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ABSTRACT

This dissertation explores the particular relevance of a

- Helideggerian perspective on the poetry of Gerard Manley ﬁopkins.

The first two chapters compare the thought of Heldegger and Hopkins,
ChaptertOne prsviding an overview while Chapter Two compares their
theories of language and poecry.' These chapters reveal close affi-
nities between thégtwo but also a basic differeﬁce of emphasis re-
lated to the central concept of each--Being in Heidegger, the In-
carnation in Hopkins. Heidegger emphasizes Being whilé Hopkins em- ..
phasizes beings.

This difference of emphasis underlies the difference in

thought which emerges in the analysis of the four poems upon which

-~ 1

the final four chapters focus. This analysis has two parts: a com-
parison of Hopkins' thought with Heidegger's, followed by an examina-
~gion of the language of the poems. Whereas the thought expressed in
the various poems varies in its closeness or distance from Heidegger's
thought, Hopkins' language consistently emphasizes the immediate,
the particular, the individual as opposed to the ultiﬁate and
general which Heidegger emphasizes.

In Chapter.Three, a look at the theme of language in "The
Wreck of the Deutsechland" reﬁéals a similaricy of‘chought between
Hopkins and Heidegger,‘but that similarity proves to be undercut
by the language of the poem itself. Chapter Four examines "God's

Grandeur" and discovers a surprising distance between Hopkins and



Heidegger.in their attitudes to the natural world.- Chapter Five

examines in "Spelt from Sibyl's Leaves' the themes of interpretation

and of human refusal to selve, upon which Hopkins and tleidegger are

in close accord. Chapter Six, taking up the theme of Being in "That

Nature is a Heraclitean Fire and of the comfort of the Resurrection,"

shows Hopkins' language achieving a u;ity of word anﬁ worild which
transcends what Heidegger considers possible.

Ultimately, Heidegger is shown to share with Hopkins a close
enough general similarity in thought on such subjects as interpreﬁa~
tion, the nature of art, apd the place of man in the world that his
views provide an illuminating perspective on Hopkins. However,
Heidegger's theories of language prove inadequate to explain Hopkins'
poetic practice, which can finaliy be explained only by his view of
the Incarnation. In sum, Heidegger emerges as something of an
anti-realist while Hopkins is firmly grounded in the real world.

\
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Introduction
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4

"Every thinker thinks one only thought," says Martin Heldegger
{WICT, p. 30). Similarly, "Every great poet creates his poetry out
of- one single poetic statement only" (OWTL, p. 160). Mareover,

the concerrs of thinker and poet ﬁre closely related. If we con-
sider the particular thinker Martin Heidegger and the particular
poet Gerard Manley Hopkins, we discover that the one only thought
of the former is Being, while the one single poetic statement of

o

the latter is t&& ‘Incarnation. To consi 7 r'Hopkins' one single po-
etic statement alongside Heidegger's one only thought is to bring
to light remarkable affinities betwgen-the two in reggxd_pe/their
basic attitudes to reality--to the world, to nature, to language
and poetry, and especially to the place -of manl in the world.{ Such
affinitigf provide a new way of understanding the broader aspects
of Hopkins' thought and poetry. At the same time, the language of
the poems themselves——the living out of Hopkins' understanding of .
the Incarnation--highlights the ultimate difference implicitlin

the connotations of the words "Beiqg” {bodiless, non—personal; in-
substantial) and "Incarnation'" (the taking on of flesh, hence body,
persconhood, concreteness). The exploration‘of similarity and dif-
ference outlined hereland given.subétance in the present study
casts new light upon the poetic theory and practice of Hopkins,
esfecially upon what has usually been regardéd as the most charac-

teristic feature of his poetic language——fté "solidity,"2 the *



impression it gives of being parﬁ of the physical world.

Heidegger's theories oﬁ,&apguage and poetr consider-

able influence upon literary criticism and theor uage in
recent decades. This influence, however, has been but litcle felt
in Hopkins criticism. , Of the.studles which spring'ih any way from

Heidegger's thought, J. Hillis Miller's The Disappearance of God

-

represents Geneva criticism, while Michael Sprinker's "A Counter-

. . 3 .
point of Dissonance'™ represents deconstruction. These are the

only two major studies of Hopkins in which Heidegger's thought con~

tributes to the shaping of the specific critical theory which deter-
mines the approach taken to tﬁe poetry, and in each case his contri-
bution is limited.

Of more .interest to the present stuMy are those studies of
Hopkins which‘shoJ Heidegg&g's influence in more subtle and sugges—
tive ways implying an affi;i;; between the two writers extending
beyond the simple application of a theory to a work of art. On the
most superficial level, a number of recent articles show a distinct
preference for Heidegger's favorite word "Being" in lieu of the
more épecifically theological terms which Hopkins himself usually
prefefs.k While such a preference does not argue Heidegger's influ-
ence, it does suggest that a Heideggeriagé?ocabulary can be useful
in discussing Hopkins. Further, some critics of either Hopkins or

.Heidegger imply an affinity bquuoting one to lllustrate a point
<£about the other, as James Finn Cotter does in discussing ﬁopkins

and Nathan Scott in discussing Heidegger.5 Others explicitly draw

notice tc some resemblance betieen them, as George Steiner does,
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or, in greéter detall combining statement and quotation, Walter

Ong.6 Marylou Motto's '"Mined With a Moti,on"7 revgals a more consis—
tent Heideggerian influence, though again in a way that is more sug-
gestive than specific, although she does acknowledge Heidegger in
her bibliography. The approach which Motto takes to Hopkins' po-
etry is shaped in part by Heidéggéf's view of art. Moreover, her
work‘provides a transitigp to another group of studies providing a
}ink of sorts between_Hopkins and Heidegger in that she sees Hopkins'
view of reality in terms that can be considered broadly phenomeno-
logical.

'Strictly speéking, phenomenclogy refers to the philosophy of
Edmund Husserl, who believes that philosophy must begin with "the
phenomena and problems themselves; all study of theories, however
significant, mus; take second place.”8 His most influential in-
sightlis‘"that an act of consciousness and its object are insepar-
able or . . . they are but thg subjective and objective aspects of
the same thing."9 The phenomenclogist att;mpts to obsgrve.and des-

i

cribe things<as they reveal themselves to consciousness, in the

ES kY -

hope that in such ohgervation and description the essence of things,
a ‘ - z -
their being, will manifest itself.lo ' -

By his own admission, Heidegger is not a phenomenologist in

the Husserlian sense.ll It seems to be fairly geherally accepted,

however, that, at least at the time of Being and Time, he was a .-

phenomenologist "in an enlarged sense."lz. As to his later phase,

L |

with which the present study is primarily concerned, his status as
a phenomenoclogist remains "an open question.”13 There is, however,

considerable critical support for the idea that Heldegger remains
- "\"4‘
>



4
in somé sensa a phenomenologist throughout his career——or at least
that his thought 1s rooted in phenomenology Henoe though
Heidegger is not a strict phenomenologist, he can be considered a
ppenomenologist in the broader sens_é'.l4

So too, it seems, can Hopkins. Such is Robert Hill's position
in his article "A Phenomenclogical Approach to Hoogins and Yeats,"
in which he argues that "Hopkins' poetry is solidly based-on a phe-
nomenological appreciation of things;ﬁls Hill's allegiance is to
Husserl rathor rhan to Heidegger, but, because of Heidegger's own
.debt to Husserl's thought, Hill's discussion nevertheless supports
a link between Hopklns and Heldegger. So too do those studies
whlch discuss Hopkins in light of the nlneteenth century fascina-
tion with the particular, a fascination about which Ong remarks,
'"In close observation and exact vgrbal description of interior
states of mind they were well on the way to.depth psychology and
present-day phenomenology."l6 Such studies of Hopkins include

N
Carol Christ's The Finer Optic, Alison Sulloway's Gerard Mandey

Hopkins and the Victorian Temper, and Patricia Ball's The Science
of Asgects.l7 Phenomenology thus provides another suggestive link

between Hopkins and Heidegger.

-

None of the studies noted above pursue to any depth the sug-
gestion implicit in their terminology or approach—-that there
exlsts between Hopkins and Heldegger an affinity'the exploration
of which could be fruitful for the understanding of both. Only

Ronald Marken in his article "'Each Tucked String Tells': Hopkins

and the Word" explicitly recogpnizes "the remarkable coincidence of

aims in the two writers." He sees in both an attempt "to come to

k]
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terms with many similar problems related to Being, language, and
poefry" and suggests that “their affection for word and world are
80 similar that to laokﬁat Hopkins through Heidegger can bring into

extraordinary focus some of Hopkiqs'_fundamental poetic theories -

and pr.actices."18

The present study does not propose precisely to '"look at

Hdpkins through Heidegger.'" What it proposes to do, as we have

-lsuggeéted earlier, is to read Hopkins and Heidegger togethér, with

a view to casting new ligh;¢gpon the origin of Hopkins' peculiarly -

2 T '
LR

physical poetié language. W%%H;this‘view in mind, the study has

two main objectives. The firsﬁri; an exploration oﬁ the affinities
befween Hopkins and Heidegger in their attitudes to the wo:ld,pto
man, and to what sustains man and the world in being-~Gpd for
Hopkins, Being fof Heidegger. TH; theories of language and poetry
emerging from these basic atEitudes are also remarkably similar.

So strong are the affinities, in fact, that they provide a clear
justification for the ;se,of Heideggerian vocabulary in discussing
the major concerns of Hopkins' poetry as well as in illuminating™
his theories of language and poetry. Thg advantage of such é vo-
cabulary_is its greater accessibility to I:e present—~day reader

thén Hopkins' own Christian terminology. Heidegger, then, provides
a means of "translating" hopkins into language accessible to readers
who are ﬁuzzled, thﬁarted,‘;r even offended by the unaﬁashedlf
Christian terminclogy of Hopkins himself. 1In the light of

Heidegger, the best of Hopkins' poems emerge as of more universal

relevance than his language might at first suggest.
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At Eﬁé game time, while such 9trénslation".permits easler ac-

cess into the themes_and theories of Hopkins' poetry, it does not
explain the quality of solidity whicﬁldistinguishes his poetic lan-'

guage;Lthe impression.it creates of being as tangibly real as the

things it talks about. ' Consequently, this study proposes as a

second aim, within the framework of comparison already established,

‘the close study of selectéd poems of Hopkins with a particular re-.

gard té his use of language. Such a study is consistent with

1
Hopkins ', own emphdsis on particularity and, as we shall see, it re-
veals an ultimate and telling disparity between Hopkins and -
Heidegger-—a disparity which reveals itself first as a éimple dif-
ference of emphasis, but which close readingqghows to be a funda-

mental difference of attitude towards the real, a difference rooted

in Hopkins' particular view of the Incarnation. In contrast to

Heidegger, whose longing for Being leads him always to transcend

the immediate world, Hopkins is firmly grounded in that world by

means of the Incarnation. Ironically, then, despite the tendency
to think of "religious" writers as other-worldly, we shall find

that Hopkins is f%r more this-werldly than the agnostic Heidegger.

In sum, Heidegger provides a very useful means of entry into

the perspective and world-view of Hopkins. His broad view of real-

ity and even of language and poetry resembles Hopkins' closely
enough that his vocabulary provides a fresh perspective on the cen-
tral concerns of Hopkins' poetry and a fresh yay of discuss}ng them.
ﬁbwever, the claser one gets to Hopkins' poetic practice, t&e more
one needs to return to Hopkins' own vocabulafy in o;de§/to under—

stand his use of language. Heldegger is useful }d/a broad and

/
/
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general sense, but his usefulness vanishes for discussion of the
specific.

In 1its dual aim, the present study places itselwaithin exist-
ing Hopkins criticism in two ways;: First, it supports the use of
Heideggerianlvocabulary and the application oleeideggerian views
of art in the discussion of‘Hopkins' poetry. Secondly, it provides
a perspective from which to assess recent criticism which either
attempts to "translate' Hopkins into more modern terms {as Miller
and Sprinker“do) or which views Hopking from a stance which can be
considered broadly Heldeggerian but which does not_take into ac-
count the ultimate parting of the ways between Hopkins and Heldegger
(as Cotter does). The threeastudies Here mentioned-are worth exam-
ining in some detéi; because they are of sufficient stature and in-
f;uence and because thef provide a background against which the

present study more clearly defines itself.

Among the most influential--and least challenged—--discussions

of Hopkins occurs in the final chapter of Miller's enthusiastic

19

and highly readable The Disappearance of God. At the time of the

writing of this book, Mi;léﬁialigned himself with the Geneva
critics, whose phenomenological approach is influenced in part by
the early Heidegger but mostly by Husserl.20 The problems with

Miller's discussion of Hopkins in The Disappearance of God spring

from his unselfcritical application of the Geneva approach, from

his apparent ignorance of basic Christian doctrine, and from his

occasional misreading of Hoﬁkins.



Miller ciaims that his presentation of Hopkins' thought "ig
not so much chronological as dlalectical" (p. 16). He sets up a
"dialogue" between various aépeqts of Hopkins' .thought, and this
with an apparent assurance that the resulcring "portrait' is true
to Hopkins' experience. It is, of course, impeossible to recon-
struct the movement of another's mind with any assurance of accuracy.
Moreover, the experience of reading necessarily gives a sense of
chronology, and the resulting portrait is a distorted cne in which
Hopkins comes across as something of a manic-depressive. The dia-
lectica} method is also hazardous in other ways.‘>1t allows Miller

to present different aspects of Hopkins' th0ugh5)as isolated, sep-

\) -

arate elements which Miller never adequa;g}y/ﬂrings together. His

method also makes it impossih}e/CE"QLstinguish between hils own

a P

voice and that of hiﬁgﬁigtionalized Hopkins. It is therefore dif-
ficultTeg accusg’him of contradicting himself, since he could claim
—h .
‘nf that the conﬁpé&iction is in Hopkins. Nonetheless, there are basic.
/’/—/
“dnresolved contradictions in Miller's attitude to various as-—
pects of Hopkins' thought, notably the poet's sense of self.
Miller first presents this sense of self as ome of painful isola-
tion which must be overcome at all costs (pp. 270-71), but he later
calls it "the delightful selftaste" (p. 339) and still elsewhere
observes that "Hopkins does not want to melt into the totality, to
expand into vagueness, or to lose the sharp taste of himself in
—
8 possession of the 'all'" (p. 286). Hopkins' "self" changes
aspect as it suits Miller's purpose.

Miller is further handicapped in his understanding of Hopkins

by his apparent ignorance of basic Christian beliefs. The doctrine
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of the Fall, for instance, is 50 basic to a Christian understanding
of the world that it can be taken for granted that Hoﬁkiﬁs believes
it. While it could be possible for a believer to be unaware of the
effects of the Fall on the natural world, no Christian (at least in
Hopkins' time) denies that man is fallen. " Nonetheless, according
to Miller; the "precarious unity" of Hopkins' world is destroyed by
recogﬁition of the Fall in both man and nature. Moreover, 'the ef-
fects of the fall are visible first in nature” (p. 324). Such an
interpretation, I suggest, does violence to both the chronology and
the spirit of Hopkins. To say that Hopkins sees the effects of the
fall first in nature is a wilful misreading of such poems as "God's
Grandeur" and "The Sea and the Skylark," to name but two. To sug-
gest that Hopkins ever saw the world as actually Edenic and man un-
fallen is to denf Hopkins' consistent affirmation of basic Chrg;—
tian doctrine. Such an unfounded interpretation seriously under-
mines Miller's entire argument.

The argument is further crippled by Millg;'s frequent misread-
ing--or very selective reading--of Hopkins. He begins his study
with a discussion of ﬂopkins' sense of gself, a discussion based on
Hopkins' retreat notes of August, 1880.~ Quoting Hopgins, Millerx
writes, "And this [my isolationl is much more true when we con-
sider the mind" (S, p. 123) (Miller's brackets}). He interprets

' remarking that '"No one has ex-

Hopkins' "selftaste" as "isolation,’
pressed more eloquently the pathos of each man's imprisonment with-
in the bounds of his own selfhood" than has Hopkins {(p. 271).

Hopkins himself does not use the word "isolation" in the passage

Miller cites. Nor does he use any word which is at all synonymous.



10
His discussion of selftaste occurs in a meditation on creation.
For Hopkins, the suregﬁ indication of God's existence is the in-
. . ' . .
tense and unique sense of self which each person experlences. Nor
is theré in Hopkins any pathos or any sense of imprisonment. The
passage cited by Miller conveys rather a sense of wonder.21
Moreover, Miller's editorial interpolation, his explanation
of the pronoun "this'\ as referring to "{splation' is seriously mis-
leading and entirely groundless in the conﬁext of the whole passage.
"This" does not refer to anything which could be interpreted as
"isolation,” but rather to the fact that such a strong sense of
self directs one to God as the only possible source. The sentence
preceding that with which Miller begins reads:
For human nature, being more highly'pitched,
selved, and distinctive than anything in the
world, can have been developed, evolved, con-
densed, from the vastness of the world not
ivhow or by the working of common powers but
only by one of finer or higher pitch and de-
termination than itself and certainly than any
that elsewhere we see, for this power had to
force forward the starting or stubborn elements

to the one pitch required. And this is much
more true . . . (S, pp. 122-23)(italics minez;//’)

In Hopkins, the passage does not, as Miller claims, express man's
isolation but, on the contrary, his direct link with God. Such a
radical misreading in the very first of Miller's twenty-seven sec—
tions not only seriously weakens his argument from the very begin-
ning, but also casts reasonable dpubt upon his every subsequent in-
terpretation of Hopkins.

In the light of such a beginning, it is not surprising thét
Miller ultimately misinterprets other important concepts in Hopkins,

¥
including that of selving and that of the great sacrifice. Miller
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falls to distingulsh between the selving which is expressive of
‘one's own being or truth and the "instressing of his own inscape”
by which Lucifer fell (S, p. 201)22-—an instressinguyﬁich is
‘turned back upon the self rather tham outward to'God'(pp. 338-39).
Similarly, Miller interprets man's imitation of Christ in the Great
Sacrifice as a renouncing of his distinctive selfhood (pp. 335, 339)
j-something which is in fact impossible--rather than as the‘giving
of oneself to what one mo;t truly 1s, and therefore a total ful-
filling of the self. These misinterpretations are consistent with
Miller's presupposition of negativity in Hopkins, 5 prgsupposition
expressed elsewhere in his use of the word "escape" botﬁ to des-
cribe Hopkins; conversion (p. 312) and to explain his last words
"I am so happy" (p. 357).

Miller's major underlying presupposition emerges only in his

conclusion, in which he states as a "fact™ what appears to be his

own credo:

The sad alternatiyves of nihilism and escape
beyond the worldy,dayld b€ evaded if man
would only reject twenty-five hundred years
of belief ingthe dualism of heaven and earth.
If man could do this he might come to see
that being and value lie in this world, in
what is immediate, tangible, present to man.
(p. 359)

Miller's own bias leads him to consider Hopkins mistaken from the
first and blinds himlto Hopkins' deep rcotedness in and celebra-
tion of '"what is immediate, tangible, present to man."

In the end,-Miller ig carried away by his own enthusiasm and
his desire to fit Hopkins into an already estéblished pattern.

His incipient}y deconstructive study is not so much literary
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criticism as it is fictlon--an imaginative dramatization of how

Hopkins might have percelved his own life and thought had he had

-

Hiller s twentleth-century perspective and Miller's insights into
reality. Miller does not in the end manage to "tramnslate" Hopkins

at all, but rather to fictionalize him.

Michael Sprinker's "A Counterpoint of Dissonance" is written

from a more thoroughly deconstructive perspective and indeed per-
ceives Hopkins as something of a pfotodeconstructionist.23 Impli-
cit in Sprinkef‘s ecritical stance is a positing of a universe so
radically different from Hopkins' fhat the validity of his inter-
pretation of the poet's universe is necessarily limited. The re-
ality posited bf the deconstructionist is a severely reduced reality
def&ned primarily in terms of language--and language in a narrow
and restricted sense. JP a deconstructionist, language is primar- ‘
\a/.ily writing. In féct,_"ln Derrida's terms, all language, even
speech, Is always alreadi writing" (p. 72). Moreover, language
wpgerates in isolation from everything but itself. Sprinker speaks
of "the incapacity of language to represent anything other than it-
self" (p. 11, note 9). Language has no relation to the natural
world or to the human world but only to itself. Such a restricted
view of language allows Sprinker to interpret fEE\YSEQ’Qliteral"
very narrowly and on that basis to present the fellowing startling
(to a traditional reader) reading of "The Windhover':
But in what sense can the poem be said to
represent the flight of the windhover? Ob-
viously, the bird is not physically present

on the page, nor can the reader actually be-
hold its flight. What the reader perceives
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are the words of the poet, which are themselves

already figural. . . . Whatever perceptual

experience might ha%e preceded the writing of

the poem, the poem itself presents only lan-

guage; the tropes and figures of the first

eight lines are taken from language, not from

nature.  If a poem has a literal meaning it

is simply this: "I am a poem' (p. 7)7 \
Sprinker takes a staf&ly literal view of the word '"literal." In-
deed, one observes here that such aldeconstructionist is interested
strictly in the letter of literature, to paraphraselSt. Paul, and
not At all in the spirit; in fact ﬁe denies that spirit exists.

This reductionist approach governs all of Sprinker's analysis

of Hopkins. By extension, if language has no reference outside it-
self, then neither does poetry. As all,languagg ig about language,
so all poetry is. about poétry—-or, as Sprinker says of "The Wind-

‘ ¢ 1
hover," it is about "the poet's own struggle with lénguage in writ-
ing poetry" (p. 12). Indeed for all the poems thgt’Sprinker dis-
cussés ("Carrion Comfort,' "The Windhever," '"To R.B.," 'The Wreck
of tﬁe Deutschland,'" "Spelt from Sibyl's Leaves'"), he finds that
"thettrue subject of the poem is the poet's inner battle, repre-
sented and realized in the poem itself, to becomé a poet" (p. 131).
Sprinker can come to such a conclusion only by denying a fundamen-
tal shaping force in Hopkins--his view of the Incarnation, by
which word and world interpenetrate each other.. The word is in
soﬁe sense world and the world in some sense word, both finding
thelr origin and model in Christ, the Word of God.

The isolationisp element in deconstruction reveals itself

further in Sprinker's interpretation of selving--a concept which

in Hopkins encompasses saying, doing, and being, and hence

’
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emphasizes tﬁe uni;y-ofmword'and world. Sprinker states that a po—
C\\ em is a self, claiming in conclusion that "each poem says no more
g \\than '{ am a poem, this poem'" (p. 9). To claim this is to ignore
= he ggiég of a poem, which, for Hopkins, includes'but is not limited
) ‘o or primarily concerﬁed with the statement of 1ts being as poem.
;yt The doing of a poem's being includes representation of world, Ged,
//// and the poet's own self, as well as of the poem's own unique and
| .indiviaual exlstence. A
Sprinker's view of the poet's selving is similarly isolatilonist
and reductive. ﬁe discusses Hopkins' life and writing as if tﬁe
énly "self" which Hopkins possesses is that of poet. This is to

denty the multi-faceted nature of human life and identity. It is to
define Hopkins solely in his relatiOnshig to language, ignoring or
dismissing his Felatioﬁship to nature, to other people:D and to God.
In Sprinker's view of selving--as indeed in his view cf language--
Hecpnstruction reveals itself in addition as solipsistic. As lan-
guage refers only to itself, so in the end does the human self.
Sprinker's presuppositions blind him to Hopkins' consistent refer-
ence of himself to what 1s external to him--the world and Cod.

Thus blinded, Sprinker follows Miller in failing to distin-
gulsh between Hopkins' cdncept-of selving and his condemnation of
Lucifer for "instressing his own inscape" (S, p. 201). The selving
described in the "Kingfishers' sonnet is an cutwardly-directed
self-fulfilment. It is the doing of what is one's truest, pro-
foundest being. In this light, the selving of a poet as poet is

&)

his practice of his poetic gift as a song of praise directed out-

side himself to God. Satan's "instressing of his own inscape" is
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a solips{étic act, a turning back upen himself and admiring and
praising himself instead of God.. Becausé Sprinker sees self-ex-
prassion as the aim of poetry, he incorrectly assumes that Hopkins'

P

own "aim in poetry was to achleve 'an -instressing of his“own in-

.scapé'" (p. Bé). For Hopkins, however, the evident aim of poetry
iéutruth. ' ‘

The solipsistic, reductionisp world of the deconstructionist
cannot ‘accommodate the spiritual dimension which shape; and perme-
ates Hopkins' view of reality. While Sprinker, unlike Miller, res-
pects Hopkins' faith gnough not to distort it, he does not under:
stand that faith. Tf he did, he could not ask about '"The Windhover,"
"And is there not more than a little presumption in addressing
Chﬁist as 'my Qear'T" (p. 9). There is no presumption for one who
is "in love with" Christ (L, p. 66) and who considers him a close
personal friend. Nor would Sprinker easily suggest that to distin-
guish between ”Hépkins's Catholicism and Mallarmé's less orth;dox
but no less demanding or profoundly felt religious feeling for art”
is to bte "arbitrary” (pp. 44-45). Hopkins' religious feeling is

\

not for art, nor is his feeling for art religious. Sprinker ulcti-

A
-

mately interprets the divine in Hopkins' life and poetry as his own
creativity, that in him whicﬁ is in the imagi_of God as creator (pp.
82-83). To do so is again to reveal the solipsism of the decon-
structionist perspective. 'Eve;ything refefsrback to itself; there
is no external world from which to draw definition or meaning.
Spginker's method and approach are not without valde in dis-

cussing Hopkins. The close attention to language Tequired by a

theory which sees language as primary and self-sufficient leads to
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interesting and valuable insights ‘into the language of individual

poems, as well as intd the stf%tegy and meaning of those poems

- -
1

which deal with the themes of language and interpretation.24 But
such value is limited and does 1ot extend to the explanation éf
the underlying theories and attitudes which shape the poetic vision
and practice of Hopkins.

It is not surprisihg, however, that Hopkins should attract the
attention of one who sees language as concerned primarily with ie-

v

self. Hopkins' poetxy emphatically dpes draw attention to’ language
Ry ‘

N
as 1angrage, but it does not stop there; its aim and purpose lie

not in the self-reference of 1anguage but in its participation in

the thingly quallty of the world and ultimately in the incarnate

dature of Christ. It is explained therefore not by such a narrow
view as Sprinker's but by a more comprehensive view of reality like
Heidegger's and uleimately by Hopkins' own profoﬁndly held belief
in tH; Incarnation. Both Hopkins and Heidegger work within the
"logocentric" tradition which deconstrucpioﬂ opposes and which

John R. Searle explains as "the concern with truth, rationality,
logic, and 'the word' that marks the Western philosophical tradi-
tion.”25 The presént study places itself in the same tradition on
the assumption that ;uch a position is necessary to a valid inter-—
pretation of those aspects of the thought of both Hopkins and

Heidegger with which the present: study is concerned.
James Finn Cotter, in his book Inscape, reveals a greater un-—
derstanding of Hopkins' vision'of reality ,than does either Miller

or Sprinker. Moreover, though Cotter mentions Heidegger only in
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his introductién. his entire study has a strong flavor of jf
Heidegger's thought. This is especially true in Cotter's iﬁterpre-
.tation of inscape, which clpsely resembles Heidegger's descriptien
of‘Being. Such a desc;iption skews the discussion of Hopkins in ‘
éWO ways: 1t places a;'inordinace emphésis upon Inscape in the
whole of Hopkins' thought, and it de-eﬁphasizes Hopkins' interest
in the world of the immediate and the concrete--an interest which,

B
we shall see, is fundamental. Cotter'!s perspective shapes such a

characteristic remark as, "The whole of being as an object of

thought and attainment absorbed him. Nature an ~man in all cheir

" 26

variety and individualicy drewfhim only‘as facgts of ¢t fality.”

17 1

According to Cotter, inscape can then be defined as e One 'in
the midst' that generates and shapes the whole and each of its
s . . nl? . .
measureless, finite convolutions. Inscape is associated not
a8
with particularity but with totality. The question is one of em-
phaéisl but, as we shall see, what begins as the same difference
of emphasis between Hepkins and Heidegger is ultimately revealed

-

ag a crucial difference and the key to Hopkins' poetic practice.

.The three étudies described above exhibit in-differen; ways a
similar inadequacy in their description of Hopkins' poetry and po-
etics: they do not take into sufficient account Hopkins' ﬁiofound
love of the created world in all its particularity and variety as

fthat love shapes his view of language 'and his poetic pragtice.
Both Miller and Cottér see Hopkins as seeking always to transcend
the immediate and particular. Sprinker ignores prkins' love of
the world not by denying the particular but by denYing'the world
v

~

A
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and limiting himself--and Hopkins--to language in isolation from
the world., It isrin a close and caréfui study of Hopkina' poetic
1anguage_within the context of his entire vision of reality that
the impeortance of his aptention to particulars beéémes clear.
Hopkins feels no need to escape OL transcend the immediate because
‘EPrough tﬁe Ihcarnation‘God-is.jlways and everywhere present—-not
behind or beneath the immediate as Heidegger's quest for Being sug- .
gests, nor beyond ;nd apart from the-iqmediate as the stereotype'

of Christianity too often suggests, but within the immediate as

4
/{_jits source, its sustenance, ifs purpose, and its meaning.

- ’ .
Such a stdﬂg/as the/gresent one necessarily leaves aside much
that is valid and useful in a study of'Hopkins' poetry. We do not
mention, first of all, the much-discussed conflict between the po-

et and the priest in Hopkins, not only because il?ﬁas been more

o

than adqugtely discussed,28 but also because it is, in fact, irre-
N Y

levant and distracting. Nor do we'discuss the Ignatian influence

upon Hopkins' poetry. This too has been well-documented in such

varied studies as David A. Downes' Gerard Manley Hopkins: A Study

of his Ignatian Spirit, Alfred Thomas' Hopkins the Jesuit, and,

from a different perspective, Louls Martz' The Poetry of Medita-

2
tion. 9 On the more technical }evel, the present study proposes

no detailed examination of Hopkins' sprung rhythm as such, both -

because such an examination is more strictly technical than the

focus of the study warrants, and because it has been examined, ana-
R

lyzed, and illustrated by critics more technically competent to do

go than we.

-~

»?

E
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The two alms of the present study are reflected in its struc-
ture. The first two chapters estéblish the comparison and contrast
between Hopkins and Heidegger upon which the subsequent analysis of
the poetry is baséd. In the next four chapters, the similarities
in thought and theofy discerned in the initial two chapters mesh
with a close study of the language of Hopkins' poetr&. The analysis
of the lang;age and the thought in conjunction foreibly brings out
both the validity and the 1imitations of a Heidegperian perspective
upon the poetry and poetics of Hopkins.

The discussion of Hopk;ns is basqg\not only upon hils poetry
But also upon his prose writings, especially the journals and the
devotional writings. With respect to Heldegger, the present study

is based priﬁarily upon the later writing?”in which his interest in

— _
e T

language and poetry is most clearly articulated. The specific works

which are particularly relevant are Existence and Being, Discourse

on Thinking, What Is Called Thinking?, Poetry, Language, Thought,

)

and On the Way to Language. Some reference will be made to Being

and Time, specifically In the attempt to define what Heldegger means
by Being, but the early work plays a minor role in the present

study.3l

=\
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Notes

lBoth Hopkins and Heidegger use "man" in the generic sense.
To do otherwise in the discussion of their thought would unneces-
s§rily complicate the'language of the present study and detFact
from its intelligibility. For this reason, terms such as 'man,"
'és used in this study, are understood to include 'woman."

2The word "solidity' is John Wain's ('Gerard Manley Hopkins:
kn Idiom of Desperation,” in Essays on Literature and Ideas [London:

- i .
Macmillan and Co. Ltd., 1964J, p. 125). The &uality, however, has

been recognized in different ways by Qifferent critics. See F.R.

Leavis, '"Gerard Manley Hopkins,” in Hopkins: A Collection of Criti-

cal Essays, ed. Geofffey H. Hartman (Englewood Cliffs, N.J.: Pren-

tice-Hall, Inc., 1966), p. 33; Geoffrey H. Hartman, "Introduction:
v

Poetry and Justification," in Hopkins: A Collection of Critical

Essays, ed. Geofftey H. Hartman (Englewood Cliffs, N.J.: Prentice-

Hall, Inc., 1966}, p. 12; Alan lleuser, The Shaping Vision of Gerard

Manley Hopkins (q.S.A.: Archon Books,'1968), p. 96; Jerome Bump,

Gerard Manley. Hopkins (Boston: Twayne Publishers, 1982), p. 51;

Patricia Ball, The Science of Aspects (London: The Athlone Press,
&

1971), p. 130.

3J.'Hillis Miller, The Disappearance of God (Cambridge, Massa-

chusetts: The Belknap Press of Harvard Univ. Press, 1963); Michael

Sprinker, "A Counterpoint of Dissonance'" (Baltimore and London:

The Johns Hopkins Univ. Press, 1980).

\ :
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4See, for example, Joaquin Kuhn, "Hopkins in his Time Out of |

Time," in Vital Candle, eds. John S. North & Michael D. Moore
(Waterloo: Univ. of Waterloo Press, 1984), PP, 3-19; Marietta
Patrick, "'A Sea of Glass Mingled With Fire': Hopkins and Vaughan,"

Hopkins Quarterly, 12 (1985}, 5-16; Rachel Salmon, "Praygrs of

Praise and Prayers of Petition: Simultaneity in the Sonnet World of

Gerard Manley Hopkins,'" Victoriam Poetry, 22 (1984), 383-406. It
—

is of course true(;baL¢H kins himself uses the word "Bedng," but

for him God‘is Betng, and-he is more likely to speak of God or
Christ in the contexts inuﬁhich these critics speak of Being.
5Cotter quotes Heidegger in discussing Hopkins' 'realism"
(Inscape [Pittsburgh: Univ. of Pittsburgh Press, 1972],‘p.¢§viii).
Scott uses the line '"the dearest freshness deep down things" from -
"God's Grandeur" in his explanatioﬂ of what. Heidegger means by

Being ("'Heidegger's Path--Towards the Recovery of Being," in Mirrors

‘of Man in Existentialism ENashville: Abingdon, 1969j, pp. 106-107).

6George Steiner, Heidegger (1978; rpt. Glasgow: William Col-
lins Sons & Co. Ltd., 1978), p. 38; Walter J, Ong, S.J., Hogkiné,

the Self, and God (Toronto: Univ. of Toronto Press, 1986), p. 46.

See also p. 94, where, Ong suggests that Hopkins anﬁicipates

'
-

Heidegger's view of time.

7Marylou Motto, '"Mined With a Motion" (New Brunswick, New

Jersey: Rutgers quv. Press, 1984).

8Herbert Spilegelberg, The Phenomenologlcal Movement, 3rd. ed.

(The Hague/Boston/London: Martinus Nijhoff Publishers, 1982), p.

109; see also Quentin Laver, Phenomenology (1958; rpt. New York:

Harper TorchbooKs, 1965), p. 9.
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9Lauer, b. 17; see also Robert R. Magliola, Phenomenology and

Literature (West Lafayette, Indiana: Purdue Univ. Press, 1977), p.

43 Spiegelberg, p. 93. The latter points but that "The eafly

phases of phenomenology involve equa; emphasis on both the subjective
and objective aspects of experience in their essential correlatiom.
The development of pure phenomenology leads again to a preponder-—
ance of the subjective as the source of all objectivities" (p. 70).
Lager phenomenology, then, is idealistic rather than realistic.

It seems, however, that the earlier phase has been more influential,
certainly on literary criticism (Magliola, p. 4). For a more de- -

tailed look at Husserlian phenomenoclogy, see Spiegelberg, pp. 69-163.

lOLauer, p; B4; A.R. Lacey, A Dictionmary of Philosophy (London,

Henley & Bosten: Routledgsf& Kegan Paul, 1976), p. 158.

llSee, for example, Heidegger's letter to Richardson in the

preface to William J. Richar n, S$.J., Heidegger (The Hague:

Martinus Nijhoff, 1963), p. xiv.

A 1ZSpiegelberg, p. 385; see also John M. aAnderson, 'Introduc-—

b

tion," in Discourse. on Thinking, by Martin Heidegger, trans. John

M. Anderson & E. Hans Freund (New Yorlk: Harper & Row, Publishers,

1966), p. l6; Werner Brock, "Introﬂﬁction," in Existence and Being,

by Martin Heidegger (1949; rpt. South Bend, Indiana: Regnery/Gate-
way, Inc., 1979), p. 18; Richardson, p. 103.

l3Splegelberg, p. 407.

W .
14See Richardsen, p. 47, 537 Spiegelberg, p. 342. For the
influence of his phenomenclogy on literature, see Magliola,.p. 61;

Richard E. Palmer, Herme2neutics (Evanston: Northwestern Univ.

Press, 1969}, p. 246.
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15Rcbert W. Hill, “A Phenomenological Approach te Hopkiﬁs and

Yeats," Hopkins Quarterly, 5 (1978), 51.

160ng,,p. 18. Ong also applies the term "phenomenological' to

Hopkins' spiritual writings (p. 97) and to his treatment of the re-
latidnship of the human self and the human body tp. 40).

‘17Carol T. Christ, The Finer Optic (New Haven & London: Yale

Univ. Press, 1975); Alison G. Sulloway, Gerard Manley Hopkins and

the Victorian Temper (New York: Columbia Univ. Press, 1972), espe-

clally her discussion of his theory of perception, p. 46; Ball,

The Science of Aspects. Ball's discussion highlights Hopkins'

“sbjective" observation of the world by comtrasting it with the
Romantic approach. Her study also shows Hopkins finding in natural
phenomena the presence of Christ--his version of the Being of be-
ings.

