" beyond 

convenllOnal ~ylllb()l ... to \ugge .... t hy l\lll1pll'''''101l tlm:e Idea" at once the gWdll,ll 

actIon 01 lallIng ott a ... leep (Klrkhalll 11~). III Ihe lIexl IlI1e .... the 1I1WgcIY Lea'C\ \lI he 

Irlerally dC\lllpllve a ... Ill" lkpILllllg phY"'lcallmp(l"'''lbllrlle ... lIm\' Cdlll1lghl ... t:ll d Illii. 

and would Ihe \\'oman IHlI he Llllnplelcly dwarled hy the valley'! ln the Ill''- the 

a, hdl and v.llley arc oppmrle .... valley lllu"l reple"enl ealth 01 mortal eXI"telllC a ... III 

Ihe blbhcal "en"e "valiey of Ihe ... hddow 01 dcalh" (R Smllh <)1'\). The "culIld ... I:l\cmenl 

1" not .... u llnmedwldy Cle:ll 

The "econd h:df ul Ihc poem JOIll" the :-.mall. lllllCrell:. 111 Il rt al \VOllldll \VIth the 

irnlllcll"e. ab~t"IL'I. and time!c .... '. The 'peaker revivifie" the tradltlonal, fanla ... llc 

comparl"OIl" thal Ihe lovel make" about hi" heluved thruul!h the olll!lllailly (JI hl" 

cÀprcs~illn. "l'ook / 1\11 thal glall1our. pean:. and my:-.tcly 1 In olle glave I<lllk" (I1.()-H) 

cncompa~:-.L''' both the actlvc ldca ni "captlll cd" or iaklllg p\l'''e'\IOIl (lI and "too).. m" 111 

the pa"~lve <,ell:-.e nf bcillg the recelYeI uf "ell~e IInple:-."i(}n~ l'he p:llallcl ... Iruclure (JI 

the prcpo~llll>lHtI phrase", ail bct!lllnll1g \VIth "Ill." "'lll!ge'b plural IlltelplL'tdtlom of the 

amblguolls 1lI1lth line "Beallty 11Id yom llakcd budy" lu..,t a" III Ille preVI()lI~ Illies, the 

woman ha .. ah~llibed the "glal11(l\l1. pedcc, and my"lerj" of Ihe IlIghl; hele, ~hc i!'> 

conncctcd wllh Ihe ldca of "Beauty," but ln~teaLlLJf taking th1" abslrad into hcr:-.ell, ~he 
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is protected by il. Yct at the same time, the paraIlcl statements also imply "hid in": 

that she sImilarly contains the abstract idea within herself (Kirkham 118). If this is so, 

then the other fanta~tIc quaiItlcs could also be possessed by her, as time slccping in her 

hair. Ultimatdy, ~he therehy comc~ to embody the beauty and far-off mystery of the 

con~te II a t IOn". 

The lorm and vl'r"llIlatlon contlllue to play with contrarics, crcating and (hcn 

rc~ol\'lIlg ten~lon mtn a perlect balance or pOIse. Prc5cnted as " twcIvc-lillC stun/u, 

the pOl'1l1 1" bwkcn hy pUIlLtuatllHl mto thrcc main thought5. Tlm. tnpartite structure IS 

re111lplced hy the gfllllp111g (lI threl' tctrall1etcr lincs lollowed by a trimcter, although 

IIlte ri llC k mg 1 hy111l' prl'vl' Il h the pOl'll1' ~ 1 r deture hy joinlllg the fir~t and second and 

"l'LOnd and tlllld quatrdlll" 11II!cthel 'l'lm, 11l11fylllg force is cnhunccd by Ihe repeated 

paralkl "tlllCllIrc and hy the .,u"ta1l1l'd cuplwny nI thl' tcxture. 

"1 hl' l:Jllbanglllg" l'.\.cll1phlle-' Ihe hl'Ight 01 de la Mare\ ~ymbohc mode. lt i" a 

"ell-ulnldIlH.:d pnclll 1III1Vel"C 111 that It re-ddinl's the symbolIc a~sollatlOn" of It~ 

tl'll11', and IIlIIIl",., the Illglc ni the acclImulallon of IInagery rather than the :--yllt[L\. 

\-10ICll\l'l, Ih P()I~C 'Cl' 111 , dfortlc ...... , achlcved by a marrying of contrancs or 

idl'ntIllldthm III Ilppmltc" 1I1 buth ~mall and large a"pcch (KlIkhall1 115, 119, 122). At 

the "ame tlllle, thc ..,mnuth Iran"itlOI1 lrom lIterai to ~ymholIc accollnt, whcrehy the 

"CClll' and the \\ oman appear ln he at once actllal and rcprl'scntatlOllal, and thl' more 

ordll1:try dlllltln ~ll!!gC~t nc\V ... tyl1stic directlOm in de la Mare'~ poetry. Slll1llarly, thc 

fonl ... ha:-- 11lo\'ct! Althllllgh poclm katllring the lanta~tlc tOI 1t-; own :--akc will 

occa,lOllally appear. the empha"i" ha ... ~hiftcd pcrmalll'ntly Ol1to hllmal11ty and the 

wOlld wc Illhabll. 

(11) 

Tize Vez! 

In contra~t to thc exIled figure III Motley, who could stIll llnagllle a retllf11 ta 
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paradise and even approxlmate the state under certain conditions, as making love or 

listcning to music, in The Vell, the exile ha~ losl uny frccdom of moverncnt bcyond this 

world. The (ormer four-world poelie tl\1lverse has thereby shrivcl\ed to two. The adult 

figures exist in bleak, isolaled circum~tancc~; mll~IC 1l0W only bnng~ powerflll, pmnful 

memories 01 lost love, and hope 01 an otherworldly cOllnterpart now ~ecm~ 10 he an 

illusion ("Mu!-.ic ," The Monologue"). Slcep, 111 IIlnOCCIlCe a vI~ionary st ate and 1 nter a 

welcorne rdease, now clllde~ Illrn. In "(Jall!a~," lm \Il~tal1ce, the c:\pcnenced but 

unwise exIled speaker a"k~ the lutile qlle~l\(ln pl hmv he Will lecognl/e ~lcep belon.: Il 

ha" come. But if sleep doe~ come and the eXIle dremm, he i~ only bailled by lm, 

aborled VI~lt to the other world ("The Unl111hhed Dream"). Becall~c ni thl~ "evercly 

contracted 11l1lVer,>e and thc blcaknc",> \Il tlll' pel"'peLllve ni the cxpencllLcd IIgUlc, The 

Vell forrns an apt CPIllhl'>ioll tll dc la Malc'.., e.llly penml 

as a ccntrallocu", althOllgh III the Ilegatlvc light 01 il blolked wrrtcl. r"'fany tllne" thl'''l' 

pre~entatlon~ have an urgent, pcr~()lIallled "lan!, .. " Il de la ]'",lale h "bann!! hl" own 

redlllg'> and worne.., The 1 Ir~t two pocm.., ul the volumc, "l'he Imp \Vltllln" and "'1 he 

Old Angler," "ct 1111': tone, The lormer dr:lInatl/e~ an llneVL'1} Iclatiol1"lllp bctwL'cn the 

poet and hi~ daell1ol1, lor the otherworldly voicc that "'pea!;" the poem, In~tcad 01 

providing lll~plration, cruelly l11()cks the poet ahout hl~ L'Ieatlve ~telliity and hl'> Itltde 

attempts to wllte, ''The Old Angler" 1" an allcgnry about an evell hlcakL'1 pledlLament, 

lor whcn the (JILl lI-.hellnan i~ loolcd by the Nalild into !ctting her l!() Iree, he 1" lelt, 

II' l' 1 kil 1 1 .1 l'II k' 1" 1 1 !n~en~atc, CVCIl () )(lpe lor~o() Wlt 1 t 1C ~Oll1lu II mOL mg, lLy, III Hltniln aug 11er 

echolllg 111 hi~ ear~ (CP 221)) 

Thl~ new therne of lo!>~ 01 Vl'>/()/1:lry powell'> claboratcd III drllelent way", In 

"The Farniliar," the poet alld lm dacll10ll ale l(llllllled 10 LOntra"tlllg WlHlt!\ Of lcveh (JI 

exi~tellce, thick cloud~ <Ind mll1 !>qualh prevenlmg any cltective communicatIon 

bctween them (CP 250), "Awake" i~ the tullest altlculalton of the pod'" dllel11l11:\ and 
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is from the perspective of the earth-bound figure. Despite ils archaisms, it powerfully 

de scribes the speaker's dcsperatioll about his condition: 

Why hath the rn,e [aded and [,dIen, ) et the~c cyes have Ilot seen? 
Why hath the blf(l sung shnlllll the trce--and thls mimI deaf 

and ('old? 
Why have the rallls o[ ~lIll1mer veded her fllm cr~ \VIth thelr sheen 

And thi ... black he.trl unlold? 

lIerc i.., calm AlItul1ln 110\\ , the 1\ ondland, qu.lke, 
And, where tlll~ splclldour of ~leath he~ undcr thl' 'rcad, 
The "'pertre of frmt \\ III ..,t,tlk, ,lIld a ... t1CIlCC make, 

And \Illl\\ / ~ \\ lute shroud be 'prc,td 

o ~elf! 0 ,cil' Wake Irol1l thy commun ~Ieep' 
Fltng off the dc~tl())rr'\ net Ile hath blllldcd and bound thee. 
ln n,!I. .. cdne, ... 'It, pIerce th) \lagnatlon, ,lIld \\cep; 

Or Cllrrupt III tin gr,l\ c--,tlii led\ en arollnd ther. (CP 240) 

Ailcr Iwo ralhcr pl'de~lriall \taIl/a~, the poet-speaker rouse.., IUI11sc1f ln make a ~lingiIlg 

..,elf-applai~al. By labclling hl~ ... lalc "commoll slcep," he a~cribes hi ... il1l1CI lcthargy, 

which ha, ~Illlt out nut only ... en~()ry impfl:\\IOIl" bul aI..,o emotional reactillm, 10 hl" 

CllJ1vcnlional, habItua II/cd way 01 Ic"pondlIlg to natulc. l:celmg trappcd 111 a dcath-in-

IIle ~tatc, he IIkcwi,t: bl.'lIcVl:\ hÎlmcll cul 01/ I!pm thc nalural rcgenl.'lalivc cycll.'. IIc 

IcalI/t:, Ihat ultllnatcly hl\ torpl)[ wllllcad 10 dcath. 

The vlolencc with whlch thc ~pcaker ultcn hl\ ~c1f-lIllimatull1 cOllvcy:-, the 

urgellcy of 11I~ plight. IIc bdlcvl." that ~oml.'how he ha:-. to cut thlllugh hi,> doak 01 

Icth:lrgy 10 11I~ Ilakcd ~cll lf1 ordel to lecl Hllylhll1g 11Illy agalIl IIc aho 1\ al raId that il 

hl.' C,lIlllot adllevc thl\ l(llllplctc plllglllg, hl' wIll 1 ut /I( 'orrupt" 1" an apt CtHllple,>QOIl, 

wnveyIllg ~cvcral ltka\ dl oncc' Ihc phY"Il:al flullcla<:lloll 01 a \Jody, the I11cntal 

dccompo~lt)l)n of pcru:plll'l.' p()wer, and f III ail y the UlI1COll1ltant l(l~ ... ul poetK abilIty. 

By ordt:llng hlm\L'11 lu ~It /'111 Ilakcdllc~"'," thc "'peakcI h trying 10 rcg.lIn lull usc 

01 his ~en ... c ... , clllolll)(1'>, <Inti talent l'hi.., applIcatlOll of Ihe lell11 dIltcl'> lrom that \Il 

MOlley III that It nll\V II:I" a narrllwer me<lIlJl1g. Plcvloll~ly, primai 1IlIHh.'CnCe was 

achicvcd thrnugh ~cxu.lIl()vc; nnw, It is solcJy a mental ~tat~. In al! instanccs It is thc 

~*M""""" .. ________________________________________________ __ 
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antithcsis of cormption, signifying purity, simplicity, and vitality, atlnbutcs carlier 
,-, 

identified with ehildhood. 

Whcn de la Mare movcs awuy from this ncw pcrsonali/cd approal'h to attcmpt 

impcrsonal, "rcalistIc" tapIes, his bleakncss of view and lo~~ 01 poetlc confidcnce cause 

several complek [allures. "In the Dock," "Thc SUlcid\.:," and "Drugged" ail denl with 

social issues, the fir~t and t11lrd di~playillg a ~hocklllg lack 01 ,",el1"lllvlly.11 The tille 

pocm, "The Vell," I~ equally dreadful for (hfkrcl11 rea"oll" C(JIl"idcnng the bleakne~" 

01 the volume ns a wholc, the htle seCll1" 10 h<.: a plalol11c eJ.,ple"\\\l!\ tll what ha" 

happelled 10 de la Male'~ poetic gift, and IIldel'd 1" "Iated ebewhl'rc ln Ihe volullle by 

Ih\.: ~all1c Image, whereby Ihe poet figure l' ~eparatcd from lm "ource (\1 1I1"lmallOI1 hy 

"Slygwn velh 01 log" (/I]'og", CP 242). ('onlu\rJ\VI"c, Ihl' pllCI11 IhLiI 1\ a Ilippani bille 

)1ICl'C ahoul .t Wnlllail wcalIllg:\ vClled hal III" tIIVI.d. hlll L\'CIl \\'III"C. Il 1" j1olldcrou" 

wllh a 1 (\1 ced /1 irlalloll~ne~, 1 h lIlapproplI<llcnl' "" and Il'' de Ica t mg 01 CÀ peL! all()ll~ III 

Ihl" l'rude way tends to redncc the leader\ ~yl11pdlhy l(lr Ihc pOc\-llglIll'\ pltght \\ hICh 

de la Mare !-.o palllflllly, and ~omdlllle" llmulcc""llllly, dC'C1I\JC" el"l'whell'. 

A Ihird kllld ot lmlllre ,lem\ l'rom Iltl' lu" III p(lctll l(llllldclle\.: dlld Ical 01 

blm:kagc. J>llctly of ~tatelllent. which had begull tu clcep llllt) AlOI/l'\' III " l'hl' Val'~11I1 

Day," wherc tlle ~peaker\ Illtdc wl~h lor GoLl'., pIC'CI!Ce 1I11L1clLllh :tIIy j1llWCI l:tll"ed 

by the de\Cllpllve detaIl~, 1I0W bcc()me~ mOlc promincllt. "/\ Rlddlc," lor cxample, 

tcaturc!- a "clt-comciow. ~peaker trappeL! wllhIll the ,lIgU\l1g lod ... III III'" Ihllughl, hut hc 

Inc" to Il'''nlvc thl' by "clll1ng fOI d "'lmp1e. IlIte "(llllllOI!. '1 he devlLc of al1"wl'llIlg OIlC 

lInal1~werab\e qllc~II\l1l wlth anothcr, "lmllady dl'"troy" thc \PCCIIILlly ni the lIatllral 

de~c[Jptioll. Ulllorlr'lately, whcll dl' la ivblL Ip'_'" Il) a~,lIml' Ihe ullulllgcl1ial llllc 01 a 

De"pitc Ihese problcm", Tlze Ver! :t\"ll n.lllblh PU\ltlvl' \cndcl1cle~. }\" 

I11cntioned, a !lCW per"olwlllCd ~tanle 1" beglIlllllI~ ln clllcrgc, a brave ))O"ltlOn, lor the 

l :,clf-pOitrult is not at ail llattcrll1g (I·'nl mUIl: nf th1" typc ni pOCITl ~ee "The 
J 
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Catcchisrn," "Soto Voce," "Futility," and "The Wanderer.") Pcrhaps as a rcsult of these 

sobcring sclf-asscssrncnts, a new poise, distanccd, ironie, but yct compassionate, IS 

bcgmning lo ~prear. "Hospital" is a good examplc of lhis kllld of poem· 12 

WC\cOIlW' Lnter! This is the Inn at the Cro~<; Roads, 
Sign of the R/S/Ilg SUI/, of the World's Elld' 
Ay,O Wandcrcr, [ootsore, \\cary, forsakcn, 

KJlock. and we will open Ulllo Ihce--Fr.end 

GIOOll1y OUI ~1,llr., of ~Ionc, ohscure the porl,tl; 
BlIrtlened Ihe ,m \\llh a brealh trom Ihe furlhcr !ohorc; 
Yel III our cOllrl~ ard plan. ,ll1 lllvl',tblc fountain, 

h er 110\1 cr .. lln(,ldlllg nnd ,11 Ihe door. 

Our, l' mue h l'(lm (l.ll1\. an d :' et nOlle 1" lonel) . 
SOl1ll' \\ Ilh .1 ,mIle Illa\ p.ly and ,0111e \\ Ilh a 'Igh, 
So ail be he,t1l'd. rl',lored, cOlltl'lltl'd--it 1<; no 111.llter, 

Sn ,dl hl' h.tpp: al heart to lml good-b)e 

But hlHm, our (lllcJ..'.Irl' the \Illrld\, Nlght'\ \\lllg~ are \caden, 
l',Ull 1,1llgUldh 'pmh I\lth thL' houI', Il,l\e (ourage. \Ir! 
\Ve \Iah.c but to hnng th ce ,,(lImhcl. OUf dllm,~ \~rup~ 

Slcep 1ll'\llHt! dll':llll\ (lll the \\L"lfy \\Ill ((lJlfer 

(ihmh 1l1.t\ be Ol!l '. huI g,l/C tholl Ilot l\lO (!o,cl) 
If h,tpl) III chlll ul the d.trk th()u lou\e tn 'el' 
Olle 'lIent (lI (IHll, hoodl'd .• ll1l! !ttlllO\\ of \I\age. 

l'au\e. \\Ith \el rd evl'~. to peer out al thee. 

Ile l' the AnClent (ap\iL'r 01 tlm 1loqd, 
Tu hUIl ,lt Il'ngth c\cn Ile ail he), mu"! re\lbn, 
And if he hl'lholl. Stl,lIlger, thou ton nlll\1 follO\\--

1 o\'e and .tii peare be 1I11I1C (( l' ~':;7) 

Belau<.,c '1 Io\pltal" ~hares !calule" of bulh the carly "ymbolic ~Iylc as weil as 

Ihe laler c!lnvCf"atlonal melhod, it Illay be vlewed a~ a "( 'w~s Road .... ' III de la Mare's 

earcer. Morenvcl, Il 1" an cHcclivl.: cxpcrimcnt 111 combillll1g ~II a lit.., clscwhere 

deployed \VIth l)llly partIal qlcce~~. 11 cv()kc~ lhe mcdwval perÎod by u<;lIlg an 

allcgorical ,>cttll1g and addlc!o<;II1g an "cvcryman" pilglllll Ilgllfe. The pocm is a 

dl<tmallC monologlle by a "IIO:'Plt a l" workel to eVl.:ryolll.: who comes by, bul ill~kad of 

revealmg hlln~cl(, Ihe \peaker rcmall1~ as allonymOl1\ a~ the li~tcnel. The focus 

remains on Ihe place ilsdf. The pOCil1 dcfine\ ho~pital in a I1I.:W way by conflatmg both 
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ancient and modern meanmgs of the term, thereby, both an inn or hosteI where 

travellers stay and a place for sick people to receiv\.! care. Its location at the "Cross 

Roads" and its allegorical sign of the "Rising Sun, of the World's End" suggest it IS on 

the bordcr betwecn tlm, world and the other world, hfe and death. 13 

The speaker begin:-- by foeusing on the othcrworldly aspects of the inn. In 

stanza two, he mention ... Il'. lnghtenlllg or ncgativc quahtie~, for il I~ dark, gloomy, and 

smclts of death. Thi:-- 1 ... balanccd by a description of the cternal l10wers and illvi~iblc 

fountain outsil''; in the court yard. It appears then, that as an mn or ho:-,td it ..:ombine ... 

th..:: contrary churactenstic:-- of the other world, for It eun bl: eithcr ternrying ()) 

peacelul. Yct the II1n IS abo a temporal ho:-,pital whcre the patIent I1111~t endule the 

slow passing or tlme whcn \ul fering 1 rom pain and he wakened only tn be glven 

sleeping mCdlCinc. But tbe\c "dro\V~y ~yrup"" have aml)Jguoll~ ql1al1tIC\, the patlcnt 

may attain a dcep, dlcamlc~:-, ... Iecp, but this ~leep may abo bc death. 

The conventlOnal chU! dderi/atllln of Dcath in the la~t two quatrain ... 01 the 

pocm rcceive~ a :-,hght t\Vl,>t III the final stan/a. By per~ol1lfylllg It a ... the "Anclcnt 

Tap~ter" tH barkel:pcr/owncr or the mil, the original meal11ng of llO"'pltal I~ 

empha:-'Ized. By II1fOlll1mg the "wandercr" that Deulh takes nl! (room) kcy:-, 

indi~cnmillatcly, the audIence I~ expandcd to include the :-.peaker and the leader. l'lm 

image of Death a:-, the holder \)1 kcy~ recalls that III "The Key~ ni Morlllllg" (1912), 

where a chdd \ee:-- death in il ... hadow holding lwo golden key~ 111 hl ... hand. Thc\e 

images in tum recall the Blbhcal Idea of the kcy'> 01 death bell1g the 111eal1'> tn enter the 

Kingdom 01 lleavcIl (Fulglmm 142). 'l'Ill ... alluwm thcfcby leinllllce ... thc dCplCtlO1l 

earlier III the poem of a gloomy in:-,idc leadl\1g ln a proteLlcd courtyalll out!-.Ide. whcle 

the fnghtening intenor I~ only a pa ...... age tu paradl\e. 

The formai feature ... ni "IIo"'pltal" arc ail integrated toward It~ total c1fect. The 

persona i:-, maIl1tall1ed \VIth apparent efrortle\~ncs", the nUll1erou:-, ardHlI:-,m ... and 

poeticisms fl!11lfon.:ing the period atmo~phcre. Even the lJlVCr~Ion ... , WhlCh ~omctllne~ 
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appear habituai clsewhere in the volume, here add an archaic-sounding vcrisimilitucle 

to the speaker's voicc. These fer,t'l[cs of the diction, along \Vith the figurative 

language, SUlt the poenù, allegoncal nature, placing it in an carly time, when travellers 

set out on loot on pIlgrimagc\, and in no time, the reader being included in the 

"everyman" \Vanclerer 10 whom Ihe poem IS addressed. 

'1 he ~pcaker I~ lormally poilte to his potential customer/pahent. He keeps 111s 

distance yet alfel" adVlCe 111 a friendly spirit, even stopping his monologue when 

neces:-.ary tu Ica:-.~urc Ihe IlCrVnll~ listencr and including himsclf al the end of the 

"pl:ech. Thi~ IlIlal redl1ction 01 distance between the speaker and audience IS 

appropflate to the trmllilonai pre"entation of death as the "grcat Icveller," but also 

charallenzc~ the -:pl:aker a" a 'ympathetic mJivldual. 

On the Irnntll:r ul thl" world and the other world, lIfe and c1eath, temporal and 

ctclllal CXI::-tcncc. "1 In'pltal" I0L11tc~ in a physical landscapc one 01 de la MéUC'S 1110St 

endllnng thel11e".l~ The lIglll e 01 the weary wHnderer recalb. carly narrative paems like 

"1 hl: PIlgflm" (IY02) and "'1 hc Journcy" (1912) where the clel11cntal war between 

II1nocence and evil 1\ belllg continually waged. The presentation here I~ more 

~Ophl"llcateù, 1I1"tead (l! a hH1SC narrativc a more compre!>~ed dramatic form ~lIggcsb, 

not ,tate", lb iltel ary arhl1ltle~. At the same tllTIe, "Hospital" points forward to Iater 

work". The charactelllatiol1 01 the speaker as an ordinary man will be used III later 

conver:-.atlOnaI poem~ with alkgorical tendencic~ wherc dc la Marc idcntifies himself 

wlth the :-.pcaker. Thc narrative thrl:aù will complctely clisappear, but the symbols will 

have a per~onali/ed allcgnrical ~lant to them. (For ill:-.tance, ~ee the "The Two 

Garden,," and 'The Bl1rning-Gla~~" 1945, the latter analy~l'd III Lhaptn ~IX.) The 

compa~~h))lale but dl:!ached pcr~pec\ive of the speaker foreca~h the CVoIUtlO1l of a 

more ordinarY-"llulldlllg VIlILe, III "lIospital" the quiet tOile be111g cnhanced hy the 

longer, more LOllvcr:.a!lOnal tlllC length ExplOltl11g thc play betwecn apposing 

tendcncies wlthin the controlhng Image ~imilarly prcflglues the dynamic balancc 
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between contrary worlds which will be a 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 di~appearcd, "Goodbye," "A Sign," and 

"Maerchen" ail being good examples of tlm Jense image-organized technique. 

"Maerchen" is especwlly noteworthy because it tritlmphantly defeats seve rai weak 

tendencICs. De la Man~'s new heightened self-consclOusness, mainly seen in its 

debiiitating aspects in The Veil, is herc translormcd into a daz7lmg Il1strument of play. 

Like "The Song of the Mad Pnnce," it i~ a riddlc-gamc. Just as with the earlier pocm, 

a range of possible intcrpretatioll'i may or Illay Ilot eXIst, fUnging from the serious and 

profound to the silly and amusll1g (Perkm~ 182). But unhke the former pocm, 

"Maerchen" does not recall a particular litcrary work; it rather poinb generally toward 

a hterary worhl. the folk talc world with lb IIghter burden 01 associations and 

suggestions. Although no ~peC\lic talc 1<, I1nplied, thi~ normally devltalI/ing aspect i~ 

also transformed into an as~et. Unlike "The Slceplllg Beauty" III SOl/gs o[ Clzildlzood, 

(discussed in chapter two), which l'i ~lInply a remote picture-bonk illll~tratioll, 

"Maerchen" evokes the mysteriou!'> e<,<,encc 01 the folk-world: 

Soundlc\\ the moth-Iht, cn..,p the dcath-watch lICh., 
Crazed in her ~hah.ell arbour bml dit! ~ing, 
Slow wrcathed the grc<l!-.e ad 0\\ Il Irolll wot-c1ogged Wlck: 

The Cat lookcd long and :,ollly at the King. 

MOll~C fIi~h.ed and ~LlIl1pered, Icapl, gllawed, squeaked; 
Small at the \\ II1do\\' looped co",kd b.lt a-wing, 
The dÎIu-lit rdflers \Vith the IlIght-nlI<,t recked: 

The Cat looked long <Ind ~()Illy at the Kmg 

o \\ ondrom 1 obe l'Il~t,lrred, 111 IlIgh t dyed del'p 
o air !-.carcc-~tined \\ith the Court'" 1<1I JlInkcting. 
o stagnant Royalty--i\-~wooll') A ... kep·) 

The Callooked long and willy .ll the KlIIg (CP 251) 

Appropriatcly, "MacrllH:n" ( )nJlIIe~ up the world of lairy tale~, but the 

rcintlOllship belweell the ~peaker and thi~ rcalm I~ aml)Jgl1ou~. At the beginning 01 the 

poem, he scem~ aloof lrom the ~cene, but in the la~t ~tan7a he lormally addre~~c~ 
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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 juxtaposcd with the next to farm an alternating pattern of 

motion and sound being contrasted with stillncss and quiet. This accumulation in the 

fust two stanzas is overpowcring and disturbing, sa overdone that the suspicion arises 

that it is deliberately sa, the "creepiness" cnjoyable and to be rclished for its own sake 

(Kirkham 120). 

Moreover, the emphasls on certain of the natural Images rais es questions about 

the spcaker's perspective. Why do a bird, mousc, and bat ail warrant a full line of 

description each? Moreover, why do thcy lack dcfinite articles, unlike the moth or 

death-watch beetle, as if they \Vere being named? The refrain contains the solution to 

thi" puzzle. At l'irst it appears to be only partly related to the body of the work, the 

pre~encc of the king cxplaining thc ~euing. But the prcbence of the cat is not obvions, 

Ilor is the clevation of both words by capitab. ft seems then, that the common adage 

about ordinary people versus royalty is llllconnected, joined primarily by the "logie" of 

the rhymc. A" WIll be secn, on the contrary, the refrain is actually a powcrflll uuifying 

force. 

In opposition to the imagery 111 the boùy of "Macrchcll," the eat and king are 

always still and quiet. The mortality image~ of thc first part of the poem suggest olle 

set of intclpretation~, rai::.ing the po~~ibllity that the king is cither asleep or dead. 1s 

the cat thcrcby the murdcrcr or is il just ab(lut to spring? lndccd, the shi ft in synlax 

from primarily invcrted ortler to nalural (Irùer in the la~t stanza could reinforee this 
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horrific interpretation, the graduai unwinding suggesting the movement of the eat. 

Moreover, if this Hne of speculation is followed, how can the final stanza be 

nnderstood? Recause the king's robe blends into the night sky, is he a symbol for the 

god of night, even Gad himself? Docs the cat thercby represcnt the ordinary mortal, 

and does this murderous act have any political or religions ovcrtolles? It is apparent 

that these ever-expanding symbolic interpretations nltimatcly become ludicroll~.15 

Remembering fairy tales and corn mon lare will stop thlS tendency. In this 

world, cats arc of great bencfit to ail mankind, Although not "maerchen," in that they 

are not of German origin, several eommon folk tales like "Pll~S III Boots" and "Dlek 

Wittington" feature magical cats who help their masters IInplOvc thelr lot III life. lo IL 

the speaker of this poem is identified with snch a cat, aIl the cVCl-opanding 

convolutions of intcrpretation will collapse, and the llnll'llUÜ cmphmi" on the natlll nI 

images and the overladen atmospherc will he cxplained. If the poem i~ reml as bClllg 

l'rom the cat's perspective, it is only cxpcetcd that his natural p' ey--blrd~, 11lIee, and 

bats--be given specIal emphasis. This magical cat may be ahle to pe!lorm hernic l'cats 

[or his owner, while always keeping a protectivc eye 011 him, but he l~ ~till ail animal 

with acute scn::-es and inslmcts. Bccausc he is an animal, he i~ therclore 1l11l\lCent of 

man's ways, so he wonders about the lrappings and behavlOlir 01 royalty, accounting 

for whal Kirkharn caBs the "breathless ycarning" 01 t!~,- <lp()~trophc~ (120). Similarly, 

this inllocent Întcrprctation rcsolves certain nagging problcm~ with the dlctioll. 

"Junketing" and '\tagnanl" in the thinl ~tan;:a, which arc lIH.:ongl.loll" III a scnolls 

intcrprctatlOll, now bccomc appropliate 10 the VOICC ni a dctachcd and articulatc Idille 

balladcer. 

If this interprctation is followcd, and the pocm ~een a~ bemg ltom the 

perspective of ~uch a cal, Il cffectively cvokes the hClghtclled, "jI1lplt~tie wotld of the 

[airy talc, althollgh il may be a bit overblown and 11l1~(lrhj~ticate:J fOI adult ta~tcs. Il 

scems that snch a sopl'islicated rcadcr has been dc\iberatc\y looJcd in "Macrchen," for 
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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 Dot have noticed these but 

taken the poem at face "'aiue and come directly to the same interpretation that the 

experienced one must acquire circuitously. 

This self-conscious use of diction, thc self-awarcness of the simple refrain, and 

the imitative quality of the metre in the opening linc ail indicatc an amllsed awareness 

by the poet of the overladen effects he is presenting (Kirkham 120). Indeed, this self-

reflexive aspect of the technique makes it a subtle commcntary on the fairy talc scclle 

it presents. By cxploiting a self-awarcness of his craft to the degree that he can 

manipulate a reader's interpretations, de la Marc 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 10 extricatc himsclf l'rom the coils of his 

warring thoughts and feelings and pcrhaps once again crcate an expansive poctic 

llniverse. 

Accordingly, the next phase of the poetry, The F1eeting (1933) and Memory 

(1938), will explore various ways to rcconnect with childhood innocence and with the 

spontancous imaginative activity associated with n. The contra~t bctwecn the two 

ways of rcading "Maerchen," whereby the ~ophisticatcd reader mu~t labour to discover 

a straightforward interpretation, now symbolizes two irrccollcilablc approaches to life 

in de la Mflre's sclf-pitying times, as expressed in "In a Library." But fortunately thcse 

regressive, self-indulgent moments are r['te. Rather, he becomcs progre!>slvcly more 

interested in the paradoxical means by which an expcrienccd, alerl, and ~clf-aware 

adult can Iearn from childhood and children how to mature cvcn more. While he is 

doing so, de la Marc is aIso experimcnting with new vchiclcs of expression to replace 

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

thcse honest and sometimes profound self-explorations. 
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Chapter 5: Transitional Period: Poems for Chi/dren (1930), 

The Fleeting(1933) , Poems 1919-1934 (1935), and Memory (1938). 
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Between the publication of The Veil (1921) and The Fleeting (1933), de la Marc 

published only miscellaneolls poems, with the exception of an experiment in combining 

short staries and poetry in Ding Dong Bell (1924) and in composing nonsense verse in 

Stuff and Nonsense (1927). For the most part, he was tuming his attention ta other 

facets of his literary career, cspecially the short staries and nonfiction. In the 1930s he 

rcturncd to his poetry, in additIOn to ail his other activities as an esteerned man of 

letters. He produced collected edit ions of his previous works containing a few ncw 

poems cach, Poems fOI Chzldren (1930) and Poems 1919-1934 (1935), but the major 

volumes of the periml arc The Fleeting (1933) and Memory (1938). They mark a 

transitional phase in the poetry because thcy result from de la Mare's search for an 

effective medium to replace the symbolic mode that he now felt ullcomfortab\c with. 

As a result, the~e volumes contain extremes of form, some very long narrative or 

essayistic pieces and sorne extremcly brief descriptive works, and exhibit a tcndency to 

talk about experience instead of re-creating it (Kirkham 124; R. Smith 319). Dcspite 

these problems, bath volumes providé a clear record of how an unemotional, self­

aware, expenl.-l1ced mlult can again exp and his universe beyond this world and regain 

aceess ta spontancous Imaginative aetivity by rcforging a link with lost ehildhood 

innocence. Sometimes this preoccupation frees de la Mare from the tendeney ta 

overwrite, so he can assume a more natural-sounding persona. 

The emphasis on an intclIectual and spiritual guest forces the adult figure in 

The Fleeting to mature bcyond the presentation in Motley and The Veil. Although he 

still exists solcly in a statc of "wild banishrnent" ("The Visionary"), he no longer blames 

anyone cIse, as did Adam in "The Exile," or makes frantie ultimatums about his state, 

as did the speaker of "Awuke." He is still occasionally self-pitying, dwelling on his 
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situation somewhat. Dut he is clearly beginning to learn from his experiences, 

questioning his sclfish actions ("The Captive/l), taking responsibility for his behaviour, 

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

negative ("Self to Self"). J3y starting to take control of his own life, the adult figure 

gains the ability to look more objectively at himself and to reali .... :: that anxieLy is a 

neurosis which saps aIl bis ellergy, prevellting him from regaining harmony with nature 

("Dreams") . 

J3ecause the adllit is more accepting of his condition and thercfore less 

egocentric, he can now turn to other aspects of lire. Nature becomes a release from 

selfhood, as the adult contemplates the /luniversal innocence" of the ~ky ("The 

Fleeting"), trics to undcrstand and share the essence of a flower ("The Snowdrop"), or 

enjoys the beauly of nature in aIl ils aspects (/lThe Spark") Usually it 1$ the tiny and 

ordinary, not the gigantic and unmllal, that draws the figure's attention. The hetter 

pocrns capture the essence of the microcosm in a few, bncr ~trokc$, a~ in the 

conclusion to /lA Robin:/I 

Changcling and solitary, 
Secret and sharp and small, 
Flits he from tree ta tree, 
Calling on aIl. (CP 318) 

Just as frequently as he is found alone in nature, the adult 1S placcd with other 

people, not just close lamily rnembers but fricnds (as in "'1'0 K.M.") and .,tranger~ 

("The Railway Station"). The gaze rcrnains outward as in the nature pocm~, the self 

being considered only III context with them. A lleW maturity is apparent J'rom the 

speaker's pcrspective, for he docs not sl11ugly judge the atller people or compare 

himself ta them but simply observes and refiects. As a result, the atlult ean once agnin 

pursue quiet, solitnry menns to re-cnter the other world as drcaming and bcing with 

children. Thc detachment with which thesc avenues are explorcd in the pocms 

suggcsts that de la Mare has a theoretical as weIl as personal intcrcst in thcse subjccts. 
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Indeed, he considered thesc two to be the major means of access to the other world, 

composing in this period two critical anthologies, Ear!y One Morning (1935) about 

children and Behold, This Dreamer (1939) about the imagination 

Unfortunatcly, there is a sharp discrepancy bctween those poems written in a 

child voiec as opposed to those with a child as sllbject. Two exan'ples of the former, 

"Peeping Torn" and "Tomls Angel," have ~ new labourcd quality to the speakerls voices 

that makes them sound prcciolls. It is as if the self-consciousness that crippled 

numerous poems in The Veil prevents a complete assumption of the child mask. In 

"Pceping Torn" the sexual innuendo of the title IS inappropriate and distasteful since 

the speaker is cIearly a small chilcl, cvcn though the opening linc "I was there--by the 

curtains" does suggest an unhcalthy, vkariollS interaction with life. Rather, the poem 

eonccrns the recurring themc of an innocent child watching cl manifestation of death 

and not understanding il. 

Those pocms about childrcn fIltcred through an aduit perspective, "A SIum 

Chilcl," "Lucy," liA Young Girl," and ,"The Glanee," aIl have more natural sounding 

speakers. "A Young Girl" prc~cnts an adult and child together, the speaker 

highlighling thcir contrast: 

1 search in vain your chiidIikc face to ~ec 
The thOllghts that hide behind the words you say; 
1 hear them singing, but closc-shut from me 
Dream the cnchanted \\oods through which they stray. 
Cheek, lip, and brow--I glance from each ta each, 
And watch lhat light-wingcd Mercury, your hand; 
And sometimes \\hen bricf ~ilence fall" on speech 
1 seem yom hidden self to undcrstand. 

Mine a clark fate. Behind lm iron bars 
The captive broods, \Vith car and heart a-strain 
For jangle of kcy, for glimpsc of 1110011 or stars, 
Grey shaft of daylight, sighing of the rain. 
Life built thcse walls Past ail Illy dull surmise 
Must bum the inward innocence of your eyes. (CP 306) 

Unlikc the earlier pompous sonnet imitations 111 Poems (1906), ln "A Young 
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Girl" the tendencies to archaic or poctic language and grammatical inversion are 

brought under control. They arc no longer l1~ed for picturesque cffects, but serve 

distinct functions within the poem. The [irst becomcs a means to charnctcrize the 

speaker. Bccallse he bccomes slightly emotlOllal wh en he talks about the girl, he 

makes a hyperbole about the speed with which she gesticulates when talking, calling 

her hand a /llight-winged Mercury./I Slmilarly, he gets carried away whcn he talks 

about his own state, poctically seeinf, 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 emphasis in the dependent clauses to ~uggest 

the separateness of her world from the ~peaker's. In the sestct on the adult, the main 

clauses are invertcd, lhcir tortuouSlless cau~lI1g a slowing of elocution 10 rencet lm 

plight. 

The poem indicates a masteflng of the sonnet by the lInoblru~tve way the lor111:11 

constraints are exploited, so the overall imprcs~ion t~ of immediate, lInplanned thought 

(Fussell 30, 120, 128). Throughollt, medial eaesllla~ and enjumbment loo~en the f10w 

of the lines to infuse ail informaI ITIoverncnt within the ~lncl ~hape. In the lu:-,l ~tat1/a, 

the unpredictable placement of the caesura approximates the pattern of ~peech, whtlc 

the nowing movemcnt parallcls the frcedom of the ehtld's imaglllative world. In the 

second stanza, the predictability of the medral eae~ura ehops up the l111e, making them 

cven more laboriolls to rcad, reproducing the action of the prj~oner. The ~tructural 

imbalance betwecn the octave and se st ct reDeel:-. the relative importance 01 the two 

<;ubjects, the fmal couplet forcing the slightly self-indulgent ~peakcr to retuTIl to the 

main tapie of the child. In Ihis way, the speakcr incorpora tes the wllncl\ formai 

constraints into his thought proeess, uItimatcly llSl11g the rigour~ of thc shape as a ~el1-

corflctive for his cmotional speech. 

To underscore thc oppOS111g worlds of the child und adult, contra~l is the 

controlling design, as platonic images of frec/captive and light/dark arc u~cd 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 weil as providing an unflattering 

portrait of the adult speaker. 1 In the octave, the convention al depiction of childhood 

frcedom is turned into an account of the adult's frustrations in trying ta 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 truc self. The adult hears only the 

sounds of her words but cannat interpret them. Conversely, he feels that he cornes 

closest ta understanding her when she is silent and he can use 11lS 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 

c1uld and experienced adult is being drawn. Like the adult speaker of "The Snowdrop" 

who vainly attempts to share the conseiousness of a flower, thi~ tao must fail, but the 

~upremc effort by the speaker momentarily takes him out of hi~ ~cl(-prcoccupation. 

In the sestet, the adult describes his life, claborating the platonic Image of the 

captive at !>ome lcngth, ta present a deprcssed, stressful, futile c"istcncc of sensory 

deprivatlOn-- the opposite of the child's. The spcaker'~ rclatlvely claborate dctail 

1I1lhcatcs his sclf-Plty. Furthcrmore, by providing specIfie Image ... of hi~ own existence 

but using only gencralizations about the child's, he rcveab the exlcnt of his 

egocentricity. At the same time, the rather insipId conventional gel1eralit,ations 

relerring to tbe child Illustrate his forthcoming point about bClIlg restrictcd 10 "dull 

surnmc" about the child world. 

The ~tringcncies of the sonnet 10rm force the speaker 10 leave hi~ itemizlllg of 

hi~ impovcrished e"I~tcncc to provide a summary of both figures at the end of the 

poem. This is composed of two statemenls. The first I!> a gcnerahzation that balances 

the olle opcning the ~estet. "Life built these walls" thcreby parallcls syntactically, by 

the medial full stops, "Mine d dark fate," lhcir succinetncss and terseness 

uncmotionally cxpre~sing man's condition. More importantly, the latter indicatcs an 
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acceptance of the limitations of adult lire. Moreovcr, 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 

ellcapsulated contrast between the two figures. The pUll on "dull" sets off the private 

vitalism of childhood which cannot be cncroached upon by speculating adults. By 

cnding with a dynamic image of the child alone, without refercnce to himself, the 

speaker suggests that the forced intellectualizatlOn demandcd by the sonnet form has 

proved self-corrective. 

"Dreams," which concludes The Nee/mg, is the stybstic opposite of "A Young 

Girl." It is the ma st sustained of a group of experiments III very long poems winch 

occur at the end of the volume, the other two, "IIcre~yl/ and "The Owl," using dramatic 

and narrative forms respcctively. It expresses key bclicfs but in 11 -.omcwhat rambling, 

dlgressivc manner better suited to prose. Neverthcle~~, the J mal ~tal1/m exprcs~ these 

convictions in different ways. "Dreams" stre~ses the equal importance of the two 

alternatc worlds of this world and the other world, as in "i\ Young Girl" locating the 

latter within the human bemg: "Two world.., have we, wlthollt; with.n." Althollgh 

dichotomous, the componenls of these worlds, the sense~. cmollOn<." and spirit must 

work togclher in harmony tn crcatc an integraled self. The recurrmg pl:ltolllc image of 

the imprisoned "timelcss ~ell" likewisc appear~. The knowlcdgc It ~eeb is Ilot the 

dichotomolls knowlcdge of good and eVII, but rather the lllllJying, PllI ilying power of 

divine love, thc pocm suggcsting that the dream state may cnable man to gain thls 

v,isdom. The final stanza ~talcs what was only implicd in thc image of the burning 

cyes of the chlld in /lA Young Girl:" 

Wh en then in memory 1 look back 
1'0 childhood' s vi~iOllCd hours 1 sec 
What now Illy am.ioll" <ioul doth lack 
Is cnergy in peace 10 he 
At one with nature's l1ly~tery: ... (CP 353) 
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Although less powerflli an expression, the pushing of the ide a of the difference 

between child and adult to a logical conclusion indicates a new maturity in de la 

Marc's thought. The phrases combine Wordsworthian platonism with psychological 

insight, for by pinpointing the difference betwecn anxlOus movemcnt and peaceful 

energy, thcy revcal a subtlc llnderstanding of modern neurosis. The speaker's 

detuchcd, analytical perspcctive indicatcs a new posture for the adult which likcwisc 

forecasls a new poise. In the st ronger poems from this point on, this detached, almost 

c1inical objectivity will be rnaintained whethcr the subject is personal or irnpcrsonal. 

!\ group of diflercnt stylislic cxperiments arc sitllated at the beginning of The 

l'1eeting. The~e arc alternpb to extcnd the range of tOpICS to encompass the tough and 

rcali~tic, but Jortunatcly, the calions perspective of "Drugged" and "In the Dock" from 

The Vell arc not rcpeatcd. They either con cern dcath or critici,1:C the Grundyism of 

middle-c\a~~ ~ocIcty, (the latter therne first appeanng in "Mrs. Grundy" in Motley). 

TYPlcally, the poems tend to be stronger when indirect, although in "Episodes" the 

clhptici~m is carned \0 far that the relation betwcen the stanzm is 'luite unclear. Two 

poem~ I.:overtly exprc~sll1g bl)th lhernes arc the most ~triking 01 the group: "The 

Fel.:kle~~ DlImer Party" and "In the Garden." 

The fIr~t particularize~ and moderni7cs the Vanity Fair theme, and is fOl the 

mnst part an effe('tlve, ~avage mdictment of society life. The blllk of the work IS 

carried by scraps of overhcmd frivolous convcrsation among the gucsts. It begins as 

follow~: 

'Who are we \vaiting for'?' 'Soup burnt?' .. .'Eight--' 
'Only thc tinicst party. --Us!' 

'Darling' DiVIne!' 'Tcn minutes latc--' 
'And Illy digest--' Tm ravenous!' 

"'ToOll1cs"'?'--'Oh, hc'~ new.' 'Looks crazcd, 1 guc!.s.' 
'''Marned''-- Aga/ll! 'Weil; more or Ic\s!' 

'Dinncr is .\cn'ed!' "'Dinncr is served"!' 
'Is sen'cd'!' '[s scrvcd.' 'Ah, yes.' 
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Appropriate to its allegorical rature, the charactcrs are types rathcr than individuals: 

Blanche Ogleton, Dr. Mallus, Delia Seek. Halfway through, what was supposed to be 

a dinncr procession is revealed to be a descent into HeU: 

'This way'!', .. 

'No, sir; straight on, please.' 'l'd have vowed!--
1 came the other. .. ' , I1's queer; l'm, surc ... ' 

'What frightfui picturcs!' 'Flcnds!' 'Thc crowd!' 
'Sucn nudcs!' '1 can't endurc .. .' 

'Yes, there they go.' Heavens! Are wc right?' 
'Follow up c1o<;er!' '''Prout'''!--sand-bhnd!' 

'This cndlcss . .' 'Who's turncd down the hght?' 
'Kcep calm! They'rc close bchind.' 

'Oh! Dr Mal!us, what dj<;mal ~talr<;!' 
'1 hatc these oid Victor .. .' 'Dry rot!' 

'Darkcr and darker" 'Fog!' 'The :l1r'.., . ' 
'Scarce hrcathablc l ' 'lIcll!' 'What?' ... 

'SIr Nathan!' AI!' 'l say! TO()/Ill' 1 , Prout" 
'Where'! 'Where'?" Our "ilk ... and fIlle arra)" .. ' 

Shc'., mad.' , l'm dYll1g l ' 'Oh, Let me Ol/lt' 

'My Go(\' Wc'vc 100.,1 our wayl'... (Cl' 2XI-82) 

Unfortunatcly, thc dramatic impact of thc!'Ie dcvcrly con!'ltrucled cOllver~atlOnal 

fragments is undcrcut hy the conclusIOn. As if bcset by ill<;ecunly with thl" clllptlcai 

form, de la Marc does Ilot leave the poem al Ihe eifedive climax \Vith the gue ... t., 

realizing their rate, but appent!., a de~criptivc, explanatory ~tan/a 111 thc narrative 

voicc of an ob!'lcrver. 

"In the Garden" by contrast, is complctely L1nificd. A far gcntlcr IIlthctmcllt 01 

middle-class liCe, It IS ~poken by one of the participant~, hi~ lhctlOl1 !'Iugge.,ting that hc 

is the minister of the group. The aCCOllilt of this politc pari.,h gathenng appear!'l 

supcrflcial but for the symbolic associatIOns. On the onc huml, the poem j!'l a periml 

vignette of gcntecl, English country hfe, on the ot!1er, It prc'icllh the clementul batlle 

betwc(;n man and nature, life and dcath: 
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A mild parochial talk was ours; 
The air of afternoon was sweet 
With burthen of the sun-parched f1owers; 
His fiery beams in fury beat 
From out the 0 of spacc, and made, 
Wherever leave~ his glare let through, 
Circlets of bnlhance in the shade 
Of his unfathomable blue. 

Old Dr. Salmon "at pen~ive and grey, 
And Archie's tongue \Vas never still, 
While dear Mi~s Arbuthnut fanned away 
The stress of walking up the hill 
And littlc Bertha'?--ho\V bony a check! 
How ghast an cye! Poor mite ... That pause­
When not cycn t3ct1ul tonguc~ could speak' ... 
The drowsy Cat pushed out her c1aws. 

A bland, unvexiilg tdlk was ours-­
Sharing that gentlc glidcd cage-­
Manners and morals Its two bnef hours 
Proffcred alike to youth and age. 
Why break Ml plcél-;ing a truce'?--forfend! 
Wh)' un !.uch ~\\ ectne~' and light IIltrude? 
Why bid the chIld, '('t'ugh, "Ah!,/I -- and end 
Our compl:mancc; her solitude'? (CP 275) 
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The tcn~JOn bctween the ~urface and symbolie levcls indicates the title is ironie, 

for man's fccble attcmpt ta create an artilicial paradise through society is undereut by 

the powerful cruelty of nature (Kirkham 129). One worlel IS set off against the other. 

In the tirst stan/a, a combinatioll of tactile, olfactory, and visu al imagery etch the 

fragIle socielal oasis being encroached lIpon by the flery rays of the sun, the sun forcing 

its way through the protective loliage of the trees ta cast circn!ar impressions of itself 

on the ground. TJ.è bnght ~un and vivid blue sky are eontrasted with the colourIessness 

of 1 he humans in the seconù ~ttl\1I:a: the grcy DI. Salmon and the child with her 

unnatural palIor. 3 For Its part, the cat's actions of lazily pushing out its cIaws suggests 

the hiddell power and potentinl destructiveness of amoral nature. The human group is 

thcrcby encroached upon from two fronts, l'rom without, by the sun, and from within, 

by the pet. 

In the third and final stunza, the speaker returns ta 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 literaI levcl he is rcferring to parish bllsines~, 

but the platonic image and echoing of Vlctorian idcalism suggest that he is also nsing 

the term to dcscribe the unacknowledgcd limitations of humanity. "Truee" thereby, 

while rcferring to the conventIOnal opposition bctwcen old and young, also describcs 

the eternal wur between mankllld and nature. The return creatcs a cyclie form, thus 

reinforcing and cchoing the repeated circ1es of the first stan7a rcspecting the sun. 

Again, two levcls oC interpretation arc suggested: the closed world of pari~h ~oclety. 

but also the battle formation of a small group dcsperatcly warding olf a "upcrlor 

enemy. Ironically, as noted, the circles made by nature ~ymboli/c It" ctcrlllty and 

perfection, throwing the }imited, f1awcd "ociety of man II1to cruel relie!. 

In the final four line,> of the pocm, the narrator tUrtl' .. to plcad dilcct1y \VIth an 

unspeeified audience. Who is being questlOlled I~ tantali/.ingly amb1j;uou.... At lIr ... t Il 

seems that the speaker is addres~ing mankind, .... pecihcally the mcmbcl" nr thc group 

who Cccl impelled to destroy the fragIle equanimity bctween thc young and old. Then. 

it seems that the reader is being addre~sed, thc "hift of tensc l'rom thc pa .... t to pn: ... ent 

drawing us into the poem a:. fellow ndu1t intmder~ on the child. Yct the a/chalc 

"forfend," alth0ugh not cornpletcly out of chamcter for thl! preLi"c but pcrhap~ ~lIghtly 

Cussy speaker, remains pUZlling. Whom is he trying to ward nI'!'! ('ould It be (,od in 

his destructive natural malllfestation as (!cath? 'l'hi" would accoul1t for the archal~m a .... 

weIl as for the ambigllous pronoulls in the first ~tan/a whcle, belore any noun ha" bcen 

speciCied, the possessive personal pronoun "his" appears threl! time..... i\~ the'\e can he 

assurncd to be dcliberate since Lhe ~peakcr i~ nece~~arily an cducated man, an all-

encornpassing /loun is nceded of which the ~Ull and sky arc a"pect,,: naturc. Moreover, 

that this is nature in its cruel aspect is indlcated by the detail 01 the dying tlowers in 

lille 3. That thcy arc describcd biblically as "burthcn" :'l1gge!'..t~ that they arc an oracle 

of doom. Similarly, the "un(athomable" bIne gains power to imply man'~ limited 
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knowledge of aIl that lies beyond his narrow sphere. 