18R0dald Marken, "'Each Tucked String Tells': Hopkins and the
Word," Mosaic, 9, No. 3 (1976), 43. |

lgMiller, The Disappearance of God. All further references

to this book wlll be to this edition and will appear in parentheses

in the text.

OMagliola, pp- 25, 29. For an explanation of the basic ap-
proach of Geneva criticilsm, see M;ller's introduction, p. 16, and
Magliola, pp. 19-56.
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As Miller himself implies elsewhere (pp. 286, 339).

2Christopher Devlin, $.J. explains Lucifer's sin as "an ex-

cessive dwelling on his likeness to God" (The Sermons and Devo-

tional Writings of Gerard Manley Hopkins iiondon: Oxford Univ.

Press, 1959], p. 115).
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’ZSSprinker, pp. 20-21, 24, 72. All further references to
this book will be to this edition and will appear in parentheses
in the text.
248&&, for example, his readings of "The Wreck of the Deutsch—
lénd,"‘pp. 101-119 and of "Spelt from Sibyl's Leaves," pp. 122-26.
25John R. Searle, "The Word Turned Upside Down," rev. of

On Deconstruction: Theory and Criticism after Structuralism, by

Jonathan Culler, New York Review of Books, 27 Oct. 1983, 74.

26C0tter, p. 3.

27Cottef, p. L8. ' \
28

Beginning with John Pick, Gerard Manley‘Hopkins: Priest and
o

Poet, 2nd. ed. (London: Oxford Unlv. Press, 1966), and continuing

through to such critics as Miller and Sprinker:

29David A. Downes, Gerard ﬁanley Hopkins: A Study of his Igna-

tian Spirit (New York: Bookman Associates, 1959); Alfred Thomas,

S.J., Hopkins the Jesuit (New York: Oxford Univ. Press, 1969);

Louis L. Martz, The Poetry of Meditation (1954; rpt. New Haven &

London: Yale Univ. Press, 1962). While Martz' study suggests the
possibility of a fruitful comparison of Ignatian meditation with
Heidegger's concept of meditative thought, such a comparison would
be a tangent to the present study. Given Heidegger's early Jesuit
training, the Ignatian aspect of.fopkins coul% also help explain
some of tﬁe affinities between Hopkins and Heidegger, but.once
again to pursue it here is at besF peripheral to the concemns of

%

this study.

30Robert R. Boyle, S§.J., Metaphor in Hopkins {(Chapel Hill:

The Univ. of North Carolina Press, 1961); Wendell Stacy Johnson,



25

Gerard Manley Hopkins (Ithaca, New York: Cornell Univ, Press, 1968);

James Milroy, The Language of Gerard Manley Hopkins (London:

Dehtsch, 1977); Walter J. Ong, S.J., "Hopkinéi Sprung Rhythm and

the Life of English Poetry," in Immortal Diamond, ed. Norman Weyand,

S.J. & Raymond V. Schoder, S.J. {New York: Sheed & Ward, 1949), pp.

93--174; Harold Whitehall, "Sprung Rhythm," in Gerard Manley Hopkins,

by the Kenyon Critics {(Norfelk, Connecticut: New Directions Bobks,

1945), pp. 28-54.
31

There is considerable debate about Heidegger's 'reversal"
in thought, which is variously dated from "immediately after ;ﬁe
publication'bf 'Being and Time'," to 1936 {(Brock, p. 119).

Richardson identifies the turn as one from "There-being to Being

itself" (p. 238), a view shared by John Macquarrie (Martin Heidegger

ERichmond, Virginia: John Knox Press, 19631, pp. 41-42), Magliola
(p. 64), and Palmer (p. 141). Despite recognition of the reversal,
the general opinion seems to be that there is nonetheless a unity

in Heidegger's thought (Richardson, p. 245; Palmer, pp. 140-141;

Anderson, p. 20). Hence, what reference is made to Being and Time
L

in the present study is based on the assumption that there 1s no
radical break between the early and the late Heidegger and that
therefore the early Heidegger helps to an understanding of the late

Heidegger. .

1



Chapter One

One Only Thought

I. Introduction: Origins

Although Heidegger's "one only thought' differs in important
«respects from Hopkins', it is nonetheless significantly ﬁarallel,
and there is ultimately a distinct affinity(ii-the way the two
thinkers perceive reality. Direct influence is of course impossible.l
Influence of another kind, however,'is suggested by their common in-
tefgét in two earlier philosophers—-Parmenides and Duns Scotus.
Hopkins' notes on Parmenides (J, Pp- 157—30), which we will consider
in greater detail later, are central to an understanding of his key
terms "inscape' and "instress," as well as to hig views of language.
Similarly, Heidegger's discussion of Parmenides figures largely in
his exposition of the nature of thinking (WICT, pp. 168ff), a con-
cept as important to Heidégger as inscape and instress are to
Hopkins'and, moreover, one which has distinct affinities with the
view of reality expressed in the Hopkinsian terms.

The key term in Parmenides is Being. For him, "the only sig-
nificant thought or statement is that & thing 15,"2 For Heldegger
too, what is always most significant is ghat things are, that there
is something instead of nothing. Hopkins' commentary on Parmenides’
"great text" suggests the centrality of Being to his own thought.

He says that "nothing 1s so pregnant and straightforward to the

truth as simple yes and 18" (J, p. 127). Hopkins and Heldegger
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meet in the "one;only thought' of Parmenides--"Being is." Moreover,

- the thought of Parmenides ié in its central concern like that of-

[y

" Scotus, for whom "the primary and adequate object of the intellect

. . . was being, simply that, ens i& quantum ens."3 For Scotus

too; what matters most and what should be the beginning of human
’Thoughf is the simple primary- fact that things are.

\ The role of Scotus in the thought of Hopkins is well-known,
partibulariy in the shaping of the poet's view of the Incarnation,
his éfncepté of inscape and instress, and his thedry of perception.
What 1is le;s well-known is that Scotus also figures largely in

.

Heidegger's background. In 1916, Heidegger published "a study of

a medieval text on the nature of metaphysical language, the so-

called Grammatica speculativa (once attributed to Duns Scotus but

actually the work of Thomas of Erfurt)."5 Heidegger of course at-
tributed thé work to Scotus and his discussion of it delves into
Scotus' other works, revealing a deep knowledge of and profound in-
terest in the thirteenth century Franciscan in whom Hopkins was also
interested. Heidegger, a Roman Catholic by upbringing, encountered
Scotus in the course of theological studies he undertook at a

Jesuit seminary before deciding to study philosophy.6 These studies,
Florent Gaboriau suggests, involved an immersion in scholastic phi-
losophy "ot celui qui a donné le ton . . . , c'est Duns Scot et non

pas Thomas d'Aquin."7 If Scotus set the tone of Heidegger's early

studies, it remains relatively unimportant that the scholastic work

upon which Heidegger based his discussion of Scotus is now attri-

buted to anhother writer.

Although Heldegger abandoned theology early in his career, his
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early studies in the fileld hiJ’a profound influente upon. the shape

28

\end diqection af his thought--an influence which he himself acknowl-
edées. "Without this theological background," he notes, "I should
never have come upon the path of thiaking" (OWTL; p. l0)-—aad
"thinking" is crucfal to Heidegger's‘understénding of man imn the
world. Moreover, Heidegger*S'background in theology helps explain
the religious toﬁe of mﬁch of his thought and language--a tone which
George Steiner cautions against Ilnterpreting too fregly, suggesting
that while Heidegger's langpagé does not justify a religious inter-
pretation of his thought, nonetheless, "The philosophy, the sociol-
ogy, the poetics and, at‘som% opaque level, ~the politics of
Heidegger embody and articulate an 'after-' or 'post-theology.'”8
Heidegger may write and even think like a tﬁeologian, but what he
sets forth 1s not a theology so much as a "post—theology," a theol-
ogy for a world without God.

Karsten Harries provides perhaps the gest explanatioﬁ of the
place of theclogy in Heidegge}'s life and thought. He notes that
Heidegger ''sees his later philosophic concern as a metamorphosis of
[his] early interest" in théﬁ;elationship between Scripture and
theological thought.9 %AF basic concern remains the same, but the
realm in which it operatés is different. According to Hafries,
Heidegger himself "stressed the analogy obtaining between his under-
taking and that of the theologian."lo The word "analeogy'" is impor-
tant. Heidegge;'s concern is in some ways like, in other ways un-

-

like, that of a theologian. But a knowledge of the concerns of

: v
theology will illuminate Heidegger's own concerns. Indeed, Harries

suggests, "even if the answer given by revelation no longer suffices,

—A
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the concern which has ledIHeidegger to theology remains.?ll That
is, his questions remain the same as those of the theologlan, but
they derive from a shifted ground of presupposition, so that his
anSﬁers inevitably differ from those we assoclate with the theol-
ogi;n. |

The commeon theological interest sharéd by Hopkins End Heldegger
is thus a ground of both similarity and difference between the two.
Hopkins.is firmly rooted and grounded in his Christian faich, which
provides him not only with his concept of reality, but also with a
long-established vocabulary to describe it. Heidegger has his TOOLS
in the same ground and asks the same questions; but he lives his

search within the modern context of alienation and uncertainty, and

his answers remain tentative and exploractory. He refuses, for in-
1

_ stance, to declare himself upon the question of the existence of

God;12 Aécordingly, although the formulations offered by Hopkins
and Heidegger differ, in practice their line of gquestioning and ap-
proach are similar, and the vision of reality from which the ques-
tions arise is remarkably similar. 5

It is difficult to isoclate any one specific aspect of the 'one
only thought" of either Hopkins or Heidegger because all aspects
are so cloéely related that to isolate one is somewhat to misrepre—
sent. This is perhaps more true of Heidegger thag of Hopkins, be-
cause Heidegger is establishing a new vocabulary and because his
concern 1s so emphatically with the Being within which all beings
are gathered that everything in his thought points to the idea of

Being and is involved in it. In the case of Hopkins, the problem

is less acute becausei although his thought is no less a whole, it

~
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1s firmly rooted in a centuries-old tradition in which the terms

and concepts have been more theoroughly défined. There 1s thereforé
less uncertainty in Hopkins: views and certainly leés vagueness in

(

his expression of them. This does npt'mean that Hoﬁkins' vision

of reality can be entirel§ explained by-calling it Christian or

even Roman Catholic. Nor does it mean that his ideas are any easier
to grasp than Heidegger's. On_the contrary, because he works within
a long-established tradition in which he can take much for granted,
Hopkins 1s able to be more subtle and considerably more exact than

Heidegger, both in the honing of his ideas and in his expression of

them, as becomes clear in his discussion of the Incarnation.

1I. Hopkins

1. 1Incarnatien

In his retreat notes of 1889, Hopkins writes, '"All that hap-
pens in Christendom and so in the whole world [is] affected, marked,
as a great seal, . . . by the Incarnation.'" Applying the general

statement to himself as a priest, he adds, "And my life is deter-

_mined by the Incarnation down to most of the details of the day"

(S, p. 263). The Incagpation is clearly far more to him than an in-
tellectual belief or a historical event. It touches him personally
in every aspect of his life. It shapes his view of manj; of nature,
and of the relationship between nature, man, and God, a; well as his
view of language and poetry. Indeed, Hopkins' particular concept

of the Incarnation, which differs somewhat from the orthodox concepF;

gives to his thought and his poetry its peculiarly vital quality.

R g
The mainstream of traditional Christian thought understands
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the Incarnation.as Gpd's answer to the fall of Adam. Christ became
a man and died on the créss_in order.to provide the perfech sinless
sacrifice which wquld redeem mankind from Ehe consequences 6f the
Fall. Hopkins does not question that Christ died to redeem mankind,
but he does not believe that Redemption was thé sole or primary pur-
pose of the Incarmation. With Duns Scotus, Hopkins holds the doc-
trine of "the absolute primacy of Cﬁ;zét as the primary'purpose of ’
the Incarnation, and the Redemption of mankind as its secondary

1 2
purpose." 3 The main consequence of this doctrine is the idea that

Christ would have become man even if there had been no Fallla——an
idea fraught with implications for Hopkins' view of both mQ;\;;d
nature.

According to the doctrine shared by Scotus and Hopkins, Christ

is '"the first intention . . . of God outside himself or, as they

" say, ad extra, outwards, the first outstress of God's power™ (S, p.

197). Christ's created nature, his incarnate being, is God's first
thought, not oﬁly in the teﬁporal but also in the hierarchical
sense. Alchough sucrifice is undgastood differently in Hopkins'
concept of the Incarnation than in the traditional view, the purpose
of the Incarmation femains "To give God glory and that by sacrifice"
(5, p. 197). Had there been no Fall, "The sacrifice might have been
unbloody;. by the Fall it became a bloody one" (S, p. 257). Hopkins
explains the nature of that sacrifice by saying that Christ "emptied
or exhausted himself so far as that was possible, of godhead and be-
haved only as God's slave'" (L, p. 175). Such total submission is
Christ's acting out of Eis essential being and therefore his self-

fulfilment. It is at once sacrificial and ecstatic. Indeed for
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Hopkins Ehe two cannot be separated. The idea'of aoy which modern
usage assoclates with the word "ecstasy" is inherent in the idea
of sacrifice. The great sagrifice of the In;arnation is associated
with "the bligsful agony or stress of selving in God," agh at the
same time with “the festival of the 'peaceful Trinity'" (S, p. 197),
which are simply. two asﬁects of the same thing. The very agony in-
volved is blissful.

-

The first important implication of Hopkins' view of the Incar-
nation is therefore that the sacrifice of the Divine Being in con-
descending to human suffering is a joyful one whose celebratdi?"
character'is not lbst, thought it may be obscured, because of the
Fall. Related to this view of sacrifice as ”bliésful agony' is a
perspective upon creation which sees it as more directly linke&
with God than it appears in the orthodox view. As Christopher
Devlin explains, Mopkins "saw creation as dependent upon the decree
of the Incarnation, and not the other way round. The worlds of an-
gels and of men were created as fields for Christ in which to exer-
cise his adoration of the Father, fiélds'for him to sow and work
and haébest.”le Christ in his,  created nature goes forth from the
godhead; all créated nature flows from him and exists for him.
Everything created joins in the one purpose of glorifying God. All

e
of creation therefof& shares in some way in the nature of the In-
carnate Christ aﬁd, Eﬁ;ough‘him, in the nature of God.

Hopkins éxpresses‘something of the wonder of this close connec-
tioﬁ in an enigmatlc and evocative\péssage earlier quoted in part:

It is as if the blissful agony or stress of

selving in CGod had forced out drops of sweat
or blood, which drops were the world, or as
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if,the lights 1lit at the festival of the ‘
'peaceful Trinity' through some little cranny"
striking out 1it up into being one 'cleave'
out of the world of possible creatures.
(8, p. 197)

"Selving" in Hopkins can be defined as "act;ng ou? one's being or
inner nature." Fod's selving gives rise first to Christ—;God the
Son taking on a created nature iﬁ ordef to glorify the Father--and
then to the worlds of angels, men, and nature, Creatures are not
God, but they come from God and retain some identity with him.
éhares in both the bliss and the agony of God's selving.
It is 1likq drops of. blood from the agony but also like the light
from the *festival. ‘

Hopkin; summarizes the entire relationship of Geod, Christ and
creation in a succinct and beautiful passage: j’

¥

God's utterance of himself in,himsérfsis God

the Word, outside himself is¢this world. This

world then is word, expression, news of God.

Therefore its end, its purpose, its purport,

its meaning, is God and its life or work to

name and praise him (S, p. 129).
God's utterance of himself, his "selving' within his own divine be-
ing, is the Word, Christ. But that same utterance, selving, when
directed outside himself is the created world. Like Christ, the

world utters God; speaks and tells of him. WNature is one in pur—

pose and meaning with Christ as Word of God. It is in some sense a

secondary word, a lesser word. Unlike Christ, it is not God as well

’

+*
as creature. It-is only creature, but because Christ shares in that

creaturely status, nature is glorified by its likeness to Christ,

who is the meeting-place of God and material being. Because of the

P
Incarnation, nature is alwéys more than simply its own material self.

L
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The meaning of nature is-God, Hopkihé states. Nature by its
very being is "word:of éod.“ Nature is what God says of himself
outside himself. Its "work" is to "name-gpd praise him." It is
Hopkins' sensé of the vitality of that being and‘pdrpose which al-
lows him to say, "All things the;efore are charged with love, are
charged with God and if we know how to touch them give off-sparks
and take fire, yleld drops and flow, ring and tell of him" (S, p.
195). For Hopkins, "the very c;re of the Incarnation 1s to 'see
everywhere in the reality of concrete and seemingly trivial objects
and actions the instressed presencé and activity of Christ."lé‘ The
Incarnation provides a clese and direct link between nature and God,

between man and God.17

2. The Self~
The Incarnation has a different and special meaning for man
than for other creatures, not simply because Christ died teo redeem
ﬁan but also because it is human flesh which Christ assumed. Man
therefore shares more intimately in Christ's nature than do other
creatures. For Hopkins, man gives God glory '"even by his being,
beyond all visible creatures" (S, p. 239). Man is the high pdipt
of creation and therefore his very existence glorifies God more than
that of any other creature. The implications‘of'Hopkins' particular
view of the Incarnation for his view éf man can best be understood
through his concept of 'selving." )
Like Scotus, Hopkins is fascinated by individuation. For

Scotus, "individuality . . . is the ultimate perfection of things:

it enables them to receive in themselves the act of existence. Only
+
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thus they become real in the full senSe of the term. "8 Only indi-
viduals exist; only individuals are real. A key element in Scotus'
Hview of individuals is that the essence of the self is incommuniﬁ-
.able.lg It is impossible to know another self. Every individual

iz a mystery to every other. Hopkins' view of the self incorporates
Scotus' emphasis on ﬁhe individual as well as his view that the es-
sence of selfhood is incommunicablet Hopkins, héwever, adds another
distinctive element.

For Hopkins, selfhood is not static but dynamic. He turns the
noun into a verb: a self selves. All individual creatures are
selves and therefore participate in the action of selving. Even God
selves; _divine selving is what created the world. Sister Mary
Zoghby explains selving as an equation of "the essence of things
with their actions."20 What a thing is, isxwhat it does. Hopkins'
own most explicit exposition pf what he means by selving occurs in
his "Kingfishers" sohnet:

Each mortgl thing does one thing and the same:
Deals out that being indoors each one dwells;

Selves--goes its self; myself it speaks 3Ed spells,
Crying What I do is me: for that I came.

" The self is that incommunicable '"being indoors each one dwells,"

the essence of a creature, that which makes it unique and individual.
The self is "indoors," but the creature "goes its self," that is,
expresses thét inner being, "deals it out" so that it speaks in the
world. The incomunicable self is thus i& some sense communlcated
--although, as we shall see in a later discussion of Inmscape and in-
stress, only those with eyes to see can decipher the inner being of

creatures which they reveal in their action of selving. The doing:
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Being, doing, and saying fuse in Hopkins' concept of selving,

-

as, in a passage quoted earlier, God's '"utterance" is also his cre-
ative action (S, .p. 129). The action is both the being itself and
the speaking of that being. Each creature is a word of God and was

created "to give him praise, reverence, and service; to give him
c‘\

glory" (S, p. 238). All creatures other than man glorify God sim-

ply by fulfilling their inner natures, doing what they'are, each in
its unique and particular way. And "wh;t they can they always do"

(s, p. 239). To selve is,.in essence, to act out what one truly is
and thereby to glorify God.

As man participates more fully in the Incarnation than do other
creatures, so too he participétes more fully in selfhood. Man is
the only creature who is consciously a self, who can recognize his
own uniqueness and "blank unlikeness"" (S, p. 123) from all other
creatures and indeeg from all othe¥ human selves.™, Hopkins vividly
captures the sense of the self in both its uniqueness and its in-

communicability:

When I consider my selfbeing, my consciousness

and feeling of myself, -that taste of myself, of

I and me above and in all things, which is more
distinctive than the taste of ale or alum, more
distinctive than the smell of walnutleaf or cam-
phor, and is incommunicable by any means to

another man (as when I was a child I used to ask
myself: What must it be to be someone else?).
Nothing else in nature comes near this unspeak-
able stress of pitch, distinctiveness, and selving,
this selfbeing of my own. Nothing explains it or
resembles it, except so far as this, that other
men to themselves have the same feeling. But this
only multiplies the phenomena to be explained so
far as the cases are like and do resemble. But to
me there is no resemblance: searching nature I
taste self but at one tankard, that of my own being.
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The development, refinement, condensation of
nothing shews any sign of being able to match
this to me or give me another taste of it, a
taste even resembling it (S, p. 123).

For Hopkins, this concentrated sense of self is the strongest argu-

ment for the existence of God--an argument which Donald Walhout

22
refers to as "an argument from radical uniqueness of self."”  Be-

ginning with his own sense of himself as "more distinctive and
higher pi;ched than anything else I see" (S, p. 122), Hopkins posits
the existence of God the Creator. @sumarizes his argument thus:

And when I ask where does all this thropng and
stack of being, so rich, so distinctive, so
important, come from / nothing I see can answer
me. And this whether I speak of human nature

or of my individuality, my selfbeing. For human !
nature, being more highly pitched, selved, and
distinctive than anything in the world, can have
been developed, evolved, condensed, from the vast-
ness of the world not anyhow or by the working of
common powers but only by one of finer or higher
pitch and determination than itself and certainly
than any that elsewhere we see (S, pp. 122-23).

Man is the peak of creation, but man himself can only be explained

by assuming the existence and action of a being yet higher and

h ,
greater than man. For Hopkins, a2ll that exists dces so because of

the Incarnation, but knowledge of the Incarnation can only come

}
about by knowledge of the self. The first step to knowledge of God

is "knowledge of one's own self—being."23

As the human self differs from other selves, so tog does human

t
Y

selving differ from the selving of other creatures, although "Man,
like purely natural beings, truly selves when he fulfills the des-
tiny of his nature,‘when he becomes completely that being which God,
in his providence, had predestined for him."24 Man selves by being

himself, by acting out the being withiﬁ him. But man is far more

4

4
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complex than other creatures. As Hopkins says, "man can know God,

can mean to give him glory. This Ehen was why'he'yas made, to give
God glory and to mean to give it; to praise God fréely, willingly
to reverence him, glddly to serve him" (S, p. 239). Man shares

with Christ not only the material being which all created things
v
share with him, not only the human belng which Christ assumed when

he became a creature, but also and most importantly the power to

P
-

choose, the free will gy’ﬁﬁfih God the Son chose to take on material

being in order to glorffy God in the great sacrifice. Man can con-
. g . 4

sent to God's plan for him and become "the ideal self envisioned in

the mind of God."25

Or he can refuse $t and go his own way.

Man, like other creatures, is created to glorify God. The
¢call to do so, says Hopkins, is "a call into being" (S, p. 200).
The consent of the elect ‘to God's Qill is a "correspondence with
grace and seconding of God‘sldesigns [which] is like a tagking part
in their own creation, the creation of their best selves. And again
the wicked aad the lost are like Palfcreations and have but a half-
being" (S, p. 197). To disobey God's call is to choose a kind of
non-existedce. It is a refusal to selve, to fulfil one's inner
being.

By contrast, to choose to respond to the 'call into being" is
in some sense to become Christ. As Hopkins expresses 1t in the
"Kingfishers" sonnet:

-

I say more: the just man justices;

Keeps grace: that keeps all his goings graces;
Acts in God's eye what in God's eye he is--
Christ--for Christ plays in ten thousand places,
Lovely in limbs, and lovely 1in eyes not his

To the Father through the features of men's faces.
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Nature 13 lower-case word of God, But man is more than that, If he
;LIIy selves, consents to what God calls ﬂ%m to, he‘ié Christ him=\
self. There is-an absolute identity of the just man and Christ.
The action of God's grace in.the consenting Christian, because it is
donme through Christ, "ig Christ in his membef‘on the one side, his
member inlghriét.oﬁﬁthe other. It is as iR a man said: That is
Christ playing at me and me plAying at Christ, only that it is no
play but truth; That is Christ being me and me bqhuiﬁhrist" (S, p.
154)., And because there are many such just men, "Christ plays in
ten thousand places,/Lovely in limbs and lovely in eyes not his/To

the Father through the features of men's faces."

As Hopkins says
elsewhere, "Christ was himself but one and lived and died but once;
But the Holy Chost makes every Christian another Christ, an After-
Christ; lives a million lives in every age" (S, p. 100). At the
same time, by becoming most fully Christ, a human being becomes most
fully his unique individual self. As Hopkins explains, full con-
formity with Christ "best brings out the nature of the man himself,
as the lettering on a sail or device upon a flag are best seen when
ie £111s" (S, p. 195). As Christ himself expressed his being most
fully in the great sacrifice of the Incarpation, so man expresses
his own being most fully in imitation of Christ. To lose one's
self,.in this context, is to find one's self.26
A crucial element in human selving, then, is choice, consent,
which, Hopkins suggests, "implies no degree, it is a pure Yes or No"
(S, p. 145). He explains such consent as expressed by the auxiliary

4o, "which when we employ or empﬁasise, as 'he said it, he did say

it', we do not mean that the fact is any more a fact, but that we

2
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the more state it." Conéent then means "the doing be, the doing
choose,'" where being and choice are emphasized by that consent.
Thus, 'Where there was no question of will it would become mere
fact; where there 1s will it is free action, moral action" (S, p.
151). The selving of other Qreatures, because there is no conﬁént,
no freedom, is simply be--the acting out of what they are. Human
selving is "the doing be" because it is conmsent to such acting out.

Man's freedom in relatioa to God extends to his relationship
with naturé, for which, in his privileged position, he is in some
sense responsiblé. Man "is the median bet&een God and natuéé”zT——

a position which affects him in several ways. Hopkins himself says,
"All the things we see are made and provided for us . . . . Search '
the whole world and you will find it a million-million fold contriv-
ance of providence planned for our use and patterned for cur admira-
tion" (S, p. 90). The words "use'" and "admiration" are both signif-
icantj Although man constantly "uses" nature, he does so glindly
and obtusely, oblivious to the fact that "théwreason for the natural
crehtion is that it may help men to know and to love God.”28 Nature
is word of God. Man is respénsible both to hear that word and to
speak it, to be "Earth's eye, tongue, or heart” (P, 58). DMoreover,
he ig responsible to preserve the natural beauty through which God
speaks, to "admire" in an actiVy as well as a passive sense. Human

being--selving~-involves responsibility at once to the created

world and, through 1t, to its creator.
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IIT. Heidegpger
1. Being'&‘ . ) ' -

In Heidegger, it is the.concept of Belng which assumes the cen-

N

tral and controlling position taken by’ the Incarnati@n in Hopkins'
thought. Heidegger's concern with Being determines his view of man,
the world, language, and poetry. Because of the centrality of Being
to his gféw of reality and because of the religious tone of his lan-
guage/énd the theologlcal shape of his thought, there is a tendency
among certain critics to translate "Being" %s "God ,"2? Heidegger

#  himself, however, would not do so. He defines Being as "that which
determines entities as entities" (BT, p. 25) and adds, '"The Being of
-entities 'is' not itself an.entity“ (BT, p. 26). Since God is an
entity, Being is not God, but 'that ultimate condition which'allows

all belngs, God as well, to exist at all.“BO Being is that which

unqerlies and sustains all things and allows them to be. A

If Being is not a thing, neither is it an abstraction. Nathan
Scott calls it "primal energy,' while Rudolph Gerber qualifies it as
a "condition," a "principle," a "light," a "process.”3l These vari-
ous ways of explaining Being point to one of its definiﬁé character-

(istics, elusiveness. Heidegger observes that any atcempt to define

Being "has nothing to hold onto. All our ideas slip away and dis-

solve 1in vagueness" (WICT, p. 225). Being is outside the categories
of rational thought. It eludes all defimition and can be grasped gt
all only through beings, which by the fact of their being allow Bei;é
to shine forth. The eluslveness of Being, the impossibility of ever
grasping it other than-briefly and partially)\together with 1ts un-

doubted reality, evoke in Heidegger an attitude of awe and reverence
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before the very fact of Being as it is revealed in beings;v Accord-

ing to Steiner, for Heldegger, "It is the unique and specific busi-

. ness of philosophy . ., . to be incessantly astonished at and fo-

cuéed on the fact that all things égg."32 _Being is a mystery whose
reality evokes (or ought to evoke) astonishment in all ﬁeople.
Because Being is mystery, it is the Holy, a term which Scott
explains as "that power and form wherewith a thing is what it is--
whose penumbra of mysgery naturally evokes'an attitude of awe and
astonishment.”33 Holiness is not an attribute of Being, it is iden~
tical with Being. It is Being in its aspect of mystery. Being is
the Holy because it is elusive, ungraspable, mysterious, and yet al-
ways and everywhere present in all that is. Being encompassés
everyth;ng. ﬁoreover, Being is dynamic. Ehe word "Beingf‘is a par-
ticiple, that is, a word which takes "part in both tﬂe'ﬁgﬁiﬁal and
the verbal ﬁeaning" (WICT, p. 220). It expresses ''the act whereby
the totality of that which is reveals itself in and through con-
sciqusness."3A~ Being, moreover, ;s "the participle'whEEh gathers
all other possible participles into itself" (WIC;, p. 221). The
act of Being is prior to and encompasses all other acts. .Such a
concept of Being is reminiscent of Hopkins' concept of selving, in

which being and act are also one, but the two cases differ in that

Heidegger gives a distinct priority to Being, while Hopkins, in his

love of particular selves, iIs equally if not more concerned %ith

)

the doing that reveals the being. . 1
Heidegger insists on the distinction between Being and beings,
the ontological difference. Being is revealed orly in beings, which

in turn exist only as they are upheld by Being. Being and beings

4



43
are inextricably interrelated, -but they are not the same. Says
Heidegger, "The duality of individual-beings and Being must first
lié before us openly,.be taken to heart and there kept safely, be;
fore it can b; conceived and dealt with in the.senselof partiéipa—
tion of the one, a particulér being, in the other, Being" (WICT, p.
223). The distinction between Being and beings must remain élear,
or the danger “emains of such a misﬁnderstanding as éssuming that
Being is a beirnf among beings instead of something beyond and above
all beings. Gerber describes the;ontological difference as that
between product (belngs) and process (Being)35-—a distinction which
wlll reappear with interesting }mplicationé in a later discussion
of inscape and instress.

It is clear that Heidegger's concept of Being cannot be exactly

vidgntified with Hopkins' concept. o® the Incarnation. Nor can the

two be said to be quite parallel, Being is more abstract and imper-
sonal than the Incarnate Christ, though it is not an abstraction,
nor does it lack ail attributes of personality; it has, for instance,
creative power and, it would seem, purpose. Hopkins'describés the
Incarnaﬁion in far more exact and immediate terms than those in
which Heidegger describes Being.

What mafters, however, for the purposes of this study, is chat
the concept of Being plays a ;erﬁ similar role in Heidegger's view
of reality to that which the Incarnation plays in Hopkins'. An ob~
.servation by Gerber about Being helps to illustréte the parallel.
Having first said that Being is transcendence, Gerber adds,

Yet . .‘. Being is not a radical transcéndence
irrevocably distant and separate from the world

of beings. . . . Being must therefore’be the
abiding presence which keeps things temporally



44
present as being. Insofar as it keeps them going
through Time, Being is that "presence" in all
beings which is their most fundamental and most
common character . . . . Neither pure immanence

nor pure transcendence, Being is that presence
which is in beings while yet being apart from them.

36

With only sligh} variations, this passage could be translated as a -
descriﬁtion of Hopkins' view of the way in which creatures relate

to Christ. As Being is apart from and yet present in all beings,

so too for Hopkins Christ is apart from and yet present in all créé—
tures. It is his presenc; which gives them being—and sustains them
in it. They participate in his being by virtue of the fact that
Christ by his Incarmation teook on material\%eing,‘the;eby glorify-~
ing all matter. At the same time, they are not Christ. 'By the

fact of their existence, however, they point to Christ, just as by

J
their existence beings point to Being.

2. Man

Heidegger lacks the fascination with individuals which charac-
terizes Hopkins. If Heidegge;-is awed by thé fact thaL things are,
Hopkins is awed by the fact that things are. The difference is con-

.sistent throughout their thought. At the same time, Heidegger, like
Hopkins, is profoundly interested in the human self, in human being
aﬁd its meaning, position, and’responsibility as these relate to
Being, but also to itself and to other beings, with the emphasis al-
ways on Being. Where the human self is concerned, Hopkins and
Heidegger define its meaning and purpose in very similar terms,

~

though ﬁhey do so, of‘course, within different frames of reference.

For Heidegger, man's being is always defined with reference to
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Being, just as,in Hopkins maﬁ is always defined ultimately in rela-
tion to Christ. "Man,'" Heldegger says, "is the being who is in that

he points toward 'Being,'

and who can be himself only as he always
apd everywhere refers himself to what is" (WICT, p. 149). Man's
mission is to poiﬁt ;oward Being. Heldegger calls man 'the persona,
the mask, of Being'" (WICT, p. 62), that.behind which and within
which Be;ng lives. It is given to man to show forth Being in a
way that it is given to no other being.

fideed, so close is the connection that "Each of the two mem-
bers éf the-telati&nship between @an's nature and Being already im-
plies the relation,itself. To speak to the heart of the matter:
therg is no such thing here as members of the relation, nor the re-
lation as such” (WICT, p. 79). To think of Being is to imply human
being and vice versa. As Vincent Vycinas explains, "It would be

\

wrong to think of Being and man as two separate beings who have as

N
their properties certain interrelations with each other. It is also
wrong to think of them as one identical Being.”37 Man and Being
are so deepl& involved in each other that neither can be 'thought"
without the other.

We have seen in Hopkins a relatiouship bétween the just man and
Christ which is in some sense similar to that in Heidegger between
Being and man. For ﬁopkins; if man fulfils his destiny, he becomes
Christ in what is in effect an absoclute identi;y (S, p. 154). How-
ever, despite the absolute idgptity, Christ and the individual do
not melt Jdnto each other as Being and man seem to do in Heldegger.

L
The just man, identified with Christ, remains nonetheless distinct

from Christ. The difference may have more to do with the greater



W/

46
precision and exactness of Hopkins' language and with.the facngthét
he writes within‘a context where he can take much for granted than
with a majbr differénce in thought between him and Heldegger.

For Heldegger, man cannot but participateAin Being, not only
because Ee is a being, but because he is the ohly being who knows
himself to be. As Heildegger explains, "Man is the animal that con-
fronts face—to—face.' A mere animal, such as a dog, never confronts

anything, it can never confront anything to its face; to do so, the

animal would have to perceive itself" (WICT, p. 61). It is man's

awareness of his own existence which gives him his peculiar rela-

tionship to Being. Man 1s the only being who can recognize Being
not only in himself but in othgr beings as well. Man then has bdfﬁ
a privilege and a responsibility which othef\beings do not have.
Human responsibility to other beings invelves seeing them not
as objects to manipulate and control but as beings, that is, sites
for the revelation of Being.38 "Our nature's safety,' Heidegger

says, "demands the rescue of things from mere objectness" (PLT, p.

‘130). Man rescues things® from objectness by relinquishing the 11-

lusion of mastery over them and allowing them to be what they are.
Such an atéitude does not imply passive indifference, but "a con-
cern with, a caring for, an answerability to, the pyesentness and
mystery of Being itself, of Belng a; it transfigures beings."39
Man fulfils his nature by allowing beings to reveal their own par-
ticipation in Being.

In his e%planation of "saving the earth," Hleldegger sums up

(mostly negatively) human responsibility to beings: '"'To save really

neans to sef\something free into its own presencing. To save the
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earth 1s more_@gﬁn to exploit it or even wear it out. Saving the
egrth does not master the earth and does not subjugate it, which is
merely one step from spoliation" (PLT, p. 150). Science and tech-
nology exemplify the negative in Heldegger's explanation. As to
the positive, as it relates to natural objects such as a tree in
bloom, what matters is that "the tree and we are" (WICT,Ap. 41).
The imgortang-thing is to let the treé be what it is without trying
to analyzé or explain it. As it relates to utensils, the required
attitude "does not debase what is being used--on the contrary, use
is determined and defined by leaving the used thing in its essen-
tial nature . . . . To use something is to let it enrer into its
essential nature, to keep it safe in its essence" (WICT, p. 187).

For Hopkins toc man has a responsibility.to allow things to be
what they arej In his context, that means allowing them to realize
thelr ogg\being and thereby to glorify God. Creatures are words of

~
God and if man allows them to "selve,' he reads in them the power

1

and presence of the Incarnate Christ. However, for Hopkins as for
Heidegger, man but rarely fulfils his responsibility to creatures.
He uses, abuses, and destroys. He is blind and deaf to what he is

called to be (P, 31, 35, 43).

IV. Meditative Thought

,Heidegger's view of what it is to be fully human is illustrated
in éis concept of meditative thought-—-a concept which encompasses
his $hole attitude to Being, beings, and man. Heldegger's medita-
tivesthinker ig very like Hopkins' just man, and the relationship

of man, beiﬁg;: and Being to whiéh the thinker is called provides a
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parallel to Hopkins' view of that relationship as ié emerges in
his concepts of inscape, and instress, to be considered later.