If the speaker is the minister making an afternoon social visit, his final 

statements are ironic. He alone of the group has li fuller awareness of man's 

limitations as weil as appreciating the absurdity of particIpating in "manners and 

morals" in two hours. As mentioncd, his diction and farm of address to the beyond 

~uggcst that he is speaking to God, nature and death being simply manifestations of his 

incomprehensible power. Hather than being blasphemous though, the minister's 

plcading questions are poignant. Although privilegcd in that he has a more complete 

under~tanding of the situation, he is just as powerIcss as uny other persan to change 

anything, making the IIlcvitable acceptance more difficult. 

The persona of "In the Garden" forccasts that of latcr works as he i!> an 

intelligent, self-aware individual who spcaks in a low-keycd, conversatiol1al manller. 

'l'lm kind of speaker appears ordinary but retains a kecn semitivity bath to cxternal 

~timllli and to the emotional atrnosphcre, qllalitics formerly a),sociatcd with cJlIldrcl1. 

J\ shift in de la 1\ 1re's attitude is thereby indicatcd towurd the cxpcrienced fIgure. 

The adllit can now be. positive force; although 10r(;cd ta accept life as it is, he has the 

~elf-awarcncss to undcrstand the complcxity 01 existence and the courage to assert 

him~clL Additionally, the incorporation of symbolic thought into a straight-forward, 

conversational frame is a characteristic of the latc stylc. The realistic surface cali be 

casily relatcd to, but ;t is imbued throughout with symbolic ovcrtoncs. 

(ÎI) 

MemOly 

Memory continues several major trends begun 111 The Neeting. The mature 

adllit fihTtlfCS which dominale the volume by their voices and perspectives are 

completcly normalized. Often the speaker secms close to de la Marc himself: an older 

man, a poet, studying aspects of the world arollnd 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 rarcly does self-pit y mtrude on his thought. 

As indicated by the title, Memory is less concerncd with obscrved lj~.::. 1han with 

recalled life. But this apparently backward-Iooking focus does not seelll rcgressive to 

the speaker. Rather, he considers it to be an inward lookmg 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 emotiolls: 

'Twill keep enshrined the tiniest flics-­
Instants of c1uldhood, frcsh as when 
My virgin sense perccived them then-­
Daisy, or rainbow, a look, a kl~S, 
As safe as if Eternit\"~; 
And can, \Vith probe as kccn, rcsto:-c 
Sorne fear, or woc, wh en 1 was four. (rI' 373) 

But ultimatcly its highlighting improve~ ils subject, in rctrospect the "flowers" being 

"cv'n fairer ta the eye / Than those of acluality." (CP 375) Mcmory is thereby sccn a~ 

more than an Întellectuai rccollcclion, or a bringing back into onc's thoughls, for it u:"es 

inward focusing sense organs in Its rc-creations, the Wortbworthian "inward eye" and 

an inwarù car ("The Last Chapter," "Solituùe").4 Thcsc inner orgun:-. arc undcrstood in 

relation to the outer sense organs_ They complement one anothcr; the lattcr arc 

delicately responsive but limit~d to pcrcciving sllmuli: "Delicatc, ~llblle semes, instant 

t1cet!-- / But oh, how near the verge at which tl1ey fail!" The former can dctcct sile nt 

and cmotional communication: "Nimblcr th an air-born(~ mll~ic, heart may calI 1 A 

speechlcss message to the inward car" (CP 367) 

This romantic labclling of the lltruclures 01 the IIlner worlù I~ olfset by a 

psychologically oriented interest in consclOusness which l~ lcss personal than in the 

previous volume. Whereas "Self ta Self," in The Flee/il/g, cxplorell the power of the 

self to forge either a posItive or negative existence, "EvenÎng," in Memory, presents a 

depersonalized view, the interest lyillg in the relation bctween 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 transitorilless of existence IS now noted, but not dwelled upon. Rather, the 

interest lies in the paradox of the mental image, at once fragile but all-powerful, and 

on the intcrdepcndence of contrary worlds, the immcnse without and the minute within. 

As seen, this objective interest causes sorne prosiness, but generally the standard is 

higher than in The Fleeting (Kirkham 124). Because the garrulousness is better 

controlled, the ideas arc givell a more compresscd expression, causing segments of 

poems ta ~tal1d alone by their precision of phrasing. 

One reason thi~ poetry of statement is stronger may be that de la Mare has 

temporarily glven up experimcnting with long poems, perhaps as a self-corrective 

exen:isc working with the opposite extremc. Unfortunatc1y, although the short po cm 

was congenial to his former symbolie mode, now many seem ~ontIived. The images 

arc no longer dense intcrconnccted patterns, as in "The Song of the Mad Prince" and 

"The Unchanging," but random lists forced together by the formaI constramts, as in 

" l'he Dai~y" and "An Abandoned Church." As Richard Smith notes, "aIl the pressure 

to givc [the pocm] mcaning, ta visualize what it only hints at, is on the reader" (315). 

For example, in "An Abandoncd Church," a landscapc scene is squeezed into five 

lines, overcrowdll1g the tiny frame: 

Roofless alld eyeles&, weed-sodden, dank, oId, cold-­
Fickly the sunset glimmered through the rain, 
Gilded the gravestones--faded out again; 
1\ storm-cock shrilled ils deon-old refrain, 

Lambs bleated from thcir fold. (CP 370) 

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

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

Furtunately not ail the short poems are unbalanced. In "Clavichord" and 

"Sallie's Musical Box," the tinyness of the form is perfectly suited to the small, fragile 

abjects being presented. Bath concern music, which, as expressed earlier in "Music" 

(1918), has the potential power to transport the listener out of himsclf and expericnce 

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

"Clavichord" 

l:Iearken! Tiny, clear, discrete: 
The Iistener within deems solely his, 

A music sa remote and swee! 
lt ail but lovely as silence is. (CP 375) 

"Salhe's Musical Box" 

Once 1t made music, tiny, frail, yet swcct-­
Bead-note of bird whcre carth and elfland mee!. 
Now its thin tinkling stirs no more, since 1>hc 
Whosc toy it was, has gone; and takcn the kcy. (CP382) 

Unlike "The Abandoned Church," thcse pocms attempt to capture only the es~ential 

feature of their subjects, herc the intcrrclated dcpiction of the <.juality of the :-'OllI1d thaï 

thcse abjects produccd and the speaker's response to il. This is lighlly skctchcd in, the 

formaI constraints clarifying the narrow range of emphasis. 

"Clavichord" combines lhe recurril1g notion of mail pOSS~SSJllg inner sensory 

organs C'the listener within") which paradoxically can interpret silence, with an 

attcmpted unification of opposites. Elsewhcrc in the volume, in "The Cheny Trees" 

for example, white blossams on a tree arc mentally turned inlo an opposite image, 

snow-filled bOllghs, for the viewer's double dclight in tlte contra~t. In the present 

poem, music is compared to its inverse, silence, a::. if in epitornc a thing can only he 

cornpared ta its contrary. 

"Sallie's Musical Box" indirectly returns to the old therne of childhood, the 

qualities of the toy's music evoking bath the \ittle 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 the se 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 ta 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 lille, 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 Marc does not fcel obliged to use the ehild voiee to explore 

the significance of childhood. Instead, it forms the subjcct in a number of pocms, 

whcre the earlier symbolic associations of mnocence, spontaneity, and darity of 

perspective are further rnodified. Sometirnes an intimate voice i5 used, like that of a 

(grand)father watching a sleeping child ("A Child Sleep"), uut only rarely does the 

speaker indlllgc in sdf-pity, regretting the 1055 of childhood powers ("In A Library"). 

Usually, sorne distance i5 maintained between the speaker and his child subject, 

reflecting the detached perspective. "Dry August Burncd" and "A Sunday" dernonstrate 

two different rncans of achieving !:.uch a viewpoint. "Dry August Burned" is an 

impartial account by an anonymous observer of a little girl's exposure ta bloodshec\ and 

dcath: 

Dry August burned. A harvest hare 
Limp on the kltchen table lay, 
Hs fur blood-blubbered, eyes astare, 
While a sm,,11 child that staod near by 
Wept out her heart to sec it therc. 

Sharp CaIlle the clap of hoofs, the c1ang 
Of dangling chain, voices Ihat rang. 
Out like a leveret she ran, 
Ta feast her glistening bird-clear eyes 
On a te am of field artillcry, 
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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, holstcr, WIHP, 
She watched the ~un-tanJled soldiery, 
Till dll~t-wlllte hedge had hidden away-­
Its clin 'nto a rumour thinned--
The laughing, jolting, wild array: 
And then--the wonder and tumult gone-­
Stood I11bbhng a green leaf, alone, 
Her dark eyes, dreamlllg .... She turned, and ran, 
Elf-like, ioto the house again. 
The hare had val11shed .... 'Mother " she said, 
Her tcar-stail1cd check now flushed with red, 
'Please, may 1 go and sec It skinned?' (CP 365) 

105 

Despite the speakcr's poetical expression, (he uses archai~ms, poetlcisms, anù 

figurative speech), his detailcd account of the child's behaviour is sa detached that it 

approaches the clinical. The pocm shows the depth of psychological jmight that de la 

Mare could bring ta 11IS study of childrcn. Bccau1>e he bclievcs, provided it 1-: daytimc, 

curiosity reigns over al! emotions, a child could he repelled but fa<,cinatcd by somcth1l1g 

at the same time (Early 262; McCro~son 65).5 In "Dry August BUrJlcd" tlm .. 

understanding of the child's respoll~e is Ilcces::.arily presented chronologlcally. Sile 

therehy abruptly and apparcntly wlth no motivation sWltches from empathillng totally 

with the dead hare to heing consumed with a hloodthirsty exeÏtemcnt at the prosped of 

seeing it skinned. 

The poem is more than a poetlcal expressIOn of p~ychological insight, howevel, 

for it can also be interpretcd as exploring the chlld's rc~pon~e to wilù lilc out~,;ide the 

protection of her hou se and garden (Kirkham 126). 1\s mentioned, the poem tnlce1> 

chronologically the proccss whcreby the glrl's contradict:)ry emotions take place hy 

shùwing her responses ta clifferent types of wild life. Although presentcd as two 

quatrains, syntactically the Jong second quatrain breaks into two, a long central ~edioll 

about the artillery outside and 11 short section about the aftermath when the child 

returns indoors. These fmal five lilles of the poem balance the five-lille stunzu opening 
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the poem since they express the contradictory responses to the hare. The final lin es 

are thereby an inversion of the first; originally, the bleeding carcass caused her 

empathetic outburst, at the end, the body has been rcmoved, but the child wants ta see 

more of the butchery process. 

This opposition suggests that the key to the c111ld' 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 thcn scparates them. Lilles 6-11 introduce the 

horses and soldiers and describe the chi Id' s rcaction to them. Appropriatcly, they are 

hcard before they are seen; the strident soumis of the metal hooves and bridles are 

cmphasized by the alliteration of "cI" and consonance of "g" as weIl as the 

"c\ang'll"rang" rhyme. In describing her immediate curious rcsponse, the speaker 

compares the child to a young hare herself, lmplying not only her lleet-footedness, but 

also her vulorr ability, the latter being slyly suggested by the commonplace expression 

of fcasting one's eyes on somcthing. Whde the child watches the progress, she is 

comparcd to anothcr wild creature, a bird. 

Lines 12-19 give a precise visual account of the artillery at close range as they 

mie past the child. They are identified with the sun, their gcar shines, and the men 

themsclves arc sun-tanned. The horses are bcing pushed ta a wild excitemcnt since 

thcy arc "alert, clate" but with foanl on thelf mOllths. The soldiers are similarly in a 

statc of cxcitcment and disorder, the phrase "Lallghing, jolting, wild array" beginning 

by describing the men. but ending to portray both the men and animais. This unit y 

bctween them is further cnha'lccd by the "plate"/"elatc" rhyme, joining the soldiers' 

armuur with the harses' exciternent. 

Lines 21-22 express the ehild's response. In contra st to the :mldiers' and hors es' 

barely contalllcd wild encrgy, she is passive, apparcntly me~merized by them as she 

watcllcs safdy b~hind her hcdge. But through parallelism, the speaker suggests the 
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child and artillery are joined by the simple phI ase, "the wonder and tumult gone." 

Moreover, it suggests not only her cmotion and their commotion, but her internaI 

upheaval. This phrase can also be seen as the bridge to the final section. It suggests 

that her total absorption in the group has exorciscd her earlier tumuli about the de ad 

animal. She ean thereb)' return to the original stimulus with a different emotional 

response. The ironie detail of the child nibbhng a leaf reforges the connection between 

her and the dead rabbIt, so the ensuing conclusion will be even more shocking. 

As mentioned, the conclusion records the c1uld's new "scicndfic" intercst in the 

hare. Now the speaker no longer idt.ntifics the chi Id with any natural creature but with 

the alternate non-human bcmg of an elf (Kirkham 126). Il seems that the child has 

absorbed sorne of the wildness of the soldier~ and horses ~o ~he has becomc other than 

human. The description of her face at the end of the poem, where "her tear-... taincd 

check [is 1 now f1ushed with rcd" connccts her \Vith the amoral wildness outside her 

garden (Kirkham 126). The little gui now seems to contalll the bllrning August sun 

witltin her, with its indiffercnt cruclty. 

By contrast, the dctachment of the speaker of "A Sunday" is as different l'rom 

the clinical, psychologicai perspective of "Dry Augll~t Burned" as is the behaviour of 

the chiid portrayed. This poem is an indirectly cxple~sed, exquislte mernory from the 

speaker's childhood. the voicc sounding ~o natural that It appear~ to he de la Mare's 

himsclf. The diction is colloqllial, with the exception of the literary "morrow," no 

alchaisms and poctIcisms arc alIowcd to mar tlll: quiet, gent\c f10w of the 

remllllSCel1Cc: 

A child in the Sabbath peace, there-­
Down by the ~uII-bo",oll1ed river, 
Sun on the tidc-way, flutter of wint!. 
Water-c\uck-- [<;ver . . for ever .. 

Time itse\f ~l'el11ed to cealle there-­
The domcd, hushed cIty behind me; 
Home how distant! The morro\V \Vould come-­
But here, no trouble cou Id fmd me. 

1 
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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
Dawn by the flill-bosomed river. (CP 359) 
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Althollgh liA Sunday" tllrns out ta be a memory, the detailed observation of the 

first stanza makes it &t first difficult ta determine whether there is an actual child by an 

actllal river, or if the images of the child and river exist only in the sr,eaker's rnind, or 

if both alternatives are val id. This fusion of actuality and memory is achicvecl by 

omitting the vcrbs in the first stanza, sa the images of child and river appear ta stand 

alone, apart from time. In kecping with the delicacy of the memory, the scene is 

hghtly sketched (Bonnerot 271; Kirkham 125). A definite perspective is created, 

however, of the broad cxpanse of the river and small persan in the foreground and 

London itself in the background, this in tum contributing to the Impression of the 

former's i~olalion and limclessness. The child and river thereby contaIll the sensatIOns 

that the speaker expencnced when a child and which are expressed in the second 

stanza. Although he ~tates in the final quatrain that these s("lsations are "shut in the 

past," the llllaltached quality of the lmagery and the formaI presentatIOn suggest that 

the net of mell10ry containe(1 11l the poem Itsclf may be a medium for reconnection. 

In the fIfst stanza, the brightncss and motion of the rIver imagery combine ta 

cnvelop and soothe the child as a mother wouid. Even ils sounds rcinforce titis 

maternai feeling, the child Iistener intcrpreting them as a promise of cternity. The 

~ccond statlla 1 ccords the child's re~ponsc ta this promise of timcIessncss. He thinks 

analnglcally; bec alise he (ccIs separate from the city and his home, he fccls 

corrcspondingly apart l'rom al! his troubles. Yet the past tense and conditional mode, 

along with the litcrary "morrow," indicatc that the adllit :s thinking. The past child 

thereby joins with the present adnlt, the speaker outlining his thoughts and impressions 

as lightly but c1early a~ he does the ~ccnc. 

In the third stan7a, the speaker moves ta disengage himself from the image of 
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the past child so he ean think about the absolute I/Sabbath peace" he had experieneed. 

It ean be inferred that his present state is not peaeeful beeause he IS coneerned about 

the possibility of repeating the former sensations. Althollgh he conc1hJes on a wistful 

note, stating that the deep peace is shut away forever, the interrogative moùe of the 

negative, "Never?" tentatively expresses his hope that the situation be otherwbe. 

In form, "A Sunday" looks like a convelltional ballad, but the metrics arc 

altcred in sueh a way that the speaker's regretful statement IS moùified. Pyrrhie 

substitution turns the long initial tetrameter lines of the first two stan/.:1S (Il.1 and 5) 

into trimeter This Jcnds a lightness of movement to them which not only impe1s them 

along but Imitates the tnple rhythm of the river's soothing sounds. In the third staJlla, 

the speaker's jerky, hesitant worries in lille 10 arc prescntcd in the same light. triple 

time, the repetition ot the soothing rhythm suggesting the acce~sibility of the l'caccinI 

memory. 

Simllarly, the rhyme scheme serves to further modulate the ~pcakcr's 

logic. Lines 2 anù 12 arc exactly the same, emphasizing the nver scene; lines 1 and 11 

arc partial repetitions, the last shifting the foells away from the c1l1ld to the Sabbath 

peace the speaker had known as that child. Because the abcb rhyme of the hallali IS 

modified to become a complex interlocked rhyme, abcb, aded, dbab, the jir~t and 

seeond, second and third, and third and first stanzas arc joined together to lorm a 

cyclie shape. The repetition of the rhymed kcy words "thcre," "nvcr," and "ml;" i~ ~llch 

that the d rhyme, the "me," i~ contained wlthin ,he central :-tanza :-unounded by the ab 

rhymes, "there"f"rivcr," in the first and third stanzas. This cnvclopmg rcinforccs the 

maternaI ~ecurity cxpcrienccd by the child. 

Since the lime" is the present ageù speaker, as weil as the pa:-t child, the 

repeatal'ility of the mcmory as implied by the cyclic ~lmpe ~lIgge:-ts that a ~lmilar 

profound "solacing" may bç cxpcflenced by reflecting 011 it. As a re~lIlt, the spcaker\ 

t negative answer to his own question is modified by its presentation. The cyclic shape 
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encapsulates the "instant of cJllldhood" recorded in the memory and keeps it safe 

("Memory," CP 373). Although it is "shut in the past," paradoxieally the aet of memory 

required in constructing the poem allows the speaker access to the images and the 

corresponding emlJtions. 

Despite a gencral tcndcncy to the opposite, the better poems selected from The 

Fleeting and Memory demonstrme the positive direction de la Mare's experimentation 

could take by their mature, normalized personae who speak with low-keyed, detaehed, 

and articulate voices. Thesc poems come to terms with and utilize to their advantage 

the expenenced 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 

dirccted, means of achICvll1g accc~s to the other world as by meditating, dreaming, and 

rcmcmbering. Thesc rocm~ also mdÏcntc a partIal return to the child Image although 

the perspective is unremittingly that of the adult onlooker. 

In thc fol.owing volumes, Be/ts and Grass (1941) and The Burning-Gla!)s 

(1945), the posItive dIrectio1l'> of The Neeting and Memory achieve a powerful 

culmination. De la Mare will contmue to incorporate wIth dramatic success aspects of 

his symbolic style into a relaxed convcrsational mode. In Belis and Grass a wide range 

of personae, child and adul!, mundane and supernatural, will be gracefully assumed. 

"The Song of Sevcn" and "Under the Rose," for instaIH'c, will rival the songs in Peacock 

Pie in thclf playful ob~curity wlllle crcating a clear image of the singer sharil1g his 

per~onal feelings. In The Burnillg-Glass the adult figure intensifies his seareh for the 

olher world and achlC ves a succcssful resolution. "The Secret" and "The Burning­

Glass" move thcir adult speakers toward a new dimension of sclf-integration, the 

persona of the latter sllcceeding in stflpping away all his anxiety to aehievc the peace 

carlil:r figures had only dreamt about. 
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Chapter 6: Late Peak: Belis 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, Belis and Grass (1941) and The Bumll1g-G/ms 

(1945) exhibit such a resurgence of poetic power that they form a second peak of 

maturity rivalling that of the pre-Worid War 1 volumes, The Listeners (1912) and 

Peacock Pie (1913). In the se late volumes, however, the dense pattern of imagery ha.., 

now become imperceptibly integrated into a rclaxed, "conversational" VOICe, thcn:by 

completing the process begun in tran~ltional poems like "In the Garden" and "A 

Sunday." While the symbolic pattern provides a key to the lllterprelatlOn 01 a pnem, 

the overall Impression is often 01 a "rellective" speaker sharing hi~ tlwughb. 1 U nhke 

the pacms of the early peak, thc~e works appear to be les" pUl'lle~ or mldle gallle., 

than personal revclations by the various speakers. The quiet tone and .,c1I-po~~c~..,ed 

poise of the aciult speakers stem from their having succe~sflllly regallle 1 acce~~ III Ihe 

other worid through memory, dream, and imaginative vl~ion, their IOUr-\Vl)rld lIniver~c 

thereby being once again complete. Sorne of the child personae with lheir more 

excited voices simllarly convey a seme of momentolls discovery although lhey lack the 

sclf-aware critical faclllty to analyse its significancc. Ail these VOlce~ ~peak 1 rom the 

perspective of self-unification. The chill! voices arc once agam apparently cljort\c~~ly 

and completc\y assumed, whilc the adlllt voices now ~peak n.., though they had 

rcdiscovered the /lcnergy in peace to be / At onc with nature's my~tery/l (CP 253). 

Belis and Grass zestfully return~ to the child world but with a ..,el1-awarene:-.~ 

that comes from a retrospectivc view. In his longish introùuction, ùe la Marc 

expresses his hlgh re~pcct for chlldren as rcaders, --/II know weil tha1 only the rarest 

kind of best in anything is good enough for the young./I As weil, he provides a rare 

commentary on his own work. Ile states that his perspective is of one who ha~ 

temporarily rediscovered the power of childhood vision and sensations: 



( 

112 

1 know too, that in later life It is just (if only just) possible now and again to 
recover fIeetingly the intense delight, the un tell able 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, seen again a horse, an oak, a daisy 
just as 1 saw them in those carly years, as if \Vith that heart \Vith those senses. 
It was a revelation. (11) 

He bclieves that Blake, Vaughan, and Trahcrne successfully transmit this vlSlonary 

expcricnce by "a language within a language" (11-12). By interpreting these poets' 

technique in this way, de la Marc also describcs his own method whcreby symbolism is 

a concentric structure. In his poctry, a concretc image from the outer world suggests 

(and thereby provides an inlet to) a mysterious, hiddcn world, the other world of the 

supcrnatural, or, as is more corn mon in the later work, the inncr mental world of the 

• ry 
unconsclOus. ~ 

In his introduction, de la Mare abo explalll<; how he cornes ta be wriling a 

chiklrcn's volume of poetry in the midst 01 war. FlIldmg an otd commonplace book 

cont:.:ining pocms he had written thirty-rive years before, he rc-reads them. Feeling 

himsclf 10 be carried back to his "carlier self," he IS inspircd 10 write new ones in the 

sa me spirit (7, 9). He interprets this ability ta vindicatc his belicf that the inncr self is 

con<;istent, rcmaining essentially the same no matter the lesson~ and effecls of maturity 

(10). Interestingly, he also dcfends hi~ apparently pcrsonal-sounding pcrsouae, 

pcrhaps in partial relaiiation to critical misreading of his work: 

As \Vith those [poems] in the carlicr books, sol11e of thcm tell of actllal and 
personal mcmories. Most of them, whether fanciflll or not, are concerned 
with the imagmed and the imaginary. The 'l'in a rhyme is not nccessanly 
'me.' {I2) 

He then goes on to list sorne of the child and adult voiccs u~ed in the volume, cIearly 

scparating them from hirnsclf. Indccd, in Belis ana Grass a range of unusual personae 

is again smoothly and apparentl}' unsclfconsclOtlsly assumed, a remarkable feat 

considerillg the painful changes the poetry has been through. Ultimately, howcver, it is 

tempting to intcrpret this dlscIaimer made at snch a latc stage in his career as a 
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protective gesture for the emergenee of the low-kcyed personal voice whieh has been 

emerging in the adult speakers. 

Many pOt!ms in Belis and Grass have a lumiI10us intcnsity to them supporting de 

la Mare's claim of having undergone the revclatory experience of recovering fleetingly 

childhood's power of sensory awareness and emotional response. But the title also 

suggests the detachment and contextuali7alion ot the retlective process by ils sly 

aHusion ta the garden of Eden myth. Although the phrase "bells and grass" pleasantly 

evokes the Imag~ of a spring meadow appropriate 10 a c1llldren's volume, it is also a 

reeurring phrase in Ralph IIodgson's poem "Eve" which de la Marc had included in the 

chllùrcn's anthology of poctry, Come Ill/Izer (465), and wlm:h recasts Eve's temptatlOll 

by and succumbing 10 the ~nake as a nLllve woman bcmg ~ucccs'ifully scdllced by a 

practised roué. Although lhis religlOus conleÀt at IIr,t appcar, unhkcly, one pocm in 

Bell~ and Grass, "Ail the Way," i~ it,c11 a rctdllllg 01 the Fall lor c111ldren, ~trc~~illg the 

paradox of ChrislIanily that Fdcn I~ both VCI y long ago and in thc pre~cnt. The pocm 

concludes on the latter Ilote, 

But thosc fOlintalJ1!-. ... till arc 'IHllltlJ1g, 
And the Serpent Iwinc~ Ihe bOllgh, 
And lovely 1 ~\'c is ~leeplJ1g 

In our mehar,l, 1I0W. (CP ..J31) 

Thcse points suggest that the individual poems of the volllrnc~ !-.ymboli/c separate 

faccts of the pre-lapsJan world, as weil a~ dc~cribing a wide range of a~pect~ in a 

child's life. 

The subtitIc of Belis and Grass, IJke Peacock Pie, i'i a "Book 01 Rhyme,," and 

again the nur~ery rhyrne world IS incorporated into a Ilumber of the poem~. On the 

one hand, nurscry rhymc characlcrs form thc ,ubjcct 01 two pocms: "The l,'eathcr" and 

"Gone." On the surface, the~c poem~ present a literaI reading of literature as il it is 

aetual existence, a confusion of worlds common to httlc childrcll. At the ~"me time, 

the se poems are also invocations of an idealized wlHld lo\t to the adult reader. On the 
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other hand, the rare poem indireetly reealls the folk world of nursery rhymes by re-

creating its atmosphcre. Previously, "Old Shellover" in Peacock. Pie sketched in 

miniature the archetypal world of ogres and innocents through a tiny dialogue between 

two sIHlIls (Perkins 182): 

'Come!' said Oid Shellover. 
'What?' says Creep. 
'The horny old Gardener's fast asleep; 
The fat cock Thrush 
Ta his nest has gone; 
And the dcw shines bright 
In the nsing Moon; 
Old Sallie Worm from her hole doth peep: 
Come!' said Oiel Shellover. 
'Ay!' said Creep. (CP 141) 

Simllarly, "Feeka Necka" in Belis and Grass, in an cquaily sm aIl space, evokes the 

nur\cry rhyme world by utllizing its essential clemcnts of nonsense logie: 

Eeka, Neeka, Leeka, Lee--
IIcre's a lock without a key; 
Bring a lantern, bring a candie, 
Here'!. a door without a hancHe, 
Shinc, 5hmc, yOll oltl thief Moon. 
IIcrc's a do or without a room; 
Not a whisper. moth or mouse, 
Kcy--lock--door--room: whcrc'!, the hOllse? 

Say 11Othine. creep away, 
And live to knock anothcï day! (CP 445) 

Structurally, "Eeeka Nceka" consists of three parts, a nonsense chant 

1I1trodl1cing the poem, a central section which contains the ehild speaker's discoveries 

und the gcneralizatil)J1 deduced l'rom snch evidence, and a conclusion which is set 

apart as a miniature coda interprcting the preceding cvents. The nonscnse words of 

the first lillc set the pocm's tOile and pace as weil as providing a key to its structural 

logic, the sound of the word "Ecka" suggcsting the voice of an excited ehild coming 

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

traditional counting rhymes as "cena, mf:cna, deina, duss," or its mally variants, this 
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suggestion of the numbers one to four lending an impression of seriai order ta the 

itemized discovery to follow.' The sense of this organization, as will be scen, is 

reinforced by the grammatical structure of the body of the poem. Moreovcr, "Eeka, 

Neeka, Leeka, Lee's" strong trochaic tetrameter beat sets the fa<;t speed of the 

relation, a pace which is only broken oy the coda forming the conclusion of the poem. 

Even the very qualities of the sounds themsclves are reminiscent of the nonsense logic 

of nursery rhymes. The insistent "k" and "1" alliteration of the first line is reproduced in 

the key words of the following two lines, "lock," "key," "Iantern," "candie," so that 

originaUy it seems that the sounds alone plOvided the impetus for the content. 

As mentioned, the body of the poem contains the child speaker's di~coveries. 

A series of rhyming couplets, they break down structurally into tluee ~eparate pairs of 

items followed by a general statement to fulfil the four part nllmerical pattern 

suggested by the nonsense chant. Although the strong auditory elfcct~--the in~i~tent 

rhyme, assonance, alliteratIOn mentioned above, and the rigid parallcl !'>tructure itsclf,--

make the nouns appear "plueged" in to fit the sound pattern, this i" not the case. J jnes 

2, 4 and 6 contam the chi Id speaker's discoveries of a lock and duaL Sincc he knows 

what items arc associated with one another, in his presentation he ~llpplies the other 

missing details. Ultimately, he arranges his findings and the corresponding missing 

details into the expected t'our part pattern. In doing so, his li~ting in a dizzying, 

increasing spatial order that suggests his excitement also suggcsts a tracing of the four 

walls of the non-existent room and non-existent house. 

Lines 3, 5, and 7 contain the seconù half of the itcmizatians and arc the child 

ddventurer's cümmentary on his discoveries although they arc unrclatcd to the abjects 

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

"lantern," "candie," "moon." The last is a description of the complete absence of 

expected night sounds at the scene, as apparently no other life is ~tirring. This ullusllal 

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 cautions figure who exel ts a restraining influence on the 

form~r. 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 scelle, sllggesting that the children have encountered a cloor with 

its lock standing magically llpright in the dark night. The first child's mention of 

unusual silence thercby becomes portentous, and the scelle potentially dangerous for 

the children. The second child's prudence at suggesting silent and careful withdrawal 

thereforc becomcs essential, although its chant-like form transforms their retreat into a 

positive aet, wIth the promise of future adventures. 

Going out to play at night unaccompanied by an aclult is not typical of most 

children's lives; rather it is a feature of the nursery Ihyme world, as in "Evening Ditty" 

which bcgins, "Gills and boys come out to play, / The moon doth shine as bright as 

day ... " (Ion a and Peter Opie, Diet. Nursery Rhymes 99). In l'The Shadow," like the 

children in "Eeka Neeka," the boy speaker has sneakclÏ out of the house to behave like 

a nursery rhyme char acter and play in the dark. The poem is bis relation of his play 

with his shadow: 

Wh en thc last of gloaming's gone, 
Whcn the world is drowllcd in Night, 
Then swims up thc grcat round Moon, 
Washing wlth her borrowed light 
Twig, stone, grass-bladc--pin-point bright-­
Evcry tiniest thing in sight. 

Theil, on tiptoe, 
Off go 1 
To a white-washed 
Wall near by, 
Whcre, for secret 
Company 
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My small shadow 
Waits for me. 

Stin and stark, 
Or stirring-so, 
Ail l'm doing 
He'lI do tao. 
QlIietcr than 
A cat he mocks 
My walk, my gestures, 
Clothes and looks. 

1 twist and turn, 
1 creep, l prowl, 
Likewise does he, 
The crafty soul, 
The Moon for lamp, 
And for music, owl. 

'Sst' 1 whisper, 
'Shadow, come!' 
No answcr: 
Ile is blind and dumb-­
Blind and dllmb. 
And when 1 go, 
The wall will stand cmpty, 
White as snow. (CP413) 
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A typical delamarean child, th\.! boy speaker of "The Shadow" i~ happily playing 

by himsclf. His account of the varions actions he perfolms: walking, ge,tunng. 

twisting, turning, and sa on, indicate that he is expcrirncnling with dilfcrent typc:, (JI 

movemcnt as in dance or mime. This joy in discovering movcmellt ha" bcen a fcature 

of the active child from the early volumes, as seen in the liule girl dancing hy hersclt in 

"The Duckle." Now it is combined with the idca of a double, fir:,t ~eel1 in a Ilegallve 

manner in "Myself." Herc the shadow has only po~itivc connotatiom, al no tnne i~ the 

carlier idea of a shadow "haunting" life with "a dark and livcJong hlIIt of dcath" prc~ent 

("The Shadow./I) (Ail three carly poems arc Hnalyzcd in chapter two.) On the 

contrary, th'? apparent permanence of Ihis twin or othcHclf delights the child. The 

shadow's mocking or mimicking behaviour fascinates him, cau~ing him to impute 

intelligence to it, calling it a "crafty sou!." Yct at the end of thcir play sessions, he is 

puzzled by its 1l0nreSpOllse, for il can ncitha talk nor sec, Ilor can it Icave its rcstrictcd 
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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 fricnd as an equal indicates his 

self-acceptance, for he has no need ta feel superior to it. Although he does not realize. 

it, his nightly ritualistic dance is allowing him ta grow in self-mastery and in self-

reliance. His maturity contrasts sharply with the boy speaker of a similar poem by 

Robert Louis Stevenson, in A Chi/d's Garden of Verses called "My Shadow," who 

needs to disparage his shadow friend: 

1 have a litt le shadow that goes in and out with me, 
And what can be the lise of him is more than 1 can sec. 
He is very, very like me from the hecls up to the head; 
And 1 see him jllmp beforc me, whcn 1 Jllmp into Illy bcd. 

The fllnniest thlllg about Imn is thc way he hkes ta grow--
Not at aIllike proper cIllldreIl, which i __ always very slow; 
For he sometlmes shool\ up taller likc an l11dia-rubbcr bail, 
And he somctime,> geh so littlc th a! thcrc's none of him at ail. 

He hasn't got a notion of how cIllldrcn ollghl la play, 
And can oIlly makc a fool of me in evcry sarl of way. 
He stays so close be~idc mc, he's a coward yon can seCj 
l'd think shame la stick to nursie a~ that shadow sticks ta me! 

One morning, very carly, bcfore the l>un was up, 
1 rose and found the shiny dc\V on every buttercup; 
But my lazy liule shadow, like an arrant slcepy-head, 
Had stayed at home beh111d me and wa" fa!>t asleep in bed. (371-2)4 

Stevenson seems to be using the child's voice ironically, the child naivcIy 

rcvealing his fcars and wcaknesscs by his pr0jection ont a his shadow figure. "My 

Shadow" is thereby a portrait of a fearful chi Id who is already snffering from the adult 

ncurosis of anxicty, 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 wny the delamarean child does, considering il a 

mark of stupidity, the phrase "makes a 1'001 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 evcn more appealing through the timclessness of his actions and 
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thoughts. 

"The Shadow" illustra tes the key delamarean child characteristics of innocent 

perception and innate creativity, their power bcmg dcmonstrated by the clarity of the 

contrasting pattern of the visual and killesthetic imagery. In the first stallza, the longer 

tetrarneter lilles precisely set the time of the event when the rnoonlight seems ta 

whitewash every abject to a sparklillg brightnes~. Against this whiteness, the boy's 

shadow creates a vivid, if unexpressed, contra st. As the c1111d states, the rnoonlight is 

of such a high intensity that every tiny detail IS pinpointcd. Consequently, as indicateu 

in the third stanza, the boy's shadow rcproduces the fine particulars of his cIothing anu 

facial features. By the kinesthetic imagery of the third and fourth stanzas, the child 

speaker carefully de scribes his actions a~ prcciscly as he had forrnerly set the SCClle. 

This wealth of rnovement 111 the enumcratecl vl:rbs makc~, by contrast, the stiIlncs~ of 

the blank wall appear poignant. 

What distingllishes "The Shadow" l'rom early child v()]ce poems like "The 

Buckle" and "John Mouldy" is not the persona Itsc1f which appcars cffortIcs<;ly 

assumed, transparent, and natural sounding but rather the cornpIcx structure and 

versification of the poem. Unusually, the hallaLi form is not used; the pocm is dividcd 

into two llnevcn part~, a scstct introduction of tctrametcr lines, foIIowed by a !>erics of 

long stanzas (three octave~ and one sestet) in duplc metre. Despitc the contrast in line 

length, the poem docs Ilot fracture into two parb duc to rhetorical dcvice!>. As a 

result, despite the pllnctuation, the first two stanla~ form a single thought, the fir~t 

sbnza presenting a series of paraIlcl advcrb clmlse:, (introduccd by "when" and "then") 

which arc continued and complcted in the second ~tanza. The rest of thl~ poem i~ a 

chronological account of the child's nightly activity, the repeatability of the activity 

which i~ statcd in the clauses beillg reinforccd by the dominance of the present tense. 

The italir.s in tines 16 and 29 suggest that the child is so involved in his teIling of the 

occurrence that occasionally he cvcn demollstrates certain actions and sounds. In the 
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finallines, 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 engrossed in his nightly ritual. 

The sparing but ingenious use of interlocking rhyme and other interconnecting 

feature~ likc assonance and consonance also subtly prevent the poem from fracturing. 

Very unusually, there is no convention al rhyme scheme although the repetition of the b 

rhyrne of ~tanza onc, ("night," "light," "bright, "sight") is continued in the second stanza 

as medial rhymc ("white") to provide an audit ory link. By this means, the contrasting 

dark and light imagery are joined together, the latter completely overwhelming the 

former 10 emphasize the moon's irradiation of the scenc. The rest of the poem is less 

ovcrtly inlerlinkcd, but a combinalion of double and single rhyme highlights the boy's 

IUSlOll and then separation from his shadow self: "tiptoe," \hadow" (st.2), "so" (st.3), 

"go," '\naw" (st.5). The third stanza has no rhyme at aH, localized "st" alliteration in 

Ihe bC"Inninn of the stanza ("still" "stark " "stirnnn") echoes the "bright" of the first 
b l:' <l" 0 

~tam'a la emphasizc the illumination. The approximate repctition of the end 

consonance in "mocks" and "looks" creates a kind of rhyme in a minor key appropriate 

to the emphasls on the non-human shadow. 

The ~trong, short, dllple metre tightly links the boy and shadow together 

throughout the cntire description of their dance. Ils vigorous motion is suggested by 

the quick beat and the stress on action verbs as in stanza four ("tWIst," "turn," "creep," 

"prowl"). ThIS short energetic linc is morcover reminiscent of nursery rhymes, as in 

"One , twa, 1 Bucklc my shoc," to subtly remind the reader that the boy is bchaving with 

the absolute freedom of a characler from a rhyme. 

In his introduction ta Belis and Grass, de la Marc states that his continuing love 

of fairy talcs, nursery rh~'mcs, and other tradition al literature has been one of the 

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

( poems cxamined in this chapter and continues to be manifcsted in a different form in 
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the two magical sangs of the volume: "The Song of Seven" and "Under the Rose." Not 

only do they deal obliquely with profound themcs as do the senes of sangs at the end 

of Peacock Pie, but their thcmes and imagery secm ta delibcratcly rccall two of thcse 

early pocms, respectively liA Song of Enchantmcnt" and "The Song of Finis." AIl four 

employ allusions ta traditional literature which must be fully cxplored before their 

obscurity is clarified. 

The first pair, "The Song of Seven" from Belis and Grass (CP 438) and "A Song 

Of Enchantment" from Peacock Pie, (CP 186) arc rcmarkably ahke by the respective 

spcaker's presentation of his dilemma whereby forgetting the words of a magical song 

due to his age separates him from an el1chanted worIeI Both lI!>C allUSIOns ta the 

natural cycle ta convey the passing of tlmc, scttll1g the daily and sea~onal proccsses of 

regenerahon against m'l'l's linear time. In both, the sll1ger-~peakcr attempts to hold Oll 

to or regain his memory by enacting a magic pattcrn of "wlddcr~h\tl~," or going in a 

reverse cycle against the movernent of the sun, but hc cannot stop his irrevcrslble 

progre!>Slon into old age (Bonnerot 349, 351; LeVay "Song of Enchantment," 32-33). 

The close similarly betwecn both of thc!>c obscure works proves 1I111tllally clari[ying to 

the degrcc that it appcars thal the latcr one was written as a ùelibcrate cornpanion 

piecc to clahorate on the first. 

The second pair of poems, "Under the Ro!>e: The Song of the Wallderer" [rom 

Belis and Grass and "The Song of Finis" from Peacock Pie, arc even more lIltriglling by 

their elliptIeal prcsentations of the traveller flgurc at cithcr end of llls que~t. Togcthcr, 

thesc pocms form a microcosm of the long pocm The Tral'eller (1945) but arc more 

effective bec alise they arc stripped to essentials. The carly poem, "The Song of Finis," 

j" as follows: 

At the edgc of AlI the Ages 
A Knight sate on his stccd, 

His armour rcd and thin \Vith rust, 
His sou1 from sorrow freed; 

And he liftcd up his visor 
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From a face of skin and bone, 
And his horse tllrned head and whinnied 

As the twain stood there alone. 

No Bird abovc that steep of time 
Sang of a li\'elong quest; 

No \Vinci brcathed, 
Rest: 

'Lone for an end!' cried Knigbt to steed, 
Loosed an cager rein--

Cbarged \Vith bis challenge into Space: 
And qluet did quiet remain. (CP 188) 
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This extremely blcak work is a startling choice to concIude the predominantly 

light-hcarted volume of Peacock Pie, although as seen in chapter tluee, sorne poerns, 

like "Nobody Know~" and "The Song of The Mad Prince," do not hesitate to explore 

serions preoccupatIOns. The skcletal figure of the old knight in rusted armour 

quixolically liiting off lIlto emply space in pursuit of a lifelong guest, regardlcss of the 

per~onal consequences, appcars disturbingly self-destructive. Yet the eagcrnc~s \Vith 

which he utters his challenge and then charges off suggests that paradoxically this fIllal 

act may be only the beginning of a new kind of exploration in a new dimension. The 

poem ~an thereby be ~cen as symbolizing de la Mare's state of mind at the limc he was 

coming into hb own as an acknowledgcd wriler, when he reached the sober rcalization 

that he was completcly committcd to a relentless metaphysical guest despite his 

appcarance and fame as a "fairy" poet. It could evcn be said that perhaps lhis 

realintion of his aUthcncc and his popularity combined to force him to seek indirect 

means of cxpressing his underlying cOllcerns. 

In contrast, the later "Under the Rose," from Belis and Grass, symboli7cS de la 

Mare's dchght, described in the lIltrodllction ta the volume, at having fleelingly 

rcgained acccss to childhood powers of perception and feeling. It is a celebra tory song 

by the travcller about his succcssfui complction of his olhcrworldly gucst: 
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Nobody, nobody toid me 
What nobody, nobody knows: 
But DOW 1 know where the Rainbow ends, 
1 know where there grows 
A Tree that's called the Trec of Life, 
r know whcrc therc flows 
The Rivcr of AII-Forgottcnncss, 
And whcre thc Lotus blows, 
And I--I've trodden the forc~t, where 
In flames uf gold and rose, 
1'0 bum, and thcn arise again, 

Thc Phocnix gocs. 

Nobody, nobody told Ille 
What nobody, nobody knows: 
Bide thy face in a veil of light, 
Put on thy silvcr shoes, 
Thou art the Stranger 1 know best, 
Thou art the swect heart, who 
Camc from the Land between Wake and Drcam, 
Cold 'Vith the ll10rmng dew. (CP 450) 
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Rejuvenatcd by this success, the old fragile figure of the kmght ha~ bccn tran:-.fOfmcd 

into a miniature, childlike wandercr. Emotional closencs~ is lent 10 thc account by 

having this figure spcak the poem. His vibruncy and vitality arc cOllvcycd by hl~ 

bragging of his triumph and his believing that his marvellous leat di:-.peb ail the 

general, negative wisdom he has becn told. 

"Under the Rose" works indirectly, presenting numefOUS, apparently unrclatcd 

images whose relation must he deduced [rom thcir symbolic connotation~ and ftom 

thcir structural relation to one another. Unlikc the early symbolic pncms wlllch also 

rely on a similar patterning of imagery, the images hcrc arc not den ... cly packet! 

together but placcd in a series. White previously the ~Imple h~ting of imagcs has 

proven to be a drawback, as secn in "The Abandoned Church" and "The DaJ~y" in 

Memory (1938), here the parullel presentation clearly separatcs cach item ~o they do 

not become jumbled togcthcr. Moreovcr, instead of bcing a random list of Items, thc~e 

discrete units will be secn to work cumulatively. 

The first stanza describes an othcrworldly place containing the most commonly 

known symbols of eternity or resurrection, cach new item of the list adding another 
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aspect of sky or earth, flora and fatma, until a complete suprahuman world has been 

sketched in. The second stanza pinpoints the exact lo~ation of this other world and 

introduces a miniature female fIgure who has crossed back ta this world with the 

wanderer. By situating this paradise bctween "Wake and Sleep," ail the previous 

con crete images are synthesizcd paradoxically into the "nowhcrc" land of the 

unconscious mind. 5 Accordingly, a figure l'rom sueh a world ean only be described by 

paradoxes-she is a beloved stranger who must hide her face with light. The details of 

her clnthing, this veil of hght and then the silver shoes, are suggestive symbolically. 

They present her as a wisc, pure, bridaI fIgure bnnging new hfe ta her beloved, as weIl 

as the latter also hinting at magical powers (de Vrics 486; 121, 421-22). The speaker's 

shift of foeus away from himsclf to his bride in the second stanza thereby tUfIlS his 

bragging song into a miniature pre-nuptIal celebratIOn. 

As has been scen, the symbols shift [rom bell1g traditional icons to personal 

images, whose meaning ean only he deduced from considering the application of 

convention al connotations in the stnct conte},t of the poem itself. The beginning image 

of the rainbow and the final image of the dcw eOllncct the other world being c\escribed 

ta this world, thcir similarity of function lcnding a ~omewhat cyclie shape to the poem. 

Traditionally, the former symbolll:c~ the bridge bctwcen hcaven and earth (de Vries 

380; Cooper 136). The latter, IS appropnate ~ymbolically for the pUle, bridai figure 

(de Vries 134); but, as wc are rcmmded by the pocm, is seen usually in the early 

morning, at the tran~ition time bctwccn night and clay, slcep and wake. Thereby, bath 

arc natural images frorn this world that siglllfy the tronticr bctween eontrary worlds or 

states of existence. This c' che form ~llggcsts rcpcatability, that aeccss may be 

aehicved to paradlsc under certain special conditions although thcse arc not eommonly 

known. 

The speaker of "Vnder the Rose" appears ehildhkc bccause his song is a literai 

overturning of the (dismissive) adult phrase which f0rms the refrain. He is delighted 
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by his triumph, relishing in the puns "no" and "know" ta upset the negative with the 

positive. His youthful verve and simplicity arc enhanccd by his direct manner, his 

predominantly simple dIctIon, and his obvious problems in rernembering difficult 

names. The speaker's colloquial rnanner shlfts ta the marc formaI in the second stanza 

when he addresses his otherworldly bride, the archaisms cmphasizing her differentncss, 

while the familiar form of the per~onal pronouns indicate the intimacy that cxists 

between the mortal speaker and his immortal bridc.6 Dcspite this, the childlike voice is 

maintained, the speaker's mentioning of his bridc's 5ilver shoes recalling similar magic 

dctails from fairy tales. 

The child wanderer's assertion of individuai knowledge over tradition al wisdom 

IS repeatedly cmphasized by "knows" formmg the key rhyme of the first stanza. The 

vitaljty of the following rhymes: "grows," "now~," "blows," "ro~e," and "goes" I~ 

enhanccd by their being mainly vcrbs, wlule the assonance of the long "0" 15 

emphasized by the parallel ~tructllre of Illles 3, 4 and 6 being formed around the key 

term itself. By contrast, in the second stan7a, the refrain is not incorporated into the 

structure at aH, appropriate to the shift of emphasis away from the speaker onto hi~ 

otherworlc\ly belovcd. The assonallCC of the end rhymes "who" and "dew" with "shoes" 

with their softer double "0" sound ail serve to define a softer feminine figure. Her 

separatcness, her otherworldliness, is emphasized by the archaic addrcsses and 

descriptions being arranged 1Il their own parullel form~. 

This miniature wanderer cali bc secn as the child still living within de la Marc 

the old man, the child who, as he says in the introduction to Belis and Grass, is the 

young self enabling him to write children's poems (9). Because the poet has succecdcd 

in re-integratmg himsclf wlth the perceptive and emotional power of childhood, he can 

achieve a truc retrospectIve vicw. The kcy pqems in The IJuming-Glass similarly 

concern the sllccessful complclion of this guest for self-unification but dircctly express 

the more intellectual perspective of the self-analytical adult. Earlicr personae of the 
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lover and dreamer are used as weil 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 Marc does not seem to feel 

eompelled to assume bizarre personae or attempt arch me techniques in arder ta 

express Iw. disgust, horror, and worry about humanity. Instead, as in "Israfel" where a 

blackbird ~inging of the spring is set against the backdrop of war-torn London, he says 

cxuctly what he feels. The last two stanzas contain his statement: 

Not that this singer eased the Jess 
A human heart surcharged with carc-­
Merelya blackbird. London-bred, 
Warbling of Spring in Connaught Square! 

Tt was the contrast wIth a world 
Of darkllcs<;, horror, gnef, despair, 
Had cdged wIth an irony sa sharp 
That rapturous song in Connullght Square. (CP 460) 

Death is bccoming more of a reality, both on the globallevel, against which he 

rebels, and on the persan al 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 bccoming les~ important thematically, de la Mare returning ta the 

ather inlcts of love, dreams, and ImaginatIOn as in the volumes of the early period, 

The Lis/eners and Motley. Overwhelmingly though, f\.Iis world dommates over the 

other world, the heightenec\ awareness of life being created by the contrast of the 

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

realization: 

Grieve must my heart. Age hastens by. 



No longing can stay Time's torrent now. 
Once would the sun in eastcrn sky 
Pause on the solemn mountain's brow. 
Rare flowers he still to bloom may bring, 
But day approaches evening; 
And ah, how swift thcir withenng' 

The birds, that llsed 10 sing, sang then 
As if in an cternal day; 
Ev'n swcctcr yel thcir gracc notcs, whcn 
Farewell ... farewell is thcin. to say. 
Yet, as a thorn Ils drop of dcw 
Trcasures III shadow, crystal clcar, 
Ali that 1 lovcd 1 love allCW, 

Now parting drawcth near. (CP 455) 
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In its personal perspective and closc attention to cJ\.ternal 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 Marc him~clf, ob~erving nature and 

retlecting on his reaction to it, comparing his youthful re~ponsc to hh present Olle. 

Dcspite his statement of grief, the dIgnified expre~sion and evenne~~ of voice suggests 

a serenc out look by thc speaker, the poignancy of his present responsc fascinating him 

due to the sharpness of the contrast. IIis utter acceptancc of his loi ~lJggesls a 

reunitication with his carlier sclf through memory and a continllcd kecn rel.pon~e to 

na!ural beauty. 

The retrospective perspective of old age is articulated 111 "A Portrait" and "A 

DuU Boy," both poe ms maintaining that thcre is a conti nuit y beÎ.ween clllldhood and 

age. Both use longer pentameter lines to accommodatc the mOle rclaxed, windlllg 

movement of a reflective, speaking voice. Sorne distance l'rom the obvlOm ~elf-portrait 

is achievcd In the first poern by the me of the third perwn, but in the second no 

subterfuge is employed, the speaker using the personal "1" anù appcaring to express his 

privatc thoughts, t'cars, and doubts. Rather, the neeùcd cmotional distance is provided 

by the dignificù form of the elegy Itself and by the pocm's rarcfied sctting, as the poet-

speaker imagines himself to bc at Judgement Day. liA Dull Boy" is the speaker's 

defence of what he does in response ta God's question, ironically the sarne one as on 



c: 

( 

an application form: 

'Work?' WeIl, not work -- this stubborn desperate quest 
1'0 conjure life, love, wonder into words; 
far happicr sangs than any me have blest 
Were sung, at ca~e, this daybreak by the birds. 

1 wa tch \Vith brcathJc"s envy in her glass 
The drcamhkc beaut)' of the silent swan; 
As mute .1 marvcl j~ the bladed grass 
Springing to life dgain, June's sickle gOlle. 

What mll~ic coult! he mine compared with that 
The idlmg \Vind \\om from the sand-clune's bent? 
Wha t Illeaning dceper than Ihe smIle whereat 
A burlllng heart conCClve~ the lovec\ intent? 

'And \Vhat dld' sI alOU' _ .. l ~ec the vaulted throng, 
The lt\tenlllg hcavens in that dread array 
Fronting the Judge 10 wholl1 ail dOOIllS belong:--
Will the lost child in me cry bravely, 'Play'? (CP 456) 
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/lA Dllll Boy" IS effective becallse the immediacy of the speaker's voicc 

encrgizes the llsllal still, retrospcctivc attitude of the elegiac form. The same ruthlcss 

self-scrutiny, which was so painflll at times in the poem<; of the transitional period, still 

opcralcs herc, but now it has bcen transformed into a det~ched probing. In lines 1 and 

2, the speaker rcvcals his idcalistic nature by defining his activity as humanly 

impossIble, for truc conjuring or changing one form of life into another is feasible only 

by sllperhumans. Following this definition of the unexpressed term "poetry," he does 

not procccd logically, givlIlg particulars of his all-consuming search but rather pro vides 

images of nalmal activllies which he implicitly contrasls with his limited, artificial 

constructs. Ali thcse illustrations are figures in motion to contrast the vitality of life 

with the stasis of words. But in doing so, the speaker is a1so providing concrete 

examplcs of his own craft. He presents these various images without comment, 

allowing the reader to play the role of judge a10ng with the expressed audience of God 

and his heavenly al ray. 