Heidegger believes that "man today is in flight from thinking"

»

. (DT, p. 45). The kind of thinking he has in mind has been put aside -

o

in favor of scientific or “calculative" thinking. Moreover, "the
involvement with thought is in itself a rare thing, reserved for few
. people" (WICT, p. 126). For these reasons, Heidegger defines medi- _
/ tative thinking partly in terms of what it can not do:
. 1. Thinking does not bring knowledge as do
the sciences. S
2. Thinking does not produce usable practical
wisdom. )
3. Thinking solves no codmic riddles.
4. Thinking. does not endow us directly with
the power to act (WICT, p. 159).
Caleculative thinking has a goal im mind. It seeks Kacts and prac-
¢ical knowledge. It "objectifies and breaks up the whole. It is
directed toward the handling and mastery of the things within the
world. It is, of course, a thinking that is concerned with beings,
not with Being."ao As such, calculative thinking works in ignorance
of its own foundation, to which only meditative thinking has access
because meditative thinking is concerned with the whole. This con-
cern with the whole means also that meditative thinking cares not
about facts, but about meaning (DT, p. 46). &
Meditative thinking acknowledges man's prior participation in
all that is, and the impossibility of objectivity and therefore of
control. Hélﬁégger observes that "every way of thinking takes its
.way already within the total relation of Being and man's nature, or

else it 1s not thinking at all" (WICT, p. 80). True thinking occurs

always within the primary relationship of Being and man, and true
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thinking accepts the circularity of all'intefprgtation within that
relationship. "We ourselves are in the text and texture of the
question" (WICT, p. 116). Only involvement in thinking can tell us
anything about what thinking is: '"Only the leap into the river
tells us what 1s called é?;mming" {(WICT, p. 21).

In its own way, mediﬁative thinking 'is éé demanding as calcu-
lative thinking. As Heidegger says, "At times it requires a greater
efforc. It demands.ﬁore practice. It is in-need of evén more deli-
cate care than any other genuine craft" (DT, p. 47). The skills re-
quired, however, are less easily defined than those required for
calculative thinking. Meditative thinking demands a relinquishing
of prejudice and polemic (WICT, p. 13), of questioning (OWTL, p.
71), and of single-mindedness (DT, p. 53), all of which involve some
assumption of human "mastery' over what is thought. By contrast to
such assumption of mastery, meditaﬁive thinking requires one to
abandon the security of certainty (or the illusion thereof) aﬁd en-
ter the realm of ambigulty and multiplicity. Says Heidegger, "All
true thought remains open to more than one interpretation’ (WICT,

p. 71), and "Everything that lies before us is ambiguous'™ (WICT, p.
201). There is no final and conclusive word about anything, no
definitive interpretation. As Vycinas says, "True thinking con-
stantly starts over and over again."Al There is no basis for ever
believing that it is done, concluded, finished.

Thinking requires first and always an attitude of openness like
that with which Heidegger faces the tree in bloom. To think is to
take up a position of subservience. Heldegger states, '"To think is

before all else to listen, to let ourselves be told something"
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(6 L, p. 76). All true thinking is directed to the Being of be-
ings. A Phinker "thinﬁg what ig, in what respect it is, and in
what way it is. He thinks that which is, parcicular beingé in.their

Being. The thinkers' thinking woul@ thus be the relatedness to tha

Being of beings" (WICT, p. 86). To think is to be open to Being by

allowing beings to reveal themselves as what they are. 1t is to
assume one's essential human nature as ''the being who is insofar
as he thinks" (WICT, p. 31). h

Heidegger waxes mystical as ﬂg pursues the nature of thinking,
by means of etymology, to memory and thanking. Memory, he says,
"means as much as devotion: a constant concentrated ablding with
something-—-not just with somethiné that has passed, but_jh the same
way with what is present and with what may_come" (WICT, p. 140).
Thane 1s closely related; it is "man's inmost mind, the heart, the
heart's core, that innermost essence of man which reaches outward
most fully and to the ;utermost limits, and so decisively that,
rightly copsidered, the idea of an inner and an outer worldtg
not arise" (WICT, p. 144). The thanc, from which we derive '"thank-
ing," is man's essence prior to subject and object. Man is thank-
i%ﬁ. His inmost essence, ''the thanc unfolds in&memory,” the concen-
trated abiding with what is (WICT, p. 145). Thinking is the abiding
of man's inmost self, the essence of his being, in the presence of
Being. Thinking is thanking. "Original thinking is the thanks
owed for being" (WICT, p. 141). To think well is therefore the
best possible way to give thanks, the best possible way to live up

to and fulfil the essence of human nature.

The call to thinking is thus a callsto a way of 1life which is

7
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in essence not unlike that to a religious ;ay of life. Heildegger
himself suggests such a connection by his equation of memory with
devotion. It iz clear in the continuation of that passage that by
devotion he means religious devotion. He remarks thét the word
memory ‘possesses the special tone of the pious and piety, and des-
ignates the devotion of prayer, only beéﬁuse it denotes the all-,
comprehensigg,ﬁ%lation of concengrationlupon the holy and gracious"
(WICT, p. 145). -Although the words "piety," "prayer," and "holy"
do not mean the same in Heidegée%.as they do in Hopkins, it is im~
possible to escape their reliéibus connotations; and thelr presence
- in this context justifies the analogy of the call to thought to a
’ religioug,vécation. Indeed, the call to thought i1s not unlike the
way Hopii s would probably perceive his own call to the priesthood.
It is not something he chooses, but something which chooses him.

He is free to accept or deny that call, but only if he accepts it
i; he truly himseif, does he truly fulfil his potential.

Like a priest or pefhaps a mystic the thinker does not choose
his destiny. Heidegger says of Nietzsche that he 'neither made nor
chose his way himself, no more thaﬁ any other thinker ever d%ﬁ. He
is sent on hig way" (WICT, p. 46). Thought does not arise from hu-
man initiative. It is "a response on our pa}t to a call which is-
sues Prom the nature of things, from Béing :i.t:self."l'2 The presence
of beings "is the hail, the salutation thch Being addresses fo
us."43 In the beings acound us we encounter the call of Being into
our own>being, into the thoughtful, thankful living that makes us

truly human. Says Heidegger:

Thinking is perhaps, after all, an unavoidable
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path, wﬁich refuses to be a péth of salvation ~
and brings no new wisdom. The path is at most
a field path, a path across fields, w@ich does f

* npot just speak of renunciation but already has
renounced, namely, remnounced the claim to a
binding doctrine and a valid cultural achieve-
i ment or a deed of the spirit (PLT, p. 185).
If man is to be fully himself, the path of thinking 1s unavoidable.
At the same time, it is a way which promises nothing except its own
difficuity, which certainly pfomises no success as we normally un-
derstand success. To think is to accept to live\without cg;tainty
and without safety in broximity to Being.
Meditative thought, as thanking, is very like the just man's
? imitation %f Christ--the surrenderihg of tﬁe self in "the great
\ sacrifice." Indeed, in an early essay, '"What Is Metaphysics?"
\
?(1929), Heidegger equates thanking with sacrifice i? a way strongly
reminiscent of Hopkins: “In sacrifice there is expregsed that hid-
den thanking which alone does homage to the grace wherewith Being )
has endowed the nature of man' (EB, p. 358). In Hopkinms, the just
man 1is the one who "becomes Christ" by comsenting to fulfil his be-
ing by "selfsacrifice to God" (S, p. 154). The just man chooses
to relinquish control and submi; his life to God in the same waﬁ as
the thinker chooses to "listen" to the call of Being and submit his
1ife to Being by abiding in its presence. The just man gives God
glory in the same way the thinker thanks. Both give being back to
God (S, p. 129) by this act of devotion. And both become fully

themselves-by acquiescence, that is, by saying yes to a call which

comes from outside them and which .they have not chosen.

{
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V. Inscape and Instress

Meditative thought involves an extraordinary way of seeing in
whigh the meaning as well as the mere fact of beings comes to light.
The same 'is true offﬁopkiﬁs' dual concept of inscape'énd instress.

. Interestingly, in his use of the terms "inscape' and "instress,"
Hopkins comes close to Heldegger.in another way: it is here thit

he most closely approaches Heidegger's use of language, in which
terms melt into one another and refuse to remaiﬁ distinct. This un-
characteristic vagueness in Hopkins is probably related to the new-
‘ness of the terms, as is Bgfhaps‘alsogxrue of Heidegger--to be the
first to use a word at all gﬂopkins) or to use it in a new and spe-
cialized way (Heidegger) is ,necessarily to sacrifice precision, if
not in one's oﬁn mind, certainly in the minds of one's readers.

Hopkins coined the words "inscape" and "instress'" for his own
use and therefore felt little need to define them. What definition
he provides of inscape occurs in the context of literary discussion
in his letters. Instress is also briefly defined in this context,
but also (and differently) in his private spiritual writings. The
miﬁ%mal definition he provides of the two terms does not cover his
varied uses in H&f journals, his spiritual writings, and (in the
, case of.instress) his poems. Nor does it indicate the connotations
of the words. Hopkins' uses of the words frequently illuminate the
concepts beyond the bare definitions and reveal a certain overlap
between the terﬁs which, while it complicates a clear understanding,
indicates the closeness and complexity of thelr relationship.

The only direct explanations of inscape which Hopkins provides

occur in letters to his literary friends. 1In a letter to Patmore,
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he defines inscape as ''species or individually-distinctive beauty ¢
of style" (FL, p. 373). The only other definition occurs in a let-
ter to Bridges, in which he explains inscape as "design, pattern"
(L, p. 66). The two definitions are:not mutually exclusive and in-
deed several critics combine the two, as John Pick does in refer-
rihg inscape to "some particular thing of beauty which is distinec-
tive-and patterned."44 The concept of inscape reflects Hopkins'
fascination with individual selves, whose particular identity is
made visible in and through distinctive design or patterm. In rela-
tion to natural objécts, he tends to emphasize the species-distinc-
tive, that is, that which makes bluebells bluebells or oak trees
cak trees, but when he is concerned with man or werks of art, it is
4
the distinctiveness of the single Iindividual that coacerns hig. 3
The in of "inscape",indicates that outer form, while it is the
immediate means of access to an object's real self and cannot be v
dismissed as unimportant, is not of primary importance.46 Hopkins'
note on a horse illustrates this aspect of inscape:
. . . caught that inscape in the horse that you
see in the pediment especially and other bas~
reliefs of the Parthenon and even which Sophocles
had felt and expressed in two choruses of the
Oedipus Coleoneus, running on the likeness of a
horse to a breaker, a wave of the sea curling
over. 1 looked at the groin or the flank and saw
how the set of hailr symmetrically, flowed outwards
from 1t to all parts of the body, 'so that, fol-

lowing that one may inscape the whole beast very
simply (J, pp. 241-42).

This passage brings out the fact that not every sight of a horse

grants the observer this particular ingcape or indeed any inscape
L

at all. - Inscape is clearly then not the immediately perceptible,

obvious pattern, but another and deeper design which must be
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"eaught." It is elusive. It is also clear that Hopkins considers
this particular inscape valild for_all horses (since it is an in~
écape which occurs in thelParthenoﬁ and in Sophocles). 1In this
case, inscape has to éo-with the spgcies—distinctive;\fhe inner
essence or nature whiqh ﬁakés any . horse a horse. |

Moreover, perception‘of inscapg.aoes not come easily or to
everyone, and one must work'to develop and maintain the capacity to
see 1t. .Remarking upon his perception of inscape in a barn, Hopkins
adds, "I.thought how sadly beauty of inscape was unknown and buriled
away from simple people and yet how n=ar at hand it was if they had -
eyes to see it and it could be called out evarywhere again" (J, p.
221). 1Inscape is present in the everyday world, but most peéple are
blind to it, do not have "eyes to see it." | It has to be "called out”
by an observant eve and a receptivg mind--a receptivity which must,
moreover, be consciously maintained: 'Unless you refresh the mind
from time to time you cannot always remember or believe how deep the
inscape in things is™ (J, p. 205). One can also train the eye to
see more clearly, so that perception of inscape comes more easily
and plerces more deeply into the underlying reality: "I saw the in-
scape though freshly, as.-if my eye were still growing, though with
a companion the eye and the ear are for the most part shut and in-
stress cannot come" (J, p. 228). Perception of inscape occurs most
often in solitude because the presence of a companion does not al-
low for the attentiveness normally reéuired to "catch" inscape.

Hopkins is constantly watching for the imnner design or pattern
which defines individual things or groups of things, whether in the

world of nature or in that of art. Inscape is what is ‘'‘caught" when
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things open up to reveal thelr inner nature, their truth, their be-

ing. If man is attentive to the selving of creatures, what he per-

celves is their inscape. The opening of things to reveal their

selves can occur at any time and through any aspect of the created

world:

A1l the world is Eull of inscape,aﬁd chance

left free to act falls into an order as well as

purpose: looking out of my window I caught it

in the random clods and broken heaps of snow

made by the cast of a broom. The same of the

path trenched by footsteps in ankledeep snow

across the fields (J, p. 230).
The ‘superficial appearances of the natural world conceal a truth or
reality which is not immediately apparént and which to some people

' -
is never apparent at all. To the observer with eyes to see, the

world reveals orézr, purpose, design, patternm, which unifies the
created world and makes it a whqlé. This underlying design is in-
scape, ;hich is itself a sign or pointer to the power which ener-
gizes, upholds, and sustains it.

Hopkins' concept of inscape is suggestive of the vision of re-
ality which emerges in Heidegger's discussion of meditative thought.
Once again, however, the consistent difference of eméhasis petween
Hopkins and Heidegger emerges. Inscape reveals a fascination with
"God's grandeur in the flesh and thé world”47 which differs from
the thinker's focus upon Being. Nonetheless, the thinker responding
to the ‘call of Being as "heard" in.the presence of beings is very
like the man who cultivates an awareness of creatures which will
allow their essential being, their inscape to "flame out™ (P, 31).
But, as it is difficult to speak of beings without reference to Be-

.

ing, so too is it difficult to spea@pof inscape without reference to

Y

[N
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instress. Being underl%es beings asa instreés undzrlies inscape.

In his letters Hopkihs pr;vides only the briefest indication
of what he means By instreés. In a letter ‘to Patmore, he refers to
"instress or feeling" (FL,Ap. 320). In his sﬁiritual wr£tings, he
refers to "energy or instress'" (S, p. 137). Instress then is energy
6r feeling--two terms which may at first seem incompatible. How-
ever, it is clear from the contexts in which the word appears-that
instresé occurs in both the perceiver and the object perceived.
Thomas Zanieilo distinguishes the two as cause and effect: instress
"{s an inherent force im nature . . . by which the inscape remains
an enti&y, or instress as Egggg,_and it is the bridge or 'stem of

. . . 48
stress between us and thlngsl or instress as effect." As cause,

instress is energy; as effect, it 1s feeling.

It is in the spiritual writings rather than in the journals

o -

that Hopkins' use of instress most clearly reveals both its dual as-

pect and its elusiveness. In his sermon on "The Kingdom of Christ,"
Hopkins asscciates 1nstress with both.sovereign and ;ubject. Tﬁe

instress of the sovereign ig that of the lawgiver while that of the
subject is 6bedience (85, p. 167). Instress can bg seen as the sub-

ject's Tesponse to the shaping power of the sovereign, or, trans-

lated into Christian terms, man's obedience to God's will. Instress

;foriginates in God, who makes his will and purpose felt in man, whose

obedience theretb is also instress. Instress is clearly associated
with choice and free will. Whén 1 &ake a decision, Hopkins says,
"I instress my will to sc-and-go" (S, p. 150). It is therefore a
free resggnse for or against God's will. In the spi?itual writings,

instress in the subject is far more than feelin%),—%ndged, it moves

v
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in a quite different realm from that of feeling. The latter tefm
implies simple emotion, while Hoﬁkins' use of instress suggests
conscilous, ratlonal décision.

[

Clearly too, as instress in the perceiver is more complex than

-
[N

simple emotional response, instress in the perteived is more com—
: .
plex than the simple presence of a sustaining energy. Hopkins does
associate instress with the life primciple. He refers tol"all that
energy or instress with which the sot}_animates and otherwise acts

in the'body" (s, p. 137). But the pQESence of instress is a pres-
ence which demands response and reqhires more than a simple seeing.
It requires adquiescence and submission.

Inécape and instress are as inextricably interrelated as Being
and man or Being and ®eings. Di Cicco describes the relatibnship as
"product and process, shape .and shaping force'--a ééscriptién which
we have earlier seen applied to the distinction between Being and
beings.'l‘9 As Cerber applies ig; Being is the process which prodﬁces
beings; as Di Ciceo does, instress is the process which produces in-
scape, Theyinterrelationship of inscape and inséress is superfi-
cially less all—encompassing than. Heidegger's vision, but, like the
concept of meditative thoughtzgn Heidegger, it gathers into itself
every aspect of Hopkins' thought.  Inscape is what makes a thing it- -
self; it is its truth, its essence, its reality. It is in the selv-
ing of creatures that their inscape is fevealed. As we recall, for
Hopkins selving is the actiﬁg out, the living.out of one's be#ng,
and that being participates in the Incgrnation. Every creature is

a wbrd of God in which God's presence and truth can be read. Hopkins

makes this explicit in a note upon a bluebell: "I do npt think I

o
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have ever seen anything more béautiful than the bluebell I have been

-’

looking at. I know the beauty of our Lord by it. It[s inscapq] is

[mixed pf] strength and grace, like an ash [Eree]“ (J, p.- 199) -

(Hopkins' brackets). Perceptioﬁ of the bluebell's inscape is a

. .
hearing of fhe word of God, a recognition of the underlying pres-

-

ence of Chrisf in all creation. ' - -

Man is called-té glorify God by relinquishing his own will and
consenting to God's will for him, very, much as in Heidegger he is
called to be.open‘to what beings tell him and to respond to the call
of Béing by recognition of its preséﬁte and mystéry and by thankful-

" ness for the gift of beings In Hopkins, man is fully himself only
| .
f

when he "becomes Christ'--a process which includiﬁ awareness of in-
scape and a response ofiacquiescence to the Salf which underlies in—ey,
scape. Christ and man mé;t in the notion of instress as both the

_ call of God and the resbonse of man. Inscape is the means‘by which
that call is heard. Similarly, Being aﬁé man mee? in the concept -

of the thinker, who is man responding to the call of Being as per-
ceived in the presence of-beings.

&
A closer look at Hopkins' notes on Parmenides supports the con-

nection between Hopkins' and Heidegger's views of Being and reality.
Hopkins first states what the main concern of Parmenides is and then
interprets it in his own terms:

. His great text, which he repeats with religious
conviction, is that Being is and Not-Bking is
not——which perhaps one can say, a littje over-
defining his meaning, means that all things are
upheld by instress and are meaninglessd without

1e (J, p. 127).

Instress seems to be associated with Being, that which upholds all

\.
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things and gives them meaning. Individual belngs are not Being,

but- they have being and to the extent that such being is perceivable,
meaning is also perceivable'in things. What Hopkins means is fur-
ther explained towards the end of the notes:

For the phenomenal world . . . is the brink,
limbus, lapping, tun-and-mingle / of two prin-
ciples which meet in the scape of everything--—
probably Being, under its modification or siding
of particular oneness or Being, and Not-Being,
under its siding of the Many. . . . The inscape
will be the proportion of the mixture (J, p. 130).

All things are a mixture of Being and Not-Being, the one and the

many. It is "the proportion of the mixture" which gives a béing

its particular individuality, its peCuIiar selfhood, its inscape.

Man, for instance, would have a greater proportion of Being to Not-

—

Mac's .
Belng because he is the most clearly selved of all creatures. As

Marjorie Coogan suggests, then, 'inscape is ontological, the never-
g

to-be-repeated 'bead of being'.“SO It has to do with the ultimate

!
ground of realicy.

The heart of Hopkins' notes on Parmenides is his remark about
the yes and is of truth. The remark follows upon Hopkins' transla-
tion of the central expression in Parmenides, which he says

may roughly be expressed by things are or there
is truth. . . . But indeed T have often felt
when I have been in this mood and felt the depth
of an instress or how fast the inscape holds a
thing that nothing is so pregnant and straight-
. forward to the truth as simple yes.and is (J,
p. 127).

The mood he refers to is obviously that state in which he can per—
ceive inscape, "catch" it and acknowledge it, instress it by acqui-
escence to the simple fact of 'its truth. At its simplest, inscape

is the is, instress the yes which together have more to do with
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truth than anything else does. Inscape is being, instress is both
the presence of Being in that being and acqulescence to th;t_pres—
ence, as well ds all that such acquiéscence involve§ in terms of ,

human destiny and responsibility. When one péréeives the inscape
+ 4

.in beings, when one sees them as beings in and through which Being

reveals itself, there is nothing to be said but ngl nd is, For
Hopkins as for Heldegger, nothing is more true than that things ére.
v

VI. Conclusion

A comparison of Hopkins' '"one 6nly thought" with Heidegger's
reveals a remarkable similarity in the broad outlines of their
thought. Both-#efihe man and the natural world in relation to a
reality abovel%nd beyond the immediate world, and both arrive at
what knowiedée‘is possible of ultimate]reality through expgrience
of immediate reality. Both perceive m%n as the highest of beings
because he alone is able to relate to Qltimate reality and because

he alone can contribute to his own "creation." Both also see man's
privileged position as involving responsibility to all that is--a
responsibility which man too often shirks. The affinity between
Hopkins and Heidegger justifies the use of Heldeggerian terminology
to ”tran?late" some of the poems into language more accessible to
present-day readers than is Hopkins' own unabashedly theist language
-—a "translation' which will in turn illuminate Hopkins' own termif
nology so as to alloﬁ for a deeper understanding of the ultimate
differences between him and Heidegger. These differences emerge
first in a telling and ultimately crucial difference of emphasis

whose Ehll significance will be seen only in a close study of the

*
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language of Hopkins' poems. While both Hopkins and Heidegger are
concerned with Being as it is perceived in and through beings, for
Heidegger the primary emphasis is upon Beiﬁg, while‘for Hopkins
beings in their uniqueness and parthularity_never losé thelr

v

fascination. Because Hopkins sees "Being" aé participating in the
visible and tangible through fhe Incérnation, he is more in love
with the immediate world of the visible and tangible than is
Heidegger, whose love is finally less for the world than for that
idea of Being whicﬂ is its abstraction. Hopkins' love for the

world f#nds its fullest expression in his careful shaping of lan-

guage to capture in poetry the beauty and reality of that world.
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Notes

“

lHeidegéer was born in Germany in 1889, the year Hopkins died
in Ireland. It is doubtful that Heidegger ever heard of Hopkins or,
if he did, cared. His interest is always in the German poets

{(Ronald Marken, "'Each Tucked String Tells': Hopkins and the Word,"

Mosaic, 9, No. 3 [1976], 43).

2G.S. Kirk & J.E. Raven, "Parmenides of Elea," in The Preso-

cratic Philosophers (Cambridge: Cambridge Univ. Press, 1963), p. 272.

3Rev. Mario M. Di Ciecco, O0.F.M., Gerard Manley Hopkins and the

Mystery of Christ, Diss. Case Western Reserve Univ. 1970 (Ann Arbor,
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Chapter Two

The House of Being

Some of the key conceﬁés encountereq in the previous chapter
figure once again in the discussion of language aﬁd poetry in the
present chapter,‘since for both Hopkins\and Heidegger these views
are inextricably linked with their overall concept of rea}ity.

Such key concepts include Incarmation and inscape for Hopkins,
Being and me&itative thought for Heidepger. In Heidegger's case,
it will be important to consider also £is understanding of Saying
and of logos in order to place his views, especially those on po-
etry, in context. The discussion of language and poetry is not ex-
haustiverfor eithér,ﬁopkins or Heidegger; that is, it doEE not

cover every aspect of their theories but restricts itself to those

aspects which are particularly relevant to the ﬁresent study.

~ ,

I. Language
1. Hopkins

'S

It has long been recognized as a peculiarity of Hopkins' po-
etry'ggyt W9rds as he uses them have an almost physical quality.
Indeed the adjective perhaps most frequently applied to his poetry
is "incarnaticnal.”" His language has substance and in turn gives
substance, body, "flesh" to the things or ideas he describes.

k ' >

This incarnational langﬁage finds 1ts origin in Hopkins' view of

the Incarnation. For Hopkihs, as for all orthodox Christians,
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 .Christ is the Logos, the Word of God. The central Christian text

Y

upon this matter is the prologue to the Gospel of John: e

In the beginning was the Word: the Word was
with God and the Word was God. He was with
God in the beginning. Through him all cthings
came to be, not one thing had its being but
through him. . . . The Word was made flesh,
he lived among us, and we saw his glory, the . ¥
glory that is his as the-only Son of the Father,

full of grace and truth (Jn 1:1-3, 14).

God's Word existed before all things and indeed is the means by

- which all thipngs Eéme to be. ‘Christ is the Word that God spoke

when he madé®the world. By him, 21l that we know ‘as physical real-

_/\

. ) . ‘ )
ity came into existéﬁce. The Word 'then is active, dynamic, creative.

Moreover, the messaggmof John's Gospel is that this same Word was
itself "made flegﬁ/; became part of its.own visible, tangible crea-
tion. The WOrdﬁiin:jd which is the m%Fel for the human word, both
glves a solid dim on’%o things and itself part1c1pates in the

sglidity of that dimension. It is not surprising that a view of

language based on such a view of origins should see words as shar-

ing in both the incarnate and the incarnational quects of the Word,

o

that is,” the Word's own solid existence and its ability to impart
P

’solid existence. ' o

Hopkins' concept of selving encapsulates his view of the rela-

. N .
tionship between word %nd world. To selve is to act out what one
4 - ,- Kl

-

is. In the "selving' sonnet, being, doing, and saying merge into

ane:

" .

Each mortal thirng does one thing and the same:
Deals ocut that being.indoors each one dwells;

-

Selves—-goes 1ts self; myself it speaks_and spells, §%<‘

Crying What I do 1s me: for that I came.
(P2 p. 129)
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What a creature does is what it is. Being iz dynamic. And what a
creature does is speak. By doing what i;-ié, 2 éreature speaks its
being and by speaking its being, it ;Beaks and namé% God because it
is a word of God. The kingfisher's fire is as muchva word as the
ringing of the bell. One'not only hears words, one sees them. Be-
ing, doing, andgsaying are only different faces of the same thing.
In view_of this merging of word, world, and act in,Hopkins, it
is not surprilsing ﬁhat words as he uses them should appear active,
dynamic, creative. Nor is it surprising ;hat they should share in
the solidity and vitality not only of objects, but of living crea-
tures. 1f the Word has physical existence, then seo, in some sense,
do words. And if thing§ are in some sense words, then perﬁaps the
revgrse-is also true and words are in some sense things.‘ Hopkins
certainly speaks about words as if they participate in the nature
of objects, saying, "We may think of words as heavy bodies, as in-
door or out of door objects of nature or man's art" (J, p. 269).

y;

.
Hf\does not go so far as to claim that words are objects, but he

does suggest that thinking of them as objects helps to uq%grstand

what théy are and how they work.
Hopki#s' view of language, founded upen his view of the Incar-

nation, is elaborated in the etymological speculations in his -Jour-
~

nal, in his "Nofes: Feb. 9, 1868," and in his notes on Parmenifdes.
. -4

The etymological speculations reflect a belief in an onomatopodic

theory of language, that is, a theory by’ which the sounds of words

’

are related to .their meanings. In a representative passage, having

listed a humbe?%of words beginning with gr and cr, he continues?
+  Gruff, with a sound as of two things rubbing )

v . N ) -

i’ -
“

’ N ‘ . '_’f""' ‘ ‘ﬂ
» a? '

r
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together. I believe these words to be onomato-
poetic. Gr common to them all representing a -
particular sound. 1In fact I think the onomato-

poetic theory has not had a fair chance. Cf, (J
Crack, creak, croak, crake, graculus, crackle. L
These must be onomatopoetic (J, p. 5). x

- Y

One can conclude from such a passage as this that Hopkins 'believed
that a)similarity o£ sound in a group of words suggests a common
origin and a similarity of meaning."l The relationship between
sound and meaning is ‘mot ;rbitrary. Hopkins' conviction tLat the
sound of words in some way reflects their meaning is related to his
bgiief that thingsithemselves have meaning in a way normally attri-

buted only to léhguage. All things refer to God, peint to God,
L .

mean God in. the same way that a word points to and means a thing in
the-world. As things particiEEEEJ;n’fhe nature of God but nonethe-
leés are not God, sc it would make sense for words to participate
in the nature’of the things they name, though they are not them-
selves things.

%fpkins'_notes of February, 1868 indicaté that for him there
arg two kinds of words, those that mean things, that is, nou;s, and
those that mean relations of things. He seems to consider the form—
er as gaving an added dimension, being more fu}ly words than the
1atrér, and his eﬁsuing discussgon is concerned only with the former
——%‘lead which we ézllow here. To- every word, Hopkins says, "pe-

1] ‘ . . .
longs a passion or prepossessidn orﬁenthusia§m whicg/it has the

power of suggesting or producing but not always or in everyone"

" ] " .
(J, p. 125). This added dimension hhj;?lls (cautiously) 'the form,"
p X

adding thal "it bears a valuable analdéy to the soul" (J, p. 123).

Keeping in mind Hopkins' qualifications of these remarks, his

o
. 3
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discussion 1s nonetheless highly suggestive. In traditional phi-
> . losophy, form is contrasted with matter, form being the essential
nature ‘of a thing, which manifesti igself outwardly in matter. Iﬁ
. ’ 7
nHogkins' own terms, form is inscape,'Ehé self of a thing. If words
have form-in any sense at all, then they have a relationship with
matter Zn some sensé&&i&e that of objects. The analogy to the soul
is also a sugggsti e~qqi,§ince only living:creatures have souls.
Words, then, are in som mJé/liké not only material beings, but
fiving material belngs.  They are animated by soqifhing akin to
the life principle.
Hopkins' elaboration of his view provijes yet a closer link
between word and world. A Qord, he says, is 'the expression, utter-
K‘%_iggk of the idea in the mind" (J, p. 125). It is what takes place
i in the mind when that mind "translates" perceptions inte language.
The idea uttered in the mind has two terms, ''the image . . . which
— is in fact physical and a refined ener®y accenting‘the nerves,
and secondly the conceptien.” The idea has a physical and an
intellectual component. The physical component_is "a word to one-

self, an inchoate word" (J, p. 125), a word which has not come to

»

its fu}l being. When the physical and intellectual component come
tqgethér in the "uttering of the idea in the mind," a word becomes
nfull% a word. It rises into full being from its inchoate state as
a form of physical energy. - By means of the physical element in the
idea whic; the word utters, the qprdwgetains some share, however
remote, in physical reality.
Hopkins' notes on words lead him easily and without akaard—

Iy

ness to a disqussion of thinking and from that to a discussion of

A

b
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art and its intérpretation, wﬁich in_turn leadé him back to his ex-
Pplanation of what words are. The ease with which his mind follows
this path suggests the close copnection he sees between language,,
thought, aret, and.intérpretafion. Hopkins distinguighes between a
"saner" and é "less sane' attitude téward the interpretétion of
art. The saner attitude is "thg act of contemplation as contemplat-—
ing that which really is expressed in the object" (J, p. 126). It
is to let the object be what it is, to be absorbed by the single
.thought which it expresses rather than to analyze it in a detached
manner. The less sane attitude is that by which '"the prepossession
and the defipition, uttering, are distinguished and’unwound“((J,

p. 126). Art, like words, has prepossession and definition. What

Hopkins says about the interpretation of art can then also be ap-

plied to the interpretation of words. It is as true of wo as

it is of works of art that to divide the prepo from the
definition is the less sane attitude. To consider a whrd without

its connotations, its emotional load, is to leave part of ircs

meaning. A word must be considered as a whole in order ro grasp
what it means. It is always more than simply its definition.
Language and thought merge even more fully in Hopkins' Motes
on Parmenides than in his notes of February, 1868. It is in the
notes on Parmenides that he emerges at his most "mystical" and it
is here that in some respects his g¢hought most closely resembles
Heidegger's. Hopkins' discussion of Parmenidéaf "great text . . .
W o
[——Jthat Being is and Not-Being is not" (J, p. 127)--shows a con-

nection with his distinction between the £wo kinds of interpreta~

tion. As Hopkins interprets Parmenides, '"Not-Being is . . . want
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ofvdﬁéness" (J, p. 129). ‘If this is so, then Being is oneness,
unity.h Contemplative thinking, because it.is conce;ned with unity,
with the whole instead of the parts, fﬁ\zitimately coﬁcerned with
Bgiﬁg. Indeed, Hopkins pushes the connedtion yet further: "To be
and to know or Being andlthought are the same" (J, p. 129). For
Hopkins languag; is barely iflat all distinguishable from thought.

In order to understand the connection Hopkins makes between’
language and Being, it is necess;ry to return to a passage consid-

ered in a different context in Chapter One. Hopkins translates

Parmenides' central thought as "things are or. there is truth" and

continues:

But indeed I have often felt when I have been in
this mood and felt the depth of an instress or
how fast the inscape holds a thing that nothing
is so pregnant and straightforward to the truth
as simple yes and is (J, p. 127).

The later passage equating Being and thought connects the yes and

1s to language:
|

To be and to know or Being and thought are tﬁé
same. The truth in thought is Belng, stress,
and each word is One way of acknowledging Being
and each sentence by its copula 1s (or its
equivalent) the utterance and assertion of ic.
(J, p. 129)

A word, by pointing to a thing in the world, says yes to the fact
of that thing's existence. It acknowledges and affirms the reality
of the thing it points to and thereby acknowledges Being. Every
sentence, bw-the fact that it makes a statement about what is,
utters Being. As Being (or, in Hopkins' usual terms, God) is the
truth, the inscapeé, in creagures, so too 1s Being the truth in

language.

P o
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In Hopkins, thought and Being merge as thought and language
have earlier merged. Language ;herefore is by extension Being.
This 1s not surprising in light of what we have seen of the ﬁay
Hopkins' view of th;‘Incarnation shapes his view of language. Christ
is Being and he is also the Word. What is and what is said there-
fore participate in each other. Without the action of the Word,
there would be no beings; likewise,ﬁaithout the existence of beings,
there can be no words. For Hopkins, words do in some sense partici-
pate in material reality. Because they, like the Word, link man,
VGod, and world, they share something of the nature and reality of

A

each.

2. Heldegger

Heidegger's discussion of language forcibly brings out at once
his tendency to idealism and the tendency of his terms to melt into
one another. When Heide%ggr talks about language, it is the
essence of language he refers to, its "entological basis' or
"parlance,"2 rather than language in its everyday use. Hopkins,
by contrast, is interested in words as we use them. Moreover, in
Heidegger's discussion the difference is not always clear between

"language,'" "Saying,'" and "logos'--though it appears to be a hier-
archical difference. What Heidegger says of one is often inter-
changeable with what he says of another.

Language 1is, moreover, part of the ultimately inexctricable
complex of Being, beings, and man. In fact, 'what preva;ls in and

\
bears up the relation of human nature to the two-fold is language"

(OWIL, p. 30).' Language, in fact, defines man. "It "is the

»
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foundation of human being" (OWIL, P. 112}. " As closely as languagé e
is linked to man, it is linked as well both to Being and beings.

Says Heldegger, "Language is the house of Being," a statement which

he explains by saying chat "the beiﬁg of anything that is resides | -

in the word" (OWIL, p-. 63). Being reveals itself in beings, bu{\
beings are beings only through language: "Only 7 ere thehword for
the thing has been found is the thing a thing' (OWTL, p. 62). Until
a thing has a name, it cannot appear to us as what it‘is.. Man can
relate to beings only through language~ "Ir is because language is'
the house of Beilng, that we reach what is by constantly going
through this house' (PLT, p. 132}. Without language, there would
be no relation between man and beingé and therefore no relation
between man and Being. Language sustains that relation bechuse
Being resides in the ‘word. Man, in turm, is "a lodger" in the
house of Being.3 Language belongs to Being, but man lives in lan-
guage and by means of it he perceives the Being of beings.
Heidegger's discussion of language already suggests what be-
comes explicit in his discussion‘of }ggggj—ﬁhat language and Being,
i{f not identical, are nonetheless essentially.alike. This likeness
emerges, for instance, in man's relationéhip to the two. Ak man_
does not choose to be but finds himself always already involved in
Being, so too he does not inveﬁt or control language but finds him-
self "within language and with language before all else" (OWTIL, p.
134). Because man when he becomes awére of himself is always al-
ready within Being and within language, he remains always in some

sense subordinate to both.

Language 1is like Being also in that it is elusive. It cannot

i
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be approached by means of rational thought, which assumes that what
is stgﬁied is an object outside the subject and from which the sub-
Ject remains separéte. One can no more steﬁ outside language to
.ohserve it than one can step outslide Being. \Qngﬁﬂisas words to
talk about words. The only way one can hope to arrive at an under-
standing of the nature of language 1s "by entering into and submit-
ting to it" (OWTL, p. 57). 1In other words, the only attitude which
does justice to language is the thinker's attitude to Being--a ree-‘
ognition of man's prior involvemént and a relinquishment of all
that savors of "mastery."” .

For the purposes of the present study, the cruciél similarity
between Being and language in Heidegger's thought is that neither
language nor Being is a being among beings. A word gives being but
~1s not itself a being. As Heidegger says, 'We may never say of the
word that it 4s, but rather that it gives . . . f The word gives
Being." A word is "the giver which itself is never given" (OWTL,
p. 88). Language in its essence is beyond the reach of language
and cannot therefore be given being. . If words in their essence
are not things, then neither aré words in their everyday‘use.