This pattern of kinetic images proves significant as it progresses from obvious 
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and trite ex amples to the more subtle and original For instance, in stanzas two and 

three, the fine distinction between two kinds of grass, the pliable, bladcd gras~ whlch 

grows baek silently after being eut and the stiff-stemmed grass ("bent") which rusHes in 

the wind, c:!capsulates more effectively than the singing birds or mute swan the 

contrast belween silence and music in nature. Equally powerful is the portrayal of the 

profound communion pos~lble between lovers in their silent, emotional exchange in 

stanza t1uee. 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 stnsis, is 

heightened by th;:! structure and versification. By placing "work" and "play" at opposite 

ends of the poem, the poem itself becomes the means by which the fir~t is tUrIlcd in10 

its opposite, the legerdemain reproduciIlg the poet's impossible task. But by 

surprisingly placing "play" in the terminal position, it becomes the terrn ultmHltcIy 

defined by the poem, Ilot "work" as IS requested. Play is clevated, for by calling It a 

"desperate quest," the apparently trivial behaviour of chlldren is li all~formed mto a 

necessity for the adult poet; the initial "quest"l"blcst" rhyme bringing ont the rehglOu<; 

overtones of this vocation. That the second appcars in an apparclltly ungrammatJcal 

clause lime have blest" gives it additional empha~is. If this invcrsiun )., under~tood 10 

be a loose contraction for /lthan any that have bIest me," thcll the idca ot the poet 

being impelled to write is suggested as weil as the divine Impctus. The final rhymc III 

the poem "array"l"play" heightens the shock impact of the uncxpectcd last word. By 

offsetting a child's activity against the heavenly tluong, it also slIggcsts that their 

actions are of equal importance in their respective sphercs. 

By moving from the indicative mode in the first half of the defence ta the 

interrogative in the second half, the poet-speaker forces himsclf to come ta 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 '.1Îs ea~ly 

self, gaining a sense of continuity in his life. The phrase "Iost child" suggests ,he image 

of a child returning home as well as suggesting the Romantic symbol for th,; integrated 

self (Coveney 282-84), thcleby retllrning neatly to the quest idea of the first !ine. This 

return lends a cyclic shape to the poern, the continllousness of form paralleling t:le 

continuity which the poet WIll re-discover in his own life if he takes up tht challenge of 

the final, self-directed question. Despiu.:: the tentativeness of the response, the 

absoluteness of the formai 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-deprecatillg epitaph commenting on hi~ circuitous defence, a defence so 

rambling that Gad has ta 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 ddinition of the nature of his vocation, he is indeed dull. 

Presumably, if the child within him had not somehow become lost, the upturning of 

terms would have been instantancous. 

The formai dignity of the elegy undcrlines the detachment with which the poet­

speaker can view his life work. As the frame of a projccted tlial in he aven suggests, 

he has succeeded in imagillutively regaining access ta the other world, while the body 

of the poem charts a rcunification with his past self. Numerous other poems in The 

Burning-Glass chart a simllar successful imaginative resolution to this guest, the 

speaker leaving the mllndane world to enter into a spiritual realm through dreams, as 

in "Thou art My Long-Lost Peace," mental imagery, as in "Two Gardens," luemories 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 wh en he felt he had fused with 

eternity: 



------ -------------------------------------------

Once would the early sun steal in through my eastern 
window, 

A sea of tirne aga; 
Tracing a stealthy trcllis of shadow across the pic turcs 

With his gilding trcrnbling glo\,; 
Brirnming rny mind with rapture, as though of sorne 

alien spirit, 
In those eternal hours 

1 spent with my self as a chiId; aionc, in a world of 
wonder--

Air, and Iight and flowcrs; 
Tenderness, longing, grief, intcrmingling with bodiless 

beings 
Shared cIse with none 

How would des ire flamc up in Illy soul; with what 
passionate ycarnlllg 

As the rays stole soundlessly on!--
Rays such as Rcmbrandt adored, sueh as dwell on the 

faces of seraphs, 
Wings-foldcd, solc1l1n hcad, 

Piercing the mort al with serrow past all 
comprehension .... 

Little of that 1 read 
In those shadowy runes in my bedroom. But Olle wild 

notion 
Made my heart \Vith tears overflow-­

The knowledge that love unsought, unspokcn, 
unshared, unbetokened, 

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

ardour and beauty 
Even the loved should know. (CP 472) 
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The carcful, precise rendering of the child watching the rays of the sun process 

aeross his room and the rccording of their effeet on him seem~ to he a domcstic 

illustration of Word~worth's gencIalization beginning the "Intimation Ode": 

Thcrc was a time whcn meadow, grave, 
and &trcam, 

The eartll, and every COll11llon sight 
Ta me did seem 

Apparelled in ccIestial Iight, .... (460; lines 1-4) 

Indced, the adult spcaker's distinction in "Oncc" bctwecn his earlier limited knowlcdgc 

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

thc maturity of a "philosophie mind" (462;190). But because the mature speaker is 

• 
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complctely engrossed in re-creating the scene and emotions of his distant memory and 

modulating them with an adult interprctation, no regret about loss of visionary power is 

allowed to intrude. Rather, as a product of a mature mind refiecting on a pivotaI child 

experience, "Once" demonstratcs the correspondence or linkage of the contrary worlds 

of chi Id and adult, past and present, inner and outer, mundane and spiritual essential 

to de la Marc. 

The first half of the poem (11.1-12) stresses the pnme significance of the 

occurrence in the child's life. The awkward parallel structure of the inverted lines 

enveloping the section, "Once would the early sun stealm through my eastem window," 

(1.1) and "How would desire flame up in my soul; ... " (l.11) draw attention not only to 

the distance of the pa st but also to the customary nature of the evcnt. From the first, 

the boy and sun have a symbolic correspondence, the rising sun occupying a similar 

position III the diurnal cycle as the child in man's life cycle. Through parallel structure, 

this correspondcnce is rcinforced by connecting the action of the sun with the boy's 

rcsponsc, in the previously mentioned lines as weil as in "Tracing a stealthy trellis .. " 

(1.3) and "bnmming my mind with rapture" (1.5). The inverted construction uses 

auxiliaries to express the pa st time, freeing the main verbs so they can appear in the 

present or present progressive form. "Steal," "flame;" "tracing," "brimming" thereby 

suggest the intensity of the child's experience within the frame of the pa st. This is 

further cnhanced by the vcrbals describing both the motions of the "gilding," "trembling" 

(lA) sun and the boy's "intermingling," "yearning" (11.8,11) feelings. The total effect is 

of a child's vision transmitted through the intellect and voice of the articulate adult. 

This has long bccn a de la Marc trademark, as in the early "The Sleeper," althollgh 

now instcad 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 sophisticatcd adult persona. 

The second half of the poem shifts away from the childhood memory to the 
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present adult intellectuaIizing about the quality of the rays (11.13-15) and the limited 

understanding of children (ll.l6-17). 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 IS somewhat blurred 

by the lIldefinite past of the other verbs, "1 read" (1.16) and "Made my heart" (l.l8). 

Thereby, the possibility is raised that the "wild notion" which caused the speaker's 

"heart with tears [ta] overflow" Îs undergone by both the past child and the present 

adult, the inversion recalling those of the first part. Accordingly, the child and adult 

both seem to be possessed by divine love although neithcr is able ta recognize and 

apprccwte il. The concluding "should" contrasts nicely wlth the beginnil1g "would" to 

distingllish the human's single, negative state of ignorance with the repeated positive 

actions of the sun. At the same time, the religious IIltcrpretatioll of the event is 

emphaslzed by its recalling of the ChristIan dogma that ;mperfect man cannot directly 

know God. 

Dcspite this intcllectual limitatIOn, the c '1ild'~ expcrience as a means of divine 

knowledge is validated by the pattern of imagcry. A correspondence is established 

betwcell the child's perception of the outer natllral world, as manifc~ting the ctcrnai, 

and his inner world. The parallcl phra~cs mentioned earIier: "tracing a stealthy trellü," 

and "brimming my minci with wonder," ~et up this ahgnment betwel'n the two worlds 

which is remforced by parallcl lists of triple items: "air, light, and J1owers" (1.8) and 

"Tel1derness, longing, grief" (1.9), delloting respechvcly the components of the natlllai 

world and the child's inner emotiol1s. Their joming i5 overtly cxpre~scd in the 

descriptIon of the child's feelings "intcrmingling wlth bodilcss beings" (1.9). That thi!> 

relation is one of cause and effcct is cxpressed by lines 11 and 12, where the child'!> 

spirit 1Jai flamcs of dcsire are con/lectcd to the pa!>~il1g of the rays of the sun. 

Although the physical separation betwecn the two stanlas separates the past 

child from the present adult, the grammatIcal structure, as has been secn, undercllts 
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this. This tension but final resolution between the two figures is reproduced in the 

unconventional, selective rhyme of the poem. In the first stanza, two pmrs of alternate 

rhymes link the child's natural world with eternity: "hoUTs" /"flowers" (11.6,8) and 

"beings"/"yearnmgs" (11.9,11). Three sets of rhyme connect the two stanzas together, 

two alternate rhymes focusing 011 the reflective adult apart [rom the child, 

"head"l"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 intcrlocked rhyme of the poem. This is established in the fir"l line describing 

the strcaming in of the sunshine, enforced in the following few lincs, "window," / 

"ago,"/" glow"(ll.1,2,4) and reappears near the end of the pecm. "Overflow" (1.18) and 

the fmal "know" refer to the l'uscd image of the child and adnIt, thercby ultimately 

stressing thcir ulllty within the conte1l.t of the long aga memory. 

Likc "Once," "The Secret" is also a di<;tant memory of achieving unitv with the 

other world that rc-creates the expericnce through its presentation. Unlike the former, 

though, it is flawcd l'rom overgcneralizing and [rom too hcavy a reliance on stock 

images. Despite these drawbacks, it elaborates on the important theme introduced in 

"The Unchangmg" (1918; analyzed in chapter four) of the silcnt, profound communion 

possible between lovers. It explores the idea latent in the earlier poem by trying to 

describe the paradoxical moment when the lover~ momentarily achieve divine fusion, 

tlms "The Secret" of the tIlle. In addition, it, like the brilliant "The Burning-Glass" to 

be examined ne1l.t, grapples with the issue of the limItations of 11llman speech and trics 

to exprc~s an apprchension of Divinity: 

l bIcss the hand that once he Id mine, 
The lips that said: 

'No heart, thollgh kiss \Vere Circz's \Vine, 
Can long be comforted.' 

Ay, though we talkcd the long day out 
Of alllife marvels at, 

One thing the soul can uUer not, 
Or self to self relate. 
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We gazed, enravished, you and l, 
Like children at a flower; 

But speechless stayed, past even a sigh ... 
Not cven Babel Tower 

Heard language strange and close enough 
To tcll that morncnt's peace, 

Whcre broods the Phoenix, timelcss Love, 
And divine silence is. (CP 458) 
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Unlike "The Unchanging," this love affaIr does not necessarily involve the 

sexual, the wornan's odd, unpassionate remarks about the transicncc of phy~ical love-

making introducing the idea, claborated in the next stanza, that tl11" may he an 

intellectual association, based largely on talk.7 Recause the limitation of human "pccch 

forms part of the thcme of the poem, her cold words can be interpreted a" an e:-,scntJaI 

structural tool for thcy are an expression of human con~tra111ts. Sl1111larly, the 

artificiality of the synecdoche~ in the flrst stanza ("hand," "1 ip~ ," and "heart") al e 

integral ~tructurally as they emphasize only the physical aspect<; 01 love. The~e arc 

replaeed in the second stanza with images of ulllon ('\vc"). ~piritl1ality (":-,oul"), 

wholeness ("self"), and flllally transfiguration of the union ("wc," "cnravlshed") III the 

third stanza. 

The final stanza grapple~ wlth the paradox of the lover,,' union whclI their 

mortal love becomes divine. Here, the imagery moves beyond lb prevlOu"ly limitt:d 

range. By describing the dlVine language as "close," tl1eir intimacy, whether "cxual or 

not, is economically conveyed. It also ~llgge"ts, in VlCW of the tille, the necd lor a 

specwl, secret fOrIn of commul11cation ~uited to the divine applchellsIOll The ligure of 

the broodlllg Phocnix, hovering in the pcaccful instant of the lovel~' UllIon, cffecl ivcly 

eonveys the idca ot the pos~iblc regcncration of tlwir love by l(~ rc~urrection ~ymboli!>m 

as weIl as imparting a religions digmty to Il (de Vrje~ 364). 

Strategie use of lIlversion adds structural dignity to the speakcr'~ commcntary as 

they regularly disrupt the natural flow of 1115 recollection in the third line of cach 

stanza. Enhanced by rhyme and terminal consonance, the~e inversions draw attention 
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to the key paradoxes of the poern. The first two express negative facets of human 

love, specifically, the transience of camaI 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 opposite to present a transcendent image of the 

transformation of the mortai 11110 the divlIle. 

The speaker's shifts in tense from present to pa st and back ta the present 

connect this rellective act with ils substance. The final shift suggests that he is reliving 

the expericnce in his memory while he is recounting it. At the same time, he 

articula tes the paradox of the lJmelessne~s of the "momentary peace" he and his lover 

had achieved. The eyclic shape thcse lime sl1lfts suggest conveys both the ide a of 

perfection which is describcd as weil as the repeatability of the state. Throllgh 

entering complctcly into his mcmory, the speaker can gain access ta the world of 

ctcrnily as long as he posses",es the abJllty to fully and clcarly remember the secret they 

shared. 

The passionate tone of the title poern "The Burning-Glass" at first seems to 

contradict the gCl1erahzations made about the volume as a whole, but actually 

demonstratcs why and how the scrc.~ne, letrospcctive VOlee can OCCUI. It is a powerful 

tracing of the proce~s by which a human can st rive to rcunify with God by rcconnecting 

with chlldhood. Thi" painful plInfIcation, this "bllrning" away of aIl dross, Jcavcs only 

the essclltwl, passionatc outpouring of the Chn~llan: 

No map sho\\'" m)' Jcru~a1cm, 
No hi"tory Ill)' Chmt; 

Anothcr language tells of them, 
A ll1ddcn e\ angch ~t. 

Wonl" ma)' crcate rare images 
Withm thcir narrow boum!; 

'Twas ~pcechlc~'i clllidhood brought IllC these, 
As music ma)', III sound. 

Yct not the lovehc~t song that cver 
Dicd on the cve\1l11g air 

Could [rom Illy inmost heart dissever 



What Iifc had hidden there. 

It is the bIes! remindcl" of 
What carth in shuddering bliss 

Nailed on a cross--that dcathlcss Love­
Through ail the cternities 

1 am the Judas whose perfidy 
Sold what no eye hath seen, 

The rabble in dark Gcthscmanc, 
And Mary Magdalene. 

To very Gad who day and night 
Tells me my sanels out-nm, 

1 cry in misery illfmite, 
'1 am thy Iong-Io~t son.' (CP 463-64) 
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"The Burning-Glass" demonstratcs how de la Mare can work through formai 

conventions ta creatc a unique vision and voicc. Just as the imagery draws upon the 

New Testament ta express an inchvidual belicl, the ~tructure is bascd 011 the 

meditation, and the farm on the hymn, but bath clements arc tram,farmed and 

combincd sa they forge an original method. The image contained in thc title of a lens 

that concentratcs the rays of the sun on an object with such intensity that it fînally 

bursts into flame is a brilliant emblcm for the pocm. It Ilot only emblemizes tht: 

progression of the idcas but also the poetic procedure by which layers arc progres~lvcly 

stripped away unlll only the nakeù core rcmains. Ali these techniques l'me cOlltra~ting 

formai clements togcther ta crcate an integrated, inspircd whole. 

As if the purilylllg fire of the burllll1g-glas~ has strippt:d away ail Illanl1enSm~ 

from the speaker's diction, hi., speech i~ ~J\nplc, duect, and mtimate with only the lare 

mverslOl1 or arcluu:'Ill. At the begmning, he contemplate~ 111S per~onali/ed 

Christianity, the hymn l'orm tidily containlllg lm logical, controlled thoughts, while the 

present tensc records the immedwcy of lus ponderings. Half-way through, his tOile 

becomt::s much more emotional as he recounts Christ's sacrifice, to become passionate 

in the fifth stanza where he identifies wlth bath the agent~ of Chnst':, destruction and 

the repentant sinncr who first saw the rcsurrccted Christ. In the la~t ~tanza, 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 "1 cry in miscry infinitc" suggests that the speaker is expressing more 

than a personal position, seeing himseJf as the representative of fallen man who, near 

death, crics out to God [or atùnement. 

As mentlOncd in the discussion of the previous pocm, "The Secret," "The 

Burning-Glass" succcssfully conveys a perception of the Divine, thereby using words as 

the medIUm 10 carry somcthing beyond thcir "narrow bound." Typically, contrast forms 

the controlling pattern of the imagery, but one of the major differences between the 

two pocms is that 111 "The Burning-Glass" the convcntIOnal Images are not only aIl 

drawn trom a ~inglc powerful sourcc, the Ncw Testament, but alw trace a tripartite 

formative cvent of Christiamty. Moreover, the~e Images are inextricably linked with 

pel\ol1al images to express power[ully an mdivldual undcrstanding of the topic. In 

cuntra~t to "Tlh~ Sccret," too, the progression within the images leads to a visionary 

culmination fulfilling the process suggested by the title. 

In the first half of "The Burnmg-Glass," a dclicate balancc is established 

betwccn the differcnt pairs of contraries. In stanza one, the visual images containing 

the publIc expre~sion of belief, "map" and "history," are set against auditory images 

expressing a pnvatc, "hidden" language. Stanza two claborates on both opposites. On 

the one hand, language IS described as possessing unu~ual Image-forming power within 

Its severcly circumscribed limlts. On the other haml, the range of non-verbal 

communication is undcrstood to rcsemble that 01 music which appears to have no 

boundarics. Thi~ sccret, "speechless" vOlce convey~ the inaJ tlculate but powerful vision 

of childhood. In the third stanza, even musIc IS shown to be hmited by ils transiency, 

although ils messagc ha~ been absorbed into the e~sential feelings of the speaker. 

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

cxpre~s through the public medium of verbal images the speaker's private belief. By 
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this means, the articulate, mature figure can ther<,by transmit his "speechless" ingrained 

understanding of the Crucifixion. Because in the final two stanzas the speaker 

imagines himself fused with archetypal, biblical fIgures, he transforms the ancient st ory 

into a present reality. His rising emotional tone indicates that he is becoming 

progressively more involved with these identificatIOns, until a culmination is reached 

with a direct address ta Gad. 

The united contraries and rising action arc bcautifully contained within the 

unique rnethodology of "The Burning-Glass" which, as mentioned, is a modification of 

the hymn form combined with a modification of the rneditatlOnal sti~'cture. The short 

or corn mon metre, with alternating iambic tetrametcr and trimeter hnes, provides a 

spare, rigorons frame disallowing any tendency ta emotional self-indulgence by the 

speaker (Fussell 142). But by shifting between the conventional alternate rhyme and 

one set of moving rhyme pairs per stanza, as weil as by u~lIlg appWX1I11ate or visual 

rhyme, the natural sound of the speaking voice is enhanccd. Thcse variations allow 

the speaker's main ide as, the contrasts withm the stanzal." to be cmphasizcd. r-or 

instance, in the second stanza, the sole rhyming trimdcr pair, "bound" "sound," brings 

out the latent idea of the lattcr being apparently boundles~. In the tillai stanl'a, the 

alternatc rhymc of the first stanza does not reappear, as might be cxpectcd, to lend a 

cyc\ic unit y to the expression. Instead, the apprm.imate sound of the terminal 

consonance "night"/"lIlfinite" of the second and fourth hnes, da~hc~ wlth the rhyme pair 

of the first and tlllrd lines, "run"/"son," to contrast cJ/cCllvcly the raggcd emotlons of 

the exilcd speaker with the possible perfectIon ol the rcunitcd ~tatc. 

As mentioncd, the cmotional tone of "Thc Burning-Gla%" change,> l'rom that of 

initial detachmellt, wh en the the speaker II., analyslllg ancl dc~cnbJllg the roots of hi~ 

pcrs0I1al relIgious bclicf, to that of rising pas~ion, while he rccounb the Crucifixion 

and Re~urrcction of Christ through progrc~slvely more lIltCIlSC identifIcations wilh kcy 

sinners in the story. At the end, he fuses complctc\y 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 de mon strates a full understandmg of 

"evangelist" in the first stallza, for the term indicates both a writer of the gospel, which 

is a history of Christ, and a person who emphasîzes the atonement of Christ by 

becoming one with the history. 

The tripartite structure of the speakers's account reealls that of the meditation 

method as adapted by the Metaphysical Poets Donne and Herbert, where the speaker 

moves through the threc stages of composition, analysis, and colloquy in order to 

resolve a particular problem (Martz 38). Although "The Burning-Glass" does not 

follow this arrangement eXHctly, formaI aspects of eaeh stage are present. The 

speaker begins wlth an l11tellcctual truth as he understands it, which corresponds 10 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 

I1sb crucial moments bcfOle and alter the event, identifying with thesc agents, 

bcginning wlth Judas, in such a way that he seems to be imagining himself present at 

Gethsemame. This mental act is essential to the composition of place. Thirdly, and 

most strikingly reminiscent of the meditation is the 1>peaker's projccted, impassioned 

exchange with Gad at the end of the poem. But the convcntionul order is reversed, for 

instcad of the speaker acldressing God and recciving a soothmg response, as in 

Herbert'~ "The Collar" (153-54), the emotional rise continues to the end. The speaker 

responds to an apparently ngid, timc-keeper God who is reminding him that his life is 

over with the "nllsery mfinite" (the sole I11version) of the returning exile. 8 This ultimate 

individu al application of the meditation structure not only charges the ~peaker'~ last 

words with the lughest cmotion, but also demollstrate~ de la Marc ta be brilliantly 

fusing the archetypc of the Prodigal SOIl with his own dominant figure of the cxiled 
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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 pIca, the poem dramatically 

breaks off at its climax, the conclm.ion of the tale being understood. 

The relation of the title and body of "The Burning-Glass" to one 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 pocm as a 

figure but informs the whole structure of the work itsclf (Freeman 168). Unhke "The 

Pulley" though, the image of the bUfIling-glass docs not becol11c dear until the poem 

has been read, the painful progress that the speaker undergoes exphcating the title. By 

this means, the title becomes an emblem of the purifying proces~ by which the ~pcaker 

progressively strips himself bare. Only then, when he has once again recovered his 

"lost nakedness" (CP 201), somcthing he could only previollsly drcam about, can the 

wandering exile return home and face Gad. 

As seen, the power of "The Burning-Glass" lies parti y III il', tran"lormation of 

conventional characters and patterns into a unique vision. By connectlllg the reClil nng 

image of the exiled wanderer with that of the Prodigal Son, mytllH: depth i'i attached to 

de la Mare's figure. Bccausc it is llndcrstood that the wanderer i" Joyflllly wc\wl11ed 

home, de la Marc conciscly and dramatically completes his traveller'~ tillest without 

hùving to dimmish the impact of the l'mal, c1imactic confrontatIon. "The Bllrning­

Glass," thercforc, in my opinion, expresses the conclu~ion of the traveller's qllest lar 

more effectively than the long The Tral'eller on which he was worklllg at the ~ame 

time. 

As will be seen in the last chapter, The Trm'eller, while dl~playing considerable 

inventiveness in its depiction of a barrc/} , symbolic lanJscapc and in th attempted 

psychological sketch of the wallderer, lose~ it~ power through ÙiSCllf'.lvelle~... und 

explicitness, making it a tcdiollS anticlimax to the llnified power of "The Bllrning-

Glass." 1 therefore place it slightly out of chronologie al ortler wilh 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 0 Lovely England (1953). 

The poems of this period indicate that he contmued to be committed to the poetic 

process by expcrimenting with new ideas and forms, although the weaker efforts are 

diffuse. The stronger works indicatc fi continuing interest in strcngthening the direct 

voice so triumphantly yet painfully regained in the second peak of maturity. At the 

same time, thlS apparently direct conversational record continues to be built around a 

symbolic core of imagery. For the most part, the adult speakers achieve a 

progressively detached perspective due to their increasingly inward, psychologically 

oriented fOClIS. 

ft 



Chapter 7:. The Long Poetical Experiments and the Final Collections: 

The Traveller (1945,1946),1 Winged Chariot (1951), 

lnward Companion (1950), 0 Lovely England (1953) 
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For convemence, these four volumes arc grouped stylistically rather than 

chronologically. The Traveller (1945, 1946) and Winged Chariot (1951) arc de la 

Mare's most sustained attempts in the naturally uncongenial long poem, while lnward 

Companion (1950) and 0 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 qucst and that 

of the transience of life. Unfortunatcly, this burden of intent creates a belaboured 

attention to detail which devitalizes them. Their major significance rcsb in theil 

revelatioll that even at this late date, he was still interested in experimcntin~ with 

different formai techniques. In contrast to these ambitious failures, the la~t two 

volumes are mode st successes. Although the former, being composed mainly of recellt 

poems, is a more accurate reflection of de la Mare's late intere~ts and technique, tbe 

key poems in both volumes are fine examplcs of his pared-down "reflc:;tively 

conversational" style, whi1c indicating an increasingly inward directed, psydlOlogically 

oriented perspective on lire. The adult speakers of these poems, bccause their four­

world universe is once again unitied, can, on occasion, internalize the otherworldly 

within themselves. 

The Tral'eller is a long narrative pocm about a man and horse on a perilo'ls and 

ultimately self-destructive guest. Although the romantic figures arc familiar, fir~t 

appearing in "The Li~tcners," the extrcme lcngth, bizarre landscapc, and inward focus 

indieate an ambitious attempt to document the spiritual pilgrimage completcly. The 

horse, rider, and landscape are ail to be read symbolically, so the fcature~ of the 

setting are significant as weIl as the location of the two figures against il. Although 
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this terrain appears mysterious, subtIL cIues as to ifs nature are inserted from the 

beginning. These hints first appear in the gui ding epitaphs, but by the enù, 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 travelIcr, once having descended from tht; eyebrow 

Ol1to the cornea, moves with ever-illcreasing difficuIty and privation until he reaches 

the pupIl itsclf and dies (Brain 114). 

Recause this quest represellts a spiritual process, as the traveller becomes 

illcreasillgly more decrepit physically, hi~ inner world becomes progressively more 

dominant. On the last Ilight, he completely overcomes his bodily limitations to 

experience the otherworldly beauty of the terrain and sec in a vision his predecessors 

wb) hqvc spcnt thcmselves 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 directly intn the pupil of the earth next dRy and bclieve a presence gazes back. 

Rejoined with this ~rimal source of life, he dies celcbruting his sliccessful completion of 

lus qucst. 

The Trave/ler thereby attempts to elaborate on the process of spiritual 

purifJC:ltioll without rclerring to traditional Christian archctypes. Unfortunately, in his 

scarch for personal symbols, de la Marc eschews using the powerful contractive force 

of an erublem as in "The BUfi1Ïflg-Glass" but chooses the one dimensional device of the 

simple narrative allcgory. Extendi'lg hi" earlier success[ul Iiterary precedents of the 

wandcrcr on his quest is potentially a strong idra (R. Smith 325-8), but only in weak 

early pocms as "The Pilgrim" (1902) and "The Journey" (1912) does he em",loy the 

tCllllOllS 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 do or of a mysterious house in "The Listcners," hurtling with a 

(' prophetie challenge into spacc in "The Song of Finis," or in the persona of the Prodigal 
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Son, pleading to be allowed to return home in "The Burning-Glass." By freezing the 

figure at this moment, no sense of duration of time is aHowed to intrude and dispel any 

of the drama of the gesture or the density of the imdges. Unfortunatciy, in The 

Traveller the necessarily linear structure of the journey dGes both. Even the traveller's 

final climactic scene is reduced to another action in a long series of episodes. The 

prolonged elaboration of the llOusual la!1dscape whIch is inextricably bound ta this 

narrative structure thereby undermines itself. Although initially effective when obscure 

and providing a tremcndous contrast in perspective with the tiny figures of the hor~e 

and rider, the landscape becorncs ultirnately a 1l1echanical rendering of an unalogy for 

no apparent purpose. The Traveller fmls perhaps becau!>e it is the product of a sclf-

con~Clous attempt by de la Marc to leave a legacy for llIS readers exprcssing his eternal 

qllest for the "Ultimate Real" (Sackville-West 30). 

Winged Chariot, is tluee limes as long as The Trm'eller. It is a series of lyrics 

about time spoken by the ruminating, naturai-soundlllg voice of an old man who 

appears close to the popt !Iimself. J\lthough, as suggested by the allusIon to Andrew 

Marvell's "To ~ coy Mistress" in the title, the /lcarpe diem/l theme IS present, the pocm 

ranges over vnrious aspects of lime from variolls human perspectives, to ~l1ggest that 

our perception is ultimatcly subjective. These ruminations do not follow any logical 

path nor do they achieve any conclusion. The poem I~ a !>eric~ of monorhymc, iambic 

pentameter lines arranged in s(anzas ranging from thrce to sevcn hnes each, a nonce 

l'orm which enhances the discontinuous, epigrammatic quality 01 the voice. J\nccdotc~, 

narratives, descriptions, abstract discussions, and 'luotallons are incorporatcd into the 

lilles, the last seeming to provide gcncral l1Cading~ breaking the work into more 

manage able lyric units. 

!n Its ~trengths and wcaknesse!>, Winged Chanat i~ a reprc~cntative late work. 

Its cxtrCJ1t; length and mcandering structure leads one to qlle~tJOn if in his old age de 

l la Mare h~d i0st the ability to select und prun\~ his poctry, for apparcntly, (thcrc i~ no 

----------~ .......... ----.. -------------.. --------------------------------
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introductory note to suggest otherwisc) 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 dcscribing childhood memories, do possess considerable energy. They 

sccm autobIOgraphical, as if at this late date de la Mare had droppcd ail his masks so 

the "1" is now "me." In one, the speaker describes an encounter with the mysterious 

aspect of Nature: 

Yet thcrc was mystery too: those steps of stone-­
In thf' green paddock \vhere 1 playcd aIone-­

~racked, wccd-gro\\'n, 
Wr.lch often aIlurcd my hcsit~nt footsteps down 

1'0 an oId slln-stained key-holed cloor that stood, 
The guarchan of an inner solitude, 
WhcreOll 1 longed but dreadcd to intrude; 
Peering and Iistcning as qllictly as 1 couId. 

There, as 1 knew, in brooding darkness la}' 
The \vaters of a rcservoir. But why--
In deadly earnest, though 1 feigncd, in pIay-­
Us cd l to stone those doors; then fUn away, 
Listcnlllg cnthrallcd in the hot summer day 

1'0 eeho and rtlmOllr; and that distant l.igh, 
As if SOIlle fricnd profaned had made reply,-­

Whcn Illercly a child was 1'1 (CP 558) 

Thi~ interaction bctween the child and the reservoir, the boy deliberatcly 

stoning ils c100rs and the rcservoir responding as if deeply hurt, recalls Wordsworth's 

similar aCcollllts in Book 1 of The Prelu:Je of boyish pranks of ~tealilig trapped 

woodcocks or rowing acros~ a lake in a stolcn boat and feeling Nature i~ mtervenlll[; to 

reprimand him (line~ 318-25, 357-86). Yet de la Mare's formative childhooc\ memory is 

charactenstically lus own, for in the lypical manner ot his late poems, the tangIble 

object, the resc:-vmr, i~ tramformed into a symbol for a spiritual ~tate. The re~crvair 

is thcn bath a distinct physlcal 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 tha1 his play is a pretencc covering a deep need and that his action has 

harmed something. Each of these stanzas is in a new monorhyme which seems to 

enhance the separateness of the details containcd in them. In the long sevcll li ne 

stanza, the sustained repetition adds another dimension to the dc~criptJOn, suggesting 

the measured passing of time as by a metronome. Its rclentlcss movement thercby 

underlines the temporal distance between the event the boy cxpericm:ed and the old 

speaker who is recountmg it. 

The loosc, speculative fabric of Wmged Chariot, although ~omctllne~ irritating, 

1S 011 the wholc self-revealing. As Russell Brain's rea With Waller de la Mare 

indicates, a dehght in the speculative process itself, m well as a qUIck--.hiJtlllg progles .... 

through a wide range of subjccts having only a relation throllgh a-.-.ocratIOIl. wa.., 

similarly a tenture of his conversation 111 old agc.:'. At It-; be"t. then. dc-.pite thc 

excessIve length, Winged Chariot reproduces both the wide range 01 intcre~h cxlllbltcd 

in de la Mare's talk, whlle di~playil1g the ~ame paradnxieal ql1alitlc~ 01 hi" VOILe-- at 

once keenly interested and humorously detached. 

(ii) 

The Final CollectlOm: IllIrard COmpal1101l and () I,ol'cl\' 1~l1glal/d 

As mentlOl1ed, the ~trol1g poems in II/ward Companioll rence! ail ongOlng 

proces~ of ~tripplI1g away exccs~ verbiage and naturalillllg ..,cntcllce -.trllctllre whieh 

was to contllllle to the end of dc la Mare's career (Auden Introductioll 3/-:7). Two 

perspectives arc prc~entcd. On the one hand. 1l\ll11CrOll-' pocm~ glve carc1l1\ attenllOn 

to the cxtcrnal world, lllllstrating what wa~ c:xpre",ed in "The Rapids" 111 The IJulIl/llg­

Glass: that us dcath approachc~, the ~lightest detall of naturul beauty gallls added 

sig"iticance. On the othcr hand, as the tltle indleate:-., the corre~pol1ding inncr world IS 

bec(.."ning even more important to the pcrceiver. "Martins" delicatcly cxprcssc~ the 

visual ucuity ac\llevcd by the iirst focus: 
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'Chelzdoll urblca urblca!' 
1 cricd on the !iule bird, 

Meticulously cnunciating each syllable of each word; 
'Chelldoll urblca urbica! 1 

Listen ta me, 1 plcad! 
l here arc swallows ail snug in the hayloft, 
1 have aIl that your ncstliugs cau necd--
Shadow and <;un<;hmc and sweet shaIlow water-­
Come, build in my caves, and breed! 

Fly high, my love' My lo\'c, fly low! 
1 watched the swcct pretty crcatures go-­
Floating, skunming, and whecJmg sa 
Swiftly and softly--lJkc flakes of snow, 

'Gainst the clark of the cedar-boughs, to and fra: ... 
But no! 
But no' 

'Che/uloll urlnca /1 rbIL a !' 
None paid me the famtcs! hccd. (CP 518) 
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"Martin~" prescnb an 1I1~lgl1ificant ll1cident which, at the sa me time, cncapsulates 

man's Ic\atlon to nature. lts apparclIl. ~impltcity is caused by thc unusual spareness of 

the images anu by theu almmt ritualJ\tie placement within the straightlorward 

chronologie al structure. 'l'hi" placement highhght'i a pattern of contrast in the natural 

description that suggcsts a po ... siblc ~ymbolic interpretation. The predommantly visual 

imagcry thcrcby oppo~es the protccted but ~tatJc world of Illlman habitations in the flrst 

~tallza wlth the wild birtb,' \Vorld of uncontained movement 111 the second. When this 

pattern of contra~t is con'Idered III conjunction with the action of the pICCC, whcre the 

birds ignore the human'~ addrc'i" ln thcm, two intcrrclated symbolie intcrpretation ... 

nri~c_ A\ mentioncd, the idea of man's world bClI1g comfortablc but rc~tricted IS 

~uggcsted. Secol1c\ly, bcc.llI\e the free, wIld creatures repeatedly ignore the ~peaker'~ 

attempb to cali them, the notion ot man\ isolation in the univcrse is cÀpre~scd. 

lronically, 110 malter how learned a hum an may be, no matter what language he uses, 

he cannat communicate \VIth another order of be1l1g. The beauty of "Martins" is that 

although it contains these recurring thcmes, a symbohe interpretatlOn is not nccessary 

ta enjoy the pocm. 

Examinatioll of the formaI features of the poem reveals that a complex 
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structure underlies its apparent sirnplicity. The relation of the refrain ta the body is 

intriguing. Even wlthout understanding the Latin, it is apparent that "Chelidon urbica 

urbica" controis the rhythm and tine Icngth of the work much the sarne way a nonsense 

refrain as "Hickory, dickory, dock" does in the nursery rhyrne. ACter translatmg the 

phrase (city swallows) the refrain becomes a definition of the house-martin, of which 

the poem is a descriptIOn. Whcther the lmes follow or break the quick triple metre 

and trime ter line lcngth of the refrain forrns a pattern of contrast that connccts to the 

pattern of opposing irnagcry. 

In stanza one, the rhythm, line length, and ~tructure of Irnage~ accllrd" with the 

triple nature of the refram. Only the third li ne describing the ~peaker ~Iowly and 

carcfully cnuncÎating the Latin ~yllable~ breaks thi~ pattern. This ponderou" "ounding 

line llicc\y characteril'l::s the "peaker a~ hemg corH.:erned wlth reproducing the Illle"t 

details of language. IIis preCl.,lon I~ apparent throllghout, Ilot ')Illy in the rnu tlClllar~ 01 

what he can offer the bJrd~ (1.8), but abo JJ1 lm physrcal de"criptlOn 01 therr 

movements (11.12-13). The fll~t enurncratlOll, "Shadow and ~ull~hJl1e and ~wecl :--hallow 

water ," whilc it retain~ the t nple time, br cak" Întn a let rarnetcr lme, but t hc par a Ile 1 

structure and alhteration nI' the itcm~ "trc." the triple lluahty aWKIatcd wlth thc brrd". 

Similarly, the neÀt line, "Come, btllld 1Il my eave~, and breed," 1" tetramcter, but thl! 

syntax moulds th,::: word~ into a tnparlltt: ~hape. 

In cOJltra~t, the ~econd ~tan/a IS organi/ed pnmanly by doubles, citJwr duple or 

tetramctcr metre, and is malllly iambIC or trochaic. A~ in the previom ~taJ1/a, the flr~t 

line sels the rhythm dml metre. "F1y high, my love! My lovc, Ily low!" o .. pre,,,c" the 

~peaker\ rigld Il1terprctatlllll of the bm.h,' Iree, wheeling flJght, tht: balancl'd 1,)rJ11 of 

the line reproducing thc rigldrty of hi, thought. Yet in the cour.,e nI the stan/a, thi., 

tldy structure )~ de~troyed by the lll~i~tcnt trrple tlIne <l""oclated with the lmds. For 

examrle, the de"criptlOn 01 thcir movement, "!'loating, ~kiJ11ming, and whccling ~o / 

SWlftly .md sl'ftly--likc Ilakc. ,-..f .... now" (11.12-13) has triple paralld li~ls rem iniscent 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 appeaTS agam to underlinc by its light, triple movement the contrast 

bctween the freedom of the wIld birds with the rigld, limi,ed world of man. 

ThIs contra st is sirnilarly reinforced by the unuslIal rhyme scheme. The two 

nine-hnc stanzas arc hcld together by the refrain and by the birds' non-response to the 

speaker's pIca. The details of the latter ironically rhymc with those enumerating what 

the ~peakcr can provide the blrds: "plcad," "necd," "brced" in the first stanza and 

"hced" in the second. This tellllOUS interlockcd rhyrne is ,rnorcover, undcrrnined by the 

bulk of the second stanza itsclf. UnuslIally, tne [Irst seven lincs describing the birds' 

moverncnts arc in monorhyrne. This IS based on a rhyrne not found in the first stanza: 

"go," \0," "snow," "fro," "no" and "no." As ill the prevlOlIsly di~cllsscd excerpt from 

Wil/ged Chariot, the cffcct is ncither monot01l0US nor comic as might be cxpected 

(Fusscll 139, 141). Rather, the varying linc lcngths with thcu differing pllllctuatlOn 

reproducc the shape of the ~peakcr's voice a~ he makc~ exclamatlOns and funs his 

thollghts into olle ullother. Uhirnatcly, the effecl (lf the rcpetition IS used against itsclf, 

for the ~peaker breah off hl~ ml:~mef1l1llg de!>cllption 01 the bird,,' mOVl:ment wlth a 

sudden ejaclIlatioll 10 rcturn to the origlllai refra111. This thefeby reproduecs both the 

eHeet of the birds on the ~peaker and his reahzation of hls fmlure to attract them. 

The very end 01 the poem revert" to the swl1t trIple time associated with the 

binh. Thl~ shitt of tempo ullder~cores thl: light tOile of tlll: ~clf-depfeeatillg vOlce while 

feducIllg the lmpact of hlS Home per'>pcctive. Although hls karneu 1I1cantatioll has 

faikd l') work ih magic, the ~peaker ~till posscs~es the abihty to pronounce the words 

By lm art of weaving the 'itruetufe of the poem around them. he thereby conveys sorne 

of the \Vild bird~' beauty and trccdom. 

As the tltle indlcates, II/ward Companion is largcly concerned with the nature 

of the inner world. The tefm "inward" appears fairly frequcntly but does not, as 
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previously, depict only those inner sensory features corresponding ta outer organs as 

the inner eye or inner ear. Now, the adjective accompanies a range of terms denoting 

human responses ta the range of life. At the sarne time, the terrn also applies ta the 

inner self as a separate but interconnccted entity capable of providing infalliblc 

gUIdance so one can become "Dead-calm 'mid inward vortices, / When little eise but 

danger is" ("Blondin"). 

This increased incidence of the term and concern for the range of illller 

existence suggcst that de la Marc may be attempting to preserve somcthing he feels he 

is 111 danger of losing. This is expres~cd in only a few poelm, but their placement 

together in the middle of tllC volume makcs thcm a cumulative eJ\.prcsslOn of de~pair 

over loss of VISIOn. "The Bombed IIome," "l'mie 1 Iath its Fruit" AbD," 

"IncomprehensIble," 'I/See , llere\ the Warrant!'" and "1 o~t World" e ... tnbli~h a parullel 

bctwccn the ~carred post-war world and the speaker's ~tcrilc imaginative vi~ion. The 

last two arc sometime ... cffeclIve cxpn::~~i()ns 01 los ... of power, the ",ccolld, dcspite it~ 

title, llltiITlatcly SllggC~tlllg a me<lns fOl po ...... iblc renewal of ml1er vI~lon. 

'''Sec, IIcre's t:le Warrant!'" ha ... the typlcal characterbtlc", of a late pocm III il'. 

uncluttercd dictIon, rel1ectlvc VOlee, cOl1vcrsatlOl1ul tune, and nalmal ordcling. '1'\11'" 

directncss and the compclling analogy bctwccl1 the "'pcaker':-- dou:-,ed creative ~park and 

an cmpty, "cold-chimmncycd" hou~e cf!ectivdy ehpre~:-- hls ~cnse of cmptinc .... ". The 

nllitcrative 11l1ul line~ wnvey the c1mlvel1e~ ... and olhclworJdly encrgy 01 creatlvity 

bettcr than any labollred analy~l'" doc ... : "No cuck, ail earth Ln car, wIll cver crow / Il:-­

witching wildflrc back" (CP 533). 

"Lost World" continues thi ... cÀpllllatlOn by ~hifting to the poct-~peaker's piight 

now that he has lo~t lm inncr vislOnary impetm. It follows hl<; el11otional progrc~"'lol1 

frorr: ~elf-pity to acccptancc to llitimatrly ~uggc~t ~elf-awarenc"... The fit ~t half 01 the 

pocm wallows III blcak IInagcry, as the ~peakcr dCl11gratc~ his "ll1ward cOlllpallion" by 

comparing his anguish ta a "lricklc of rancid waler thnt OO/C!-. and veers, / Picking ils 
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sluggish course though slag and refuse, 1 Down at length to the all-oblivion ocean." 

This unsavory image is matched by the description of himself as "Derelict, drear, with 

skelcton arms to heavcn, 1 Whcels broken, abandoned, greenless, vacant, silent," the 

adjectives piling up on olle another apparently without any control. 

ln contrast, the second half of the poem suggests that the above Images have 

enabled the speaker ta purge himself emotiollally. As a result, he begins to move 

toward a more mature attitude. He accepts responsibility for what has happened 

although he continues to rant at his inner self, considcring Inm an irritating rcminder of 

what has beell lost. What the speaker cloes not realize is that by complaining about 

this continulIlg presence, he is also asserting the indestruclIbility of hls inner self. The 

shift in the final lille "Or nearer draw to your hcartsick infldel" suggests his dawning 

rcall/utioI1 that part of his loss of vision muy not have bcen the lack of power itsclf but 

his lack of behc1 III its o.istence (CP 534). 

My interpretatioll of "Lmt Wortd" as ultimately belllg a record of rccollnecting 

with the "inward companion" is reinforced by the tone of acceptance of the ~pcakers' of 

the volume as a wholc. In partlcular, "The Bouse" rcpresenb a regaining of lI1ller 

VISIOn ~lllce the body of the poem is a memory I/~eell" by the speaker'~ inner eye: 

The rusty gatc had bccn chaincd and padlocked 
Against the grass-grown path, 

I.cading no-whithcr as 1 knew wcll, 
In a twilight still as dcath. 

Once, onc came to an olcl stonc house therc, 
Whecls crllllched III those "'Cdrce-SCCIl ruts; 

A porch \Vith jasmine, a stonc-fringed garden-­
Lad' <;-lovc, forget -mc-not". 

A happy hOll~C 111 that long-goIlc wnshinc; 
And a facc in the gla~s-bright moon, 

And a voice al which cycn mcmory faltcrs, 
Now that thc speakcr's gone. 

l watch that image a!. l look al the pathway-­
My once accllstoI11cd lest, 

As the paintcd gate on its hingcs opened, 
Now locked against thc past! 
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A true face too, yet seant of the future-­
A book that 1 never read ... 

Nor shaH now, sinee l soon must be going 
To another old house instead. (CP 522) 
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In "The Bouse" un old man looks at the spot whcre his home forrnerly stood and 

reminisecs about it. His tone is appropriatcly quiet and gcnt\c, his direct expression 

and generally plain vocabulary hClghtcning the semc of a conversatlOnal voice. Only 

the sole urchaIsm, "no-whither," in the first <,tunJ:a, indicates that the forthcoming ~cene 

is imagincd. Although thc pocm begms and ends with intimations 01 hi~ approaching 

death, the speaker is matter-of-fuel about his situation. Ihs COl1ccrn i<; with his 

rncmory of the house and with hi~ rcactiolls to thi~ mternal image a" he Impl1cltly 

contrasts his old ~elf with his young self just as he contrash the pre~cllt dc,>olate ,cene 

with the past vibrant one. 

Through the aet 01 remernbering, the "peaker translorm~ the tonner lllto the 

latter, turning the "rusty," "chained and padlockcd" gatc II1to a "pallltcd" olle. i\lthough 

l "1 k J . l " . . . 1 k 1" 1 now apparent y oc e agulllst t le past, Ju~t as lt l~ OC el agam~t t le gra"~-grown 

path," tlllS abIiity to vlsuall1c c1early the earlier scelle cnable,> hun to Illcntally opcn the 

hinges, <;0, in Ill'> memory, the boy he wa~ can /e~ttlllly rdurn homc. The "peaker'" 

progress iuto thls transfonnatlon proccss i-. ~llbtly 1mhcated by the -.hllt of pronolllb 

and an accompanylllg sl1lft in rcr~pective. In the -.econd ~tHl1/a, -.kctching 1I1 the 

outside 01 the homc, he u"es the imper~onal, noncomnuttal "one" to indlcnte only that 

thc former house WH" visltcd. By the fourth -.tanJ"a, the repcated pcrwnal prollolln~ 

mdicate a ri~1I1g action. The ~P('~tK'';1 i,> !-oo el1(!.ro<;sed 111 watchlllg hl" 1I11lel "ight that he 

~pontaneou~ly el1ter~ the scclle ctlcctlllg the "magical" tral1!-otormatlOn "tated. 

As 111 all gOûd de la Marc poem,>, the intcrl(H'kIIIg 01 the lonnal clemcnt<- 1Il 

"The HOllse" create" a cohe~ive wholc and typically, the controlllllg dC~lgl1 i~ cOlltra~t. 

A fine balance is uchicveJ between the pa~t and pre~cnt, the -.tJ!llle~s and quiet of the 

old man's world ofbctting the motion and sound of the child\--the dct,ll!'> of the VOlee 
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of a beloved figure and the crunching wheels adding three-dimensional touches to the 

( memory. The visual details in thls memory at first seem solely descriptive, but the 

relative emphasis on the trachtional flowers in stanza two raises the possibility that they 

are also symbolic. As suggcsted by the country or common names used for the last 

named plant, the forget-me-not, the jasmine and lad's love also earry associations of 

true, young love: timidity, m'Jdcsty, and faithfulness (Ernst and Johanna Lehner 117, 

119, 125). Thereby, the figure of a young boy eoming to see a beloved figure is 

indirectly expresscd, although at thi~ pomt the speaker's internaI foeus is on the former 

house and garden. 

The {ourth stanza IS particularly in1eresting bath for the psychologie al sketch of 

the speaker rnentioned abovc, and the application ot the term "image." The li ne "1 

watch that image as 1 look at the pathway" suggests the spcaker's two lcvels of mental 

operation, his actual physical perceptlOll of the ovcrgrown path and his memoried, 

inner perception of the home and gardcn. The coordinate con jUil ct ion "as" and the 

rcpetition ot the personal pronoun 'T' suggest 1hat he is superirnposing the la11er onto 

the former. Conseqllently, he visuailles the pa st home with its inhabitants while he is 

galing at the over-grown path. A", mentIOlled, he bec ornes sa ellgrossed by this 

rnemory 1hat he animates it, Imaginll1g that he secs the chi Id he once was rushing up to 

the gate a~ it lorrnerly wm and orening it in order to return home. 

The conclusion adds an ironie twist ta the depiction of the house. It contrasts 

the past image of the child rctuIIlll1g home wlth the future image of the old man going 

to his grave, the lmuhty 01 the latter association bemg emphasized by the rhyme 

"read"l"instead" (if the former IS 111 the pa st tense) which would make them the only 

truc rhyme pair of the work. This ironie echoing of return in the last ~tanza thereby 

retllf/ls to the ~imile of death in the fir~t) lcnding a cyclic hape to the work. 

By making "The House" an internaI, mental impression rather than a physical 

entity, de la Marc Jl\vcrts a kcy recurring image in his poetry. In carly 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 sllpernatural 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 Llsteners" and "The Old Bouse" (1913) haunted houses begin to assume 

symbolic functions, in the first, signitying a possible means of gaining access ta the 

other world and in the second, signifying the grave. In latcr poem~ as "The Old 

Sllmmerhollse" (1938), paralleling the graduaI trend of the poetry to shi ft il1ward, man'!, 

buildings also come to he analogies for man's physical makeup. IIere, the decaying 

summerhouse can be seen to represent the physical decrepitude of the aging speaker-

ob~ervcr. As has been seen, thi~ Hnalogy is clearly ~tated in "'See, lIere' s the 

Warrant !'" in the present volume, where the poet-speaker cOl1~idcrs him~clr a!\ an 

empty ~hell, "his home of lire 10 let" (CP 533). 

In "This House" this internalintiol1 proce~~ has become complete, for now the 

house exists only in memory. Yet this imagined building has paradoxlcal ~ymboh~rn, 

signifying both the speaker's happy childhood home and the grave. Bis actIon in the 

poem of watching the image ol the house thereby en ables him to observe him..,elf and 

rcflect on his life. There is the s\1gge~tion that by imaging the past in the present and 

by projecting himself into the tuture, the ~peaker is coming to terms with the continuity 

of his existence, the devicc of the house accommodating ail thrcc per~onal limes of the 

speaker. His pilgrimagc to his lormer home thercby cnablc~ him to gain a balanced 

pcr~pcetive on life. 

o 1,00'el)' England 

/\s de la Marc ob~erves in the "Author's Note" ([p.7!), this volume is compri~ed 

of poems written throughout his poe tic carecr and arrangcd by his WH Richard. 1 am 

intercstcd 0nly in those works winch appear reccnt, tho~c which hy their diction and 
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~llu(.ture seem to illustrate de la Mare's continuai paring down of his expreSSIOn or 

those which thematically elaborate obviously recent concerns. Sometimes the precise, 

aimost technical diction suggests a work is a Iate poem, as in "The Reflection" where 

"mask" is used in aimost a critical scnse. Thcre are aiso late self-portraits; "Second 

Childhood" continues that of "A Portrait" from The Burning-Glass but is bravely 

presented in the second person as an internaI address, and "Dcadalive" returns to the 

spiritual dilemma articulated in "Lost World" from buvard Companion concerning the 

agonizing feeling that the crcative spark has been extinguished. 

Sorne apparently latc pocms are pcdestrian efforts resulting from what Richard 

Smith caUs mechanical wriling (318). That de la Marc is aware of this is apparent in 

"Sccond Thoughts" which ends with: 

Oh, \Vhat mischicf pen ean make, 
Scribbling on for scribbling' s sake! 
How such valllty condone? 
Peaeock shimmcring in the sun! 