There is in Heidegger's view of language and Being at once a
parallel and aiontrast with Hopkins' view of words and the WOrd.’
The underlying and sustaining concept in the thought of both

Hopkins and Heldegger shapes both their view of language and their
use of it. Hopkins' view of tie Inc rnation—-the Word ﬁade flesh

-—allows him to see words as partakifig ial being. The den-

sity of his language reflects its participation and rootedness in

the objective material world. By contrast, Heldegger's view of

L
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Being as not 1Fself a @eing leads to a view of language in which
words are not in any sense'things. For him, language is not part‘
of material reality, and his use of it is more suggestive than
solid, more otherworldly chan this-wbrldly. His language gropes
towards the ultimate which will not lend itself to full expression,
wherea; Hopkins' language secks to open to the ultimate through
the precision of the immediate and more readily accessible world
of created things.

Despite this basic difference in their views of language--~a
difference whose lmportance camnot be overstressed--there are none-
theiess important p;rallels‘between Heidegger!s view of language
and Hopkins'. These parallels can best be brought out by consider-
ing Heidegger's dlscussions of'"Saying" and especially of logos.
For Heldegger, language is most fully itself in "the two kinds of

utterance par excellence, poetry and thinking" (OWTL, p. 81).

Though! and poetry are language in its highest and truest human ex-
pression. They live in the same 'neighborhood" (OWTL, p. 81) and
move in the same element, which Heidegger calls 'Saying,' which
is "the essential nature of language' (OWTL, p. 93). Saying, es-
sential language, is prior to the appearance of things. Saying is
what brings to pass that appearance. Saying gives Being, allows
béings to appear in their being. It is what holds reality together
and Makes 1t intelligible, |

'Haying linked poetry and th;nking together within the element
of Saying, Heidegger links Being and Saying together as logos.
Now logos is not for Heidegger what it is for Hopkins-—-the

Johannine Word of God. Heidegger goes further back for his

LY
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definition of logos--to the pre-Scocratic philosophers. Neverthe-
less his explanation of it is remarkably similar in essence to the
prologue of John's Gospel:

The oldest word for . . . Saying, is logos:
Saying which, in showing, lets beings appear
in their "it is."

The same word, however, the word for Saying,
is also the word for Being, that is,_ﬁg; the
presencing of beings. Saying and Beilng, word
and thing, belong to each other in a veiled way,
a way which has hardly been thought and is not
to be thought out to the end. :

All essential Saying hearkens back te this
veiled mutual belonging of Saying and Being,
word and thing (OWTL, p. 153).

Heidegger does not say that logos existed "in the beginning" as
John does. But if Saying is tﬁe speaking that brings beings to ap:
pearance and allows them to be, then Saying is prior to all beinés.
Like the Word of God, therefore, Heidegger's logos existed befora '
;ll things and in this sense "through him all things came to be,
not one thing had its being but through him" (Jn 1:3).

Moreover, a consideration of the '"veiled mutual belonging of

Saying and gfing, word and thing" corroborates Marken's suggestion

that Heldegger's logos "encounters the Incarnation in a near and

radical (that is, 'going to the root') fashion.”h What the Incar—

nation means 1s that "the Word was made flesh" (Jn 1:14). Saying
and Being are one. Tor Hei&egger too, ”ﬂ%nguage . « ..,1s identical
with Being itself."5 How this can be, however, is a mystery beyond
human understanding, sngthing which "is not to 53 thought out to
the end”, (OWTL, p. 155). For Heidegger as for Hopkins, the logos

underlies the rekation of word and thing in the world. A word is

not an arbitrary label attached to a thing. The relationship is a-

!."
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far closer one: it is the word which allows the thing to appear
as it is. The thing depends upon the word for its appearance.

For Heidegger, however, the word ié always distinct from the
thing. "The word glves beiné but is not itself a being. For Hopkins,
thé wofd'participates to some degree in the nature o? the thing it
names, including its material being. Hopkins sees a closer rela-
tionship between word and world than does Heidegger; a relatfionship
base; upoﬁ the Incarnation, by means of whigh word, world, and act

all participate in and reflect the same reality--God.

It is in his concept of logos that Heidegger's thought about

4
i’

language most closely parallels Hopkins' understanding of language /s
in its relation to the Incarnation. Heidegger's view of essentialjr
language, however, parallels Hopkins' concept of the Incarnation

in another way ad well. In Heidegger's scheme of things, language
plays a mediatory and salvific role very like that of Christ in
traditional Christian thought. According to Heidegger, because it

is only in language that man encounters Being, "the return from

the realm of objects and their representation into the innermost
region of the heart's space can be accomplished, if ;nywhere, 95;1'

I

in this precinect" (that is, in language) (PLT, p, 132). If man is

to return to his essential being, he can do so only within languége.
His access to Being must proceed through the mediétion.of langpage.
Likewise in Christian thought man has access g; God only through
his Word, Christ, and only through Christ can man.be redeemed -from
fallenness and returned to his true nature.

As Iin other instances, however, the parallel between the

thought of Heidegger and that of Hopkins only emphasizes the
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- difference. For Heldegger, "salvation" comes through something
which is not part of the world whiqL,man experiences most directly

‘The emphasis remains on Being, that which transcends the world of

belngs even while sustaining it. For Hopkins, saivation comes
through the mediation of one who enters into the world of immediate
concrete reality and becomes part of it and who, moreover, 1s ét‘
once Beilng and Word. Language, as mucﬁ as created things, is part

of the material W&Eld.

II. Poetry >

The consistént difference of emphasis between Hopkins and
Heidegger—--Heidegger's on the ultimate, Hopkins' on the immediqtékg_,

is clearly reflected in their theories of poetry. Heidegger's ten-

dency to think in terms ultimates leads him to theorize about

Poetry and Poets in an 1déal sense rafher than about poetry and po-

ets in the everyday worldy It is of course true that for him all

true poets participate in the nature of the Poet and all true po; .

etry in the ‘nature of Poetry. Otherwise he could not,.as he does,

4
illustrate some of his points by means of actual poetry. Heidegger,
howeker, is not hlmself a poet. By contrast, Hopkins is a prac-
tising poet who must deal with poetry at its most basic level in
its often ;ecal;itrant materiai, language. Much of what he writes
about poetry is very technical and wili not be considered here.
However, true to the pattern wé‘héve not?d, even in his discussion

pf poetry in a broader sense, Hopﬁins remains more specific, par-

ticular, exact in his theorizing than-HeiQegger.
t

Bgth Hopkins ‘and Heidegger refer to other arts besides poetry,

ca iy
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and much of what they say in that regard is relevant to a discus-
sion of poetry. Heidegger, in fact, explicitly states that "All

art . . . is . . . essentially poetry" (PLT, p. 1&5. _Hopkiné is
N

-

not so explicit, but it is clear from some of his’;emarks upon

music and wisual art that the central tegéfé qf his‘theory of po-
etry are central to his view of art in éeneral. ih the following
discussion, therefore, references to the other arts are, where ap-

+

and Heldegger.

. . -

1. Hopkins

Hopkins explains his theory of poetry mainly bylmegns-éf his
concept of inscape. Inscape has the same generel meaning in rela-
tion to art as if does in relation to natural objecﬁs such aélblue—
bells; that‘is, inscape is the true nature, the true self oé a
creature, which is not glways or immediately perceptible, but re-

. e .
veals itself in and through the outward pa;tern; It is the fruth
at the heart of things, which, for Hopkins, is always God. In re-
lation to art, inscape is rather more complex tﬁan it is in rela-
tion to nature because art is more complex. A work of art is, in
a sense, at two--or perhaps three-—Temoves from é natural object:
first of all it is made from aiready existing materials, and sec—’
ondly it is man-made; that is, it is made by a creature whé'has
not made himself. To put it crudely, art 1s both made from and
made by natural objects. Thirdly, to further complicate matters,

a work of art is also about the natural world.6 Therefore, where-

as inscape in a natural object operates at only one level--that

-
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of the oﬁjéct itself-—-inscape in a work oflart operétes at four .
levels: that 6E its makér (by), its materials: (from), its subject
~$ghggg), and its self. .Hopkins deals with all four, but since—the“
fourtﬂ encompasses the other three, the emphasis reméins always
up;n the work as work.

Hopkiﬁs' definitions of inscape occur within discussions of
art with‘his literary correspondents. He writes to Bridges, "But
as air, melody,'is what strikeé me most of all in music énd design
in painting, so design, pattern .or what I am in the habit.of calling.
'inscape' is what I above all aim at in poetry. Now it is the vir-
tue' of design, pattern, or inscape to be distinctive" (L, p. 66).

To Coventry Patmore, he criticizes the poetry of Sir Samuel Férguson,
saying that despiu{ims'many virtues, it is poetry with "the essen-
tial and oﬁiy lasting thing left out--what I call inscape, that i;
species or individually-distinctive beauty of style" (FL, p. 373).

To Dixon, He says, "I agree to Whistler's striking genius—~feeliné
for what I call inscape (the very soul of arc)" (C, p. 135)}. ' Two
main points emerge from these three comments: inscape is essential
to art, and inscape is distinctive. 1In relation to manm or to works

_

of art, inscape is individually-distinctive, as opposed to species-

distinctive. Each person is unique, a highly-individualized self;
so too is each work of art.

The uniqueness of man is especially emphasized in Hopkins'
Aiscussion of the poet, who 1s even more highly sleed than other
men. Hopkins remarks that ‘every true poet . . . must be original

and originality a condition of poetic genius; so that each poet is

like a species in nature . . . and can never recur” (FL, p. 370).
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A pdet 18, a most distinctive self ahd inlthe process of doing ﬁhét
he is, selving, he reveals that self. As AlarHeuser says, for
Hopkins, "The artist was necessarily though- accidentally in his
art."7 It is not the aim of:art to express the artisﬁ's inscape,
but it is a fact of art that it does so.

At the same time, a work of are reflects the inscape of the
materialslfrom which it is made. In tﬁe case of poetry this means
language, and indeed for Hopkins it means spoken language. It must
be rememberad that for Hopkins the meaning of a wora inheres in its
sound as well as its denotation. He writesa'to Bridgés of "The Loss
of the Eurydice," "Take breath and read it with the ears, as I al-
ways w;sh té be read, and my verse bécomes all righe" (L, p. 79).
Poetry is defineq,in Hovkins with considerably more emphasis on

’

sound than is the case in most boets. Indeed, he writes to Patmore

that "such verse as I do compose is oral, made away from paper, and

I put it down with repugnance" (FL, p. 379).8

< Hopkins' emphasig“bQ_the sound of words is reflected in his

LN

distinction between poetry and verse. Poetry has two eleménts,
meaning and'soundl Verse is assaclated with the latter.- It is
"inscape of spoken sound, not spoken words" (J, p. 289). It empha-
glzes sound over meaning-vof at least over such meaning as trans-
cends that carried by sound alcne. Verse thén means that.asﬁect

of poetry which is not primarily concerned with meaning. It is

the pattern and shape of sound upon which ‘poetry is based and with-

v

in which poetry occurs. Lt is the tecﬁnical-—or perhaps one could
say "physical''--aspect of poetry. Poetry is distingzighed from

verse in that it is meant to be understood as well as heard. At
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the same time, since poetry necessarily includes verse, and since
sound is not entireiy unrelated to meaning, it is impossible‘to.
separate the two entirely. Indeed, for ;opkins the best poetry is
"thought aﬁd é;;;ession indistinguishable" (J, p. 110), that is,
poetry in which sound and meaning are one.

Hopkins describes poetry as "speech only employed to carry the
inscape of speech for the inscape's sake" (J, p. 289). Based on
his discussion of words in his notes of February, 1868, we can as-
sume that the inscape of speech is its prépossession, the feeling
it conveys, its emotional .burden. Hopkins sees poetry as originét—
ing in feeling. He says, "Feéling, love in particular, is the
great moving power and spring of verse'" (L, p. 66). He also attri-
butes to poetry the quality of "fervour" fC, P. 95). Although it
remains one element among several, the emotional element in poetry
is clearly very important to Hopkins. At the same time, a word is
never only prepossession: denotation and reference négessarily ac-
company preposs;;sion. Therefore, even if poetry emphasizes pre-

lpossession over the other terms of speech, it still always "means."

Poetry as Hopkins here defines it accentuates words as words.
Verse, by imposing a pattern upon the sounds of words, draws par-—
ticular attention to those sounds, and indeed; in Hopkins' scheme
of things, to words as objects. By Hopkins' description words be-
come "visible palpable bodies" with bulk, shape, color, and weight
(J, p- 269). By imposiqg a design upon the qualifies in words
which emphasize their likeness to physical objects, Hopkins high—

lights those qualities so that what Carol Christ sa&s about his

metaphors applies to his use of words in general; they 'become

-
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qugcts in their own right."9 Hopkins pfefers poetry whiéhfﬁakés:
the reader aware of language. He admires Dryden because "his stylé
and his rhythms lay the strongegt stress of ail our literaturé on
the naked .thew and sinew.of the Englisﬁ lénguage" (L; pp. 267-68).
The best poetry is thaF which Hest brings out the selfhood of lan-
guage. ‘

While poetry reflects the inscape of the poet and the'inscape'
of language, it also is always about-something outside itself. It
is concerned with the inscaéés of the wérld. Yor Hopkins, words
parkicipate to some extent in the nature of what they point to.
Like the Woré upon ‘which they are modeled, they both give body to,
and share in rhe body of, what they speak about. This is true of
all language, but it is especially true of poetic language, which
"sha. be the current ianguage heightened" (L, p. 89). Poetic 1an;

guage concentrates the qualities of everyday language. Poetry is

for Hopkins what it is for Heidegger—-"utterance par excellenze"

(bWTL, p. 81). In poetry fanguége is most fully itself and does
most thoroughly what all language does to.some degree.  And what
language does is inearnate reality. Poetry is therefore the most
incarnational form of language.. The poet ehooses the words which
will best capture the inscape of his subject. And, because inscape
is not only external pattern, but also and especially inner truth,
these words must capture not only outward appearance but also and
especially that essential truth. \

For Hopkins the notion of truth or reality in art has other

facets than that of capturing the inscapes of the world. Reality

also has to do with the artist's atctitude to his work as that
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appears in the work itseif. He writes that "a kind of touchstone

of the highest or_mpsgfvuying art is seriousness; not gravity but

T

the being'in earnesé’.méﬁf;our subject——realitf" (L, p. 225). 1In-
deed, unrealit& 1s "the worst fault a thing can have" (L, p. 216).
The poet's attitude to his subject is reflected in his choice of
language, and Hopkins sp;aks against the use of archaism in'poet{y
because "it destroys earnest: we do not speak that way; therefore
if a man speaks that way he is not serious" (L, p. 218). 'So too
he explainslhis preference for sprung rhythm by saying that it is
"the native and natqra; rhythm of speech"” (L, p. 46). It is
prkigg'remphasis on reality in art which lies behind his conviec-
tion that "the poetical language of an age shd. be the current lan-
guage heightened, to any degree heightened and unlike itself, but
not . , . an obsplete oqe” (L, p. 89). Poetic language is height-
ened language, concentfated language, but it is always a heighten-
ing and concentration of current language, the language that 1s
natur;l to the poet\.l0 It is tied to the here and now, to the im—
mediate world of present experience, though it‘also rranscends
and transforms that world.

Ultimately,. by capturing in language the inscapes of the
world;-the poet captures in his work the final underlying truth
beneath all inscapes—-Christ--and his own work becomes what all
things and all words ultimately are-—word of God. As Marken ex-
plains, "If God, the Word, 1s present in physical nature as logos,
and if the poet captures, with care, in his ouwn words, the inscape

and essence of physical nature, tﬁﬁn the words of his poetry are

charged with the logos."ll The concern of poetry to capture
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inscape 1s finally a concern to capture in language the word of
Goqiéﬁich all truth is. Christ underlies all that is. Each thing

“EY : .
spééﬁs‘Christ, each word echoes him. Poetry by its 'truth to reality
speaks and echoes Chriét-in a heightened, concentrated way. Even
more than ordinary language, it is word of‘God.

Encompassing the various aspects of a work of arﬁ discussed
above is the central fact that, as an object 1in its own right, a
work of art has its own self, its own iﬁscape. In Baii's words;
"The ﬁoem stands as a 'thing'whidh is.' . . . It sustains an in-
scape to be ﬁerceived 1ikg any other. What it says cannot be sep-

° 12

arated from what it is.””” For Hopkins, a central characteristic

of a work of arﬁ1is that it is unique., He writes that 'poetry must
have, down t;’;ts least separable part, an individualisi;g touch™
(FL,up. 302). It must have its own inscape, its own inner truth
and reality which can be-perceived through its e;ternal form. The
inscape of a work of arf as in itself a ‘thing encompasses the i1-
scapes of its maker, material, and subject. Maker, material, and
subject are thereby present in the work of-art. Because the work
draws attention to Ltself as a unique'self, it focuses upon the in-
scapes of maker, material, and subject a more concentrated atten-
tion than they receive in the everyday world. In this sense, art
mediatés truth in the world. It '"opens the eyes of the blind" to

=f
the underlying truth in all things.

2. Heddepgger

As we have noted, Heldegger is more interested in Poetry and

Poets in the ideal semse than in the poétry and poets we encounter

N
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in daily life. Such ideal poetry, however, remains "the foundation

.
.

. of poétry”in the conventional sense,"13 and Heldegger's discussion

of. poetry, though more exalted than Hopkins', nbonetheless paralleis
the latter's view in important ways., At the same time, Heldegger,

in his tendency to idealize, assigns to the poet a far higher poéi4
rion than Hopkins does. Within the context of thelr discussions

of art, it is in their view of the poet that Hopkins and Heidegger

differ most widely. |

For Heidegger, "a ‘poet is the peak of 'man—ness'."%a He
stands "between-gods and men" (EB, p. 288) and mediates bé%ween
them, carrying to man the divine message.l5 The poet's privileged
position endows him in Heidegger's eyes with an aura of the divine,
and the larguage which Heldegger applies to hiﬁ is highly charged
and religiously suggestive. 'Poets," he says, "are the mortals
who, singing earnestly of the wine-god, sense thg trace of the
fugitive gods, stay on tlre gods' tracks, and so trace for their
kindred mortals the way toward the turning" (PLT, p. 94). The poet
pursues the pgods as the mystic pursues God. And, like the prophet,
he speaks to other men the words that will direct them to the
truth.

As he has assigned to language the mediatory and salvific role
which Christian tradition assigns to Christ, so Heidegger assigns
to the poet, in h;s privileged relation to language, a similar
mediatory role. By contrast, for Hopklns the poet is not exalted
above other men. Only as the poet is also a just man does he reach
"the peak of man-néss," a peak which in Hopkins' view can be reached

by any just man, poet or not. As to the role of interpreting the
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word of God tb man, it is to the-priest and ﬁoé the poet that
Hopkins assigns it. True, the pget, by speaking what is, speaks
God's word, but he does so in a less exalted capacity than in
Heidegger. The poet, as ény man isLCalled te do, takes Christ as
his modél and attempts to be in his limited cabaéity "another

Christ," but he does so within the realm of the immediate rather

‘than in the ultimate. Heidegger emphasizes what a poet is, while

Hopkins emphasizes what he does (keeping in mind chat for Hopkins
doing reveals belng). .

Despite the exalted.position which Heidegger assigns Eo the
po%t, he grants minlmal importance to the presence of the artist
in his wofk. For him, '"the artist remains'inconsequentfal as com-—
pared with the work" (PLT, p. 40).16 The work is more important
because it is in the work that B;ing is revealed‘ While Hopkins

does not exalt self-expression as a goal of art, his love for par-

ticular sélves causes him to recognize the artist's presence in the

}
work as an important and inewvitable aspect of its imscape. The dif-

ference is one of emphasis consistent with the general tendencies
of Hopkins and Heideggei.
Although Hopkins aﬁd Heidegger see the artZ;t in somewhat dif-

ferent terms, their attitudes to the material and subject of the
/

’

wérk and to the self of the work as object are very similar.

For both, art has to do with truth and beauty, which for both mean
very much the same thing. As we have seen, for Hopkins truth and
beauty meet in the concept of inscape,, Heldegger's concept of
truth also includes beauty. ''The beautiful,” he says, 'is not what

pleases, but what falls within that fateful gift of truth" (WICT,
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p. 19). As Michael Gelven explains, "To see a thing ‘as beautiful
is to see what it means, or to see it in the light of its meaning
e e e s For beauty speaks the meaning of being."17‘ Beauty is the
reveiation of thiﬁgs as they are. It is tﬁfth. It must be kept
in mind, however, that truth is not the ;ame thing to Heidégger as
it 1s to Hopkins. To Hopkins, truth is always ultimately God.f To
Heidegger, it is 'the comi&g—forth or unvelling of Being in b.c_--t
ings."l8 . It occurs when Beings reveal themselves as they are and
thereby show forth Being. Heidegger's understanding of truth par-
allels Hopkins', but it is not identical with it.

In relation to art, Heidegger's idéa of truth is like Hopkins'
idea of inscape. The truth that happens in a work of art is the
truth of its materials and its subject as well as the truth of its
own individual being, just as for Hopkins the inscape of a work of
art means the inscape of its material and subject as well as its
own particular iﬁscape. Similarly, just as for Hopkins in poetry
words become most fully themselves, so too for Heidegger poets use
words "in such a wéy that the word only now becomes and reéains
truly a word" (PLT, p. 48). Only in poetry does language come
fully into its.being. And, for Heidegger, the same is true of all
the arts. In the work, "the rock comes to bear and rest and so

.

first becomes rock; metals come to glitter and shimmer, colors to
glow, tones to sing, the word to speak" (PLT, p. 46). In tﬁz work
of art, the essence of the material as material is "unhidden,"
emerges into human awareness.

At the same time, the work reveals the essential being of its

subject. What this means emerges in Heidegger's discussion of a
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painting by Van Gogh: 'Van Gogh's painting is the disclosure of

what the eguipment, the pair of peasant shoes, is in truth. = This
entity emerges into the unconcealedness of its being" (PLf, p. 36).
Through the work, the pair of shoes emerges out of its everyday

context so that what it is appears as it never does otherwise. In

" gsome sense, "in a work of art all that exists becomes more truly

existent."l9 It comes into its own. The focussing of attention
upon the peasant shoes in themselves allows:the observer to see
what he.dpes not see in daily life. The truth of the work of art
does not lie in its fait@ful reproduction of the likeness of a
thing; indeed it is true only 4s it reproduces "the thing's general
essence' (PLT, p. 37). Likewise, for Hopkins a work which falls to
reproduce the inscape of its squect falls as art.

As it does for Hopkins, for Heidegger a work‘of art exists in
its own right. Art brings forth "a being such as never was before
and will never come Eo se again'" (PLT, p. 62). Its own unique and
unrepeatable beipg reveals ﬁeing more clearly than do things that
are not art. The more original the work of art, "the more luminous
becomes the umiqueness of the fact that it is rather than is not.
The more essentially this thrust comes into the Open, the stronger
and more solitary the work becomesf (PLT, pp. 65-66). Originality
is essential to great art, which, because it is s¢ obviously and

T

strikingly a 'made thing," reverberates more strongly with the
mystery of Being than, say, a tree in bloom. |
For Hopkins, a work of art, in its uniqueness, is more fully

a word of God than are other beings. Any work of art is in some

sense a linguistic being and it is this quality which defines its



™ 95
. v
artistic beding. $imilar1y, for Heldegger it is the linguistic as-

pect of art which defines it as art. Says Heldegger, “All art, as

the letting happen of the advent of the truth of what 1is, 1is, as

such, essentially poetry" (PLT, p. 72). Poetry proper is the high-

est of the arts because it ngmes‘things. Names "are words by which
what already 1s and is belileved to_be {s made so concrete and full
of beiné that it henceforth shines and blooms and thus reigns as.the
beautiful everywhere in the land" (OWTL, p. 144}, Names do more
than call into being; they, as.it were, redouble being, make a
thingymore real than ordiné}y words do. Language in itself says;
poetry says more--and so, in its kinship to poetry, does all art.

‘L‘///ng; is, why Hans Jaeger can say that for Heidegger, "In the work

of art truth is embc';died."20 Truth is given body, flesh, being.

A poem, more fully than other works of art, both js and says. it
participates in both Being énd Saying and is therefore lgggg as
nothing else in the world is. As such, it is "the reflection of
the primary logos to which the logos of the poet primarily be-
longs.“Zl Poetry participates in the logos more fully than any
_other thing in the world. Likewise, for Hopkins, because poetic
language is both more fully word and more fully thing than ordinary
language, it participates in the nature of Christ both as material

-

being and as Word of God.

ITI. Interpretation

kY

The interpretive approach taken in the present study is
largely based upon assumptions about language, poetry, and inter-
2
pretation with which both Hopkins and Heidegger are in basic accord.

a2 -

"



it

g ha ¥ -

‘ s \ o 96
Heidegger, who has had considerable influence upon literary theory
and criticism, goes into some detail about variods aspects of im- .
terpretation. Hopkiné, by contrast? has‘relatively little tq say
about inéerpretﬁfion as such. hqweverz what he does-;ay is ofté;
in sympathy :;th Heidegger's precepts. The‘following discussion

» therefore 1s largely focussed uponﬁ?ei&egger with reference to
Hopkins wheée appropriéte. . ) l - .<\
Alraady_impiicit-—and soﬁetimes ekplicit——in what we have

seen in Hopkins' and Heldegger's views oflanguage and poetrw.are

pa;gicular‘%ttitudes towards interpretation. For'instance, Hopk
discussion of words (J, pp. 125-26) leads him sé ngturally to a
discussion of art and its interpretation that it is diffigult to
unravel the separate threads. Discussion of *the nature of language’
seems necessarily to involve discussion of‘interpretatién. That

this 1is so feflects.a basic truth about language which is at the

same time a basic difficulty about interpretation. In Paul Ricoeur's
words, "Inte;pretation is iﬁtéfpretation ﬁi language before beiné
interpretation éﬁ 1anguage.“22 Language first interprets reality;

a ‘text is itselftan interpretation. Indeed anything lingﬁiétic,

even the most "objective' exposition, is interéretation simply by

the fact of using language. To use language.at all is Eecessarily

to interpret. To be closely concerned wiFh language and poetryyﬁgé
- both Hopkins and Heidegger are, i1s to be closely concerned with the
problem of interpretation. \

Further complicatingxthe difficulties of interpretation is the

fact that meaning resides not sco much in individual words as in the

relations of words (J, p. 129; WICT, P. 233). Ricoeur explains

El
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this aspect of language in some detail. Meaning, he says, resides

ot in the word so much as in the sentence and ultimately in dis-
p

course, that is, the context in which words occur and in which they '
relate to each other. Says Ricoeur, "A sentence is a whole irre-

- ducible folthe sum of its parts."23 To take a sentence apart and
explain each word-is'not t6 explain the sSentence.as a whole. The
meéaning of the‘yhole arises from the.relapion of the parts.‘ Mean-
iné then, so far as language can capture it at all, is expressed in
what happens when certain words are put together in a cerﬁain way.

This is even more true of poetry'than of everyday language because

poetry is '"maximal speéch."za It is therefore important in discus-

- 7
sing poetry to consider not only the impact of individual words, f@/

i

images, or metaphors, but also their relationships, the light they
cast upon each other in the poem as a whole. *

In its concentration of language, poetry has for both Hopkins
and Heidegger the power to reveal truths beyond ﬁhe reach of ordi-
nary language. Implicit in this power is a point which Ricoeur
makes about ‘metaphor: "Tension metaphors are not translatable be-
cause they create their meaning. This is not to say that they can-
not be pa;aphrésed, just that such a paraphrase is infinite and in-
capable of exhausting the innovative meaning.”25 A poeﬁlsays what
it says in the only way it can possibly be said. Ordinary language,
even at great length, cannot grasp the full meaning of what is ex-
pressed in the poem. And, says Ricoeur, "The non—translatability
of poetic language is . . . an essential trait of the poetic."26
Because poetry pays particular attention to the meaning that arises

from the relations of words, any change in those relations--
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substitution, transposition--effects a change, however slight or,
. -

subtle, in tﬁe'bogm's essential meaning. The poem says what it
says because it is what 1t is. ﬁ

A‘text, however, is mot fully itself until it finds .n inter-
preter. On this topic, Jaeger says that for Heidegge;?w”a work of
a;t can only be an event in which truth 'happens' if the work of
art finds those who enter into and linger in the truth revealed by

.”27 Because a work of art finds its being only in relationship,

it
what it.saygzdébénds upon who interprets it. This is not to say
that interpretation is pure subjectivity. Interpretation involves
interaction between reader and text. Neither reader nor text is in
s
full control. What the text says is determined in part by what is
gcaptured within the words of the text, in part by what réaders
themselves bring to the reading. As Ricoeur suggests, the meaning
of a text "is not something hidden behind the text. Rather it is
a requirement addressed to the reader."28 The meaning of the text -
is fulfilled only in dialogue with the reader. Hopkins too shows
an awareness of tbe incompleteness of the work of art in itself
when he says that "almost, all works of art imply knowledge of
things external to themselves in the mind of the critic--in fact
all do" (J, p. 97).

If a text addresses the reader, the reader is called upon to.
respond. Such response, however, occurs always '"within a horizon
of already granted meanings and intentions."29 Readers'alwayé in—
terpret from within their own lives and experience--a fact recog-

nized by both Hopkins and Heidegger. Hopkins acknowledges the

strength of selfhood in criticism as in all'human activity in his

Vv
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comment that "The way men judge in particular is determined for
1 . '
each by his own inscape" (J, p. 129). Judgment is shaped by the
individuality, the self oé the person; Magliola suggests thpt for
Heidegger, without such presuppositions as the reader brings to the
text, "Interpretation of any kind is impossible."qo
. Howeﬁeg, despite the impossibility of approaching the text
without presuppositions, the interpreter muét, as far as possible,
take a decisive 'step back' from mere analysis
and explanation to the achievement of thinking
dialogue with what appears in the text. To
understand becomes a matter not only of ques-—
tioning which is willing to be open and undog-
matic but also of learning how te wait and how
to find the place {(Ort) out oglwhich the being
, of the text will show itself.
The interpreter of a text takes the position of Heidegger's thinker
and "listens" to what Being says through the text. Alvin Rosenfeld

- “

. . r T
g ] »
makes, the parallel explicit in his remark Just as, in Heldegger's

e
; ) -

view, €hinking is listening, éo proper reading, interpreting, and
understanding are parallel ways of being creatively open to what
manifests itself in the poem."32 Indeed, for Heidegger interpreta-
tion is more than dialogue. It is first of all a penetratioq of
what is interpreted. He says. "Every interpretation must first of
all have entered into what is said, into the subject matter it ex-
presses" (WICT, p. 174). As the thinker listens to Being, in
which he is alwaysﬂglready involved, and allows it to reveal itself
in him, so Ehe interpreter enters into the text and allows it to

- shape his interpretation, that is, allows what it says to come to
ligﬁt in his own interpretation of it.

Oﬁﬁiurther interest to the question of interpretation are two
o -

e
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of art is inexhaustible. 1
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points which Heldegger makes in/;;s explanation of what it takes to
hear a thinker's thought:

To hear it is in no case easy. Hearing it pre-

supposes that we meet a certaln requirement ,

. . . We must acknowledge and respect it. To

acknowledge and respect consists in letting

every thinker's thought come to us as something

in each case unique, never to be repeated, in-

exhaustible-—and being shaken to the depths by

what 1s unthought in ‘his thought (WICT, p. 76).
Heiﬂ;gger is speaking here of thinking, but what he says holds for
poetry as well. Every work of art is unique; indeed, this is part
of what makes it art. One can only understand it as itself. The
work itself partly determines the way in which it can be inter-
preted. As another part of the same point, a work of art is inex-
haustible. Heidegger means that it is inexhaustible '"not only for
posterity and the changing forms of comprehension to which posterity
gives rise; it is inexhaustible of itself, by its nature" (WICT,
p. 72). ©Not only is every interpretation over time different, or
even every interpretation from reader to reader, but no interpreter
can ever see or explain all there is in a work of art. As the para-

phrase of a metaphor is "without end,"33 so the meaning of a work

S,

Two related consequences follow from the apparent inexhausti-
bility of a work of art: (1) there are no absolute and £inal
a
answers, and (2) a single work of art can provoke many different
but equally valid iﬁterpretations. As regards the first, Heidegger
warns, "We must be careful not to force tﬁe vibration of the poetic

saying into the rigid groove of a univocal statement, and so des-

troy 1t" (OWTL, p. 64). We must never assume that a work of art

Lol
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means or says only one thing. However, if no ome interpretation
is aﬁsoiutely val{a, it is also true that many different interpre-
tations can.be true. ' Every valid interpretation adds to the under-
standing of thﬁ truth revealed in the work, but no interpretation
is itself complete. Nor is a work of art entirely explained by

the total of all interpretations. There is always more to be said,

1

To return to the quotation from Heidegger, if the first impor-

‘tant point is that a work of art is unique and inexhaustible; the

second is the notion of "what is unthought in his 'the thinker's}
thought" (WICT, p. 76). The idea of the unthought or the unspoken
o« H v

is cone that Héidegger applies to the poet as well as to the thinker:

Every great poet creates hils poetry out of one

single poetic statement only. . . .

The poet's statement remains unspoken. None

of his individual poems, nor their totalicy,

says it all. Nonetheless, every poem speaks

from the whole of the one single statement,

and in each instance says that statement (OWTL,

p. 160).
The only way to hear the poet's single statement Is to try to
"point to it by means of what the individual poems speak. But to
do so, each poem will itself be in need of clarification” (OWTL,
p. 160). FEach individual poem, though unique, reveals something
of the poet's single statement because each poem emerges from the
whole which is that underlying statement. It is through what the
poems say that the unsaid comes to light, much as it is through in-
dividual beings that Being comes to light.

Such a view of poetry emphasizes the need for the interpreter

to listen to and enter into a work. Otherwise he will deal only

with the surface of the poem, and it is not at the surface that one
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encounters what the poem truly says. To interpret truly is to gé
"hehind the text to ask what .the author did not and could not say,
yet which in the text comes to light as its innermost dynamic."34
The unspoken does not contradict what is actdally spoken but 1Is -
present in it "in mysterious, submerged fashion."35

A parallel to Heidegger's concept of the unspoken occurs in a

letter of Hopkins' to Baillie:

My tﬁought 1s that in any lyric passage of the

tragic poets . . . there are--usually; I will

not say always, it is not likely--two strains

-of thought running together and “like counter-

pointed; the overthought that which everybody,

- editors, see ., . . ; the other, the under-

thought, conveyed chiefly in the choice of

metaphors etc used and often.only half realised

by the poet himself not necessarily having any

connection with the subject in hand but usually

having a connectlion and suggested by some cir-

cumstance of the scene or of the story (FL, p. 252).
What is immediately apparent is that Hopkins is far more cautious
than Heidegger. For one thing, he limits the cbservation to a par-
ticular kind of poetry and adds that @hat he says is not always
true of evern that kind. Clearly too for him the underthought,
while interesting, never takes precedence over the other, as the
unspoken takes precedence over the spoken for Heldegger. What is
important, however, is that Hopkins recognizes the presence in, po-
etry of a "saying" which takes place beneath the surface, which com-
plicates the surface "saying,' and which is not entirely in the con-
trol of the poet, but which may indeed occur without his awareness.

Before closing this section, it is well to consider Heidegger's

view of the relationship of the poet and the thinker. As we have

seen, poet and thinker are alike in many ways and it is often dif-

ficult to make any distinction at all (OWTL, pp. 83, 136). AL the
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same time, they are not identical. They move in the same element,-
but they do so in different ways.. Poetry begins in thought; it
“wells up only from devoted thought thinking back, recollecting"
(WICT, p. 11). Poetry can come only from thought; the poet 18
therefore necessarily a thinker. But the thinker is not necessar-
ily a poet, though all true thought is poetic. The poet is closer
to ultimate truth, Being, because he has access to the logos, the
relation of word and thing, as the thinker does not. Heidegger ex-
plains their basic relation as follows:

The discussion of the poetic statement is a \
thinking dialogue with poetry. It neither ex-
pounds a poet's outlook on the word, nor does
it take inventory of his workshop. Above all,
the discussion of the poetic statement can
never be a substitute for or -even guide to our
listening to the poem. Thinking discussion can
at best make our listening thought-provoking
and, under the most favorable circumstances,
more reflective (OWTL, p. 161}.
Thinking is clearly not strict analysis of a poem, but it is criti-
cism in some form. The thinker is intermediacte between the poet
and other people. The poet interprets the gods and the thinker in-
terprets the poet.

The priority which Heidegger gives to poetry over thionking
emerges in the warnings with which he. hedges his statements about
interpretation. He cautions, "Only a poetic dialogue with a poet's
poetic statement is a true dialogue—-the poetic conversation be-

' ¥
tween poets" (OWTL, p. 160). By contrast, "A thinking dialogue
with poetry can serve the poetic statement only indirectly. Thus
r~

it 1is always in danger of interfering with the saying of the state-

ment instead of allowing it to sing from within its own inner.
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j;eacef (OWTL, p. 161). -Only a poét can do justice to a poet's mes-
sage. A thinker "translates' that message and makes it accessible

to others, bﬁt he can all too easily distort or obscure the ''say-
ing" of the poet.

What Hopkins has)to‘say about criticism is roughly parallel
to what emerges from Heidegger's discussion of the relation of poet
and thinker. For Hopkins too the best critic is a poet. "A poet
is a public in himself" (L, p. 539), he tellé Bridges. That is, it
is better to be read by ancther poet than by anyone else. Bﬁt,
failing a poet, the best critic is a contemplative thinker, contem-
plative thought being that '"in which the mind is absorbed (as far
as that may be), taken up by, dwells upon, enjoys, a single thought"
(J, pp. 125-26). Hopkins' conéemplative‘thinker, like Heidegger's
meditative thinker, is concerned with a work of art as a whole--a
poéition with which Ricoeur is alse in accord, saying that'"to con-

. . 36
strue the verbal meaning of a text.is to construe it as a whole."