The Musc, if ever present, gone! (CP 604) 

Two pocms which cOllld not bc chargcd wlth this fault are "The Rcflcction" and "De 

Profundis." The former is an exquisitc yct homcly dcpiction of the familiar experience 

of looking out a window onto the night but only seeing a rcflected face: 

Empty and cald is the night withaut. 
From this fire-lit rool1l 1 peer through the pane. 
Of starry assurance the dark brcathcs not; 
My own face only peer~ back agam. 

1 know tho~c cycs, that brow, Ihat moulh-­
Mask, or nurror, the ail 1 have, 
But if lIure lay the Ocean and mine were thc ship, 
Not snch for lts Ma~ter would Ihen 1 crave: 

But a close fricnd rather; since love's clear rays 
Are the light that alonc makes man' s dus! divine, 
And like his, the Unscen's -- whose compassionate gaze 
May Ilot even yet have abandoncd mine. (CP 611) 
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"The Reflection" Îs a gently witt y exploration of the term, the speaker moving 

through various levels of meaning in the course of the poem. Beginning with a literaI 

reflection in the first stanza, he mulls over what it represents in the ~econd, ultimately 

to reach a spiritual interpretation. The delicate poise of the poem is achieved through 

incorporating a rclaxed speakmg voice into a complex rhctorical structure. The 

imagery is paradoxically both simple and eomplex, for although the speaker uses 

eontemporary diction, he has a metaphoric way of thinking that turns images into 

symbols. From the beginning, he Huns the absence of star-light into a symbol, 

interpretmg the unremitting darkness as a slgn oC llnccrtainty in liCe. Bceallse of tl1ls 

lack of guarantee, it seems to him that he secs nothing outsidc the window; only his 

face is reflected back. 

The spiritual overtones of the outer darknes~ and cold arc emphasil'eù in the 

second s~anza. "Mask or mirror, the ail 1 have." (1.6), in addition to exprc1>sing a 

philosophy of sclf-sufficiency and sclf-rcliancc, also articulates a psychologie al 

observation with critical overtones. This dlchotomy states that the rcflected facial 

Ceatures are either a disguise for the inner sclC or an ac ... uratc image. Y ct considcring 

de la Mare's awareness of his skill at adopting unusual personne, he could abo he 

using this term in the literary sense which would di~solve the "or." If thi~' i~ takcn in 

conjunction with his expressed belier in late conversation~ that poetry is a kind of 

spiritual autobiography (Brain 81), thCSl- opposing terms can bc combincd. It is only 

because the mask covers the poet's face that he can fccl free to disclosc his inmost 

self. 

The analogy in the second part of the stanza, as weil as ils expression, initwlly 

proves problematical: "But if there lay the Ocean and mine were the ship, / Not such 

for its Master would thcn 1 crave." The speaker's ode! way of rcferring to himsclf as an 

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

world of man, which he sets against the immense, unknown world of the night. The 
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speaker's frightening task is ta sail out onto this ominous vastness without even the 

guidance of the constellations. Accordingly, he must search for a suitable "master" Dl 

ship's captain 10 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 

bec orne one belwcen equals, express the platonic notion of Caritas, whereby truc 

humall love i~ understood to be a reflection of the DIvine. By calling God the 

"Unseen," the origmal image of the mght is evoked, suggesling a cyclit.: shape. But now 

the formerly ommous image has been transformed into a comforting Olle, since God's 

"compassionate gaze" could provide the spiritual "assurance" the nighl did Ilol. 

A., mentlOned, the poern is controlled by thc complcx ~tructuring of the 

~pcak1l1g voice. Each stanza has a shift in structure that paralleb the cour:-.e of the 

spcaker'~ reflcctions. The first stanza is a good example of dclibcrate use of Illvcrted 

,>entcnee structure as It providcs cmphasis through paralleli"lll. Bccau<;c in every linc 

the prccJicate i.., placed before the ~ubject, the speaker's action of ga/ing out a window 

to sec only hl~ reflectioll is underlined. In the ~econd ~tanla, becuu~c he IS thinking 

about a "mgi~' ~ubjcct, appropnatc\y, nalural arder is used. The iden of dllulily bcing 

exprc~~ed is echoed in the paralIel form of the compound sentence", the :-.peaker's 

coorclll1ate conJllllction'> "or" and "but" marking his dilemma 

The ulllI~lIal ~elJtence structure of the third stanla ~uggl::,t~ another kind 01 

contnl"1. J\lthough not actually inverted, the words arc arranged :'0 the cmpha~i., fall~ 

on th~ Imdpoint 01 the I111C~, an clrect further enhanccd by the medlal cae:,ura~ III line:-. 

9 and 11. ThIS lend~ a rather ceremonial llow to the stail/a whlch is fIttlllg ta a 

dbt:u~"i(lll 01 God and contrasts IIIccly with thc cOllversational case of the prevIOus 

~tanza. The Idca of balance wIlhll1 the lilles moreovcr evokc!. that aclueved betwccn 

the speaker and his "close friend," which resolves the original !>eparation of contraries. 

The varymg rhymc of "The Rcflection," ail within the range of the ballad form, 
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similarly reproduees this movement from tension or confliet to resolution that the 

speaker undergoes. In the first stanza, only one pair of rhyrne IS llscd. "Panc"l"again" 

thereby highlight the speaker's single vision where he can see only his reflectiol1. The 

other potential rhyme pair, howcver, jar, the harshncss of the termm"ll e()n~onancc of 

"without"/ "not" reinforcing the separation and potentinl contlict bctwl'cl~ the ~pcaker 

and the night. In the second stanza, this contrast is emphasil:ed throllgh lm k of rhyme. 

Th . 1 . f . 1 "1 "/"" 'k ' c smg e paIr 0 approxlmate nymes lave crave, morenver, ~llgge~l t.ll.! spea cr s 

cmotional tension. By contrast, the third sUIn/,a IS in alll..:rnale !hymc, "ray~"l"g.a/f;" 

and "divine"/"mine succinctly resolving the tenW)J1 01 separalHlIl Ihal Ipe 'peaka 

initially fccls betwcen himsclf and the beyonu. The complelelll:" nI Ihe'L lilial 

balanced rhymcs ultimatcly sllgge~t a confidence that thc 11\': 'It <1 lit "pcaker lotlld not 

openly exprc~~, turning his guarded hope that (lod may '.Iilll>c /llll'Ie,ted m him inll) a 

ccrtainty. Thc~e rhyme:-. thercby reinlo! ce and c<lmplete the: that Ihe 

speaker secb. 

"Dc Profulldi,," ~imilarly providcs a'Sllnlnle, but 01 LI COIIII ary /lalule: tu Ihal 

aehieved Hl "The Rcflectioll." Because "))e ProItIlHIJ," l,ail lma!!lllatl"c PlllJl'Llioll by 

thç ~pcakcr of what it would be likç in the grave, hc a"lIrc' lm :Il1dilol 01 ab,olllle 

ab~cncc after death. By it~ ~tark pragl11ati~m and "'parc dcllllealill/l 01 dlath a.., 

l1egation of IIfe, it is horrifie wilhout bcing grue~()lI1l'. Intlecd, Ih ho! [( li re",h 111 the 

very ordll1arine~~ of the things del1led: 

The IlIclallic welght of ÏI on; 
The gla/e nf gla~,,; 
The inllammabllity 01 wood .. 

You will not he cold Ihere, 
You will not wi~h 10 ",cc your lace 111 a Illlrml, 
Therc \\11l he 1\0 hea\ lIle~,. 
Sincc you \\ III Ilot he able 10 lift .1 fll1gcr 

Thcrc will he company. but they will nol hced )'0 li , 

Yours will be a JOllrney only of two pace~ 
Into vicw of thc ~tars agall1. but yllll WIll not makc Il 
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There will be no recognition; 
No one, who should see you, will say-­
Throughout tl,C uncountable hours-

'Why ... thc la!>t tnne \\ ~ met, l brought you sorne flowers!' (CP 626) 
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The complete imperwnality of the speakcr's voiœ <.Ind his direct address to the 

allditor as "you" make It Imt appear that the rcadcr is being confrontcd with "De 

Pro[lIndi~." But the last llIle \\' ith It:-. mention of flowcrs bring~ a full reali./atwll that 

thc ~peaker 1" on hi~ death-bed (R. Smith 328). The pocm is thereby thc rumination" 

of the dying ~peaker to hll11\cll a ... he projects forward to the state of death. the largdy 

contemporary diction ami ~tJ:lIghtlorward sentence structure reinforcing the iI11prc,~i()n 

01 a conver~atlOnal VOICC. 

The flr:-.t ,tailla dcvlalc ... l'rom thls pattern, lb Ihree phrase~ appearing 10 exi ... t 

apal t l'rom the 1 e,1 (lI the pocm. llllconnectcd by ully verb!'. or proll()lln~ to the "'peakc r. 

The ... c arc most eflcctivc becau ... c the ~l1gge,>tion!'. 01 the paralle! fragmenb Ider to 

a~peCb nt' Ihe eolllll It~cll, Ilcl111/illg a wooden ehest reinforced with mctal and gIa/cd 

to a high fmi,h. Thclr apparent llol1-relallon to the body of thc pocm (h~appcar~ whel1 

thc ~econd ,Iall/a i, cx.lInlllcd, lor it place!'. a lu Il within the object :-.kctehed a!Jove. 

The vI ... llal, ()rg~1l1Jc. and lactlle Image.., 01 "cold," "muror," "heaviness" and "finger" arc 

ail the l'H1cabre I/1WI 'c (or negatlOn) and rever~e (in opposite arder) of the initial 

image" !'.illl:e the Idea\ ut \Vt.:l~ht. rcllcction. and inflammahilil\ arc ail eÀpre~sed 111 the 

The 0/11111011' repetltHl/l and paralleli:-.m of "you will not" creatc" an Image of the 

speaker lellllfJl1g hill1,ell. The itemi/cd sell~atiom. and concerns mentloned above 

sllgge~t a flgllfl: on .1 '>Ickbcd, complHllllllg abOlit fecl111g drcadlul and worrylllg about 

an altl.:red appearancc. That tlH':"'c trilmlat)()n~ will be obliterated by death rrake:-. it 

scem a rclea~e. The lIature and prc~entation 01 the,>e complaints suggests two voices, 

the actual lme!'. being the "heard" vOlce of the ~pcaker rcspolldmg stnngcnlly to an 

unhcard qllerulous voicc containcd wlthin the ~paccs betwecn each ~tanza. The poem 
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thereby becomes an internaI dialechc by the dying figure to himself. 

The third stanza moves beyond physical concerns to consider the dead 

individual In contcxt wIth the ~urroundings. These parallel, progrcssively longer 

statcrnents dispcl any sensation of rclease achJeved III the prcvious stanza. Aguin a 

form of itcmizatlOn, the negation:-. now focus on the speaker':- fear~ and perhaps 

petulant commcnts about being bothered by visitors and hIS eyes being Irntated by the 

light ot the stars. The ~econd item abo )[()J1ically, and perhap'i sclf-reflchively. 

compresse:-. de la Mare\ Ilot ion 01 the '-lm!"t wlthin lb accollnt of how the body will be 

close to the surface 01 the carth but not be able to move there. Il<-. enJaml~ed phra'lI1g 

and ~Iightly cacophonou~ vowcl, cau.,ed by the lIlvcrted ~ClltelH.:C ~t[l\ct\l[C cmph"'I/e 

the mdallie wcight :-.e:)aratillg the hody Irom hvmg thing.,. 

Reknt\C..,.,ly, Ihe Imlllh ,lJld IIHh ..,tan/a", whieh arc jOJl1cd by rhyme. IctUI/l t\l 

and elaborate the pOlllt cO/lu.:rnJl1g people III the preVlllll., ~tan/a. Perhap' :\', a 

re"pon..,e tll a complalllt by the .,CLlllld. unheard vOlee about Vl"ltor, remal kIng Oll a 

ravaged appearanLe, the \peakel luthlc..,\ly a~'llre.., hi, nther .,ell that he WIll Ilot he 

hothered III the grave but he :donc l\lrever. 1\.., rnclltloned, the la.,t IlIle wlth !l<-. 

parrotlllg. 01 vl~it\ll\' t.llk abullt tlown\ grnplmally capture'i the Image ul a \1L'k-bed. 

At the ~ame time, becau\e people dn Ilot ollly hnng t1owcr ... tll hmplta" but tll 

IUllera", paradohlcally the poem Idurn ... to the onginal Image., deplcting the collIn. 

IlOW t1owcr-ladell .,inL'e the Inhahltant 1\ wlthin 

By Ih placclllent Ilcar the cnd 01 () 1,00'l'!.\' I,ngland ant! by II'> pWjCctloll 01 

bemg III thc grave, "De ProIUIH.h," 101111'" an apt cunLlu\)nl1 tn de la Marc\ puhlt.,hed 

eolleetion:-. of poctry The .,tHl k lI11agcry. lInu,ual form, alld J[()f)ic tOile draw attentIon 

to them~elve~ at the :-.ame tlllle they prevent the pnem lrom bClIlg a pat cptloguc. It-. 

suggestion of a ~c1I-dl ... paraging lilial presentation <lI the poet a\ a querulou., invalid 

similarly plllH.:ture., any authorial pretelNom. "De l'rolull(I!-.,'' thereby indicatc~ that de 

la Marc's detached, critical sc1r-awarelle~~ contmucd until the end ot lm carccr. 
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(iii) 

With its imaginative projection of being in the grave, "De Profundis" likewise 

serves as an apt point to conclu de this study of Walter de la Mare's poetry. Death has 

formed a recurring theme throughout; bnefly tracll1g de la Mare's trcalment of death 

through the threc phases of hls career in terms of cmphasis, attitude, and mcthod of 

presentatIon will ~umman7e the cOllf'\e of his poetic devcloprncnt. This will 

demon:-,trate that, l'ven \11 the beginl1lng, he does i10t tum his back on the challenges of 

life but lhrectly [aces the temptation to e~cape and resl~b il. It will be sccn that hi~ 

cvnlvlllg trealment of the 'lIbjed 'lIpPO[ b J\lIden'~ bclicf that de la Marc continues to 

"maturc III technique and \Vl,dum" untt! the end (IntroductIon 395). 

J\, ha:-, been 'lTn througlHlut tlll:-' ,tully, the pattern 01 four-world Images in de 

la Ma[c". pllctry pre'enh the lllllver'e a., lOJ1o.,l'ting nI llllmerou:-, inter~ecting planes 01 

e:\l.,tence. ba~cd on the contrane, th l' wnrld. the (lther world, the lhtld world and the 

aduIt \\'orld. Nece.,.,anly. in th l' L01I1ple:\ 'y,tem, lire and death lorm one e~sential 

pdtr pl 0ppll.,ing ekmenh. along \Vith wake and .. Ieep, the temporal anù the cternal, 

alld the Ilatural and the ,uperna!lI[al The cln.,e connecllOIl between lire and death is 

Ilr..,t <li t ICllla tell in "Shadow" (1 ()(l(J, <Inaly .. ed III c1wptcr 1 wo), whe re, applying Pla tOIllC 

Idea., nI mOItai lile a, belllg a lalllt n:llectlOll 01 the ideal world, an ()bJect'~ ~hadow l~ 

IIlterpl c1ed 10 he <In emhlcrn of [10., tran"lellce: 

J he Imellc"t lJung earlh hath. a ~h.ldow hath, 
J\ darI-.. .1Ild Il\elollg hinl 01 de.llh, 
lIallnll1lg it c\er tlll Il'. 1.I~t f.un! bre.l!h .. 

Who. thell, ilia)' leIl 
The bcallt~ 01 he:l\en\ "h.ld()\\Ie~" a"phodel? (CP 66) 

Death ~hcrcby haunh worldly eXI..,tcnce, accornpanying life a~ closcly a\ a shadow <.locs 

ih pos.,e~~(}r. AIthough blcak, the poem enù-; with the po~sibility 01 the parado}>.. that 

the :-'lgll 01 mortality, the shadow, may al~o serve as a constant remilldcr of its 

contrary, the c!ernal world of a /I~hadowlcss/l heavell. De la Marc, thercforc, rcmain~ 

2 
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curious about death throughout his career because it seems to promise a definite, 

although irrevocable, means of passing from this world to the other world, as described 

in "The Bridge" (1938): 

A Bridge, now nearmg. 1 shaH \\ alk alonc-­
One pier on carth, the other in the unknown: 

And there, a vicwle~<; wrmlh--
Prince of Ihe wrcckage of Ihe centuric~. 
Yct still past thought'~ flll.ed \Cfutlll)'. heart's ~urllll"'C. 
And nought bul a namc. ycl Deatlt. (CP 367) 

But whlle de la Mare remaim Întcre!-ltcd in death ..... a 111\.:an:-. to rcach the other wOild. 

lm emphasis and mcthod of pre<;cnlatlOlJ vary clll1!-1ltkrahly ovcr the year". 

Dcath b a major, If unhkcly. lopie III Ihe l'arly perlOd (19()1-19\~). Althllll~h 

"Shadow," citcd abovc, pre'.enh an impel"Ol1dl per"'pectlvc. thi ... l' raIe. !-'tH the l11u ... t 

part. t'a:-.cinated hy the ... ugge!-llion 01 tllncln, hcauty, death l' ln:atcd "'lllcly a ... a 

:-.ymbol of pa!-l"agc, and all cOIJ!-lideratlon (lI Ih adual cllelh tend ... tll he Iglloled III 

di ... mis:-.ed. Often. dc la Marc'~ figure ... adnpt il ... dl-indulgent. dccadelll po ... tllrc. \<.:11-

c()meiou~ly Il11itating the RomalJtic attitude 01 being "hall III love \VIth e:l\dul dealh ni 

But de:-.pite thi, temptatlOll. 111 Ihc ... e pocm'. IIke "Bright J.llc" (\<)0(1). "Mu'le llllheald" 

(1912). ''To 1:.'1',." "Du~t to Du ... t" (191~). "Not that Way." a/ld /1 1 he Il11aglllallo/l\ 

Pride" (192\), the figure i~ ~h()WIl rC:-'I~tillg Ihe ~edudivelle .... ., 01 dealh although II \eelm 

to be the easy way to acluev\.! peace ami re ... ()lve ail 1Ilh:rnal cunilicl. J\, the \I:!vcllcl'" 

III ''The Pilgrim" (\906) and ''The Journey" (\9\2) dell1o/l ... \J <llc. the o/lly \Vay 1\1 

complete your quc"t 1" to ,\eadfa:..tly re"'l~t <Illy appare/lt\y e(l'y route. Stolcally. 

becau~e no e~cape lrom life i:-. allowed, Ihe figure ... Illu,1 /(Jllmv Ihe nallllaL dJi1 iLlill 

course unaided ("Two Worlds" 622; Bonnernt 2()~-3()(). 

At the same time, death ibcll, when per",ollllIed, 1'" 110\ porlrayed a ... evil. On 

the contrary, in "Even in the Ciravc" (1906) the ... hadowy, n.:gal lIgure I~ attnlHltcd with 

a "strangc innocence"; cvcn in "MotJcy" (1918, analy~ed in chaptcr lour), by 1101 

possessing sense organs, dcath IS pre~ented as nol havillg the capacity to creai\.! evil. 
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Rather, il IS a simple consumer of the dead. This qualification, which at first seems 

solely perverse, is yet consistent with the affinity being established du ring the early 

penod among innocence, the child world, and the other world. By tillS scheme, it is 

logical thnt III thme poems prescnting a child in relatIOn to a de ad figure, as in "The 

FUIlcral" (1902) or "John Mouldy" (analysed in chapter two), although the child dues 

not 1Il1der~tand Ihe signiticanee of the cvent, he scems llnatfeded or untrightened by il. 

Thc mo<,t e:\trcme imtance of this occllrs III the bl/arre "The Key~ of MOfllmg" (1912). 

Here, whcn the little gIrl think, ~he ~ee, dcuth bcckonlllg h) her, ~he, full of curiosity 

alld wltl1t1ut apparent qllalrn~. I~ abOlIt to approach him, whell ail 1<, revealed to he an 

illu ... \un (Du!! III X4): 

LotH!'.a );lJd her le,wlI book 
On the cnld \\'indo\\ -,ill; 

And m the <,!cepy <,\II1<,h1l1e hOll"e 
Wenl "(111) dm\ n, 1I11111 

She !'.tood in the halt-opencd dom, 
Ànd pecpcd But ,,(range 10 !'..t~ , 

Where DC_llh Ju<,t 110\\' had ,ulllling <, .. 1 

Onl)' ,\ "hall()\\ 1,1~ 
Ju,t the lali dlll11llcv':-, round-(oppcd ('(ml, 

Ànd Ihe ,mali 'un belllI1d. 
1 Lld \\ Ilh 11\ "hatlo\\ 111 Ihe du\( 

Callet! ,leepy 1 )ç,lth tu 11llnd 

Bul 1ll0'>t ~he 1 houghl !10\\ <,trang:e 1 t \\ a' 
1\\0 ke), that hl' ,llOuld bear, 

And lhat, \\ hen heckol1l1lg, he ,hould \\ ag 
The little~t in (he :lIr «( P !Oô) 

By comparI~on, in the 1111dl!le penol! during the 1930 ... , death become~ 1l1uch lc~~ 

1I11pOlIant lhcmallCally J)urIng Ihis tran"ltlonal pha~e, dl' la l'vlme 1<, eÀploring Ihe 

varI()lI~ ll1eam hy whlch a matllle, ~c1f-awarl' indIvidu al l'an rl'l'urge the VItal links \Vith 

chiidhopd l11noccncc and "pontanelty that would cnable hHll tn become an mtcgrated 

pe!<'oll The pcr<,OlHle arc thereby intercsted in rl'pentable Hnd mcmnrahlc rneam of 

gailllng acce!'.s to the othcr world anù achieving a balance bctween the (hvcr~e <l::.pects 

of c:\istence. /lIn the Garden" (1933. analy~cd in charter live) ~how~ an adult ~peakcr 

trying 10 come to terms with death in context ot man's socIety, the natural world, and 
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God's univcrse. Death cornes to be seen as part of untamabte, WItt! nature, which man 

incffectively trics to limit by his "mild," "bland" societal morc~, and ultimatcly as an 

agent of God himself (CP 275). The speaker is powerless to change thi" but !>truggles 

to undcrstnnd the renson why. 

In Memory (1938), the agmg speakers begll1 to acJlleve more delachmenl, 

turning Ihcir attention inwards and reflccting on Ihe cour'e or pa ... 1 IlI1age~ and event~ 

which thcy have expcrienccd. "The Lmt Clwpter" i, "p()ken by a wnler, apparent!y de 

la Marc, who advI~cs him~c\f to drop hi~ egoccntnClty and "pend hl" remall1lllg tllne 

lcarning from the Image, of hi!> IIlncr vl~inll. ') he Ide .. " latellt !Il the carly 'ymhul 01 

dcath a~ a "hadow and a!> an amoral agl.:nt arc bl\lught l111t lully hl'Ic. lm death l' 

pre~enled <l!> a "compal1lon" who accompallle" olle", eVcl y al'II()II i\lth\ lll).!h. the world 

of (kath i, pre\ented a\ being an altcrnate 'laIe (JI CXI ... !ellll' tu IlIc wlth Ih ()Wll 

powerlul ... ymboh. the poem cOllcludc' wlth the: o III 111\ Ill'" ,cll-w;(lllll1~ lu hL' awarL' 01 

who'c \crv:tnt dcath i .... by imphlatloll, (lot! .... 01 Sdtan ..... 

l'.lce, ... till. Illr pace \\Ith )llll. rllll1p,1Il1011 ~Ol"'. 
'1 hllllgh Illl\\'. Ihr(lllgh dullnl and 1II,111l'1111\ l' 1',1I. 

No Ill(lrc--,'~ \\ hell 1 r1uld\--\ ollr 'Je" hl'drl f...llm\\ 
Iii, IIIlnlJle el1l'rg) ,md Iw,llIl\ Ill'dl 

III .... (00. a World. (hough \Il'\\k ...... "',l\l' III ~hI11P\l·. 

Ill'. (Oll • .t book of IIl1agcry hl"lr .. . 

And . .1'" your haltlllg IO(l( hl'\ldl' him IIIIIP", 

Mark ynu \\ho\l' badgl' and lhl'I\ 'll' \\l'd'''' U'J' ':-;0) 

'l'hi, lIInhlvaknl attitude 10 dcath i ... hlOlIght out glaphllally 111 "/)IY Augll ... t BUllled" 

(analy"ed III chapter rive) wlm.h employ" the old dcvlle (lI jllxlapll"lI1g :1Il IIllHlcenl 

child wllh an in ... tance of death. Il Ihe dllo/loluglutl traullg (II Ihe pr\ll.l· ... ' hy whllh 

the child revcr ... e\ her atlltlldc ln the dcad hare j" IIltc'lnl'lcd p'Ylhologlcally. thl' poem 

dcmoll~trate~ thc compleÀlty 01 hllll1an CIl1011011'-, lor the adlllt. IlkL' the chlld, can \cel 

conflicting emoli(H1!> at the <.,al11C tllne. 

In oppositIon to the p()em~ of the Cal ly periml which ,how a 'lIrpn ... ingly hcavy 
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emphasis on dcath. the pocms of the late period (1941-1953) have an uncxpcctedly 

light emphasis. Bccause for the mûst part the figures have gained self-knowledge, they 

are able to considcr dcath pragmatically, as part of the scherne of lire. The children's 

poem "Mc" (194J) 'iuccinçtly convcy~ this dctachcd acccptancc: 

A, long a~ 1 live 
1 ~hall .llway!. be 
My Sclf--and 110 othcr, 
Ju,t me, 

I,I"e .l trec-­

WI Il 0\\ • eider, 
A .. pen, thorn, 
()r c~ pre,," forlorn 

I.II-.e ,1 !lO\\ cr. 
l'or Ih huur-­
l'nmro<,e, or 1'1111-.. 
()r ,1 \ 101 et -­

SUIIIlcd h:- the "llll, 
And \\Ith dewdrop~ \\et 

Ah\a~"JII\t me 
ï III the d.l)' cOllle on 
When 1 lc,l\ c tlm body, 
ft'., ail then donc, 
And the "pirit \\ithm It 
Jo, gone (Cf' 432) 

Thi~ i ... /lot to ... ay that dcath 1" alway~ con~I(leJed ~o di~passiollatcly, howcvcr. By it~ 

11l:arne ... ~, dcath I~ a dtlkrenl matter ln an olt! per~oll than it is 10 a child. 

In Tlze IJwl/ll/g-U/a.\!) (1045) dc ath prodllCC~ varylllg rcsponsc~. On the one 

band, tberc arc \CVCI al pocm<, about belllg ~evcrcly III whcrc de la Marc ~ccms to 

e}"prc~<, hi\ u)nfIlLtI\1g, cmotion~ lully and ùlTcctly (Brown 93-\)5), In "Laid Low" the 

~peakcr I~ la"clIlatcd yd 1<:1 nIÎl:d, the poem cndlllg wlth 11IITI altcrnatcly crylllg out to 

(~/'d to contlllllc 111:-' Ille and wI"hing, 10 be dcml: 

My hcarl ~.tld, 
'Nay, therc I~ lIll11ght to fcar'--yct ~hook \Vith dread' 
Wept, 'Cali him b:.ck!': gloancd,'Ah! tha! eyclcss hcad!' 
Impa\~\Oned by ih beauty; sick \Vith doubt:--
'Oh Gml, gi"c Ille" and, 'Wollid that 1 were dcad!' (CP 478) 
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But even 111 these poems death is presented as an inevitable faet which must be 

acccpted, for the most part the figures striving to maintain an uncmotIonal attitude, 

On the other hand, paradoxicaIly, the hovcring presence of dcath in old age crcatcs an 

cvcn sharpcr respollse to life by the poignancy of the absolutc and fmal contra~t "The 

Rapids" (di'icussed in charter ~ix) expresses thi~ hcightcncd awarenc'is: 

Thc binh, that ll~ed to ~lIlg, ~ang then 
A~ if III ,1Il eternal day; 
h '11 ~\\eetcr yct Iheir gracc Ilotc~, \\hen 
Farewell , fart'lI'el/ 1\ thelrs 10 <,ay. 
Yct, a~ a Ihorn ih drop of de\\' 
Tre,1 ~llre~ 111 ... Iladow, cryqal clcar, 
Ali th,11 1 !o\'cd 1 lovc ane\\'. 

NOI\ pal I1I1g dr;l\\ elh near (CI' 455) 

III "llI11e laIe poem", the dctaehed, matter-of-faet attllude 1" inlcn ... if ied unlii Il 

berome ...... dl-dcpn:eallllgly lrollie. A ... If to deliberatdy pUllelure hi., lormc-r ddudul. 

fanelful I)[e ... elltatioll of death. 111 ''l'ufeka'' (1945) de la ]\'lare aIIO\.,., 111" drc:tmcl-

~peakef tll vl"it the alterworld nnly tu lh"cover ail hl" preconeclvcd llotlOn" ;trc 11\.:11011. 

Set again~t the nO\talglC \Ianee 01 the e(lIH.:lu~ion of "Shadow" wherc the \pcakel 

w(llldcr~ about "the beauty 01 heavcll'" \hadowIe\" a ... plwdd," jafllllgly. helc. Ihe 

... peaker fintl, only a ~terilc v:tult. Whcll he a:-.k ... the jallItof '''1\ thl .... Im'nd. II el 1 or 

Paradl!'.e'!'" he lcarIl\ the\e tilly ()pp(l,itiol1~ are llnly another lorm 01 hUl11an ... ell-

dcIm,ion' 

'TerI1l~ tnlc a, yuur ... Ihe Igllor,IIII 
On carlh, Il 'CClm, may )'1.'1 dcludc 
f1en·."~m" ,Ill.! '\aint" an,1 "hicrllphanl" 
,:11a 'exile \\llh "Ihe (,ood", (C/' . .p<J) 

Although ail J\ thanklully jU\t a IIIghtrnare, tlll: point 1\ eruclly made that ail OUf 

speculatloll~ are ju:-.t that. Such a har!'.hly ~elf-Lntiçal \Iance toward the ~pl:akef coult! 

have Hever bet.!n po~\iblc in the early period, ~uppofting McCro~~olù helicf that death 

IS considered progre~slvcly mme IroIllcally in the late worh (52), Regarding thi!'. 
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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 carly period, through the middlc period, and in the late period 

highlight key fcatures of each. WhIle a young man, the symbolic ramifications prove 

the mmt compelling ta the extent that the ordinary human reactions tend to be 

repressed. Throughout the ramful growing period of the transitional poems, de la 

Marc gradually gains a more honest and identifiable ambivalent attitude. In the late 

period, thcse self-e)o,.ploratlOlls arc infused \Vith an increasingly detached approach, the 

accompanylllg increaslllgly ironie ~tance of the speakers expressing an underlying, 

1IIH.kr~tood acceptancc. With this maturillg 01 out look, the speakers assume a more 

dm:Lt. conver~ational style whilc contll1l1ing to lhink mctaphorically. 

De la Marc's devclopmcnt can then:by he se en as cumulative at the same time 

Il )\ a pa! ing down. This i\ not a., cOlltrmhctory m it might appear; in his evolving 

thought and ~lyle he alway~ retaincd the e~..,ence of his former symbolic method as the 

UHe of his work. Ile only ~tnpped away the outer sldace layers of exccss diction, 

ul1l1cce~..,arily convollllcd ~cnlcncc ~lructure, and the accompanying fanciful, immature 

)dca~ they chpn.:..,~cd. Althnugh the cool, ~c1f-deprecating irony of "Dc Profundis" 

appears IlIhih~tic in contra~t to the cmotlOllal outcry of the Christian 1Il "The Burning­

C;1a~\,/I It tlocs not contraclict thi~ progression but rather is the final, logical stage. 

Only becau~e the pact-speaker had bcen spiritually wclcomcd home coulcl he 

d)~pa"'IOlIalcly engage in a ~uch a ruthle~s inller dialogue. 



169 

Notes 

Chapter 1 

tOther critics holding this position includc: Aldard, Burgcss, Coombcs, Flctchcr, 

Garman, Jarrcll, King, Larkin, and Waltoll. 

2Dc la Mare's poetry has formct! part of thc subJcct for othcr book-Icngth nitlcal 

cvaluations of his work: Doris Ro~s McCro<;~OIl'~ Waller de la Mare (1966) and RIchard 

Smith's doctoral dis~crtation "Walter de la Mare (1873 to 1956)," W,\lc\, 1980 Became the) 

prefer thc fiction, especially the short !>tonc\, O\'CI the poetry, the latter rcceÎ\ e~ ,l 'OIllC\\ h,lt 

cursory analysl<; and is not takell II1to fulI accollnt 111 thclr rc~pectl\'e concIlI!>ioll". 

3Critics who ~tate that de la Mare's work 1" tn he ,lpproacl1ed pn1l1aril~ (III the 

clllotional Icvcl includc lIopklll~, Sack\'lIle-Wc,>t, Wllliam\ and. the cOI11I·der" of Hoof....1 '1Ï1e 

Journal of Ihe Nallollal Book rel/gue' 301. April-May 1956. Crltle!> \\ho (,oll\ider de 1 .. M .. lc 

a statlc wntcr incllldc Dcut<;ch, Grigson, Lc\\i,. Prc\\, Van Doorn, and Wahh 

4'1'\\'0 per<;picacioll<; crltic~ belorc Perkin\ \\ho l'xpre\\ed the Ide,1 th,\t dl' I.l J'vlarl' 1\,1\ 

a\\are of his \I!>C of Romantlcl\m a~ both a thcIIlc and a COnl'Cntloll, ,I1tllOUgh thc\ do not 

purstle it in depth, arc Stanford and the anol1\'mou!> '/ Le; \\fiter 01 "( 'ont III \II IIg RCIll'\\'al," ,1 

rcvic\\' of 0 I.ove/y hl/glal/d 

5CrillCc, ~en~ing an c~scntial change al Ihe end 01 de 1,\ Marc\ e,trly p(Jctr;. illllllde 

Fam!'.et, Frccman, Jack, Pc\chmanll, and Wagcnknecht. Somc (lther ('fitle" cOIl\iderlllg dl' la 

Marc to be a s)'mbohc poct are CccII, I-';llIon, and Wlley and Orel. 

6Prcvious l'rities who havc idcntilied two OPPO\lIlg \\orld\ III de la Marc'!'. poctry arc 

Coats, Church, Faussctt, f'rccman, San1>om, W,J.Smith, and Ihe anonymOll1> TL~' allthor of 

liA Poct of 1'wo World~: The Imager)' of Mr. Dc La Marc." 
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Chapter 2 

IDe la Marc \Vas to become an authority on traditional childrcn's literature. Examples 

of his wide knowledge include his notes to Come Hi/her (1923, 1928) and his IIltrodllction ta 

AlIlmal Stones (1939). As well, he is acknowledgcd Illllnerous times as a source in the Oxford 

Dn/umary of Nursery Rhymes editcd by Jona and Peter Opic. De la Mare aiso wrote critically 

about the major Victorian children's \Vriters, for instance, a book revicw of Stevcnson's 

lcttcrs, an essa)' on Christina Rossetti, anrl a discussion of both Lear and Carroll in an essay 

on 1 C\\Ï~ Carroll. 

21 hi" I~ in contrast to the adult pilgrim who 11111~t undcrgo the wirehes' tcmptation of 

an ca,y \\,1)' hOlllc 111 "The Pilgrim." 

4 ln e,lIly cditlO!1<; (1902,1916) the ~ync()pc i~ not u'\cd. "whi~penng" appcaring in full. 

''l'hl' technique \\ iIl be devclopcd mo!>t effcctlvcly in "The Li "lener~" (1912) whcre the 

dct,lIIed de~enpti()n of \\hat is not donc cerily becomc\ the actinty of the ~l1pernarural. 

I!Scvcral enlies, nolably Madamc Bonnerot. have commcl'lcd on the Platonic 

clement.; 111 "Shadow." She obscrvcs:" dans sa \'I~ion d'un autre monde ideal, étcrnal et 

\ 1~lblc, dont le nôtre n'e~t qu'une imparfaite repré~entation parce qu'il le monde d'aprè<; la 

c!Jute \an~ doute--a\'cc cette ombre, toujours présente, qUI n'e\l autre que la morl.(p.114) 1 

bclIeve "Shadow" j" not trul)' Platolllc because de la Marc uItimatcIy assume" a speculative, 

intcrrogall\c .,tance, Intcnt on exploring the universe as he .,ee<; it, here he el11ploys Platonic 

language Illuch the same \\"1)' elsewhere in Poemj he appropria tes modes of Renaissance 

htera1ure and clement!> 01 lolk and fairy literature in Scmgj of Oll/dhoad 

7Thi~ is an cxamplc of de la Mare's p~ychological and cducational intcrest in childrcn 

which would culminate thirty years later in l~'arly Olle MOrl/mg (1935), a cntÏcal anthology of 
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writings about children where he would calI out for more cnlightcned edllcalional mcthods in 

British schools. 

Chapter 3 

lIn Behold, this Dreamer! (1939), de la Mare WIll lI!>e p~ychological terms to dcscribc 

dreams as inlcts to the unconscious, which Îs Ilot per~onal. but collective. Ile describcs the 

unconscÎolls in the following way: 

It is a convenient but animating tenn for the re~ervOlr of dl.\lr vitae from 
which, throughout the working day and at c\cry momcnt of dream. 1'; belllg 
drawn up into consciousness, even thC'ugh it ma)' scrve Il:.. purpose 
unperceivcd, the imagery of recognitIOn, recollcction and re-creation The 
slIbmergcd portion of an iceberg is the comnlOnc\1 I11ctaphor for 11; but Ihal 
of an archipclago of hllmanity whose myriad i:..land peal,. .. ,lI e ('onnccled lllHlcr 
the sca may be nearcr thc mark. Intuition in part depend' on it, rC\OllfCC\; 

and pas! calculating, the faclIlty or poise or. rather. statc of the mind WhlCh 
we cali the Imagination .... What--in any original cnterpri .. e of Illllld or ~pinl-­
can man achieve, indeed, unmded by the rcviving \\atcr .. of Ihl' 1I1lpluIl1bable 
weIl? A wclllappcd in darkness--and l'very Illetaphor i~ (111)' .! Illakc~hlft--into 
which we can peer only with the aid of a feeble taper. intro'ipcctioll (1-;::\-84 
note) 

2Por di~cllssions of thi~ rcmarkable cffeet ~ce Klrkh.11l1 117. Wright 130, and Gwynn 

and Condee item 26. 

3Alicia Ostriker rcfers tn "Mbs '1'" al-> a nllr~cry rhyme III VillOn and Ver.\c 1Il William 

Blaf...e 31. 

4As LeVay attcmpts in his analy~is in The /·;>..pl!ca/or. 

Chapter 4 

ITwenty poems which appcared in Morley hall prevlOusly bccn published in a limited 
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cdition called The SUllkell Garll' \1917) ("Bibliographical Appendix" CP 891). 

2
11Sam's Thrce Wishes" in Story and Rhyme re-works the fairy tale staple in a gently 

humorous and ironie fashion, the subtitle, "Life's Little Whirligig" using a child's toy to image 

a kind of eternai life. "The Double" and "The Little Creature" from DOIVIl-Adowll-Derry 

return to the figure of a little girl dancing by herself. The flrst is a hght-hcarted, rollicking 

rcndltion of the othef-~elf ide,1 furmerly bleakly prescntcd in "MyscIf" (1906) combined with 

the ceIcbratory dance of "1 he Btlckle" (1902). The second is a COll tort ion of thi'5 type of 

poem, a<; a \\itch\ l'hile! seel11~ compellcd to perform a ritualistic dance. The beat of her 

whirling, convulsee! action i~ effcctl\'cly set by the gratillg opelllng: ''l'wlllkull1, t\\ankul11, 

twirlul11 and 1\\ltch. / lvh grcat gr,llldam--She \Vas a witch." 

'AI Ihe ..,a1l1C Illne, de la Mare is dcfining childhke in hi\ criticI\l11. In "Rupert 

Ihooke .md the InlcllccllI,tl Imaglll.llion" (1919) 17Sl he \\ill ll~e ..,ol11e ()f Molley'.., 

characten<;tlc\ to de~cnbl' the \ i<;ionary 1l11aginatloll \\-l1lch prO\ ide\ an intliltive and Illducti\ e 

underl,tandlllg of hIc fdlher than ,\ logical. deductive OHe . 

.JDe la tvlare\ delhc,\ted \\ ar-\\ork i<; \\ell-documented by Sir Stephen Tallent, in "1\ 

MClJIory of 1917-18" III Tnhllle: 10 Waller cie: la Mare: on lm 5evt'l/ty-flflll lhrtlulay 86-90 

5Conlral,t thi, rcalil,tlc atl1tude ln \Var \Vith the naÎ\ e, ~cl1timental one of "Keep 

1 nl1llcency" III 1'0('11/.\ (/f)()(j) 

6Murry n4. 111,lke.., a '1llIilar cOlllment, ~eelllg the "lIIccs<;allt and conflicling interpl,\)" 

bet\\'een the ideal and the real a~ bcing de 1,1 Mal e'~ 111,1111 IIllerc..,t. 

7Richard Snlllh 107 (hl,cll~<;el, de la Marl"~ appropllation of Platonic tenllS in MOlley 

and The Vt!lI, beiIe\'ing Ile II, Ilot a platol1lst but a~ \\Ith allu<;iam ta iItcr,lr)' works takes 

whalc\'er hc fimh llscflll a<; a vclllcle 01 expressiun. Bonnerot 257, 409 bciIe\'cs that \\hen the 

lislcllcr achleves this stalc of cr'lasy. he rccaptures a viSIOn of the unlallell world and thereby 
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regains unit y by retrieving his tolal humanity. 

SDc la Mare loved the lasl stanza of "Fare Well, Il and it bccame a molto exprcssing his 

philosophy to many of his admircrl>: 

Look thy la!>t on ail things lovcly, 
Evcr~ hour. T ct \10 night 
Scal thy scn~c in deathly slumber 

TIll to dclight 
'1 hou have paid thy ulmost bbsing; 
Sincc thal all things thou wouldst prai'ie 
Beauty look from thme who lo\'cd them 

In othcr days (CP 218) 

IOIIcrc. :1' .. in "1 Mel al h'c" and "Nod," pn·viou<.,ly dl\Cll',ed. the ro<.,l' LOlollr buth 

mtl!ealc<., time Ilt da~ and l' ,l pun on the l10wcr \\Imh :-.ymbllli/c\ the lr,IIl\leIHT ot hic 

Il KIrkhalll 1 lof 1 cnJaI k, that thc '-peaker!>' attitudc,- re~clllbk th,lt 01 \ outh tn (lld ,I~e 

in "Age" in !'o('/IJ\ (1')(}6), 

I=KII"halll I~-I. thlllk' hl~hJ~ (lI' tlm !'(lcm, h\' cOl1tra~t I\lllllll'rllt 1 L' IUIl" It p,llntllJ 

10 read becall\c it i~ '-0 PO()[ • 

l'B~ the 11111 having thc \Ign of the rb1l1g ... un and bC1l1g caIkd thc WOlld'~ J'nd, dl' la 

M,If(: \1\ly and \cIl rdlc>.i\'c1;. nxa\!\ thc Inn Ile depktcd \Il 1l('IlIY Hruc/..cll (l')()-I) 120, 11\ the 

Ch,lplcr \l1:-,plred b)' !'t/gnm',\ !'rogre.I,1. Accordmgly. it po ... \e .... c~ ,Iltribull'\ (lf holh edrtll .Ind 

ctcrlllly 

14'1111" tcrril()r) l'aille 10 bl' con..,idcled dl' la Marc'., 0\\ Il "pclÎal .IrC,1 i\ lypl<:,t1 

commcnt i~ the p"ycholol'lCal inll:lpretation hy J.B. l'ne~llcy. "Therc i" a de 1.1 MMe \\mld , 

unlike ail) body c1\e'~. It e>'l"ls chiefly in thc IWIIighl reglo!l\ bel\\ccn the COIl,>cioll\ mimi (lf 

our t1me ,ml! the grcal decp of the collective 1IIlCO!1<.,uou ...... " TrthlllC /0 Waller de /a Alare 01/ 

hlS Sevel/ty-Flfth !Jtrllu/a,l' Il l~. 
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15Elizabeth Schneider il1terprets God to be dying in her explication of "Maerchen, n 

itcm 29. 

16111 his introduction to his anlhology of folk and fairy talcs, Animal Stones (1939) 

XXVll. de la Mare will later rcfer 10 IIMacrchen" as "nursery talcs," which usually lead to a 

\crap of worIdly \\'i~dom, a minute Ic~~()n. l'ven to a moral," as in "The Three Little Pigs." 

Charter 5 

IThe IIlctaphor of the ill\\ard lire tll COl1\e\' the power of innocence recalls a ~illlilar 

IIl1a~e al the cnnc\lIWlll of "The <. :hildrell of St,m:" !>oem,\ (t006) whcre the children'~ "tin)' 

hrl'~" arc "Blow Il \0 a COI e ot ardollr / III the ,1\\ fui bre.lth of (;od" (Cf> (3) bllt !>trippcd of a 

relJ!!IOll" context Wlllle pre\J()u~l! Il ~Ignifil'd the force and ongin of thclr purit)'. no\\' it 

t'drIll''' the ROIll,llltIC a~~()Ci,ltll)n (lI CledtJ\e <.1\ Il.t1ll1~1l1 J\~ in "Noolt and Nighl Flower" from 

1 he Li\((,I/('T,I, the lI~U,ll a ... "o<.iallon ot dCtl\lty \\ Ith outer Iife 1\ in\"crted to "lIggest the \'itaht) 

(\f the inller, crcatl\e li/l', a~ thl' girl\ Ihoughh "ttrcam" Ihrough "cndul11tcd woods." The 

IIl1\ard direclion of the girl' .. g,lfe \\ III reappear III Ml!l1lory as the "illward cyr," a significant 

Illlage in the latn P()c(l~, 

.:: J)e 1,1 rVI,lfe bcIie\'c" tha! completc comlllunication bct\\ ccn loved oltes 15 pmsible 

Illlh in <Ih~ollltl' .. i kllce \\ hen ,1 'IJln t li ,Il COlllmUlllcation conlt! OCCl1r, "Silence" (CP 131). 

:;Ol' Vm'" \)\), ~tate" !hat the ('nlour bIlle i~ ,1~"()Clalcd \\ ith circles. and both foiglllfy 

calm perfection. 

4WIlIiall! \Vor,I\\\or!h. "1 Wandl'rcd Loncly a~ a Cloud," 4:21. Dc la Marc bclicvc~ \\c 

cnter our 1Illcollscioll\ by the "inward cyc," WhOfoC relation to the phYf,lcal cyl' hl' c;..prc~\cd 

allalllg()ll~ly b, comparing thc eHeet of lll110nlight 10 that of ~lllllight. 11<; power depcnds on 

the per~on'~ a\\'arenef,f, of mner cxpcricllce, but jmt a\ with external sight. it i~ fllrmcd bv the 

l 
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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 c1ear image. Althollgh it can be cali cd 

upon again, the perceiver's gaze can only rClllain foclIsed for a few instants, Behold, 11us 

Drea'/ler 80, 51, 53 notes. De la Marc would latcr calI thi!> inward gaze the inlet to "the httle 

nowhcre of the mind" Nursery Rhymes for Ccr/am Tunes 10; Ru!.~ell Brain, 'l'ca ~vllh Walter dt' 

la Mare 15. 

sPreviomly in I~'arly One MOrll/llg (I935), de la Marc tell" an anecdote \\ hich ob\ 10l1',1~ 

formcd the basis of "Dry Augu"t Burncd " 

SOI11C y('ar~ ago a l'hlll! of ~ih \\.1" pl.l\IlI~ 111 the h.ltchcn 01 ,1 countrv cott.lgc, 
III which ~hc \\'.I~ ~pcndlll~ her "li III III l'r 11l1I1d,l\.... \\ hl'n .1 "hot h,lfe \\ :l', 
brought III out 01 the heat of the h,lnc\l field .... At "I~ht 01 It "he broh.c 11110 .t 
pa<.,slImate fit of \\eeping, .llld l1()thlll~ \\(Hlld l'Ol1ll0ft her 'J he hran h.l\ 11l~ 
luIlel! .It 1.1~t. the he.ld bec.lllle .llIIH', .llId .It lI(JOII, ... he "Idkd up tu 11er 
lIlother \\·lth the half-whi"pcrl'd J L'qUC~t. 'MIIIllIllIl'. pk.t"'l' JJl.I~ 1 go and "'Cl' 

the hare ~h.ll1JH:d')'" (216) 
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Chapter 6 

IThcsc terms arc Michael Kirkham's, 128, 129. 

2"Sheep" in The Burlllllg-Glass rcfcrs to Blake's "douhle \'i~i()n" \"here '\vith Illy 1Jlward 

I:\'e, 'Ii~ an old Man grey, / Wllh Illy out\\ard, a Thi~tle acro ... s Illy \\a\," "Lettr;-," Fc\pham, 

No\' ~2, 1802, j>oeIU(// lVorks 306; 27-30, and gl\'c, a reecnt c>.ample III the spcaker's IIfe 

\\hich 'IMrkcd thc a\<"llcÎatlOll. Sp~lIlg, from a bu ... \\ll1dO\\ .1 mollonll".., flock of ~heep, the 

'pl'.lkL'r 'CC\ thcm a.., \h.lpc" of ~t()ne. Ill' cOI11menh OH the pruce ... , III thc flllall\\o ..,tall/a,,: 

Thc milld--thal old l1lole--has it~ hidden c.lrtll\\orks 
BI.tke's grcybcard into a 111l<;tlc turned. 

And, 111 hl" c/lIldhllod, floekl/lg ange!, 
In ~lIn-\\ lit! foliage glcarncd and bUrIlcd 

lIIu"'llllJ\ 't'ct--,I\ Ill~ 'bu ... lurched llll\\,lrd, 
Bee, h trcc,>, l'ark-Iand and \\ oodlalld gOlle. 

1 t \\ a, not ... heep 111 m)' Il1cnlOry IJIlgerct! 
But, \lr,lI1gdy 1I1d\\ elling, tho"c ,1Jape" oJ 'lone (Cl' -IS.3) 

'Dc \,\ M,lre, Come lIaher 5g-l; Ion.! and Peter ()plL'. "InllOdllcllOn" ïïle (hJord 

nU//OI/(l1) ()J NUTlay Rhyl11t's 12; L11/,lbclh Sc\\cll. 'Ihe Fu'/d oJ Nol/.\(,//\(, 67 

.J BllllllL'rnt 211 note" the SIIBil,lrIt: 01 themL' III the t\\ () jlOCIll\ 

'Ill /J'('ho/d. 111/.1 f)rcamer 56 67 W,dler de la M,IH' c.dh tlll'" tral1'llIOI1,1I ~late bcl\\L:L:11 

appcar 10 h.t\L' pwfolilld ~lgIlllIc,lIIce tu lhl' perCel\l'f, Bec.lll\e the pcr",ol1 I~ (lllb III .l 'laIe 

flBUJlIlCfO! 351 makcs a ~ill1i1dr pOllll about the carly pOCI11 "A Song of Ellchantment," 

'italing lhal the ~ll1ger lISC~ arch,IÎ'I1l\ 10 ~carch for thc Loo.,( Timc he callilot rctncvc. 
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71 disagrec with Donnerot 143 who bclicvcs this i:, dcflllitcIy a scxual affair, the 

"moment's peace" referring to the time immediately afler lo"c-making 

BAn carly prescntation of God in this manncr appear<; 111 the n.l\\'ed "The lIour-Glass" 

in The Veil (1921) which 18 spokcn by a repr('~cntatlve man tn (ioll 

Chapter 7 

IA~ Rlch,lrd de la Marc cxplain ... in the hlhlll)~ldphll'.d .!pJll'lIdIX tll tlll' ('Oll/p/I'/c 

!'oem.\, r ~9~, note :'9, a ~ome\\hat ,}wrler \l'I'IOII (lI f11(' flll\'('lIt" .Ippl'alcd .It thl' l'Ild (lI 

the Amcnc.lI1 elhtioll 01 nu' HUrlllIZg-<i!l/\\. "hile .1 lI1odtlll'd. lullel \l'r"ltlll .Ippe.lrcd 011 1t ... 

O\\n in Engl,lIId III 19-16. 

or the colleetl\ e uncomcillll"', P 56 

lrohn Kl',lh. "Ode ln ,1 Nlghlll1g.dl''' fl .:; 

1 
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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 Walter 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 

modifies and amplifies Bonnerot's bibliography of writings :lb out de la Marc 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 1 located a [air amount of criticism beyond the range of her 

bibhography which cncompas~es 1916-1967, but 1 have also discovered other items 

written within this period that she iailed to mention. This list includes the criticism 

which 1 consllited as weIl as that cited in the course of research [or the present stndy. 

For these reasons, thcre is a slight overlap with the preceding "Works Cited." For easy 

use, the items arc arranged in chronological order. At the beginning, 1 incJude 

separate bibliographies of Walter de la Mare's writings. At the end, 1 incJude a brief 

note about bIOgraphie al schlJbrship on de la Mare. 
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Biography and Letters 

Ta date, no lJIographical study of Walter de la Marc has been published, 

although Mrs. Terc~a Whistler, the former wife of Rex Whistler the altist and de la 

Marc's clmc fflend, was working on a manuscript several years ago. Nor, to date, 

have hi~ Icllcrs bccn collcctcd and edited. Thcrc are two large repositories: the 

Bodlcian Llbrary. Oxford, and the New York Public Library. In the laller, therc are 

..,ornc lcttcr\ III the Manuscript room, but the bulk is in the Berg CollectIOn. Thcre is 

al\o \ome cl1rrc"'pondcncc in the il.B.C. archives. 