.

It is in the unity of a work that its meaning comes to light.

IV; Conclusion

In their views of language and poetry, as in their basic vi-
sion of reality, there are between Hopkins and Helidegger both signi-
ficant parallel: and telling differences. For both, language is in-
carnational and poetry is heightened.l@nguage whose central purpose
is the revelation of the truth of what is. Such truth is concerned
not primarily with external &etail but with the meaning of things,

with the truth which their being reveals and which Hopkins calls

"inscape." Moreover, it is a multiple truth--that of its subject
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{(for example, a pair of peasant shoes, a windhover, an inner expe-
rience of spiritual desolation), its material (langﬁage), and its
gelf as a thing in the world which in its uniqueness points more
clearly to ultimate truth than natuyal objects do. To use a term
from Heidegger, poetry ''mames.' It hredoubles the being'" so that
what is so named is more fully and visibly itself than in ordinary
seeing and ordinary language.

Underlying the basic accord between Hopkins and Heidegger
about ﬁhe nature of art is a basic difference about the nature of
language. While for both language 1s incarnational, for Hopkins
it is also incarnéte, whiie‘¥or Heidegger it is not. Because for
Heidegger language doesipdé/have being, it does not participate in
the nature gﬁﬁ;hiﬁgg in the world. It follows that those whose

-

-
calling is to speak language (as opposed to merely using it) (WICT,

e

p. 128) transcend the world of beings and partake of the divine.

By contrast, Hopkins' view of the Incarnation gives him a basis for
a view of language--and therefore of poetry--as participating in

v
the tangible and solid. 1In his relation to language, the Hopkinsian

-

poet 1s no more required to transcend the world of everyday experi-

" ence than are other people. Because the Word of God is a person,

all persons partake of thg divine; and because the Word of God 1is
incarnate, so'too are all words. Heidegger, then, has a far greiter
tendency than Hopkins to idealize language, poetry, and poets--a
tendency which confirms his preference for the otherworldly over

the this-worldly. In some sense Heidegger is an anti-realist; in

a profound sense Hopkins is a super-realist.

Despite the consistent difference of emphasis, Hopkins is in
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sympathy with much of what Heldegger believes about language, po—
etry, and interpretation. It is in the light of the similarities
between them that thé difference tells most clearly and emphati-
cally. And it is only in the actual reading of and "chinking dia-
logue" with Hopkins' poems that the significance of both the simi-

larities and differences between Hopkins and Heidegger emerge.
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Chapter Three

Past Telling of Tongue: "The Wreck of the Deutschland"

L e .
[ X

I. Introduction

In his introduction to the second edition of the poems of

Hopkins, Charles Williams lists three elements central to the poet's

work: "a passionate emotion . . . , & passionate intellect . .

[ané] a passionate sense of the details of ‘the world without and the

4
«

world within, a passionate consciousness of all kinds of experience."l

In other words, he sees Hopkins' poetry as reflecting an energetic
unity of vision which begins in human experience as lived and tékes
account of its every mode of knOWl%gge——heart, miqd, and senses.
Hopkins bends his own heart, mind and senses not only upon the world
of concrete things but ;lso upon lamguage, which for him is felt
seﬁsibly and emotionally as ,well as intellectually. The relation

of word and world in the poetry emerging from éuch a vision of
reality is not, accordingly, a simple one.

Ty
Hopkins' poetry always begins from a firm basis in the sensible

world. He strives to render the individual as accurately as possible,

not simply for the sake of the thing as Ehing, but for the sake of
the thing as meaning. For Hopkins, each thing is also a word which
names God. The goal of his vivid presentation of the things of the
world is the revelation of what it is in essence and in truth. Such
revelation is ultimately revelation of Christ. In Hopkins, however,

-

the movement from the physical to its spiritual meaning never leaves
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the physical behind. Rather, 'the spiritual and material elements
aré g0 much a p;rt of each other as to be inseparable_."2 The phys-
ical is not a step towards the spiritual, but ratﬁef the radiant
manifestation of the spiritual: it is word of the Word.. -

If for Hopkins things participate in the "meaning" quality of
words, words also participate iq the thingly quality of‘things.;
For him, language is a relation which participates.in the ﬁature of
the elements it relates and, while it is never fully a_tﬁing, is
\

always partly so. As the Word of God is both God and man, spirit ;

re

and flesh, so the human ward is both meaning and thiag, ''spirit"
and "fiesh." Hopkins can say that "Being and thought are the same"
(J, p. 129) because they are united by langgage, which participates
in both. Hopkins' view of language allows him, by concentrating
the "physical" qualities of words, by using "all the devices of
poetry to their.maximnm,"3 not only to make his poems highly concén-
trated language, dense in meaning and eﬁboaying the truth of the
world he describes, but alse to make them felt as objects in their
own right. Hopkins' words convey meaning by their "bodies" as well
as by their abstract content. They are "rendered sensational":4
they are felt, seen, apprehended by ;he senses ag well as by the
intellect.

In light of Hopkins' views of pogtry,'it is not surprising
that he finds the writing of it "slow and laborious" (L, p. 136).
Such poetry as he envisions demands a far more rigorous attention
to the physical properties of language than is true for most poets.
The poetry itself, not surprisingly, 1s dense. The patterns of

sound and rhythm and their relationship with meaning are often so

.
)

o
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complex that it is difficult to disentangle them and impossible to

pénalyze the effect of any single device in isolation from the poem

as a whole..5 It ié an indicat?on of the success of Hopkins at his
best that the various poetic devices do not draw attention to thgm—
selves, but are so much a part of what is said that'fheyfvan;sh, as
it were, into the structure of the whole.6 James Milroy polnts out,
for instance, that "It is possible to read a Hopkins poem many times
and fall to notice particular instan;es of end~rhyme."7 The same
\\gguld be said of internal rhyme, -alliteration, assonance, and‘any .
otﬁer of Hopkins' many devices for making his language concrete.
What he aims at is the creation of an organic whéle which captqres
thg physical, emotional, and spiritual truth of what he writes about.
In effect, what Hopkins does in his detailed prESentaéion of
things is "name" them in the Heideggerian sense. By presenting
them in language which renéers them vivid and causes the reader to
see them afrésh, he "redoubles their being," focussing attention
upon them so that they stand out in their essential truth. As
Joaquin Kuhn expresses it, "He wants to teach us how to see by first
keeping his own vision pure and then directing us to what he per-
ceives."8 In Kuhn's explanation, Hopkins combines the Heideggerian

roles of thinker and poet. He "keeps his own vision pure"

by

adopting the open, receptive stance of the meditative thinker——a
stance which allows things to reveal themselves as they are. His
-directing the reader to what he sees is the "naming" by which ‘the
poet speaks the truth of what is, making the things of the world

appear more fully themselves. Hopkins' poetry thus illustrates

Heidegger's view that "Poetry-wells up only from devoted thought
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thinking back, recollecting" (WICT, p. 11).
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Such poetry is, of course, more than simply presentation; it is
also interpretation--though that interpretation frequently occurs in

9 Even-inithbse poems whilch aré most. clearly

thg presentation itself.
statements (P, 31, 37)——inteliectua1 interpretations of tﬁe sensually
perceived--elaboration of those statements occurs through‘vivid
images Erom concrete reality. For a poet to whoﬁ thinés in them-

selves mean, such an approach to interpretation of the world is

natural. The naming which

pccurs in a Hopkins poem 1s therefore
‘ 4

not simply a naming of thef{thing as thing, but at the same time the

naming of it as meaning,’fne indi ation.got only of itsalf as sign,
but of that to which as sign it points-—its deeper referent.

All the poems considered in the present study ultimately at-—
tempt suéh naming. They begin in the world of human experience,
which they not only render in its vivid material realiEy, but which’
they also interpret. This interpretation is achieved partly by
means of statement but more often by more subtle means related to
the sound patterns and "prepossessions" of the language--the "phys-
ical’™ and emotional qualities of wordf by which the very interpreta-
tion of the world is made part of the substance of that wopld.' Para-
doxically, in the very "splidity" of Hopkins' language, the things
of the world appear as more than merely material; they are 'radiant
and flourishing in their being" (OWTL, pp. B86-87).

~

II. The Poem

1. Introduction

"The Wreck of the Deutschland," the first poem of Hopkins'
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maturity, 1s aiso his most ambitious and in some ways his most
daunting ﬁork; It 'combines latently all the later pﬁetry, both
the poetry of nature and.the poetry of the self."lo Mopeéver, the
themeé which recur in the later poetry are here subordinated to a
greater and far more complex theme--the problem of natural evil in a
;orld created and sustained by a loving God. How 1s it that nature,
which is word of God, can be death-dealing as well as life-giving?
What Hopkins attempts in this poem far exceeds what he attempts any-
where else. He does not merely attempt to capture the inscape of a

single object and by naming that object to reveal its truth, God.

* Rather, he attempts to capture the inscape of God himself, to name

cba.

In Heidegger's view, such an attempt cannot succeed. Indeed,
his view on the naming of Godll provides a helpful background
against which to read "The MWreck of the Deutschland.”" Two aspects

7

of Heidegger's thought are relevant to the question: his discussions

“

of th?_natﬁfe of language and of ‘the role of the poet; As we have
seen in Chapter Two, language in its essence (the parlancelz) plays
a very similar role in Heidegger's thought to that of Christ in
Hopkins'. However, for Heidegger, "the essential nature of language
flatly refuses to express itgelf in words' (OWTL, p. 8l). That is,

the pari?nce cannot be "named." There is no word for the Word which

4u

mediates between gods and men. . ;
Heidegger's discussion of the poet's role in relation to the
gods is considerably more enigmatic than his discussion of language.

It is, in fact, highly suggestive. 1In an essay omn Holderlin, he says:'

»
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To name poetlcally means: to cause the High

One himself to appear in words, not merely to

tell of his dwelling-place, the Serene, the holy,

not merely to mame him with reference to hisg

dwelling-place. But the naming of him himself,

the very sorrowing joy itself will not suffice,

even though it sojourns in fitting proximity to

the High One (EB, p. 263).
It is the poet's work to name God, but it is a work which is doomed
to failure. The poet can only approximate the naming to which he
is cglled. But he can approximate it. By means of the poetic use
of language, "the god surprises us. In this strangeness he pro-
claims his unfaltering nearness" (PLT, p. 226). Poetry brings Geod
nearvand in that sense achieves a kind of echo or shadow or ''sake"
(to borrow a term from Hopkins)13 of the actual name of God. In

v - .
other words, although poetry cannot name God as such, it can yet’

capture a "trace" (PLT, p. 94) of his name and presence.

~

It would seemh\Ehen, that Heldegger would approve of Hopkins'
goal in "The Wreck of the Deutgchland," though he would consider it
only partially and elusively attainable. It should be noted that
part of the reason for Heidegger's pessimism about naming God is
that for him the present age is an age in which God is absent. It
is ”thg No-more of the gods that have fled and the Not-yet of the
god that is-coming" (EB, p. 289). Hopkins labors undér no such
sense of absence.“For him, God is, and God is present. Hopkins
can therefore approach the poetic task defined by Heidegger with an
assurance Impossible tof:‘}Fideggerian poet. Hopkins' task is
further simplified in that in his view God and che Word are one in
Christ. Hopkinsg' ;ttempt to name Ged is at tﬁe same time an attempt
to name the essencé'of language—-a &enture which for Heildegger is

not even partially attainable.
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The -principal interest of "The Wreck of the Deutschland" to
the present stﬁdy‘lies in the unity of God and Word in Christ. 1In
its concern with naming God (with emphaéis on both words), the poem
deals mbre explicitly than any other of Hopkins' poems with the
theﬁe of language, in conjunction with the attendant problem of in-
terpretation. While the theme of language is not overtly the cen-

tral concern of the pgem, it can be considered its "underthought"
\ !

(FL, p. 252), a thought running parallel to, and contributing to

the development of, the central theme, but remaining to some extent
e

submerged.l4 To follow such a theme through the poem is to illumi-

nate the ceﬁtral concern'from, as it were, a sfde‘angle which,

)
while necessarily leaviné out impertant aspects, nonetheless con-
tributes ta a visign of the whole.

On the most literal level, "The Wreck of the Deutschland"‘is
about the death of five Franciscan nuns in a shipwreck. On a deeper
level, it is about the nature of God. However, in the felt lwpact,
emotional and intellectual, it is far more immediately about the po-
et's own experience, his "fabulous journey to contact God."15 The
lite%al and the deeper level meet in the poet's struggle to make
sense of the event, to reconcile the death of the nuns with the na-
ture of God; or, to put it amother way, to enter into the natural
ivent and, by understanding it from within, to understand the na-
ture of God, of whom the event is a'word. The poet's imaginative
Yentering into" the nun's experience fulfils the Heideggerian prin-
ciple that "Every interpretation must first of all have entered into

what 1is said" (WICT, p. 174). True interpretation comes only from

such submission of the whole being to what is to be interpreted.
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Complicating the interpretdtion of the wheck--and thereby com-
plicating the attempt to name God--is the fact that the poet is al-
ready involved in what he seeks to name. As Paul Mariani points
_out, in "The Wreck of the Deutschland," "the laFger framework is
God Himself, the first word ('Thou') and the last word ('Lor%') of
the poém, the alpha and the omega."16 The interpretation andLEng
naming tak; ﬁléce within what must be interpreted and named. Even
Cr-w4ﬂﬂdf1 this framework, interpretatian remains complex and ciréular.
Not only does the nun's experience parallel the poet's, but, because
of his imaginative entering into her experience, it overlaps with
his. Bbth nun and poet read the event and respond through language.
The nun reads the storm, inte?prets it, and responds with a crf.
The poet reads the whole event, including her cry, and responds with
the poem, which is thus an interpretation of an intsrpretation.
The Jpoem is then not simply a re:;;d of an event, or a conclusicn
drawn from the event, but an experience of the very process of in-
terpretation in regard to that event. The reader experiences with
the poet the struggle to make sense af the ;;;ck, to read God's
activity in and through it, and so to name God.

2. Words and the Word

As a human attempt to penetrate the myster& of God, '"The Wreck
v of the Deutschland" begins in the buman heart. We have seen in
Chapter One how central is the heart to Heidegge;'s concept of the
meditative thinker. For Heldegger, "man's heart . . . means not

merely the sensitive and emotive side of human consciousness, but

the essential being of all human nature" (WICT, p. 148). It is



\ 119

assoclated with meditative thinking because such thinking is man
being most truly himself. Moreover, for Heideggef the ""intention"
of the heart is '"the inclination with which the inmost medi&gtion.
of the heart turns toward all that is in being——the inclinatién
that is not within its own control' (WICT, p. 141). The heart
turns naturally to whaé is and theréfofe to Being. The heart in-
clines man to the truth. Further, poetry, in its concern for '
truth, is “the 'work of the heart'" (PLT, p. 138).

"The Wreck of the Deutschland" reveals a similar view of the
human heart in Hopkins. The poem sets forth a consistent relation-
ship between the heart and truth and therefore by extension be-
rween the heart and poetic language. In stanza 18, addressed to
the\poet's heart, the connection between the heart and truth
emerges clearly:

Ah, touched in your bower of bone,

Are you! turned for an exquisite smart,

Have you! make words break from me here all alone,
Do you!--mother of being in me, heart.
0 unteachably after evil, but uttering truth.

The heart is "mother of being." As we have seen, for Hopkinms only
the just man has fuil being, is f;lly himself, only the man who
seeks to con ng his life to Christ's (5, p. 197). The heart theﬁ
is that in man which draws him to fullness of being, tox&he ful-
filment of his potential. Because man is fallen, the heart is "un-
teachably "after evil," but nonetheless it knows and utters truth.
It is '"the primary ag;nt in man of instinctive truth."l7 The

heart draws man ‘home, that is, to the place where he by nature

belongs, to God.l8
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For Hopkins as for Heldegger, the heart as the source of truth
in man is closely connected with language, especially the language
of poetry as the speaking'of truth. The heart knows and "utters
truth" (st. 29). In "The Wreck of the Deutschland," the connection
between the heart's knowledge of the truth and the speaking of it
is clear in the poet‘s initial exﬁerience in Part the First, in the
nun's experience of the storm, “and in the poet's further experience
of the nun's experience. God makes his pressure felt upon the
T
heart, which then responds in words. This movement is clear in the
experience described at the beginning of the poem:
I did say yes
0 at lightning and lashed rod;
* Thou heardst me truer than Ctongue confess
Thy terror, O Christ, O God;
Thou knowest the walls, altar and hour and night:
The swoon of a heart that the sweep and the hurl
of thee trod
Hard down with a horror of height:
And the midriff astrain with leaning of, laced
with fire of stress.
(st. 2)
The "fire of stress' upon the poet's heart presses from him a "yes"
to the power of God, an acknowledgment and affirmation lived out in
his own word and life.
Similarly, God's stress upon the nun's heart through the phys-
ical violence of the storm causes her to respond with the cry "0
~—__E;;}3t, Christ, come quickly” (st. 24), "wording" (st. 29) the storm,
giving expression to its being through the name of Christ. Im turnm,
the response of the poet's heart to the nun's cry is through lan-
guage. His heart, recognizing the truth in that cry, "make[hjwords

break" tst. 18) from the poet, that is, causes him to write the

H
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poem which "words" not only the nun's experience, but his own, and
attempts thereby to "word" the Word which underlies the entirety.
The heart 1s not only the source of truth but the sourCﬁ'szthe lan~
guage that speaks the truth, the language of poetry.

"The Wreck of the Deutschland" both celebrates the possibili-
ties of language and recognizes 1its limitations. Because the poetic
attempt to name God pushes language to its breaking point, that at-
tempt throws vivid light upon two apparently contradictory aspects
of language: it reveals the ability of language--specifically po-
etic language--to reach beyond the simply referential and the simply
utilitarian which are its focus in ordinary use, the ability to say
more, to speak truths inaccessible to ordinary language; at the
same time, by its very inability to articulate ultimate truth fully
or with an% precision, it reveals the ever—-present gap between words
and what théy refer to.

-

The problem articulated in "The Wreck of the Deutschland" is
constant throughout Hopkins' work because_of'the basic assumptions
of his vision of reality. As Philip Endean explains,

The belief that a feature of the created world
is in some radical seuse one with the Creator
resists clear linguistic expression. The claim
that bread and wine, or the azurous hung hills,
are, truly speaking, Christ, must involve a
collapsing of categories of space and time and

a suspension of normal criteria of identity.
Even though we may wish to refer to the world

in which we live here and now, our belief under-
mines the empirical basis of linguistic reference.
Thus, the verbal expression tends to imply a
projection ofgour insight onto some sort of
shadowy "other' world from which ours is

separated.19

Human language is necessarlly based upon fhe immediate, the here
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and now, of human experlence. The only language available to ex-
press the ultimate meaning of immediate human experience is this
language of the here and now--language which, as metaphor, goes
beyond itself even as it neceséarily'(because.it is still the lan-
guage of the here and now) trips itself up. It is with this problem
that "The Wreck of the Deutschland," insofar as it deals with lan-
guage, 1s concerned.

The whole drama of God and the human heart, even to the action
of God upon the heart, is enacted within the immediate world, the
here and now:

Not wut of his bliss
Springs the stress felt
Nor first from heaven . . .
Swings the stroke dealt--
Stroke and a stress that stars and storms deliver,
p (st. 6)
The call does not come from the '"other world" which human language

inevitably suggests, but from "stars and storms,"
ly sugg

ordinary human
experience. God has entered time through the Incarnation, and the
here and now is therefore charged with divine significance. As
Elisabeth Schneider notes, comme&ting upon” the line "it rides time
like riding a river" (st. 6), "The Incarnation rides the whole-
coufse of time . . . ; it‘is not confined to the historical life of

A
current from beginning to end."20 It is the heart which recognize

Jesus . . . , 1s not a moment in the stream of time but rides thaﬁp
the truth of the immediate presence of God in the world, and it is
the heart that directs man to respond.

The responsé, occurring like the call in the here and now,

takes linguistic form:
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N

. . . only the heart, belng hard at bay, -

Is out with it! Oh,
We lash with the best or worst
Word last! How a lush-kept plush-capped sloe

+  Will, mouthed to flesh-burset, -

Cush'=-—~flush the man, the being with it, sour or sweet,

Brim, in a flash, fulll

{st. 7-8)
It is with a word, whether best or worst, that man respends, and the
result of that respoﬁse is to £ill the whole being with "sour or
sweet," that is, to determine whether that individual does or does
o .
not fulfill his being. Philip Martin suggests, "To the call of
God's love the best word is 'Yes', and the worst is 'No'; when the
time of decision comes, it is a man's 'Yes' which causes a sweetness, (5
—

and it is his 'No' which floods his whole life with sourness;”zl
The best or worst word here is the response of the whole being, the
assent to or refusal of God by the whole self. To "say yes,” as the
poet does in stanza 2, 1s also to“live the yes; to assent not simply
by word but by action to God's presence in the world. To say is to
do: the word itself is act.

The nun's "word,' the call with which she responds to the storm,
is the central linguistic act.described in the poem, The poem it-—
self, the poet's attempt to articulate the meaning of her call, 1is
a parallel linguistic act whose climax coincides with the climax of
the nun's experience——the attempt to translate vision into language.

In simply human terms, the experience of the storm is incompre-

hensible, incoherent. But the nun, with her "heart right" and "sin-

" gle eye" (st. 29), triumphs over that incoherence, ''breasting the

babble" (st. 17) of typical human response and seeing the truth in*

.

the storm. 1In effect, she says with Hopkins:
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Thou art lightning and love, I found it, a
winter and warm;:
. Father and fondler of heart thoy hast wrung:
Hast thy dark descending and most art merciful then.

' (st. 9) N
God's greatest mercy .occurs in his "dérk descending." As Keating
remarks, for both the poet and the nun, "God's, justice is his merey,
his chastisements are hisublessings."22 What appears as contradic-
tion, when rééd by a heart which says yes, is revealed as a whole-
n;;s of love. Whether God's selving is experieﬁéed as lightior dark-
ness, ultimately it reveals ;\single éssantiﬁl truth, his love. Be- '
cause the nun can read that eséential truth, her call "To the men
in the tops and the tackle rode over the“storm's brawling" (st..19).
Her call "rides over" the storm not only in the 1iFeral sense th l
the men hear it despite the noise of the storm, but also in th
spiritual senée that it represents her victory over apparent des-
‘truction.

With her call, "0 Christ, Christ, come quickly,” the nun
"christens her wild-worst Best" (st. 24). That is, she recognizes
that what appears. to be the wildest and worst experience of her life
is actually the best. She gives that experience a name, christens
{t--a word which implies, along with the giving of a name, the
transforming of the named into Chfist. Her naming of the storm in
this way brings about its transforﬁgtion. She '"'mames' her wild-

23

worst best, and 'supernaturalizes' it." The storm becomes what

it is from God's perspective: "in thy sight/Storm flakes were

»

4 S

seroll-leaved flowers, lily showers" (st. 21).? .

The nun's word is possible because her heart is right and she

consents to what is. The word originates in God's action upon her
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lifé; ijfcomes from God and goes back to him:
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Ah! there was a héart right!
There was single eye! ‘
Read the unshapeable shock night
And knew the who and the why; '
Wording it how but by him that present and past,
Heaven and earth are word of, worded by?
' (st. 29), s

The nun's yes is assent to conform her life to Christ's. She "be-

comes Christ" and he her (S, p. 154). Her word, her interpretation

of the storm, is achieved, in faét, by Christ, comes from him--just
as "present and past,/Heaven and earth,” everything that exists is
both "word of" and "worded by" Christ. That is, the world names him
but ét the same time he is the creative Word by whom all things are
némed Qn order to exist. Of all created things, only man can choose
to say "no," to not-name God, to not-selve. The nun's recognition
of Christ in the storm is her full-selving, her naming of éod.

In Heidegger's terms, the nun is a meditative thinker, one who
SUbﬁits to what is, to Being, rather than seeking mastery over the
beings through which Being makes its presence felt. Such submission
is "thanking," the giving of oneself to a reality outside oneszelf
and greater than oneself--Being. Heidegger safs, "The speechless
an wefubf his [man's] thanking through sacrifice is the source of
tbg human word, which is the prime cause of language as the enuncila-
Eipn of the Word in words" (EB, p. 358). For Heidegger too, the re-
lationship between man and language is circular: language originates
in Being but finds its own truth in man's true response to what is.
The nun's word becomes the fullest possible response to Being, apd

in speaking that word she herself achleves her fullest human poten-—

tial.
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The nun's word is like the Word itself, active and créﬁtive.
Her heartfelt response to Christ brings him bodily into the storm
with the other sufferers, not in Schneider's.sense of a iiteral
apparition,25 but in the sense that she herself hecomes Christ by
her identity with him in his suffering. Thefﬁéet can therefore hope
that her obedience could put such pressure upon thé hearts of herx

fellow péssengérs as the storm has put upon hers, that she could

"be a bell to, ring of it, and/Startle the poor sheep back!" (st.

& '

31), press from them the 'yes" of acknowledgment. To say yes to
God 1s to affect the lives of”others, to become the means by which
they in turn can affirm Christ. Christ is "new born to the world"
(st. 34) 1in every such affirmation. 5 s

The poet's experience parallels the nun's. Just as she must
read and interpret an event which 1s superficially dark gnd unrgad—
able, so he in turn must read and interpret her words, which appear
equally dark and ambiguous. He is able to enter into her experience
and, as it were, interpret it from within because, ‘like her, he has
experienced storm and suffering in the course of which he has said
yes to what i1s. His identity with the nun is confirmed by the tears
with which he responds to her crisis (st. 18). Her suffering finds
an echo in his own. Similarly, his response te her suffering echoes
her response. His wofd, the poem, echoes hers. The poem attempts
to name Christ as the nun has named him, and does so by repeating
her experience on several levels--the nun's own, the poet's (both in
his earlier parallel experience and in his response to her experi-

ence), and, by means of the poem itself, the readel;'s.26

{

In the poet's interpretation of the nun's cry, the two aspects
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of language earlier mentioned come together: its possib%lities and
its limitations. As the nun has named the storm by her ery, so the

poet attempts to name her cry and to explain 1ts meaning:
' f

But how shall I . ., . make me room there:
Reach me a . . . Fancy, come faster—-
Strike you the sight of 1t? lock at it loom there,
Thing that she . . . There then! the Master,
Ipse, the only one, Christ, King, Head:
He was to cure the extremity where he had cast her;
(st. 28)

Endean, whom we have earlier quoted in reference to thg difficulty
of expressing ultimates in the language of the here and now, uses
these lines from the poem to illustrate that difficulty:

"The meaning of this stanza . . . must be that the
situation as it is, given that all things are in
Christ, is itself recognised as shot &hrough with
his presence. The primary suggestion of the lan-

— guage, however, i1s that Christ steps in from out-

’ side the picture, as it were, and cures, abolishes,
transforms, brings s$r back home to the centre
from the extremlty.

Christ is present in the storm from the beginning and the storm it-

self is an expression of him. There is no need for him to step in

from anywhere else. The nun's cry, then, is not a call in the sense

of a summons to someone absent, but rather a recognition of a pres-—
ence and therefore a recognition of present cure within and through
the very extremity that seems to deny that presence.

J. Hillis Miller interprets Hopkins' attempt to name God in
"The Wreck of the Deutschland" as a "recognition of the ultimate
failure of poetic language."28 More specifically in reference to
the stanza quoted above, he remarks that the only way to talk about

vhe mystery of the nun's experience of Christ is "in a cascade of

metaphors whose proliferation confesses to the fact that there is

-
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4.2 David A. Downes expresses a sim-

no literal word for the Wor
- ilar idea in a more positive way:
Stanza 28 is Hopkins' affirmation of the limits
of poetry. In the identity of religious con-
asciousness he felt between Christ, himself, and
the tall nun, that is, in the vivid sense of
Christ's Presence in time, in nature, in him-
self, 1in the tall nun, he was a poet at a loss
for words. All he could do was dramatize his
unwordedness. Man36poet) cannot word God's
presance directly.
Downes talks about the "limits" of poetic language, where Miller
talks about its "failure." One could consider, with Hiller, that
the inability of poetic language to name God is indeed a failure,
but it is truer to the poem as a whole and to Hopkins' vision of
reality to comsider it simply a limitation. Poetry can go so far
and no further. .
Thé limitations of language are acknowledged throughout the
poem. Every truly spiritual experience defeats language. What the
.poet knows of God is "Béyond saying sweet, past telling of tongue"
(st. 9). His yes is "truer than tongue" (st. 2). It is a saying of
the whole beime#® a saying which is also doing. So too is the num's
ves, whose literal words can be interpreted in several ways. The
poet's question, "what did she mean?" (st. 25), as well as his pre-
sentation and rejection of several possibillities (st. 25-27), tes-
tifies to his awareness of the limitations of language in dealing
with spiritual truth. Indeed, in its very limitations, in ﬂfs"in—
ability to name God, language speaks of God, if only by indirection
‘and metaphor:
I admire thee, master of the tides,

0f the Yore-flood, of the year's fall;
The recurb and the recovery of the gulf's sides,
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" The girth of it and the wharf of it and the wall:
Stanching, quenching ocean of a motionable mind;
Ground of being, and granite of it: past all
Grasp God, throned bhehind
Death with a sovereignty that heeds but hides, bode
but abides;
(st. 32)
Here again is a proliferation of metaphors which illustrates that
God is "past all/Grasp" of human understanding or language, because
all humin experience is "framed by" God, occurs within his domain.
Human words only echo the divine Word, they can never transcend it
and can therefore never graép it. Nonetheless, the poet is:compelled
to try. , As Heidegger puts it, "The poeﬁ is obliped to speak by a
[certaiﬂ distress. This distress conceals itself in the withheld
coming-to-presence of the godly” (translagor's brackets).31 The
poet’s heart intuits God and must therefore seek to name him. Lan-
guage, in its very limitacioems, pofnts to reality beyond itself and
beyond the here. and now.

The view of language'and poetry expressed in "The Wreck of the
Deutschland" reveals a distinct similarity with Heidegger's view.
Indeed, in its focus on the hedrt as the source of truth and lan-
guage, in its attempt to name God, and in its final imability to do
so directly, the poem illustrates Heidegger's basic position about
the relationship of man, the Holy, and poetic language.

Such, however, is not the final word upon "The Wreck of the
Deutschland." A close'look at the actual language of the poem—-
the way Hopkins puts into practice his theories of lanpguage and
poetry——reveals.a siénificant difference. For Heldegger, the poet

can grasp only a "trace" (PLT, p. 94) of the gods. Pogprf'can do

no more than suggest by absence the withheld presence. By,contrast,

4
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Hopkins' view of language as partaking of both materia1 and spiri-
tual reality provides a basis ﬁOr a linguistic incarnation of human
experience in which spiritual truth is also incarnated. The pres-
ence of God is therefore stronger in ."The Wreck of the Deutschland"-
Athan Heidegger would consider possiblﬁ. In short, the theme of
language as it apPears in the poem suggests a strong affinity with
Heidegger, but the language reveals a differeﬁce. If the poeﬁ says
that the nature of language is. such that the poet cannot name God
directly, at the same time the poem enacts in its shaping of %aﬁ—

guage a new presgnce of God in the world. In its fullest selving

-~ N

in the hands of a poet, language is poth act and meaning. Man's \\\\’///’
"yes" to God-~to the truth of whét ig--is dynamic. In the uttering
of the 'yes," the Word comeg}hgain into the world. In this reading,
then, "The Wreck oﬁrthezﬁéﬁ;schland" is itself a new incarnation, a

L)

word of God in theé world.

3. The Language:

In Hopkins, as we have noted, poetry begins in the actual

world, in concrete human experience because it is fhrough that ex-
perience that man first encounters meaning. Even a poém as spiritual
in its aim as "The Wreck of the Deutschland" is enacted almost en-

- tirely in and through the concrete detail of the material world.
Not only-must poetry be, for Hopkins, firmly groundéd in the mate-
rial world, but it must be so érounded as that world is lived. It
{g a tenet of his that "the life must be conveyed into the work and
be displayed there, not suggested as having been in the artist's

mind"LEC, p. 133). The poem must not merely relate an experience,
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it must make of that relation itsg}f a direct experience lived in
the fullness of thought and feeling that characterizes actual human
experlence. As Robefamﬁill remarks, "ﬁopkins is neilther an abstract
theologian nor simply a describer. ﬁe is;an experience-giver, a
phenomenblolgical.fsicj recreator—of-copsciousness.“32 His problem
in "The Wreck of the Deutschland" is to render what is in effect al-
ready a vicagious:experience-—the poet's.experience of the nun's ex-
perience—-in such a way that the reader also feels it as a direct

experience.33

. éopkins employs numerous devices to create a sense of immediacy
in the poem. Among these are the convéntions of the Pindaric ode,
which celebrates "a personal meaning discerned in the event.ﬁ
Hopkins himself says of "The Wreck of the Deutschland" that "It is
an ode and not primarily a narrative. There is some narrapive in
Pindar but the principal business is lyrical" (L, p. 49)3 Because
the poem is a lyric, the poet is necessarily himself involved in it,
indeéd in this case dynamically present. The poem recreates the
mévements of the poet's mind in his struggle to make sense of the
event of the wreck. The reader is drawn by the force of the lan-
guage into the poet's very mind, and lives with him the process by
which he attempts to name Godf

Hopkins of course employs numerous linguistic and prosodic
devices to achileve the desired effect of lived experience, but we
will focus on two which are characteristic of his poetry in general
and which are particularly relevant to the approach taken in this

study-~the use of the piesent tense and the emphasis on verbs and

nouns over other parts of speech. Of Hopkins' use of the present
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tense, Milroy remarks, "It is not surprising that Hopkins favours
the simple present in his poetry,since instantaneoﬁs'action/percep~
tion, or being, or behaving, are the essence of inscape."3s. In-.
scape is caugﬁt when creatures selve,.-when they act out their true
nature. The doing which is alsc being is always happening now. In
order to convey the experiénce truthfully,lHopk¥ns attempts to con~
vey it as a present one in which the reader is also involved.

At the core of "The Wreck of the Deugschland" is 'the narrative
of the wreck. It is not surprising then that a good part of the
poem is in the past tense. Nonetheless, the opening stanza estab-
1ishes the poem as a present experience, a reflection upon two past
events-—the poet's own spiritual shipwreck and the physical ship-
wgeck of the nuns. Part the First is a reflection upon the poet's
own past experience, an event in some sense like the actual wreck
in that God has "almost un;ade, what with dread,/[ﬁi#} doing' (st.
l){ even as he has unmade the physical being of the victims of the
wreck. The conclusion of the stanza reverts from reflection on the
past to a question and statement in the present: 'dost thou touch
me afresh?/Over again I feel thy finger and find-thee.” The news
~ of the wreck reminds the poet of his own earlier experience. God's
touch now is like God's touch then. By impliﬁation, the narrative
of the poet's own past experience forms a background against which
is played his struggle to understand the present event. The poet's
experience is also to some extent a key to understanding the wreck,
since it is an experience which has already been lived, resolved,

and so far distanced that the poet has drawn from it conclusions

about God which now shape his reflections on the wreck.” The use of
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the past tense in the narrative of the poét's past experience em-
phasizes its role as background or foundation for the rest of the
poem.

" .

The movement of Part the Second, which deals directly with the
wreck, is more complex. Unlike Part the First, it is not a reflec-
tion upon past events which have been resolved, but the very process
of resolving a puzzle arising from past events which are neverthe-
less felt as present. The shift ®f tenses in this section reflects
‘the greater complexity and immediacy of the events, reverting from'
past to present and back again, depending on the immgdiacj'of the

}
poet's sense of involvement in what happens.36 The narrative of
the wreck: (st. 12-17) leading up to the nun's first appearanse is
told almost entirely in the past, but from the moment of her appear-
ance, the narrative is disrupted by the poet's present struggle to
make sense of the event.

The very thought of the,nun forces from the poet a very per-
sonal address to his own heart--a series of exclamations and ques—
tions which themselves constitute the "breaking of words" which
they mention:

Ah, touched in your bower of bone,
Atre you! turned for an exquisite smart,
Have you! make words break from me here all alome,
Do you!--mother of being in me, heart.
0 unteachably after evil, but uttering truth,
Why, tears! is it? tears; such a melting, a madrigal
, . start!
Never—-eldering revel and river of youth,
What can it be, this glee? the good you have there of
your own?
(st. 18)

The effect is of.powerful, indeed uncontrollable, emotion--an effect

heightened by the triple enjambement in the first four lines and

—
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the broken, interrupted lines throughout. The.poet 1s in the storm
with the ngn; his response to her experience 1s immediate and over—
whelming, and the reader is drawn into the immediacy of that res-
ponse by means of its verbal drgmétizétion.

The poet's response echoes the nun's experience. He shares
with her the moment of her "breasting the babble" (st. 17), and
that momené is therefore rendered in the present. It is drawn out
of the action and violence of the storm and, as it were, stilled
for the greater part of eleven stanzas (st. 18-28) while the poet
works out the meaning of her reading of the storm. The use of the
present tense for this moment highlights it against the background
of the narrative past and focusses particular attention upon it as
the central event not only of Part the Second, but of the whole poem.
Even within a single stanza, the contrast between present and past
is maintained. The sister "rears herself to divine/Ears," but in
‘the very same sentence, her call "rode over the'storm's brawling"
(st. 19).37 This change of tense within a single sentence suggests
that the nun's call transcends time, that it is an act which, 1f
not itself eternal, has eternal significance in a way not unlike the
Incarnation, which "rides time like riding a river" (st. 6). Her
call occurs within time and its effect upon her fellow passengers
is past, but in itself it is in ;ome sense an eternal act whose ef-
fect will continue to be felt for as long as it moves anyone as it
does the poet--and ultimatelj for as long as the poem is read.

A similar change of tense with similar effect occurs iIin stanza

24, The poet has reflected upon details of the nun's background so

as to bring out their significance to his presdpt reflections upon

4
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the wreck, His thoughts about her background identify her with
Christ through her suffering for her faith, through the mystical
significance of the number five, and through her association with
St. Francis (st. 26—23). With these- thoughts in the background,
her call reverberates with deeper significance when the poet re-

4

turns to it. While the poet himself was "under a roof" and "at

rest,' the nun

'

-

//’”tﬁﬂ Was calling, 'O Christ, Christ, come quickly':

| The cross to her 'she calls Christ to her, christens

\\,\gj her wild-worst Best. -«
- (st. 24)

Again\the nun's call is both within time and outside time. The past
tense heightens'the contrast between her life and the poet's at the
moment of her vision. The shift to the present both identifies the
poet with her at that critical moment, despite the contrast, and at
the same time indicates that her act of identifying the storm with
Christ is an eternal act.

The poet's question 'what did she mean?" draws the reader into
the conflict, and with the poet the reader considers and rejects
several possibilities before the climactic stanza 28, which drama-
tizes the moment of visioﬁ, the moment when at last the poet sees
what the nun sees:

But how shall I . . . make me room there:
Reach me a . . . Fancy, come faster--
Strike you the sight of it? look at it loom there,
Thing that she . . . There then. the Master,
. Ipse, the only one, Christ, King, Head:
He was to cure the extremity where he had cast her;
Do, deal, lord it with living and dead;
Let him ride, her pride, in his triumph, despatch and
have done with his doom there.
(Hopkins' italics)
- Q
What the nun sees eludes linguistlic expression, overwhelms. Within
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the possibilities of language, there is no "room" for her vision;
it "looms" too large f;r human ianguage—-a problem dramatized in
the breathless fragments of the first four lines, which grope to-
wards an expression they can never achieve. This stanza recreates
"Hopkins' futile search for correlatives for the nun's discovery of
the infinite in the finite, the presence of God in the storm.”38
Following h&s breathless attempts to express the inexpressible——at-
tempts which the reader lives through with him--the poet's only op-
‘tion is to multiply terms, none of which is in itselk a;equate, but
all of which together reveal something of what both poet and.nun
have seen. _ &

The reader lives with the poet the puzzles, the uncertainty,
the reverses of thought which are the process by which the poét ar-
rives at an understanding of the wreck, not only as il affects the
" nun who is the chief protagonist, but as it affects her fellow pas-
sengers (st. 31). The reader's sense of sharing the process by
which the poet arrives at understanding draws him forecefully into
the moment of illumination as well. Ultimately, the poet's skilful
incarnation of his process of thought makes the'reading of "The
Wreck of the Deutschland" a direct experience not only of the poet's
own questioning of the event, but also, through his identity with
the nun, of her experience of the storm. The poem 1Is therefore a
triply direct experience--the nun's, the poet's, the reader's ownm.

The sense of immediacy in "The Wreck of the Deutschland," as in
other poems, is achieved not only by such skilful shifts of tense as

described aboﬁe, but also by a number of more strictly technical

devices, among which a central one is what Milroy refers to as

s
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Hopkins' notorious freedom in the "manipulation of the traditional
parts of speech,"39 especially in regard to nouns and verbs. In his )
introduction to the poems, Gardner observes that Hopkins "always pre-
fers the concrete to the{abstract, the active to the static word, s
and with a Shakespearian boldness will increase the sense of dynamic
realiEy by using the bare verb as a noun or the nounkwith verbal
force.”40 Hopkins' preference for the coﬁcrete and the active is
consistent with his view of selving as the doing which reveals be-
ing--a doing which is also a saying. Noun and verb are more or less
transposable because beiné and doing are aspects of the same realicy.

Ggrdner's comment points out Hopkins' preference for nouns and

verb§ over other parts of speech, but does not "indicate the complex-

ity of the working out of that preference. Hopkins frequently does

use nouns as verbs {("Let him easter in us," st. 35} ar verbs as

nouns ("the hurtle of hell," st. 3), but this simple tr;:§gaii5}6n

e

is the least complex and perhaps also the least frequent of his
techniques for emphasizing or combining the concreteness of nouns
and the dynamism of verbs in his poetry. More common are his use
of verﬂals and his use of compounds which combine the qualities of
various parts of speech in a single compact word.

The dynamism of Hopkins' poetry is well—recognized.al The
sense of“jction in his poetry resides partly in che frequent‘choice
of verbs which are to some extent mime;ic of the actions they des-
cribe: "flash" (st. 35, "swings" (st. 6), "gush” (st. 8), "spins"
(st. 13), "glides" (st. 33). The same sense of the word doing what
it says occurs in Hopkins' verbal adjectives, which greatly heighten

the sense of thezstorm's violence. Those who climbed to the shrouds
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"shook in the hurling and horrible airs" (st. 15). The nun is
blinded by "The rash smart sloggering brine" (st. 19), a colnage of
which Milroy ¥emarks, "Complex assoclations suggest the jeaning:
'dasQ}ng (against the ship) reaeatedly and drawing back with a suck=?
ing gurgling noise'."42 Other‘more common participles convey'a ‘
similar sense of action: ‘'wafting" (st. 5), "dandled" (st. 16),
"swirling" (st. 19). "The many such adjéctives in "The Wreck of the
Deutschland" contribute greatly both to the sense of the power and
immediacy of tﬁe storm and to the sense of urgency in the poet's
struggle to make sense of it. The storm is not only the external
one of the nun's experience, but also the interﬂal one of the poet's
and therefore of the reader's attempt to discover its meaning.

Hébkins' verbal nouns are equally effegcive. Often they take

AN

the form of commonly, used gerunds: "Thy doing" (st. 15, "The
woman's wailing, the crying of child" (st. 17). "More often, however,
Hopkins uses gerunds in constructions which draw'particular atten-
tien to their verbal quality: ™"And the midriff astrain with leaniﬁé
of, laced with fire of stress” (st. 2). One expects a simple noun
and encounters instead a verbal noun. The same effect occurs in
"Hast thy dark descending and most art merciful then" (st. 9). 1In
both cases, the sense of action dominates, but at the same time
there is an inescapable is quality in the simple fact that the words .
are nouns. A similar effect is achieved in stanza 27, where the
pultiplication of such gefunds emphasizes at ;ECe their verballand
nominal qualities: '"The jading and jar of the cart,/Time's tasking,

it is fathers that asking for ease'--an emphasis further underlined

Ey'fhe rhyme of "tasking" and "asking." Even such a simple phrase
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as "his going" acquires a peculiar dynamism in its context: "It
dates from day/0f his going in Galilee" (st. 7). Hopkins avoids
the abstractlion and the static quality of such a word as "life" and

g . . .
creates instead an impression of Christ's active life. It is not
simply his presence that matters, but the way that presence mani-
fests itself in act.- As Milroy remarks, "Motion and act are nor-
mally in the verb rather than the noun. The poet tries to qverride
this difference and suggest the qualities of both verb and noun in
the same word or pﬁrase.”43 The poet seeks to capture the selvipg
of things, the unity of act and being. Words which are both con-
crete ;nd dynamic are most, appropriate for his purpose.

Hopkins' language combines the qualities of nouns and verbs in
more simple ways as wigl. Often he uses nouns which can be verbs

id a different context: 'a fling of the heart" (st. 3), "Stroke

and a stress" {st. 6), the "buck and flood of the wave" (st. 16);

or, conversely, he uses verbs which can be nouns: "storms bugle
his fame" (st: 11}, "vault them" (st. 12). Such words, while they
have a single function as eizher noun or verb, nonetheless retain
something, if no more than a shadow, of the properties of the other
part of speech. Such a shadow, however, acquires substance when
upon occasion Hopkins makes a noun from a verb which is rarely, if
ever, so used: 'The swoon of a heart that the sweep and the EEEL
of thee trod" (st. 2), "I am soft sift" (st. 4),_"a smother of sand"
(st. 14). This technique heightens the effect of the noun-verb com-
binaﬁion and makes the word stand out as both noun and verb.

It is worth noting that most of the exgmples quoted above are,

as Hopkins uses them in "The Wreck of the Deutschland," nouns.

i
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Milroy suggests that 'when single words are transferred from onel’
class to another; there is again a tendency for Hopkins to nominal-
ize other parts-of speech rather than make ve?bs out of nouns"
(Milroy's ita}ics)Laa Degpite the overwhelming sense of action in
Hopkins' poetﬁy, he is actually more noun—centered than verb-cen-
tered-~a prefe;;nce consistent with his view of language, according
to which it is words that mean things, that is, nouns, which have
prepossession or inscape and therefore are more fully words (J,-p.
125). Nouns have more body than do other words, are more physical,
more incarnational. The more of his language Hopkins can nominalize,
the more he succeeds in capturing inscape. Hopkins does not hesi-
tate to make nouns from any part of speech: ‘'her wild-worst" (st.
24), "the who and the why" (st. 29), "The all of water," or "the
past-prayer" (st. 33): But he prefers to nominalize verbs over
other parts of speech because it is verbs which embody the doing
which is central to selving and therefore to the capturing of in-
scape. ‘ ' N
It is in Hépkins' compound adjectivés that the power as well
as the complexity of his "notorious freedom" with parts of speech
emerges. His participles are complex enough, imparting the qualities
of the verb to the adjective, but his compounds are more cémplex yet.
In the particular nature of their complexity, they refiect tenden— °
cies 1in Hopkins pointed out above: the combination of verbal and
nominal qualities and the overall preference for nouns even over
verbs. Many of the compounds add to the dynamic qualities of parti-
ciples the concrete qualitles of nouns, so that the resulting adjec-

tive is, as It were, a new part of speech which is noun-verb-adjective.
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0f those compounds which combine only two of the three elements,
a certain number are built upon verbs: "Warm-laid grave" (st. 7),
"lush-kept" (st. 8), ﬂé lingering—out swégt skf11" (st. 10), "blue~
bea;ing" (st. 26). But more often, it is the noun which is at the
centre: "flint-flake" (st. 13), "all-fire" (st. 23), "moth-soft"
(st. 26), "The-last-breath penitent spirics" (st. 33). If the com=-
pound retains an element of the verb, it is often in such weékeneg_
forﬁ as the simple"-ed" ending of a past participle or in théhu e
of a noun which can double as a verb: 'dovewinged" (st: 3),
"black-backed" (st. 13), "down—dugggg"l(st. 26), "endragoné&d"((st.
27), "fall-gold" (st. 23), "hoary-glow" (st. 26).

The most complex of the compounds impart to the adjéctive both

the concreteness of nouns and the dynamism of verbs. For example,

in the description of the storm, the‘"whirlwind—swivelléd snow/Spins

to the widow-making unchilding,unfathefiﬁg deeps" (st. 13). The

dynamism of the italicized compounds is heightened by the noun at
the centre. The action is narrowed, made more specific and concrete.
"whirlwind—-swivelldd" is further complicated by the fact that "whirl-

wind" is itself a compound of verb and noun, so that there is in fact

a doubling of the sense of-.action in the adjective.' The verb "spins,'

of which the "whirlwind-swivellad snow"” is the subject, is yet an-
other synonym for the 'whirl" and "swivell” of the adjective. The
effect is of bewildering motion, but motion which is also concrete
and tangible. It is the very motion involved in selving, the unity
“of belng and act.

Hopkins' preference for nouns, verbs, and combinations thereof

—-whether simply of the two or in yet another part of speech--

[

t
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combined with his preference for the present tense, creates a po-
etry which is unusually concrete, dynamic, and immediate in its
affect. Both preferences reflect his‘concern with capturing and
_naming the selving of the world around him--a selving whose percep-
tlon 1z always in the presént, though its incarnation in language
is not. By creating the impression of present experience, Hopkins
draws the reader into the poem so that the reader lives with the

poet the movement to, and the moment of, revelation.

ITI. Conclusion

"The wfeck of the Deutschlgnd" is an attempt to name God by
entering ipto and reading an event which does not seem compatible
with a loving God. The project of naming God is one upon which
‘Heidegger has expressed himself in his discussion of the poet: ié
is a project to which the pbet is called but which he can never
achieve except fleetingiy and partially. To trace the theme of
language through "The Wreck of the Deutschland" is to find in
Hopkins a remarkably similar view of the problem.‘ The nun's naming
of Christ remains an enigmatic and ambiguous naming. Likewise, the
poet's own naming by meané of the poemlfails to find a word which
adequately names Christ, who is the Word. Even at this level, how-
éver, there is a difference between Hopkins and Heidegger: for
Hopkins God and the Word are one while for Heldegger they are not.
I1f Hopkins can succeed in naming God, he succeeds at the same time
in naming language, gilving it the being which Heidegger says l;h-

guage Eoes not and cannot have.

It is in faect in the actual language of the poem--language
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grounded in Hopkins' belief in the Incarxg_ation--that the poet revee.als
his differedce from Heidegger. If‘the conclusion to which the poem
comes is that the human word can do no more than echo éhe Word of
God, the enacting which takes place at the "physical" level of the
language achleves a new incarnation--a naming of God through the
naming of the shipwreck and of the emotional, intellectual, and
spiritual struggle to interpret the wreck. By its parti;ﬁlafly con-
crete and immediate rendering of the poet's experience of/and the
nun's experience, the poem incarnates what it cannot directly name.
By‘naming the world w@ich in turn names and means God, the poet
achieves a new "predence" of God in the world. If he cannot find
the one werd which adequately names God, hé éﬁn nondtheless name

God by a kind of indirection--a submission of his being to the

truth of what is.

-

‘}
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Chapter Four

The Dearest Freshness: "God's Grandeur"

-

I. Introduction: Hopkins, Heidegger, and Nature

In our study of "The Wreck of the Deutschland," we have observed
in Hopkins an apparent agreement with Héidegger's theories of lan-
guage and of the possibility 6f naming Go&. We haGe also seen how
the actual language of the poem undermines that apparent agreement
by enacting on the "physical! level a "maming" of God which consists
of the 1inéuistic incargaﬁion of the world--an indirect naming but
nonetheless an achievement of what Heidegger considers iﬁﬁossible.

There is even less agreement between Hopkins' view of nature and

_Heidegger's, as is clear from a careful consideration both of the

expression of their beliefs about the natural world and of the lan-
guage of a representative nature poem, "God's Grandeur." It is in
fact in the language of the poem—-the practice which casts light
upon the theory from which it springs--that Hopkins' d?fference from
Heidegger most clearly emerges. ‘

In the more theoretical expression of what nature is and what
part it plays in the complex of nature-man-God (or beings-man-Being),
there is no immediately strikiﬁg difference between Hopﬁins and
Heiaegger. Hopkiﬁs' most v;vid éummary of his view of the natural
world reads, "All things therefofe are -charged with love, are charged

with God and if we know how to touch them give off sparks and take

fire, yield drops and flow, ring and tell of him" (S, p. 195). 1In

&
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spigit, the statement does not seem far from Heidegger's belief that
it is in submission to the truth of beings that man encounters Being.
Indeed;,Heidegger can appear as rooted in.the natural world;és
Hopkiné: "Thinking trgnscénds the paéticular being, in the direction
of its Being, not in order to leave behind and abandon the particular
being, but so that by this ascent, thils transcendence, it may repre-
sent the particular being in that which it, as a being, is"™ (WICT,

p. 223). Both Hopkins and Heidegger see the natural world.as radiant
with the supernatural: beings provide access to Beiﬁg and therefore
~they démand respect and reverence in themselves.

' However, Hopkins is always interested in things in their partic;
ularity, their unique and individual being. He sees God in "the,quﬁ—
bell I have been looking at" (J, p. 199)}--the emphasils on that partic-
ular bluebell and his‘an personal encounter witH it, A similar per-
sonal encount;r is at the heart of "The Windhover": "I caught this
morning morning's minion." '
_present itself as) a generalization based on numerous sightings of
falcons, but rather as the incarnation of a particular.sighting of
a particular bird at a particqlar time. Hopkins begin; in the world
as it is, with the concrete and'specific, and if he makes generali-
zations, he does so from that basis. ~

By contrast, Heidepger rarely mentions specific things at all.
1f he does, it is to illustrate a point rather than from any inter-
est in the Lhing.és thing. His discussion of a tree in bloom (WICT,
PP. 41-44) mfs nothing to do with any particular tfee. It is a tree

!
as opposed to the bluebell Hopkins mentions. As such, the tree is

an abstraction and not a real ree. 1t appears not for ‘its own sake

’

~ o

The poem is not (or at least does not !

o
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but for the sake of argumenéi In Heidegger, beings never appear in

their particularity as individual beings. They are always subordi-

-

nate to the general truth they illustrate. Hopkins, however, "is in-

terested in.beings, not in concepts, infTeality as it 1s in itself,

hETI

Sl £ -

not in reality as it is in the mind."l Although he does draw general
E.

truths from observations of particular beings and even writes whole

poems composed of general statements, he never subordinates the par-

ticular to the general but states the general in terms of ‘the par-

e

ticular. . /

’

/ ;

‘f*gegiy in thq/most general sense, then, do Hopkins and Heidegger
héve'é'similar perspective on the natural world: for each it is
”néws" of an ultimate truth beyond and greater than itself, a truth
wh}ch can be reached only by means of the world as we experience it.
Heidegger, however, emphasizes ultimate Frugh at the expense of ths
particulérs that reveal it. Hopkins, without losing sight of the
questionjof ultimate truth, emphasizes the partiéulars: For him,

P , .
each ind;vidual speaks uniquely of what underlies and suétains it
and is therefore valuable in'its uniqueness. Ultimately, since
Heidegger's concern is always with Being, he is not much inﬁerested

in the natﬁfal world other than as a means of access to Being.
) ) *
Failuﬁg,to recognize this leads to such misleading explications as

N i -

Nathén'Scott's. He is perhaps justified in quoting from "God's
Grandeur"” to support a very pgeneral point aboutIHeidegger.2 However,
when he states thét for Heidegger, "the distinctive office of the :
poet [is] to make us look at the various cdncretg realities of expe-
_rience with the kind of wakeful attentiveness that will permit their

being disclosed in the radical specificity of what they are,"3 he 1s

-~
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allowing his perception of Hopkins to color his interpretation of
Heidegger. The latter‘is not concerned with "radicakispecificity"
except as it points beyond itself. Thus, although é\etudy of
Hopkins"natﬁre.poems may ségm'to invite an affini%y between him and

(,—*“-Heidegger, i is necessary to recognize that such affinity is limited

and must be carefully drawn.

“As in "The Wreck of the Deutschland,"” in the‘nature poems
Hopkins attempts a naming. It is not, however, so complex a naming
as that of the earlier poem or of the later poeﬁs of the human self.
In the latter:\éheéggming is complicated by thé fact that it is ac-

complishei}from within what is named, whereas what is named in the %

:

\

nature poems is external to the e'et. In "The Wreck of the Deutsch-
land,".che naming attempted is,rﬁZt of God himself. Insofar as that
is pbssiﬁle; it is aqhievedug; naming the things ofv?he world--imme—
diate, physical, sensible--which themselves naﬁe God because they
are woras of God. What_Hopkins 1ds achieved in "Ihe Wrgiﬁ\gf the
Deutschland" is what hekq;ms at in the nature poems—-the naming of
' \

the things of the world so that they appear in the fullness of their
individual being. As such, they name God but without sacrificing
their individuality to de S0. ¥

Hopk%ns' nature poems, then, though their immediate focus is the
natural world, retain their concern with God. And, because it is im-
possible to isolate one element of the'complex of nature-man~God,
they are also conéerned with maé& Man appears in the nature poems
in two ways—-which are perhap%'gérely two different aspects of the

same phenomenon. First, Hopkins contrasts human response to God

with nature's response. Nature is 'pure,' while man has "lost that
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cheer and charm of earth's past prime" (P, 35). Nature, by its con-
sistent full selving, shames man, who is neither consistent norlgufiy X ~

.

selving. At the same time, man's refusal to do what he is'callei to
do affects the natural world. His activity, indeed, counteracts:
"Only ten or twelve/Strokes of havoc Gnselve/The sweet especial
scene" (P, 43). Nature}s selving is thus ;hwarted by man's action.
Both aspécts of the man-nature rélationship reflect Hopkins'
view of man as fallen. Man is "life's pride and cared—fof crown"
(P, 35) with a responsibility to both God and nature. Created free
and conscious, man is "Earth's eye, tonguey or heart" (P, 58), who
is intended to see the truth of the natural world, to speak it, and
to join his own life in full selving to the chorus of praise whiéh
nature give; to God. Indeed, the selving of nature is ;omplete only
when it encounters a "beholder" (P, 38), one.with 'eyes to see" (J,
p. 221) Eeyond the surface of things té their essential truth. Be-
causerf human blindness and destructiveness, however, such”vision
occuxs only to such as are willing to cultivate the seeing eyé and
the knowing Fouch. In his nature poems, Hopkins seeks to provoke such
visioh, to name the things around him-so that others see them newly.
In his view of human regponsibility to the natural world, as well
as in his view that man falls short of that responsibility, Heidegge{
is in accord with Hopkins, though he expresses his views differently.
Heidegger argues that man‘makes the world into an object which he
can manipulate ana thereby abdicates his responsibility towards it
(DT, p. 50). At the. same time, "our nature's safety demands the res-
cue of things from mere objectness” (PLT, p. 130). Man is called

to "save the earth," and, continues Heidegger, "To save the earth

\

N
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ié more than to exploit it or even wear it out, Saving the earth
does not master the earth and does not gubjugate it, which'is merely
one step from spoliation" (PLT, .p. 150). .What’Heidegéer sSays man
should not be towards the world‘sounds very much lige Hopkins' own
view as expressed in such poems as "God's Grandeur," "Binsey Poplars,"
and "Ribblesdale." And what man ought to be is the meditative
thinker, the one with “eyes to see," who submits himself to wﬁat is
and thereby allows beings to reveal Being.

L .

In the broad outlines of the complex relationship of nature, mén,
' <1
‘and God, Hopkins' nature poems reveal basic affinities with Heidegger's
view of beings, man, and Being. However, the more closely one con-
.siders their.views, the more it becomes evidént that the difference
of emphasis noted earlier—--Hopkins' on beings, Heidegger's on Being—u
is a crucial difference, one which finds its most striking illusgra-

tion in the natureipoems, .

\
i
II. The Poem

1. Introduction

"God's Grandeur" provides a particularly useful example of
Hopkins' methods in the nature poems. Unlike most of the other na-

ture poems, which name particular individuals or particular aspects

&

of the natural world, "God's Grandeur' names the naturai world itf
self. One would expect it therefore to be somewhat abstract. How-
ever, despite the‘fact that it is actually a series of general state-—
ments, itAis felt first as emotion and description rather than as
meaning. Regardless of its intellectuag} core, the total impression

afforded by the poem is one of immediacy and particularity--so much
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so that it is possible to read the poem without béing aware of how
thoroughly it is an interpretation, rather than a presentatiéa of
the iﬁmediate.and partiéular.4 Moreove;, in its emotional and des-
criptive power, the poem makes igself felt as language. Hopkins'
words, while they carry considerably more meaning than words in ordi-
nary use (or perhaﬁs because they do), also draw attention to them-
selves as words. The total impression of the poem Is not of abstrac-
tion or of an intellectual statement, but of involvement both phys-
ical ;nd emotional in the world named by the poem—--an involvement
achieved through language. One must remember that for Hopkins a word
is fully itself only as it includes its "srepossession' and its ref-
erent, which are as much a part of irs being as its intellectual
content (J, p. 125).

To do justice to the language of the poem therefore requires at-
tention to both its emotional force and its 'physical" elements. The

analysis in this chapter attempts to illuminate the theme of the poem

by close examination of two aspects of the language: (1) the sound

patterns as they both reinforce and render "physical" the poem's state-

ment, and (2) the diction. The latter includes a lock at primary and
secondary (and sometimes etymalogical) meanings of words, as well as
their connotations, not only in isclation but especially in their
relationéhip to one another in the context of the poem as a whole.

Such an analysis finds justification in both Heidegger and
Hopkins, though mostly in Hopkins. We have already noted that
Hopkins considers words emoﬁional and physical as well 'as intellec-
tual (an opinion which Heidegger does not share). Moreover, for

Hopkins, "'Meaning' is not purely referential; it comsists partly
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of the relationships contracted between items in a languag,e."5 ;The
relationships between words affect ;ot only thelr meaning but also
their contribuﬁion to the poem as poem, that 1s, as a work of art
which aims at beauty and Eruth. Hopkins writes to Patmore that ''on
these mutual bearings of words in a passage the beauéy of diction
depends" (FL, p. 313). We have also noted in Chapter One Hopkins'
interest in etymology--an interest which suggests that he was often
aware of the history of the words he ;sed and ‘indeed may have chosen
wérds because of their history.6

There are pafallels in Heidegger for Hopkins' views on the im-
portance of‘context in determining meaning, as well as for qukins'
interest'iﬁ etymology. Accérding to Heidegger, 'Being speaks 'before
all else in every conjunction of words" (WICT, p. 233). Meaning
emerges from the way words relate to one another. As to etymology,
Heidegger too etymologizes, justifying it by saying, "Etymology has
the standing mandate first to give thought to the essential content
involved in what -dictionary words, as words, denote by implication”
(PLT, p. 175), The ésience of a word is in its hi;tory. Words,
then, are noe simply terms: they are vital, vivid, and elusive.

For both Hopkins and Heidegger, they are composed of their history
and their interrelationships, and, for Hopkins, they have physical
and emotional being as well. )

Analysis of "God's Grandeur" at the level of the language elu-
cidates some of tﬂe reasons for the poem's peculiar power and vitality
--a power and vitality which Hopkins links thematically to the power

of the Holy Ghost, who is at the heart of the poem as the sustaining

energy of God in the world:
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God's Grandeur

, The world is charged with the grandeur of God.

It will flame out, like shining from shook foll;

It gathers to a greatness, like the ooze of oil
Crushed. Why do men then now not reck his rod?
Generations have trod, have trod, have trod;

And all is seared with trade; bleared, smeared

; with teoil;
And wears man's smudge and shares man's smell:
the soil

Is bare now, nor can foot feel, being shod.

And for all this, nature is never spent;
There lives the dearest freshness deep down things;
And though the last lights off the black West went
Oh, morning, at the brown brink eastward, springs—-
Because the Holy Ghost over the bent -y
World broods with warm breast and with ah!
bright wings.

The Holy ?host appears more explicitly i; Hopkins' commentary on
"Contemplation for Obtaining Love," with the concléﬁion of which

the editors of both the sermons and the poems link the opening lines
of "God's Grandeur."7 The final paragraph of the commentary deals
specifically with the Holy Ghost, that most subtle and mysterious
membey of the Trinity. While the Father and Son are described mostly
in human terms, the Holy Ghost is deseribed in terms which ;pggest
the fluid, ths dynamic, the ungraspable invisible presence nonethe—-
less felt. At his most ahstract, Hopkins defines the Holy Ghost in
relational terms: he is communication, communion, bond, lové——a
love‘which is "shewn 'in operibus’', the works af God's finger:" It
is tbe presence of the Holy Ghost, divine love, wichin all created
things which so ”;harges" them with energy that "if we know how to
touch them [phey] give off sparks and take fire, yield drops and
flow, ring and tell of him" (S, p. 195). The images in this passage

are far from abstract, and in their suggestion of explosive power

and inexhaustible energy, they communicate far more vividly than do
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the abstract concepts the way the poet sees God's power in the world.

The Holy CGhost is, says Hopkins, "fons vivus, ignis," a living foun-

tain, a fire (S, p. 195)--images. which suggest both poﬁer and elu-
siveness. Neither‘fire nor fountain can be grasped 0; shaped.

The imagery of the opening lines of "God's Grandeur' is élearly
echoed in the conclusion of the commentary: "All things therefore
are charged with love, are charged with God and 1f we know how to
touch them give off sparks and take fire, yield drops and flow, ring
and tell of'him" (8, p. 195). The first part of the conclusion is a
clear paraphrase of "The world is charged with the grandeur af God."
The images of fire and flowing with which Hopkins expands his state-
ment in the prose passage parallel the images in lines 2-3 of the
poem. God's grandeur "will flame out' in the same way that things
"oive off sparks and take fire" when touched with a knowing hand (or
eye or mind). While the image of "the ooze of o0il/Crushed" which
"oathers to a greatness' is considerably slower and more ponderous
than that of fons vivus, a living spring or fountain, Hopkins' oﬁp
statement that things "yield drops and flow" provides a transition
of sorts between the idea of the spring and that of "the ooze of
0il." While the word "flow" looks back to the irrepressible bubbling
of a spring, "yield" suggests a certain resistance and therefore is
more closely rélated to the "ooze" which occurs only by the applica-
tion of external pressure. A fountain normally suggests water, but
the transition to.oil in Hopkins' mind can easily be explained by
the close assoclation of fire and.oil in traditional Christian sym-

bolism for the Holy Ghost.8 Moreover, Hopkins could easily have had

in mind the 0ld Testament sfory of the widow's cruse of oil in
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I Kings 17, the inexhaustibility of that cruse suggesting the same
quality in a fouﬁtaiﬁ of spring.A

Such a close parallel between Hopkins' commentary and the open—
ing of "God's Grandeur" suggests that the Holy Ghost is present in
the poem from the beginning, though he does not emerge expliciltly
till the end.9 Indeed in the poem the Holy Ghost emerges to explicit
presence much as the grandeur of God "gathers to a greatness”" in the
objects of the natural world. The action ;f the Holy Ghost thus
shapes the whole sonnet, and indeed the movement of the sonnet it-
self mimes that action in the world. Stated baldly then, "God's
Grandeur" is about the inexhaustibly renewed power of the Holy Ghost
within the world. It is about the Being which manifests itself in
all beings and can be there perceived by the person who maintains
towards those things the thoughtful, thankful attitude of the medi-

tative thinker.

2. Nature, Man and God: The Octave

In "God's Grandeur,” Hopkins does not name an individual crea-
ture but the natural world itself. The poem summarizes his view of
nature. 1In other words, with particular emphasis on nature, it sum—
marizes his view of the relationship of nature, man, and God. Na-
ture is created both for God and for man. It is meant to give God

A

glory, and at the same time "all the things we see are made and pro-

s

-

vided for us" (S, p. 90). Both nature and man find thelr origin and
thelr goal in God. Appropriately enough, then, even as ''The Wreck of
the Deutschland" begins and ends with God, so "God's Grandeur" "begins

and ends with God reaching into the world."10 Once again, God
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| "frames" the entire action of the poem.

However, God does not éimply frame the sonnet, but his presence
permeates it in its entireﬁy, in the same way th;t,,in Hopkins' view,
his presence.permeates creation,r And, as in "The Wreck of the /
Deutschland,"”" the incarnation of his presence is aéh;eved through
close attention to and presentation, through language which does what
it says, of the senusous details of the natural world. From the Se-
ginning, the poem is more than simple statement. Even the opening
line, which is the most general and the most abstract in the poem,
is felt as well as understood. Particularly responsible for the emo-

Ycharged, "

tional power of the line are the wprds "grandeur' and
whose meanings color not only the opening line but the poem as a
whole. "Grandeur" sugéests power and magnificence. It is not the
love which Hopkins associaﬁgi with the Holy Ghost in his commentéry,
and which emerges later in tﬁe poem, implicit in the image of the’
brooding dove. For the moment Hopkins is concerned not so much with
love as with power——-an emphasis underscored by the word 'charged."
The'primary association of this word is with electricity, the effects
of which are usually experienced as beneficent, but which is also
dangerous and sometimes destructive. It demands respect. But the
word has secondary associatlions which add to its force in the line
itself and in what follows. It can imply respensibility. 1In its
selving, the world returns to God the being hahggs given it and in

so doing fulfils its responsibility, its charge. Moreover, 'charged"
can have the connotation of "brim-full," ready to overfiow at a

touch.11 In this latter sense, it anticipates the image in line 2.

The opening statement 1s followed by two specific and contrasting

'
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images suggesting two different ways in which God's grandeur is
manifested in the world. First, "It will flame out, like shining
from shook foil"--an image of blinding glory manifesting itself sud-
denly and without warning.12 Hopkins has spared us much critical
debate by explaining this image to Bridges, who was the first to
have trouble with it:

‘I mean foil in its sense of leaf or tinsel, and
no other word whatever will give the effect I
want. Shaken goldfoil gives off broad glares
like sheet lightning and also, and this is true
of nothing else, owing to its zigzag dints and
creasings and network of small many cornered
facets, a sort of fork lightning too (L, p. 169).
Hopkins remarks that the "sonnet might have been written expressly
for the image's sake" (L, p. 168). Fire is, in fact, a favorite
image of Hopkins' for "the divine vital principle in all creatures,"
which we have earlier seen associated with the Holy Ghost.l3
The second image--"1t pathers to a greatness, like the ooze of
0il/Crushed"--provides a further conmection to the Holy Ghost as
well as a link with the preceding image.la In the light of this
(ﬂﬁﬁtonnection, the oil is olive oil, whose further biblical associa-

tions are also important for the sonnet. Olive oil is "the oil of

. C, 15
man's nourishment, the oil of anointment and consecqgtrﬁﬁ:" It

e

is asséciated‘with abundance and well-being, asﬁﬁell as with a par-
ticularly close relationship with God. Ol{ygfoil is holy oil and
therefore appropriate as an image of God's creative and sustaining
power in the worla.

Both images are at first startling because they are unexpected

in the context. Gold foil seems an artificial image, and the ooze

of o1l a mundane one for God's grandeur. However, though unusual,

..i_}
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the images are also appropr?ate. It is precisely in the apparently
mundane that the sense of God's grandeur builds up until the mundane
is 1tself transformed. Moreover, "the strangeness of the images in-
volves you as fully in their actual visualizétion, their physical
perception, as-in the intellectéal perception of their meaning."lﬁ,
The images draw attention to the actﬁal world as much as to the idea
expressed in them. They concretize intellectual perception.

The final lin; of the first quatrain provides altransition in
tone from th? positive assertionsiof ﬁhe opening. The word 'Crushed,"
with which these assertions end, is startling, especlally in its em-
phatic position at the beginning of a line., As Nancy Wicker observeg,
"Its suggested nega?ive implications‘become explicitly stated in the

17 Lo .
The word anticipates man's destructive action

lines that follow."
upon God's world. The gquestion which closes the quatrain--"Why do

men then now not reck his rod?"-~compels close attention. It can

only be read slowly, the words "men then now not" standing out as

necessarily separate entities, so that it is impossible not to lin- .-

ger over éach of them. At the same time, the line is very tightly .
' .

connected by means of the alliterative n of "now not" and 1 of "reck

n "tec‘.k,"

his rod" whig¢h overlap with the assonance of "men," "then,
and "now," 'nht," '"rod." The somewhat agchaié "reck his éod” also
draws attention to itself, so that theé question as a whole stands
out and demands éﬁtention.

The emphasis on the word "men' suggests that men are an
anomaly in the world. They do not reqund as nature does; or, in

other words, the natural consequence of the situation as given is

thwarted. '"Then” means '"in consequence of this," that is, in

r
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consequence of'what the poet has earlier stated with such confidence.
it should follow from the manifestation of God's‘grandeur in the
‘world tﬁat men should acknowledge him and’''reck his rod." "Then"
also has the connotation of time, of then as opposed to now, SO
that the juxtaposiﬁion of "then now'--especially with the clash of
the final and initial n--creates é'geﬁgion in the line, suggesting
that neither then nor now do men consider God, but also holding in
the background the suggestion that there is a contrast between then
and now, that there has been a progressive alienation from God.

It is emphatically clear in the poem that men now do not regard

S Te——
-~

God, but in the second quatrain, both implications of the "then
now" juxtapositiop-—that of coﬂsequence and that of time--are
developed. '

The rod is "the sceptre or staff of divine authority."l8 How-

ever, it also has the connotation implied in the proverb "Spare the

~
rod and spoil the child": it is the rod of discipline. In this ///
K
sense it continues Hopkins' initial presentation of God as power and (
contains within it the vague threat that continued rejection of \
¢

God's autg;;::;\will lead to chastisement. According to the OED,19

"reck" means "to take heed or have a care of something (or person},
so as to be alarmed or troubled thereby, or to modify one's ‘conduct

or purpose on that account,"” but it can alsc mean Yto take care . . -

(%

with desire or favour towards." To "reck God's rod," then,.can

mean to submit to his authority out of either fear or love. But,

-
as the poem says, man does neither.

N The second quatrain is the most highly wrought and mimetically

hmﬁowerful part of the octave. Sound echoes and embodles sense, and
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language acts out its meaning. The quatrain contrasts man's activ-

ity in the world with God's. Man's‘activityﬁheithér "flames out™

L}

nor "pathers to a greatness,'" though what it does.is nonetheless a

b

feeble écho of these activities—-or pethapé one could say a parody.

Several critics have remarked upon the mimetic quality of 1line 5,
. T ) ¥ N

of which Robindon, for example, séys: . -
- . y . a

‘Geﬁerationsﬂ (a 1ong,.ruminative word, evocative

of the weight of ages' habitual grossmess) 'have

trod,, have trod, have trod' in the heavy marked -

‘footfalls which are at once the deadening, regular

pounding of tramping feet and thﬁ repetition of

such pounding through the years.

B & L : :
}me connotations of the word "tread" add weight to the meanigg con- -

nged in the sound of the line., "Tread" can meanr simply to walk,

-
/  but its more common meanirg is "to step or walk with pressure on
4 .

b

something esp. so ég to crush, beat dbwn, injure or destroy it."
‘t‘fﬁblies wilful destruction.
Ry
The negative influence of man upon the world, already suggested

in line 5, is elaborated in lines 6-8, which emphaéize the pervasive

nature of that influence: \ \\_/
And all islseared with trade; bleared,’ smeared .
with toil;
‘And wears mdn's smudge and shares man's smell:
the soil

Is bare now, nor can foot feel,’ being shod.
\ (my italics)
--a passage;bhrtiéularly tightly knit by beth sound and meaning.

The word "trade" looks back to the treading of ‘the previous line

8

not 6nly in sound but in etymology. The present meaning of "trade'

evolved from its Hiddle English meaning of "q&htread a .path" o

'"traverse the sea'--a connectiod\hhieh has tijhgfeﬁts upon the word

in the conteéxt of the poem.' Fif\t, 'the etymological identity of

-
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the verb treadiand he noun trade infuse a more ‘concrete sense of

treading, walkihg to and fro, into the paler, more abstract (énd ul-
zl‘ b .

timately metaphorical) idea of commerce."zl The word is enlivened

by its history.  Secondly, "trade," whatever it means today, carries

within.it ‘the negative connotation of destructiveness--a connotation

encouraged by association with other words with similar implicit or

explicit meanings. For instance, "trade" is linked with "toil" both

by alliteration and by equivalent positions in parallel constructions.
-

The connotation of "toil" is of hard and unrewarding work--a conpo-

tation which casts its shadow back upon "trade,'" Doubt is«thereby
subtly cast upon the value of trade.

The link between "trade" and '"toil" is further emphasized by
the participlés that introduce thém. '"Seared,"'"bieared" g%é“?} )

"smeared" are linked by rhyme and by position in parallel construc—

tions. The link is further consolidated by the alliteration of thé

"first and last words of the triplet.' The line forms a tight unit of

both sound and meaning. The three rhyming participles all have

| ” 4
negative connotatiens. "To sear" meardfSiy'to cause to wither, to
blight,”" or alternatively, 'to burn, scorch." The world is not only

-

worn bare by man'; repetitive treading, but alsc blighted and burned
by his trade, which ultimately‘brings fiot ﬁ \fit but loss. The QED
offers, a related figurative meaning for 'sepr'--"to render the L
conscience incapasle of feeling." 1If "seare§" 1s taken in this
sense, the ﬁhrase "se;red with trade" suggests that man;s involve-
ment in tradé deadens his consclence, hia\ii?renesslof de~-a mean-

ing comﬁatible'with tﬂéqgone of the quatrain. "Seared," connected

as 1t 18 with burning,. recalls thé flame oﬁde&’s grandeur encounterqd

v. » : - )

\
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- in the first quatrain, but in man's hands fire causes death instead

of life.22 ‘ ‘ , | J
"Smeared" means "dirtied or soiled by smeéaring" and "to smear"
means "ﬁo spread, daub, éoveq thickiy or in patches with some unctu-
ous, greasy, sticky, or dirty substance" or 'to rub out GIEh a smear
or smud;e." Maﬁ's toil dirties the world anq thereby ffubs out" or
at least dims its beauty. The action of sﬁearing is conneéted not
only di;h dirtiness, but specifically with dirtiness by the spreading.
of a greas& or olly substance. Once again man;s'activity parodies

to a gresatness,'"

"Bleared,f’f:iggdfﬁy "seared" and "smeared," serve{ya slightly

different purpose, though all three describe the effect of man's ac-

that which man works with merely soils the world.

tions upon the world. '"Seared" and "smeared," slightly more closely
joined by the i;itial 5 than either is to "bleared," both parody

the action of the Holy Ghost. . Both are more closely connected spa-
tially to the agents of the effect they described. "Bleared,"” in
its middle posicion, takes up the ;eparate but related meanings of

"seared" and "smeared" and describes their ultimate effect, It

means "dim, misty, indistinct in outline.'" Literally it is related
) ¥

to gyesight and means "dim from water or other superficial affection." ¢
(%) - )‘;

A

Bleared eyes se chings in a blur. (yan's trade. and toil sear the
.k\ L J
world, cause 1t}to wither, and also 'smear it with oily dirt. As a

result God's glory ip!erent in the worfd is dimmed, more difficult
\\ .

24
to see. !
/

Line 7 reverses the movement of line 6, describing not what map-

-

4

. has detracted from the world, but what he has added--his smudge and -

°
¢ o ! @
. . ;
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smell. What he adds, however, only increases his negative effect

upon the world. Man dims God's mark and adds his own, so that God's

mark is further obscured. Once again, sound patterns reinforce the

L]

meaning, connecting iﬁne 7 with the previous line through the alli-
teration of "smudge" and "smell" with "smeared," and binding the

lin

itself into a unit by the pattern of alliteration and rhymef
séniﬁyas well as the sound of line 6 is picked up in line 7.
A smudge is the result of smearing. To smudge is '"to soil, stain."
Man's smudge is his mark pon the world and that mark is a stain.
"Smell" is linked to "smudgy! bfrglliteration and by position in
constructions which are not only parallel but almost identical, so
that the two phrases are like part of a litany. "Smudge" and "smeli"
become almost part of the possessive, the final s of "man's" bdlurring
into the initial s of "smudge" and "smell," so that tafgé qualities
are, as it were, subsumed into "man's." Man and his smudge énd

smell smear together %s the words themselves do. %>

“Smell,"” in this
context, takes on the negative connotation of unpleasant odor which
it does not always have. It alﬁg suggests man's lower nature, his
animal nature, since it is with animals and not man that we normally
associate a distinctive smell. Man's smell is of course another way
in which he puts his mark upon the world. As it is stained by him,
so too does it smell of him.

A colon follows "And wears man's smudge and shares man's smell,"
Indicating that yhat follows is a summary or an explanation of what
has come before. Ané indeed Hopkins sums up the present condition
of the world which results from plodding geﬁerations of trade and

i n

toil: "the soil/Is bare now, nor can foot feel, being shod." "Soil"

P
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heré refers to earth, and, as a noun, whicﬁ the presence of the
article immediately indicates, that is its primary meaning. However,
-coming as 1t does after a series of images of staining and dirtying,_
it cannot but suggest the vefb "ﬁo soil," meani;; "to make unclean,"
with its additional meaning of '"to stain or defile morally." This
particular reverberation of the word is encouraged by its position

at the end of.the line, so that the continuation of the/fgzzggzj;:
not immediately apparent.

The bareness of the soil is the result of generations of man's
treading and trade, words which imply the wearing down or crushing
of something, in this case the evidence of(God's grandeur in the
world. There is also In these words the idea of deliberate or at
least semi-deliberate destruction. Whéﬁ\egf‘treads on a beetle with
the intention of crushing it, the action is wilful and deliberate.

When a path is trodden bare, tread it do not do so with

the express intention of destroying e vegetation, but the action
is wilful in that they choose to have a path prec?sely there and the

inevitable result is to kill the wvegetation. 1

is in this second
sense that man's action wilfully destroys thefearth: he chooses a
course whose inevitable result is destrucgdive, though he does not
nécessgrily choose directly to destroy.

Not only is the earth worn bare, but man can ﬁo longer feel it,
"being shod.™ %g.has not only dimmed and distorted the ewvidence of
God's presence in the worldiEPut he has also artificially separated
himself from that world, ﬁggzing shoes on hilis feet so that he is no

longer in direct contact with the earth. Mackenzie provides an in-

1
sightful comment upon gﬁ&s image, saying, "The unshod feet of thoséﬁQ
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who trod the presses brought an enriching flow, wbile the shod feet
: i
of late; generations (not merely those of the Indéstrial Revolutiqn)
. \
only crushed down thg natural vegeta't:ion."26 The Yooze of oil"
which "gathers to a §>Egtness" as God's grandeur does in the world
was produced by a generation in cloger contact with)the earth than
the present one, or indeed than many previous genergtions.
Hopkins seems to imply a progressive alienatioA from God
throﬁgh the agés. It is interesting that while nonejof the images
oé the second quatrain are taken directly from industry, t?e genera;'
impression of dirt and stain is easily associated with the Industrial
Revolution. The word "toil," for instance, suggests repetitive,
strenuous, unrewarding labor such as might be the lot of factory

workers or miners. "Seared," "smeared" and "smudge" are words which 4\

suggest the kind of scarring of the earth, and the sooty,ziaiy pol-

,’/

lution associated with industry. Nonetheless, the speciﬁ%kiiizhmod— j

ern world is only implied, not explicitly described in these 1ihes.
Trade has been part of human life féb centuries and the baring of
the soll &s the work of generations. In this sense then, Hopkins
is concerned not only with the destructiveness of modern man, but
with the destructiveness of mankind from the beginning.

At the same time there is a suggestion that ﬁan was once closer
to a direct apprehension of the presence of God in the world than he
is now. When man went barefoot, every step reminded him of his
necessary relation to the earth. By extension, men "have insulated
their sensibilities against the Divine presence as a shod foot is
insulated against contact with earth and green grass.“z7 Man's

seared or deadened consclence is a natural corollary to his searing
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of the world. Moreover, man's action has, like God's, a cumulative
effect. In the same way that evidence of God's grandeur "gathers

to a greatness,"

man's work smears and bleurs that evidence, so that
in effect man puts himself at an ever greater distance from God.
Lines 5-8 vividly evoke human self-involvement and materialism
and thereby answer the question of line 4. Man is blinded by.his
own busyness wiﬁﬁ trade and toil, occupations which distract.him
ffbm his main purpose of glorifying God and submitting to his
authority, and which, moreover, are ultimately counter-productive.
Roger Slakey explains the second quatrain as a description of man's
"iﬁmefsion in himself as man, rational animal. Because everywhere
he sees_only the manifestation of man, he cannot recognize the
manifestations of God."28 What man sees when he looks at the world

' What he encounters most vividly,

is his own mark, his "smudge.’
immediately, and intimately is his own 'smell." He makes himself

therefore the measure of reality and it takes particular effort for
[‘"‘ . -~

him to see past the sign of his own activity to the more fundamentaiﬁ
signs of Geod's activity.

The octave of the sonnet sets up an effective and‘explicit con-
trast between God's activity and man's, as well as an implicit con-
trast between nature's activity and man's. It creates in the process
a sense of conflict, opposition, or at least strain betweén the two
activities. Man is at cfoss-purposes with both God and nature.

This sense of strain is‘sustained by the "violent overtones" which
Donald Rackin points out as present in the verbs and édjectiyes of
the octave.29 The underlying sense of restrained violeﬁce is sup-

ported by Hopkins' emphasis, in this part of the sonnet, on the
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manifestation of God as power and authority ratherlshan as love.
The phrase 'reck his rod" is particularly relevant, implying as it
does both authority and chastisement. The description of man's
destructive activity, following close upon the stark guestion——"Why
do men then now not reck his rod?"——(whosé ve%& form)st;tes that man
does not live as he ought in relation to God), increases the sense
that ‘he lives under a cénstant threat. The threat never becomes
more explicit than in the phrase "reck his rod," but it nonetheless
colors the picture of man's existence in the worlﬁ, a picﬁufe already

darkened by the imakes of staining and soiling. -

3. Resolution: The Sestet . .

The relaxing of the tension created in the octave begins with
the first word of the sestet, the '"And" which Rackin characterizes

30 Following the buildup of tension in the

as'"decgptively simple.”
second quatrain, one would expect the '"But' of contrast instegg of
the "And" of coordination. The "And" suggests that what is described
in the sestet takes piace‘at the same time as what 1Is described in
the octave. Or, as Rackin explains, "'And' indicates that the dear-
est freshness, the loving Holy Ggost who broods over man's smeared,
,Y
seared earth--these agents of redemptionh;ave somehow been contained
in and prepared for by the octave."31 The second quatrain presents
the surface ﬁruth.about the world: man has worn and wasted and
crippled the natural world. But the sestet goes beneath the surfacé;
presenting the essential truth within that world.

Once that truth is perceived, all of man's influence is reduced

to the simple "all this." Whatever man does cannot touch nature's

L



. 176
sélf at any fundamental level. ''Nature is never spent": it is
constantly'renewed, 1ike é fountain.or spring whose waters well up
from an inexhaustible source, or like the widow's cruse of oil,
constantly and miraculously replenished.‘_Unlike man's ultimately
unpfofitable trade, brought t&mind by the monetary affiliations of

" nature is never completely used up or exhausted.32 A

"spent,
final echo of the image of trade occurs in line 10, in the secondary
meaning of "dearest" as implying "rarity and expensiveness."33 How-
. %
ever, in the sestet the financial connotations are subsumed in the
natufal and spiritual reference, thus reversing the situation of
the second‘quatrain, where trade blurs the evidence of God in nature.
In the sestet it is nature as evidence of God which dominates
over nature as mgrked and marred by man. Hopkins captures the es-
sence of this view of nature in one of the most ev;:htive lines in
his poetry: "There lives the gearest freshness deep down things."
Despite its essentially general nature, the line succinc;ly captures
not only the idea but the sensual apprehension of the irrepressible
vitality of the natural world. The choice of the word "lives" is

of course central: mnature's powers of renewal spring not from am

inert presence but from the living fountain that is the Holy Ghost.

L

The sense,of actual life is emphasized by -the word "freshness,"

which in itself counteracts all the images of staining and soiling
in the second quatrain. It suggests a vitality which cannot be

finally smirched or obscured. Man'siactivity can have no ultimate
LY

-

or lasting effect upon/it because it does not live at the surface
where man's influence is felt (though it "flames out' there)}, but

rather "deep down things,' in the very core of all beings. In
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essence, the line recalls the "gathering to a greatness' of the '

drops of oil in Ehe first quaﬁrain and casts new light upon the
word "Crushéd." Even man's treading activity, which in spirit runs
counter to God's activity in the world, contributes to the showing
forth of God's grandeur. Though man can dim the'evidence of that
grandeur in the world, he canmnot finally obscure it.

The very inéxhaustibility of the "dearest freshness" reinforces
the idea of love first encountered in submerged form in the phrase
"reck his rod" and now emerging into light in the word "dearest.”
”Dearest".means "ﬁost highly valued," or, in a more personal sense,
"@ost cherished, most lovable.'" The primary meaning here is that
God's presence in nature ought to be loved, is itself lovable, but
there is al§o the implication that God is lovable because he loves.
The inexhaustibly renewed vitality of nature is a sign of God's#
love. Indeed in the first four lines of the sestet, the sense of
love continues to grow until if overwhelms the sense of thréat im-
plicit in the awesome power envisaged at the beginning of the poem,
Hopkins recapitulates in a powerful visual image the two movements
of the poem, God's and man's: "And though the last lights off the
black West went/Oh, morning, at the braah brink eastward, springs."
The contrast between God and man, light and darkness, life and
death, is capture@fin thﬁ age-old metaﬁﬂor of the rising sun. How-
ever darkening angydééaly man's activities may be, at thelir very
darkest they will be blotted out and their effect dispersed by the
irresistible light and life of God.

Robert Boyle suggests that 'the dash after 'springs' . . . is

expressive of the moment of apparent pause before the rim of the
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sun bursts over the horizon"3a-—a pause alsc siggested by the word
"brink." 1If the dash is indeed the pause hefore.the sun breaks

over the horizon, the final tﬁo lines are the actual breéking of

the sun's light--that is, an explicit statement and dramatization

" (at once a saying and a doing)--of what is implicit in the entire
poem, but especially in 1ines“g—13——that the }ight of God will al-
ways triumph "Because the Holy Ghost over the bent/World broods with
warm breast and with ahl(%right winés.“ The renewing power of the

Holy Ghost will always exceed-—and that incomparably--man's powers

of destruction. The Holy Ghost is fons vivus, ignis (5, p. 1955—-

a living fountain which can neither be sullied nor stopped up, a
fire which can neither be dimmed nor extinguished.

- Indeed, the final image of the Holy Ghosﬁ as a brooding dove
looks back to the opening lines and 'synthesizes.the two actions o?
the first quatrajin-~-brightness, associated with the flaming, would‘
be suddén, and brooding would be gradual."35 The image of the dove
adds to the images of the first quatrain the idea of 1love, of a
protective, éherishing watchfulnegs. The fire is transformed into
the warmth of the breast——a far more domesticated and less threaten-
ing version qf the flame of line 2--and the brightness of pratective
wings, while the slow gathering 1s transformed to thstrooding of
the "warm breast.” Thé dimension of love adds immeasurably to the
powerrof the closing lines and indeed tc the whole sonnet. It re-
congﬂges the tension in the ockave, s0 that man, though "bent" on
actions counter to God's purposes, is nonetheless included in the

cherishing and renewing action of the Holy Ghost. God's love gains

ascendance over his power and authority.
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The final image of the dove is tightly bound together by b and
w sounds, part of the power of which Rackin explains as follows:
In the penultimate line, the first and last
words begin with b, and in the final line, the
double alliteration (of w in the first and last
words, br in the second and penultimate words)
graphically enfolds the line as the wings of
the dove enfold the world. . . . The rounded
egg-ness of the bent world is encircled by the
bent wings of the Holy Ghost--these images areq.
thus conveyed with a Kind of ocular immediacy.
d
But the pattern is more complex than Rackin suggests. Beginning
with "bent," the final word in line 13, all the'words to the end of
the poem except "and" and "ah!" begin with b or w. The br words,
all positive, look back to the "brown brink' of life 12, also posi-
. / .
) -+
tive, while "bent," with its negative connotations, looks back to
the negative "black" of "black West." 'Bent/World," as Robinson
‘l
remarks, "is a visual description of the horlzonm, but it applies
also to the world's moral condition, distorted out of true, and
likely to remain so because of the very rigidity which "bent' con-
notes."37 "Bent" can also be a noun--and its position at the end
of the line and preceded by an article causes it to be momentarily
read as ‘one--and as a noun it means a bare field, suggesting then
not only man's moral crookedness, but alsp the effect of that crooked-
ness upon the world.38 "Bent/World" is the last negative image in
the poem and it is redeemed by the "warm breast" and "bright wings"
which take up its two initial letters.
The poem concludes with the inexplicably powerful and completely
satisfying "ah! bright wings," an image which somehow finally re-

solves the tension and the questioning in the poem and bfings it to

a final copsummation in total peace. The "ah!" is the catch of the

<



3

]

180
breath with which the poet gréets the "flaming out" of God's gran-
deur in the world, the flaming expressed in 'bright wings." The
language of the poem mimes the movement of ité thought and emotion.
The ‘octave begins with a more or less intellectual acknowledgemeﬁt

) ' .
of God's presence in the world and moves to a consideration of man's

T,

*

counterproductive acgivit& dimming the evidence of that presence. “\\\\
The movement of the sestet represents 2 growing awvareness of the
\\patdre of God's presence as inexhaustible love and life, a "gather-
ing to a greatness' which finally "flames out'" in the final image,
which ¥s the poet's "yes'" to the "is" of God's presence in the world.
The poem is circular. Nonetheless it dges not end where is
began. In the course of the movement of thojéht-ﬂnd image in the
poeme)thé iﬁtellectual awareness with which it begins is appropriated,

S0 t the final awareness is not merely intellectual but personal

and emotional. Tﬂgs final awareness is conveyed with a striking sen-
sual iﬁmediaéy, deépite the basically intellectual core of the poem.

It is a poem full of general statements, but it gives the impression

of immediacy and indeed of immersion in concrete detail. The real

wp}ld comes to vivid life in Hopkins' language, and it is this real -

\
]

7 world which vitalizes "and validates the general statement. “

III. Conclusion

r

' What emerges most clearly from the preceding analysis of "God's

Grandeur" is Hopkins'\love for the particular, a love which in fact

emerges on two levels. The first is that of the things of the world.

The general statement at the heart of the poem is made vivid, con-

" crete, particular, by being presented in terms of_che immediate and-

s
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concrete. The second underlies the first and makes possible the
conc;ete preséntation of the things of the world.. It is*ﬁopkins'
love for the particulars oiklanguage as language, words as wordd.
As he is fascinated with.thémdétaiis of the world as he sees and
touches them, so heﬁis fasci;ated with the details of individual
wo;ds-—their géight, hibtory, color, dimension, shape, The same
love and energy which inspire'the loving and extremely detailed Hy
descriptions in the journals also inspire the edqually loving atten-
tion to the poetic shaping of word pattérns ik which the physical .
and emotional qualities fuse with the intellectual. The result is
highly concentrated language which is appréhended.with the heart
and the senses as well as with the mind. "God's Grandeurh'i; an
intelleétual statement, but it'is‘initially "anderstood” visually
and emotionally, first b;;ause it is presénted by way of concrete
particulars from the real world, and then becaus; those particulars
are presented in 1énguage which is itself concrete. As a rgsult,
"God's Grandeur" is as "chéf%ed," as electric with hidden powér
and vitality, as the'worldLit describes. -

© Qut analysis of "God's Grandeur" reveals Hopkins at a consider-
ably greater distance from Heidegger than was the case in the ana-
lysis of "The Wreck of the Deutschland." In the latter, Hopkins
deals with themes upon which his thought is remarkably close to
Hgidegger's, though the language of the poem undercuts that close-
ness. In its love for the particular and concrete, "God'slGrandeur,"
on the other hand,.shows only the most éeneral agreement with |

Heidegger at the level of theory. The absence at this point of

such an agreement between Hopkina and Heldegger leads to an analysis

Ay

\
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of Hopkins' language ig_ac;ion as the stiongest evidencé for his
final difference from Heldegger's pattern pf’thought.'-More even
than Hoﬁkins’ love of nature, his use of language reveals his love
for the particular,-for beings at ance in themsélves and as radiant
with Being. In his hands, words acquire physical presence and, in
doing‘go, become radiant with the actqality of what they describe—-
just as the world, in being itself, is also word of God. Word and
world are one in Hopkins as in fact‘they neﬁer are in Heildegger.

Because they delight in the fact that things are, the nature
poems inv{te more eaéily than many of Hopkins' poems a comparison
with Heidegger. 1In cht, however, it is in these poems that the
erucial parting of the ways between the thought of Hopkins and that
of Heidegger 1s most stgongly felt. Hopkins' lové of the pérticular
roots him firmly in the world of individual beings whicﬁ Heidegger
seeks constantly to transcend. To study such a poem as "God's
Grandeur'.l in the context of the present study 1s to reveal thg limi-
tations of a Heildepgerian perspective upon the poetry of Hopkins.

The results of the analysis constitute a reminder that any parallels

between Hopkins and Heidegger cannot be too cdrefully drawn.
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Chapter Five

our Tale, O our Oracle: '"Spelt from Sibyl's Leaves"

I. Tntroduction: Theé Human Self in Hopkins'and Heidegper

To'turﬁ from Hopkins' nature poems to his later poems of the
human self is to return to a naming in its own way as coﬁpléx as that
ofdy%he Wreck of the Deutschland." It is.also to return to a f?r-
closer affinity in thought between ngﬁins and Heidégger than we
have found.in the nature poems-;an affinity revgaled ﬁ}ecisely
through an examination of the difficuities invelved iﬁrnaming.the
- human self. Humén selving is in itself more complex than the selv-
ing of nature because it involves self-consciousness and choice.

Man is the only created self wha.knowé he is a self and @ho éan ac-
cept or refuse his destiny; that is, he can choose to selve or not

‘

to selve, to contribute to the creation of his own being orlto be
content with a halfb;ing (S, p. 197). Moreover, according to Hopkips
--and indeed, according to Heidegger--man is a creature who is blind
to his ultimate interests and who more often than not chooses half-
being. Becoming fully oneself--selving--involves conscious assent.
It requires effort and concenfration, and it often fails--though it
““can also approximate success. Heldegger defines theghuman situation
in terms of error, ;hich "dominates man through and‘through by lead-

ing astray. But, by this self-same aberration . . . , error collab-’

orates in the possibility which man has (and can always extract from

his ex-sistence) of not allowing himself to be.led astray' (EB,
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p. 318). Man cén sometimes, though rarely, reaiize his potentiai.
The poems of human gelving are therefore poeﬁé of conflict, of
stnuggle, of incomplete séiﬁiﬁg;'of groping towarﬁs a vision and a
being which reflect phe_deepest and truest nature of man.1 On the
whole, they lack the exuberance and joy of the best of the néture
poems becauée man can but rarely attain to ;he simple aﬁd whole~
hearted selving intrinsic to the nagural wofld.

For bath Hopkins and Heideggér, man in the fullness of his be-
ing can berdefinéd only in relation to that which gives him being.
In Hopkins' terms, full sel&ing involves conformity to Christ. The
man who fully selves is the "just man' who "Acts in God's eye wh#t.
in God's eyve he is——/Christ" (P2, p. 129). Specificglly, such selv-
ing involves a yielding up of_;he self to God, an acquiescence to'
God's plan, a willingness ta.join the natural world in its "wording"
of God and thereby to "give him back that béing he has given" (S,

p. 129). God is therefore always part of ﬁan's selving. .

Similarly, Heidegger defines man in reference to Being. 'Man,"
he says, '"is the being who is in that he points toward fﬁeing,' and
who can be himself only as he élwa&s and everywhere.refers himself

LY

to what is" (WICT, p. 149). Man is fully man only if’/he is what he

/
should be in regard to Being. The man who achieves that goal is

the meditative thinker, who, as we have seen in Chapter One, is very

TN

much like Hopkins' "just man."

As the just man conforms to Christ,
so the thinker conforms to Being. Meditative thinking involves the
whole being. It is an acknowledgment of the truth of Being, and,

like Hopkins""zes and 1s" (J, p. 127), "the exercise of ‘thought is

one of grateful acquilescence in Beihg."2 To consent to the discipline
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of thinking is to contribute to the'c;gat;pn of one's self, one's
being.. Human selving, whether perceived in Hopkins' terms as imi-
tation of Christ, or in Héideggerﬁs as meditative thinking, is an
ar&uoﬁsi difficult, and alwaxs uncompleted task, and Hopkins' péems
of human selving reflect these qﬁalities{

ToAcomplicate these poems fﬁrther,*the selving which they pre-
sent is an interna} process. Lt is part of the poet in a2 way that
the selving of the natural world is not. His perspective is there-
fore always to somevgxtent,incoﬁplete, distorted, and tentative.
This is especially true in the so—callpd‘”terrible sonnets" or
"sonnets-of'desolatibn."3 In these poams, fhe poet is focuséed
upon his individual self ratﬁer than upon other men or mankind as a
whole. The sonnets of desolation are poems of intenge inner con-
flict.q They presen; the very process of human selving as that
process is perceived from w;thin the selving self. Given the nature
of human being, it is i;evitable that guch selving would involve suf-
fering, uncertainty, and blindness. Man is too close to gimself to
see with any clérity where his choices, his assents and réfusals,
will take him until he has actually lived them through. The sonnets

of desolation are fascinating as experiences of a human attempt at

full selving.

S
However, more interesting and more relevant to the present study
are the two poems which are sometimes seen as "a kind of introduction
"and conclusion to the terrible sonnets"s--"Spelt from Sibyl's Leaves"
(F, 61) and '"That Nature is a Heraclitean Fire and of the comfortvof

the Resurrection" (P, 72: hereafter referred to as "Heraclitean

Fire"). These poems, while they-also reflect the struggle and.

\
1
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‘conflict of human.selving, do so in a more "objective" and universal
way.than do the sonnets of desolation.' Althéugh they too necessarily
begin with the poet's particular self, "Speltffrom Sibyl's Leaves"
(discusséd in this chapter) and "Heraclitean Fire”(discussed in |
Chapter Six) reach beyond the poet to encompass human selving in
-general. They are not so intimately concerned with the deeply per-
sonal struggle of the poet to "become Christ," but present. instead
conditions appliéable to all human beings. Moreover, unlike. the
sonnets of désolation, they begin in the natural world and che 'be-
" holder" is concerned with interpreting that world in its particular
relevance to the human self rather than simply in its own natural
selving, as in the nature sonnets. These poems thus reveal more
clearly than do either the nature poems or the sonnets of desolation

Hopkins' view of the placé of man in the three-way reldtionskip be-

tween God, nature, and man.

I1. The Poem

1. Introduction: Thé Saner Attitude

"Spelt from Sibyl's Leaves" is of particular interest to the

present study because it 1is concerned with interpretation, a question

with which Heideggexr is also much concerned. Thematically,_then, it
illuminates the similarities and differences between Hogkins' view
of reality and Heiﬁegger's and thus helbé define both the relevance
and the limitations of Heidegger's theories to the study of Hopkins'
poetry. At the same tiﬁe, in its concern with interpretation and

the poem calls language itself into

t

question and therefore illuminates Hopkins' theories of lané%age.

in its enacting of a "reading,
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From Heldegger's perspective, alpoem dealiﬁh with man's_struggle to
bé fully man necessarily calls language into question. "Language

. . . is the foundation of human being. We are, then, within lan-

5

guage and with language before all else" (OWTL, p. 112). Man is in-

volved in language és he is involved in his own existence. Only in
and through language ca% he define himself in his relationship to

beings and ultimately to the "Ground of being” (P, 28, st. 32), and
it is only in and through language that he selves——that is, contri-

o\
butes to the creation of his own being.

For the reasons expl%ined above,.the naming of man is a far
more complex mattér than pﬂé naming of a windhover or even of nature
as a wbole. The poét is too closely involved in his own being and
in that of mankind in general to be able to '"catch' either his own
inscape or that of mgnkind with any accuracy. The most he can hope
to do is to name different facets of life, or té name mankind from
different perspectives, in the h;pe that such partial naming will

convey something of the essence of man. If such naming is success-—

ful, it renders more truly existent that which it names and causes

" the reader to see it in a new way.

"Spelt from Sibyl's Leaves™ is a naming of human being by in-
direct and largely negative means. Specifically, it projects to a

time and place outside human life, thereby implying a certain objec-

4
tivity, and from that perspective it names one possible outcome of

-

huﬁan choice. 1In its peculiar density and complexity, it encompasses
much of what 1s presented in greater detail in other poems. Like

such earlier poems as "God's Grandeur" (P, 31), "The Sea and the

Skylark" (P, 35), and "Binsey Poplars" (P, 43), "Spelt from Sibyl's

’ t
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Leaves" calls into question man's relationship with nature. How-—

ever, the focus in the later poem is not on the purity and single-
mindedness of nature's selving in contrast to man's. Rathe:z, it is
upon man himself. Wature's presence as "word of God" is not, here,

the Simple praising and glorifying of God which it is in the eafII

poems. Instead it is a.word which man must interpret and apply to-
his own life and to the creation of his own self. With the shift of
focus, nature becomes ambiguoﬁs, its meaning no longer clear and

K
simple. Similarly, such basic concepts as inscape and selving, which,

+

in relation to the natural world, are relativelyfsimple; acquire far
greater complexity when applied to human being. |

Human interbretation of anything is always to some extent com-—
plex and incomplete for the simple reason that man is algays involved
in ﬁhat he interprets. Whatever he interprets is part of whau
Heideggef calls "world;" that is, part of a whole of which man is
himself a part. Beéguae it is impossible ever to separate fully the
part. from the whole'and because man is himself patt of the éame -

whole, "everything thatilies before us is ambiguous" (WICT, p. 201).

* "Spelt ffrom Sibyl's Leaves' reflects this ambiguity in its tone and

1anéuage,-but at the same time it yenturés an interpretation--ocne
wﬁich acknggledges, along with its own incompleténess and uncertainty,
the necessity for man to attempt such iﬁterpretation'despite its
faulty nature.

According to Heiﬂegger, "Every interpretation must filrst of all
have entered inte what is sald, into the subject matt;r it expresses"”
(WICT, p. 174). Such "entering into" implies agknowledging the im-

3
possibility of objectivity and suggests that interpretation must



196 .
involve the whole of both the interpreter and the matter interprete&.
Interpretation involves not only the mind but the heart and senses
as well. For Hopkins too, the truest interpretation is that which
takes the interpreted matter as a whole, a unity. He explains sucL
interpretation as_éd "act of contempiation" (J, p. 126}, which he
describes as an attitude»”in‘which the mind is absorbed (as far as
that may be): taken up by: dwells upon, enjoys, a single thought”
(J, pp. 125-26). This is "the saner attitude.” The wholeness of
whgt is interpreted includes not only what can be grasped with the
mind, ®ut also what can'be grasped with the senses and emotions.

The "feeling" of a thing, its emotional burden and impact, its

: ) ) ‘
"prepossession” (J, p. 125).15 as much a part of its meaning as its
intellectual content. '

The interpretation that occurs in "Spelt from Sibyl's Leaves"
is emotional and spifitual as well as intellectual. It takes into
account not only the visuai "rext" of the night sky, but also--and
one might even say espécially——its impact on the interpreter. at
the same time, the poem ;0ntinually castc doubt upon 1lts own powers
of interpretation, although never directlf. Rather, such doubt is{
implicit either in the connotations or in secondary denotations of
many of the words having to do with'interpretation.6 The resuiting
poem is emotionally highly charged, the tone of its pronouncement as
much a part of its_meaning as the content. The poem is, moreover,
more of a single piece than any other of Eﬁpkins"poems. All the
devices of verse are brought to bear upon the shaping of the lan-

guage in order to create ‘both the sense of overwhelming awe and

terror and at the same time the unrelenting movement which carries
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the poem as if ilnevitably to its dark conclusion. So much of a

unity is the poem that it 1s difficult to separate the various ele-
ments which cquribute to its effect. It ;s therefore necessary t¥
take a sligﬁtly different approach to the énalyéis of the poem_gggL
that taken in the previous chapter. Attention will first be given to
the content of the poem, with-particular emphasis upon the theme of
intérprECation. Only then will we proceed to the analysis of strictly
technical aéViCQST—specificaily repetition and reiteration--which

contribute to the extraordinary unity of the poem.

2. What the Title Says 4 \ y

_Al;hough its full significance cannot be grasped without knoyl—
edge of,the poem as a Qhole, the very title of "Spelt from Sibyl's
Leaves" captures the essence of the poem. It establishes both the
tone and the context within which the poem is to be read; foreshad-
ows the nature of the messége to follow, and undercuts the" seeming
authority of its own pronouncement. The complexity of the title and
of the poem is inherent in. the enigmatic character of the Sibyl her-
self. Her name "means 'will of God'" and she is the "prophetiéi
© votaress of'Apollo."7 She herself represents the wil% of God: What-"
ever message she brings has divine authority. However, this author-
ity is immediately undercut because her message is never clgar. As
Norman ﬁ;ite explains,

Spelling from leaves was the method of prophesying
normally used by the Cumaean Sibyl. She shuffled
the palm leaves, on each of which was written an
oracle, and then drew some out at random. . . .

The leaves were llable to be scattered in the
draught as the cave door was opened by a visitor
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and not rearranged by the Sibyl. They would thep not
be truly representative of the will of the gods.

The message is fndeed divine, but it has been, as it were, scram-
bled by the processes of nature and is no longer clear.

The various meanings and implications of the verb '"to spell”
reinforce.the elusive.nature of a sibylline message. In one sense,
"to sbell" méans "To read (a book, etc.) letter by létter; to peruse,
or make out, slowly or with difficulty.’"9 To read the oracle is a
slow and difficult process, the uncertainty of which is‘emphaéized by
secondary meaning "To find out, to guess or suspect, by close study
or observation.'" Even in its simplest sense ofl"to decipher,"” the
word carries a sh;dow of uncerfainty, if only because it implies
work and close study and therefore the possibility of error despite
its predominantly positive Snnotations. Certainly it is unwise to

I
put total confidence in one's ability to make out the full and true

L~

meaning of the sibylline message. Inherent in the word "to spell"
and in the situation is the sense of guessing. Although the message
is divine and can be made out by careful study§ there is no way of
knowing whether the study has been careful enough--or indeed whether
the message has been confused before the interpreter even begins his
task, apd, if so, to what extent.

In addition to establié?ﬁ%g the ambiguous authority of the
message to follow, the title of the poem foreshadows both the nature
and the tone of the message. An oracle from the Sibyl can be ex-
pe=ted to be gloomy and forbidding and to present little hope or

consolation. Moreover, within Catholie liturgy, the Sibyl has spe-

cific sombre assoclations related to her guiding of Aeneas to the

the
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- underworld. She occurs with David.in the hymn Dies Irae (that is,
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'ﬁay of Wrath') in the Burial Mass "as witness to the terror of the
t

day of judgment."lo The specific Catholic assoclations prepare for
the poem's tr%atment.of Judgment Day, and the general association
of the Sibyl with prophecieé of dooﬁ anticipates the darkest possible
interpretation of that final day. Both expectations are borne out
in the poem.//

The title, Ehén, already says much, not only about the content
of the poem but about its direction. The message to follow is a
message of doom, a divine warning about the ultimate destiny of man.
However, in its passage fram God to man, the message 1Is obscured
and cannot be interpreted with any accuracy. It is to some extent
a puess, an approximation. By spelling from Sibyl's leaves, the
poet takes a position-which—Heidegger assigns to all true poets; he
stands "between gods and men'" (EB, p. 288). He ventures to decipher
the divine message in the leaves disordered by nature, but he does
so in full awareness of the hazardous: nature of that venture and of

~

a . ) i
the uncergsinty of his own conclusion.

3. Lines 1-7a: The Text

Hopkins® text in "Spelt from Sibyl's Leaves" is a natural text,
a part qf the world which he sees as "word, expression, news of God"
(S, p. 129). The-leaves are those of a living tree whose outline
is percedved against the night sky. Hopkins interprets'these leaves
in the whole context of the coming on of night. Indeed the leaves
themsélves do not appear until the second part of the poem, where

Hopkins begins his exegesis of the scene he /has described in the
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first seven and a half lines. These opening lines éstablish the
text, as it were, and they.do so within an atmosphere of tension
and intense foreboding which-antiéipates the interpretation occur-
ring in the secoﬁd'part of the poem.

From the énigmatic first line, with its slow, pondérous, but
inexorable movement, the nightfall described in the poem is not an
ordinary,one. The line is extraoxdinar& in a number of ways, not
least of which is the fact that it is a serles of adjectives whose

-
noun does not appear until the second line. The noun then comes as
a surprise, partly because none of the adjectives, except, perhaps
"waulty," would normally be associated with an evening sky. All of
the adjectives, however, anticipaté the further description of even-
ing as well as the ensuing spiritual application.

"Earnest,' one of Hopkin;' favorite words, means ''demanding

e

serious consideration; weight. What is earnest must not be taken
lightly. Already in this word is the whole weight of the Sibyl's
prophecy of doom. ”Ea;Ehless," whose sound conmects it with "ear-
nest,"”" suggests detachment from the earth,'and can, in that detach-
ment, suggest the spiritual or divine values which are later con-
trasted with those of the earth.ll "Equal' and "attuneable" are
linked in meaning. As Gary Stonum explains, "There is to be a har-
mony of things, but as 'equal' suggests, they will be attuned to
each other only because they are indistinguishable."12 0f "Equal,"
James Milroy comments further, 'even, 'equal', and even, 'evening'
were believed by early nineteenth-century lexicographers to be of
the same origin. The implication that evening was a time of equal

)

balance between day and night would undoubtedly appeal to Hopkins."l3
“ .
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. Such equality‘would also anticipate the 1ate¥ reduction of all ex-
istence to "twd spools'--'"black, white; | right, wrong."

_iEﬁe first four adjectives, then, establish evening as an equal-
izer to be taken very seriousiy—Faﬁd one whose ultiﬁate,sighificance
is not of the earth. In the second half of the line, the adjeétives .
are progressively awesome and threatening in their meanings and es-
peciallx_ln their feeling, so that the evening encountered in line

two 1s.extraordinary both in its vastness and its ominousness.

-

"Vaulty," in <dts figurative sense, refers simply to 'the apparent

' However, a vault is also a

concave surface formad by the sky.'
burial chamber, so’tﬂat the word, while referring primarily to the
visual sense of size and shape, also has more ominous assccilations
with death-—-associations which emerge more fully_as the poem pro-
gresses. "Voluminousm expands upon the feeling of great size in
"vaulty," but its associations with books and writing are also rele-
vant to the theme of reading and interpretatiél. The suggestion is
that if the coming of evening is read aright, the interpretation
could fill volumes. Follows a pregnant pause indicated gy an el-
lipse~—a pause which gives added force to "stupendous" with its
meaning of "Such as to cause stupor or astonishment'--a word which

no longer emphasizes the visual qualities of the scene but rather

its impact upon the observer. Such an evening as that here des-
cribed should indeed inspire awe. Line two reinforces the pecul%arly
ominous quality of the evening by presenting it asrstriving to e;—
gulf all of 1ife in the darkness of night. While this is on one

level a particularly awesome version of the simple night at the end

of an ordinary day, it 1s also and, in its intensity even primarily,
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the night of time itself, the final end of all things.

The first two 1ine§ powerfully establiéh the feeling of the
poem, and the description which takes up the remainderlof this
first section occurs within an atmosphere of Iincreasing gloom sup-
ported by both the movement and the prepossession of the language.
The paet describes the loss of daylight and the increasing dominance
of the sky over the earth as the earth itself is lost in darkness
which obliterates its color ;ﬁd variety. The language of descrip-
tion is at once visually accurate and emotionally consistent with
the ogfning lines. The 'yellow horﬁlight” in the west and the
whiter "hoarlight' higher in the sky do.not simpiy fade, they
"Waste'-~a word whose connotations are of decay leading to death.
The light itself is described in terms more negative than positive.
The light in the west is "fond," which "in the nineteenth century
still retained its original meaning of 'having, lost its savour or

strength, insipid'."l4

Although the modern reader will likely take
the emotional significance of the word in the positive sense of
“"affectionate," its primary meaning is "Foolishly tender, doting."
The implication of the description is that the passing of the lighé
is not to be regretted because the light in itself has lost its
value. Similarly, the light higher in the sky is "hoarlight."
"Hoar" describes its color as ''greyish white,' but tﬁe associations
of dhoar” are with age and decay. The passing of the light is not
simply the‘gnd of a da%‘but the actual decay and death of earthly
ligat at the end of time.

As earthly light fades, the stars appear, "F{re-féaturing

heaven." That is, as the earth loses its features, its distinctive

-
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characteristics, those of heaven first become visible and then ac-

quire definition. Heaven, moreover, is defined and characterized

‘ by fire, which, as we have noted in Chépter Four, 1s associated in

Hopkins with the vital, sustainiﬁg power of God. That power has

ho& abandoned.the earth, whose "being has unbound" in consequence. .
The result is a loss of inscape, of self. The distinctive "dapple"
vigible in the light of day "{s at an end." There is no }onger any—
thing to distinguish one self from another. Individual selves

merge into one another in & confusion in which each is lost—;a
state perfectly captured in the dialect wérd."throughther," which
both means and exemplifies 'each through the o'thosn:."]5 The sense

of inexorable loss of identity is further emphasized by the phrase
"self fn sélf steepdd and pdshed." Each self is soaked, saturated,
in other selves, battered and broken into an indistinguishable mass -
with them. The violence of the imagery leads naturalf§ to the sum-

marizing statement "Disremembering, dismémbering l 411 now," which

emphaéizes that the loss of identity is 5o thorough that the selves

are both tqﬁally dissolved and utterly forgotten, as if they had
never been. '"All" is now engulfed in the blackness of night.
The description of nightfall in the opening lines of "Spelt
"
from Sibyl's Leaves" is superficially the establishing of a text to
be read. It 1s an evocative and powerful rendering of the gradual
coming of darkness and the consequent loss of inscape in the visual
world. It is also, however, in itself an interpretation, indeed a
particularly powerful illustration of Heidegger's belief that every

exposition is also an interpretation (WICT, p. 54). Far more is

suggested than 1s ever stated, or than indeed can be stated in the
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vivid interpretation (ome which is explic;tly‘interpretation) which

follows. As described in these 1ines,:evening is ominous and heavy

with a meaning captured mainly in the tone of irremed;able doom and

the imagery of all-powerful and all-engulfing dgrkness. The meaning
is-obviously not entirely in the ﬁight itself,;g;t partly i« how

the poet's mind perceives it. Hopkins' reading of the coming on of

night is an "entering into

-

of one's being. The interpretation which follows upon the already

it in Heidegger's sense, with the whole

interpretative presentation in the first half of the poem is an at-
tempt to render into language what is &elt by the senses and intu-
ited by the heart in these opening/fines. It is an attempt to make

explicit the applicatioQ,Lozﬁﬁag; selving of the meaning implicit

e

—

in-*the poet's particular perception of an event in the natural world.
,.—/"

-~
e
s -
&

/
4, MALines 7b-14: The Interpretation

-
e In the second half of the poem, two elements implicit in the

first half become explicit: the meaning of nightfall as it relates
to man, and the act of interpretation, whiéh in becoming explicit
both illuminates its own process and calls that process intoc ques-
tiom. 1In this latter section the poet draws from his experience of
the natural world a spiritual meaning applicable to man. In AOing
50, he employs eight words which in' one way or another have to do
with interpretation: '"round," "tale," "oracle," "reckon,” "reck,"
"mind," "ware," and '"tell." The only other such word in the poem
is "spelt" in the title. 1In the transition from the material world
to the spiritual, the poet moves from one kind of interpretation to

another, from the interpretation inherent in any act of perception
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to the more conscious interpretation which is an intellectual activ-
ity. The éwo cannot of course be fully éeparated.

| For Hopkins, interpretation begips in the heart, so that the
opening phrase of the second section, "Heart, you round me right,"
is both agPropriate and significant. It is not the mind but the
heart that reads and interprets the oracle. As we have seen in
Chapter Three; for both.Hoﬁkins and Heidegger the heart is the agent
of truth in man. It turns instinctively to essential truth, that
is, to God (or, in Heiﬁegger, to Being). The fact, then, that it is
the heart that deciphers the oracle speaks for the authority of the
message. So too does the poet's assertion that his heart rounds
him "right." The double implication of “right™" is that the poet's
heart is right to "round"” him and that the contentfof that "round-
ing" is correct. 'To round" has two relevant aﬁd related meanings:
"To turn op (a person) with reproach or rebuke''--a meaning current
in Hoé&ins‘ time--and the archaic "To address (a person) in a whis-
per; in later use esp. to take privately to task." The rebuke con-
tained in the word "round" recalls the element of warning in the si-
bylline oracle and sets the stage for the particular interpretation
which the poet's heart g}ves to his experience of nightfall. The
underlying implication of a private communication suggests that the
message is not widely recognized or accepted and that it is given
specifically to the poet, though its application may be more general;

What the poet's heart tells him is that it is not only the even-

" the evening of human life,

ing of the day, but it is ﬂdhf évening,
the evening of tQ? world, which is immediately followed by "Gur

night.'" As the wasting of daylight brings a darkness which engulfs
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all Eblor, sh;pe, and distinctive gelf, so the night of the wdrld
threatens man with total destruction,‘total annihilation, total loss
of self and being. The word "whelms"-captures the sense of impend-~
ing -doom in its meaning "fo engulf, to bear down liﬁe‘a flood, storm,
avalanche,. etc.; hence, to involve in destruction or ruin." Also
implicit in the word.is the sense that such desﬁruction, once set in
motion, cannot be withstood or avoided.

The ssecific "leaves" fr;m which the poet reads his oracle of
doom are 'the beakleaved boughs dragonish' which are all that "dam-
ask the tool-smooth bleak light™ of the night sky--a complex and
threatening image. The boughs.are described in terms which suggest
cold and rather sinister beasts of prey, reptilian or at least
avian, and certainly alien to man. The very light is "bieak," that
is, cold and cheerless. All that is left of the visual world is
the outline of the leaves "Ever so black" against the night sky--a
stark reduction of the beauty and variety of the natural world to

black and white. The word "damask" contributes not a little to the

-

stark threat of the sentence. It has associations both with dama-
scene steel and with damascene cloth. As a metal, "damask' suggests
the cold, hard, unrelenting quality of a weapon--an association
strengthened by "tool-smooth"--and has, moreover, an obscure emo-
tional link with the coldly sinister "beakleaved boughs dragonish."
As damascene cloth, one type of which "is woven with a uniformly
dark thread against a uniformly lighter background," it both supports
the contrast of black tree against light sky, and anticipates the

16

two spools of "black, white; | righe, wrong' which follow.

The starkness of black against white is “Sur tale, O dur
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oracle," that is, potﬁithe story of man from -the beginning and his
destiny in the end.17 What man's life is in essence will be Fevealed
at the end of time, when the features of the earth will dim in the
.1light of those.of heaven. When man's. "oracle" is-fulfilled on the
Day of Judgment, the meaning of his "story" will become so clear '
that it can be unmistakabl& read by all. As'Hopkins_E;presses it in
a sermon, ""And when we see our judge . . . , then the night of this
life will be over, the day of the next world will have come; we
shall see things as they are, our judge as he is, the world as it is,
ourselves as we are, our good works'and our sins as they are" (S,

P- 41).‘ Although in "Spelt from Sibyl's Leaves' Hopkins makes no
explicit reference to the Day of Judgment, it is antiéipated in the
title of the poem and in much of the Imagery, and it is implicit in
the descriﬁtion of the reduction of earth's variety to the two
starkly contrasted colors which are really not colors at all:
Lét life, wdned, ah; 1ét 1life wind
Off hér once skéined stained vEined variéty ] upon,
£11 on twd spools; part, pen, pack

3 Nowsher All in twéfflocks, two folds--black, white;[

* right, wrong. ‘

Beginning with the word "wdned," which suggests not only the end of
life but 1ts decline and decay and therefore the end of all life,

the whole passage builds up to the stark transition from metaphor-

-
" "pirt, pen, pack"

ical to moral in "black, white; s right, wrong.
achieve their full impact with the appearance of "twd flocks, two

*

folds," which recalls the separation of the sheep from the goats in
Magthew 25:31-33--an image of Judgment Day. 1In the light of the

biblical passage, the flocks become human scouls which are separated,

shut in, and crowded together on the basis of the "right, wrong" of

-

1.
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the choices they have’maderin their lives. "pEck” can also mean

"To send away, dismiss summarily, get rid of" and is therefore a
somewhat ominous word, whose threat is indeed fulfilled in the final
imagé of the poem.

In the visual experience of nightfall, the poet reads a vision
of the Day of Judgment and then draws from that vision an applicé-
tion to his present life. The final lines spell out that applica-
tion more explicitly than any other part of the -poem. They are at
once the specific warning with which the poet's heart ﬁfqgiés" him,
that is, takes him privately to task, and a general warning from
the poet to 2ll mankind. The warning associated with the sibyli}ne
oracle is insisted upon ip the multiplication of worﬂs with eilther
connotations or specific denotations of warning: four in the first
nine wozis of the final passage, beginning with "reckon" and continu-
ing'in "reck," "mind," and "ware." These words emphasize not only
the sense of warning, but also that of calculation and therefore of
a kind of keeping of personal accounts in the sense of judging one's
own behavior 4in the light of the final Judgment. "Reckon," indeed,
has the primary meaning of "To enumerate' or 'to sum up,"” with a
rare secondary meaning of "To take into consideration.”" 'Reck,"”
which we have encountered in "Gﬁﬂlﬁ\fﬁgqégur" (P, 31), is more spe-
cifically relevant to the theme of Judgment. It means "To take heed
or have a care of some thing (or person), so as to be alarmed or
troubled thereby, or to modify one's conduct or purpose on that ac-
count.”" ™iind" means primarily "To bear ;; mind." Together the

three words emphasize the need to remember and to fear the ultimate

end nf all human 1ife, to judge one's own actions accordingly, and

»
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indeed to change oqe's behavior in ﬁhe light of one's ultimate end.
"Wﬁfe" takes up éll these meanings aﬁd gives them 4 more sin-
iséer twist. In the Imperative, "wire" is specifically "a w;rning
cry."t It means "To beware/of, guard againsf;‘to avoia, shun.”
Since i; is impossible to avoid Judgment Day, the specific wagning
1s to avoid one of the twe possible outcomes of that day, the only
one the poem describes--hell:
wdre of a wdrld where biit tﬂese , twé tell,
each off the Sther; of a rack
Where, selfwrung, selfstrung, sheathe- and

shelterless, l théGghts against

thoughts fn groans grfhd.
In hell, -according to Hopkins, '"the main stress or energy of the
Whole being . . .D] i;s st;ain or téndency towards being, to#ards
good, towards God" (S, p. 137) is thrown back upon iﬁself and ,tor-
tured by thoughts of its own acts, which now appea? in their true
nature. Only rigﬁt and wrong count, have any effecc. It is in. this
;ense that '"bit these twé tell, each off the Sther." In hell, the
self is held in constant awareness of the reality and the nature of
its decisicns in life. Moreover, in the Qorid af "black, thte; ‘
right, wrong," the pain is purely intellectual, unalleviated by
physical be£ng, and therefore it is all the more intense.l8

Paul Mariani is right, then, in seeing "Spelt from Sibyl's

Leaves" as "first of all an Ignatian meditation on the state of

19

‘

hell.” The imagery of the poem is consistent with that in Hopkins'
' prose 'Meditation on Hell" (S, pp. 135-42). Moreover, in its re-
lentless movement into utter darkness and agony, it fulfills the

purpose of such a meditationm, “which is by sensible considerations

to deter us from sin" (S, p. 136). To put it bluntly, the purpose
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of\a meditation on hell is to scare one into the Kingdom of Ged,
However, desplte its unrelenting movement into death and darkness,
the poemhis net irredeemably dark.zo There are, after all, "two™
%l&cks, twd folds," and to one of these, in the relevant passage in
Matthew, Christ says, "Come, ye blessed of my Father, irherit the
kingdom prepared for you from the foundation of the world" (Mt 25:
34). Moreover, implicit in the words "reckon,lla "reck" and "mind"
is the possibility of continued choice and thefpfore of amended life.
Although it 1is couched in terms which Heidegger %ould never use, the
poem is, in effect, a call to meditative thinking, which for Hopgins
is a call to true and full selving in conformity to Christ. For
Heidegger, the refusal to think, in its narrowness and solipsism,
is its own punishment, and a threat of &Ere consequences in an after-
life is irrelevant. Nonetheless, desplte Hopkins' use of the Cﬁris-
tian belief in such consequences, the poem is in essence sympathetic
to Heidegger's view ih tgat it is an exhortation to saying yes to
"what is." , _ *

Paradoxically, there is hope also in what the poem says--and
enacts——abput the limits of interpretation. The very need which
Hopkins feels to project to Judgment Daf in order to seec life as it
is reveals the impossibility of authoritative interpretation from
with{E: As long as man 1s involved in the '"skéined stained véined
var{ety' of life, he cannot see the true and ultimate meaning in
that varlety. As Hopkins says elsewhere, ”This life is nighe, it
is a night, it is a dark time. It is so because the truth of things
is elther dimly seen or not seen at all" (S, p. 39). Since this is

the situation in which all interpretation must take place, the poenm

. _ -
Y
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itaelf,.as an interpretation from within, undercuts its own author-
ity. It is, true, a message from without, a divine message, but it
is oSscured in its passage from God to méﬁ, and it is deciphered by
one who, though he may be ihspired, i1s nonetheless involved.

Moreover, the very words "tale" and "oracle" by which tﬁe.pbét
characteri;es his méssage uqderéut their own authority. A tale is pri—i
Aérilj a nangtive, but At can also have the connotations gf "A mere
story as opp. to a narrative of fact; a fiction, an idle tale." In

|l

"Spelt from Sibyl'; Leaves," although the word is used mainly to mean
simply a story, its segondary meaning nonetheless make; its presence
felt. The word "oracle" is a little more complex. From its meaning
of "divinely inspired," it has come to have the sense of "undeniable
truth.”" However, in its original context, an oracle is "often gmbi—
guous or obscure,'" as the QED notes, and as we have seen in our ear-
lier discussion of the Sibyl. On the whole, although the emphasis

is on the authority of the message, that authority is constantly
undercut, sometimes subtly and sometimes more openly.

What emerges, then, is the difficult ;ituation in which it is
unwise either to commit oneself fully to an oracle or to dismisc it
entirely. Because it is divinely inspired, one must pay heed to it,
but always in the awareness that its interpretation remains open to
question. In sum, this is the situation of ail human interpretation:
man must interpret his life and world, but always in the awareness
that such interpretation is only partial ané}always open to revision.
As Heldegger says, no interpretation is "non-relative, that is,

absolutely wvalid" (WICT, p. 177). "Spelt from Sibyl's peaves" per-

fectly reflects the situation: it exhorts man to "reckon" the value

ST
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of hispdeeds now, to interpret his life while he lives it, and at
the same time, in its projection to the end of life, it acknowledges
that it is impossible to see one's life truly until its vgriety and
complexity are reduced to stark and simple "black, white;\J:right,
wrong." o ’

"Spelt from Sibyl's Leaves' illuminates the difficulty and ten-
tativeness of all human selving. Those very characteristics which
make man human--his self-conscilousness and his freedom--complicate
his achfievement of fuil being. His self-consciousness gives him
somé sense of the meaning of his life and acts, but his ynvplvement
in Being limits and dbscurés his vision. On the basis of his limited
vision, man can and must make decisions whose consequences he can
only obscurely intuit. To ;élve, to live the life a fully human
being, is therefore a complex and ever incomplete matter composed
of many facets' and many movements. 'Spelt from Sibyl's Leaves"
naées a dark side of human selving, seeking thereby to throw the
brighter side into relief. In its very indirection, it 1s a state-

ment about the ambiguity of all human experience and the impossibil-

ity of finally authoritative interpretation.

5. The Spell of Language

As in the egrlier ﬁoems we have discussed, an analysis of the
1gnguage of "Spelt from Sibyl's Leaves" underscores the essential
difﬁereﬁce between Hopkins' view of language and H;idegger's. Once
again, the.language reveals itself as part of the world 1t describes
and presenvs. It enacts what it says. Indeed, in "Spelt from

Sibyl's Leaves,'" what the poem does is so much a part of what it

-
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S

fgays that the two cannot be separated. Here, however, tﬁe differ-
L]
ence between Hopkins and Heidegger 1s not a8 striking as it is in

g
"God's Grandeur" because the poem 1s concerned not with a physical
trutﬁ so much as with an intellecﬁual-and spiritual one. The in-

"tense participation of the languagé‘in the actual world is therefore

less readily perceived. Moreover, in its concern with interpreta-

tion, the poem articulates and gives Body to a "truth" upon which
Hopkins and Heidegger:are very much in accord. Theﬁétically, then,
"Spelt fxom Sibyl's Leaves" reveals in Hopkins a strong affinity 4
with Heidegger. Nonethéless, in its own way, the language of "Spelt
from Sibyl's Leaves" is as firmly grounded in the world of actual

" The focus, however, is on

n

intellectual and spiritual experience. As fully as '"God's Grandeur"

-

human experience as is "God's Grandeur.'

relders the world outside the humanp self, "Spelt from Sibyl's Leaves"
renders the world within. And, because the prdcess of interpretatioﬁ
which it enacts is a linguistic process, '"Spelt from Sibyl's Leaves"
draws particular attention both tollanguagEZEi language and to the
power of language to give body to the world.

"Spelt from Sibyl's Leaves" illu%inates the essential ambiéuity
of language. We have seeh how the key words, in the context of the
inherently ambiguous situation of deciphering an oracle, hpdercut
their own authority, so that human being and selving are revealed
as essentially complex,‘?bscure, and ambiguous. So too, necessarily,
is language, since it is lénguage that defines man and enables him
to interpret the world and himself. The process of language in

"Spelt from Sibyl's Leaves" is as complex and fascinating as the

process of interpretation it describes. In its very revelation of

-t
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' the difficulties of interpretation, the poem draws attention to it-
self as laﬁguag;, and indged as a thing crafted from language, a
work of art in the Heldeggerian sénse, drawlng attention to itself
as a made thing and thereby speaking the truth of Beiﬁg (PLT, pp.
65-66) .+ |
Having, in a kind of movement away Erﬁm message to medium,

drawn attention to itself as language, the poem reversés the process
and by its very unity as a piece of language underscores and empha-

sizes the message. The word "unity" is of central importance.

4

"Spelt from Sibyl's Leaves' is perhaps thg"most tightly unified of
) N '
all of Hopkins' poems. Like the fél night which ft describes,
. X
N

it is a single relentless movement into darkness, Sk¥rangely and
powerfully compelling in its singleness.21 Contributing to this
irresistible drive are a number of lingdistic and poetic devices
which are so much a part of the poem's saying that they remain

largely invisible to other than close scxutiny, but whoée effecﬁ\is
all the more powerful therefor. M;;kenzie draws attention to one of
these devicés in his comment that ''the parts of this sonnet merge into
each other, quatrains and tercets melting at the edges and the octave
~ flowing into the sestet in line 7."22 Not only is formal sonnet
division ignored, but the "turn" which normally occurs between oc-
tave and sestet is here blﬁrred. Although therewf; a tuyrn from
physical fact to spiritual meaning, from text,to interpretation, thi»
sense of turning is obscured ig the continuity of the-tone, which is
so powerful that it creates 1its own~unity and renders insignificant

many details which could conceivably distract from the unity.

Tone.ig of course difficult to define and pinpoint. In "Spelt
*

-
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from Sibyl's Leaves," it is closely connected to sound and rhy thm--
elements which, in a letter to Bridges, Hopkins emphasizes as par-
ticularly important to thié poen. He recommends "loud, leisurely,
poetical (not rhetorical) recitation, with long rests, long dwells
onAthe rhyme and other marked syllables, and so on. This sonneh)
[shoulé] be almest sung" (L, p. 246). The effect of such recitdtion
is of a kind of incantation, an effect acknowledged in Mackenzie's
description of the poem as "a spell-binding oracle.”23 Echoing in
the poem's title and effect is the sense of a maglic spell. The
poem delivkrs its message as much in the mesmerizing power of sound
and rhythm as in the content of its language,

Contributing much to its incantatory power are the various de-
vices of repetition and E;;allelism which prolifeFate in the poem,
Hardly anything is said(Eniy;once, but hardly any repetition is
exact. The forward movement is constantly balked and interrupted
by reiteration with variations. The effect, intere;tingly enough,
is to make the forward movement seem inevitable and unstoppable.
Besides its simplest appearance 1iu alliteration and internal rhyme,
the pattern of repetition occﬁrs in words, phrases, clauses, and in
complex interminglings of the three. There are also a number of
variations in the manner of the repetitions and paralleliq@s.

The phrase "womb-of-all, home-of-all, hearse-of-all night" 11-
lustrates one such variation. T elements are identical parts of
speech which are almost identical in sound. Even the varying ele-
ment In this case is clo%Fly connected by sound. At the same time

there is a distinct progression in meaning, so that the phrase as a

whole captures the entire movement of human life from birth to death.
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The language moves even while it gtays the same, and the éomplex
balance of stability and change make; the forward movement seem in-

4

evitable. The same effect is felt in "hep earliest stars, earlstars,
‘ stars principal,' where the combination of similarity and differ-
ence suggests both the gradual appearance of more stars and their
esqential similarity to each other. So too in "Disremembering, dfs-
mémbering,"” in which the almést identical sound suggests almdst
idéntical meaning, even though the first word has a psychologicai
and the second a physical meaning. The result is a kind of blurring
of the psychological and the physical which mimes the loss of in-
{

scape iﬁ the world. i

In the first part of the poem, which we have identified as the

.,
text to be interpreted, téﬁ repetitions, though they have their own

* complexity, remain relatively straightforward-and discrete in com-

parison with those in the second pa%t, where the poet attempts to
decipher the meaning of the text. In the later section, the repe- '
titions are varied and intermixed, increasingly so as the poem.pro-
gresses. There is repetition for emphasistlas in "black,/Ever so
black on it,'" which makes the black seem even blacker. Similarly,
the stress on "6ur" in lines eight and ten insists on‘the serious-
ness of thé situation and the need to apply it personally--an effect
felt more strongly in line tenm, wherév”dhr_tale, 0 dur oracle" suc-
cinctly and powerfully captures the sense of destiny as well as the
gense of essential unity between>present life and its end.

It is5, however, beginning in line ten with the final interpre-

tation of the oracle that the repetitions and parallelisms become

broken, interrupted, and intermixed. From here to the final line--
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the by then inevitable outcome of the movements of rephrasing and
repeating--no part of the statement is presented only once. Stripped
of its hesitaticms and repetitions, these last four and a half liqes
say basically, "Let life at its énd wind off her once varied spools
upcon only two, the black and the‘white; keep only these two in mind
and beware of a world.where only they count and where you are tor-
mented by your undistracted thoughts."” To so strip the lines, how-
evér, destr&ys the power and emotional intensity which inhere as
much--indeed, more--in their broken, interrupted movement as in
their contegtl

Repetition begins with '"Lét life, wéhed3 ah lét life wind," a
phrase simllar‘in its effect of motion in stability to t?e phraSés
"discussed from the first part. All tha{mdistinguishes the parallel
phrases is the vowel sound in the last word and the pause between
"1ife" and "wéned.'" However, the difference between the past par-
ticiple aﬁd the finite verb is the difference between stability and
motion. Something has ended, waned; and something must begin, the
winding. The reiteration of "iét life" is a kind of acceptance of
the end and a turning towards the béginning-—an acceptance empha-
sized by the "ah' which is “itself the turning. At the same time,
the similarity in sound emphasizes the continuity. What has ended
leaSs naturally to what follows.

At the end of the clause occurs not a repetition but a reitera-
tion in "upon, 811 on twd spools." "All" emphasizes that the whole
of 1life's "skéined stained véined varfety" is now to be divided in
two. The word "#11" is doubly--or perhaps triply--emphasized: by

the stress upon it, by its interruption of the flow of the sentence,
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and by its further repetition, again with stress, in line twelve.

Tﬁe same kind of e@phasis by stress and repetition is put upon "twd,"
which appears again, and égain in conjunction with "all," in "A11

in twg flocks, twé’folds." The statement turns back upon itself,
repeats itself, emphasizes i;self, almost as if in disbelief that
all the varied inscapes of the world could possibly be reduced to
stark black and white.

"Right, wrong" is itself a moral reiteration of the metaphor-
ical "black, white," and therefore in some sense a reiteration of
the parting of the flocks. The rhyme of "white" and "right" suggests

g .
that the movement from the metaphorical to the moral is a natural
and continuggf one and that in fact the message has been moral all
along. In the moral sphere, the message, it seems, cannot be stated
any more directly than in the physical. Thé moral application be-
gins with a fragment which interrupts and repeats-itself, "recken
but, reck but, mind/But thése two." as noted earlier, the three im-
peratives vary the same exhortation. The broken syntax emphasizes
each while suggesting that none is entirely adequate, each new be-
ginning seeking the right word to encompass the full meaning of the
oracle. Only in the next clause, however, does the language break
through to a more direct statement, which still repeats much of the
preceding fragment: "wire of a woTld where bt these l twd tell,
each off the dther." Even this is not clear enough, not direct
enough. The last part éf the statement is again taken up and re-
phrased in painfully vivid imagery: "of a rack/Where, selfwrung,
selfstrung, sheathe- and shelterless, { théﬂghts agalnst thoughts

{n groans grfﬁd."
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The broken language of this final section, with its constant
turning back upon itsgelf and i;s'constant groping for new woys to
say the same thing, 1s at once a statemﬁnt éf the inadequacy of
language and an assertion of its,incafnatidnal_power. The language
does not manage a clear interpretation of the oracle. What it does
manage, however, is a vivid rend;ring of thé very process of inter-
pretation, which involves, as does the language of the poem as a
whole, false starts and revisions, uncertainty and doubt, a groping
towards truth rathér than a clear statement of it. So thoroughly
does the language of the poem enact its message that there is no
clear division between medium and message. The very assurance of
the language, iés irresistible movement from the natural world to
its meaning, from metaphorical to moral, is a declaration of the
power of language ﬁo give body to the truth. Indeed, as vividly as
"God's Grandeur" gives body to the physical external world, "Spelt
from Sibyl's Leaves'" gives body to the intdgpal world of the human
self as that self struggles to make sense of life and to aclieve

its full potential.

>

ITI. Conclusion

Although it makes no specific mention of hell or judgment,
"Spelt from Sibyl's Leaves' is based upon and grows out of Hopkins'
belief in these aspects of Christian belief. In this light, the
poem 1s at a great distance from Heidegger's view of reality. 1In
essence, however, "Spelt from Sibyl's Leaves'" reveals a close sym-
pathy between Hopkins' view of the huﬁan predicament and Heidegger's.

Both see the achievement of full human potential as a demanding
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task in which man more often than no£ "nisses the mark.” It is a
task which requires submission of one's whole belngyto a pode;"gt—
side of and greater than the self--a paradoxical yielding up of the
self in order to become fuliy oneself. Such “selving“ is always in-
complete, always in process, and inévitably complicated by man's in-
volvement in that to which he is called to submit, whether God or
Being. 1In the context of Heidegger's beliefs, "Spelt frém Sibyl's
Leaves" is a kind of negative call to the life of the meditative
thinker-—-negative in that it is a warning of the destiny of the man
who refuses to submit to the call of Being and live a thinker's life.
In this sense, "Spelt from Sibyl's Leaves" reveals Hopkins and
Heidegger as.shgring a siﬁilar attitude to human responsibility and
to the possibilgfy of achieving full humanity, of becoming fully

AN
oneself.

More specifically, "Speit from Sibyl's Leaves' focuses up;; a
particular aspect of human being, a particular complication of human
selving, which is of equal concern to Heidegger as to Hopkins—-the
problem of interpretation. 'Spelt from Sibyl's Leaves'" enacts a
process of interpretation which clesely resembles Heidegger's ﬁiew
of the problem. For both Hopkins and Heidegger, interpretation re-
quires a commitment gf one's whole being, an "entering into" the
matter interpreted, an involvement of the heart as well as of the
mind. At the saﬁe time, because man 1is always‘invdlved in what he
interprets, there is never a single valid and authoritative inter-
pretation. Rather, all interpretation is partial, tentative, and}

always subject to revision. Like "Spelt from Sibyl's Leaves" itself,

interpretation is always pulled between its vision and its blindness, -
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its truth and its darkness, and all intérpretation must find its
way witﬁin tﬁat tension.

"gpelt from Sibyl's Leaves," thén,.reveals a cloéer paréllel in
thought between Hopkins and Heidegger. than do either "The Wreck of
the Deutschland" or "God's Grandeur.” In the latter, the similaricy
in thought is so slight as to have no real bearing upon our under-
standing of the poem, while in the former the apparent parallel is
aCtuallX undercut by the language of the poem. In "Spelt from
Sibyl's Leaves,' by’ contrast, the parallel is strong enough Ehat
Heidegger's perspective upon human being and upo; interpretation
provides a particularly useful approach to the poem, ore which
places the poem in a broader perspective than does an approach,
limited to Hopkins' own t;rms. Once again, however, the language
of the poem underscores the difference between the views of language
of Hopkiné and'&eidegger. Like that of "The Wreck of the Deutsch-
1and" and "God's Grandeur,' the languagé of "Spelt from Sibyl's
Leaves" is de’eply rooted in human life as lived. It renders that
life in all icts dimensions—--physical, mental, emotional, spiritual
~-and in so doing it suﬁhorts what we have already seen in the ana-
lysis of the other two poems—-that for Hopkins language not only

>

gives being, but has being as well. Words are selves which, in

"doing what they say, ngelve" as fully as kingfishers or just men.
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pp. 213-19.

23Mackenzie, "The Making of a Hopkins Sonnet," p. 133,



v

*  Chapter Six
Immortal Diamond: '"That Nature is a Heraclitean Fire

and of the comfort of the Resurrection"

1. Introduction: Yes and Is

"That Nature is a Heraclitean Fire and of the comfort of the
Resurrection' (hereafter referred to as "Heraclitean Fire") provides
a number of interesting parallels ;ith "Spelt from Sibyl's Leaves."
Both poems begin in the physical world and end in the spiritual.

Both Interpret man's life in the light of the end of that life.

—

-

That is, in order to gain a perspective upon life as it is lived,
they assume a position outside af life and time. In this sense,
"Heraclitean Fire" reinforces that aspect of "Spelt from Sibyl's
Leaves" with which we have been concerned--the difficulty, indeed
impossibility, of seeing clearly from within, of achieving any but
partial and tentative knowledge of that in which man is involved,
and therefore the impossibility of accurate interpretatiomn.
However, the differences between the two poems are more strik-
ing than the similarities, especially in terms of structure, tone,
and central concern. We have argued that "Spelt from Sibyl's Leaves"
is the most tightly unified of Hopkins' poems. 'Heraclitean Fire,"
by contrast, is a flawed masterpiecel--brilliant and completely ef-
fective in its conclusion, but inconsistently successful in the
eavlier sections: And, specifically, the problem is one of achiev-

ing a unity between the two elements mentioned in the titie. The
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fransition from physical reality to spiritﬁal truth is weak, so that
the poem has a tendency to break in twe--a tendency partly éﬁmpénr
sated for by the togally successful conclusion. However, despilte
the success with whicﬁ the poem recovérs, the break remains a seri-

-+

ous stumble in its movement--a stumfle in marked contrast to the im-
pressive continuity of "Spelt from Sibyl's Leaves."2
A further signifiéént contrast between “Heraclitean Fire" and
"Spelt from Sibyl's Leaves" 1s that in mooa and tone. Where the
latter is rele;tlessly dark in its feeling and movement, the former
is '"by contrast, almost throughout . . . marked by triumph and ela-

3 The difference in tane reflects more basic differences.

.tion."
While "Heraclitean Fire" follows "Spelt from Sibyl's Leaves" in be-
ing the interpretation of an event in nature whose meaning for man
is somewhat lacking in hope, "Heraclitean Fire" tramscends such in-
terpretation and effects a triumphant transformation. The poem
leaves behind the problem of interpretation by means of the central
and shaping element quﬁopkins' belief, the Incarnation--here in its
aspect of Resurrection. By moving on, "Heraclitean Fire" shifts
the focus of its ceoncern to a more fundamental and therefore more
_obscure and mysterious problem--the relation of language to Bginé.
The concern with language and Being is of course central to
Heidegger's thought. For him, language gives being: 'Only where
the word for the thing has been found 1s the thing a thing. Only
thus is it. . . . The word alone gives being to the thing" (OWTL,
p. 62). Béing and language are intimately, inextricably connected,

so much so that the two meet in the one word fogos, which means

both Saying and Being (OWTL, p. 155). How this can be, however,
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is beyond human understanding, 'is not to be thought out.to the end"
(OWTL, p. 155). How language‘and Being re%ate, how language gives
being, is "the word's mystery' (OWTL, p7-151), which can never be
fully grasped. Part of this mystery is that "Neither the 'is' nor
the word attain te thinghood, to Being, nor does the relation be-
tween 'is' andnthe word" (OWTL, p. 87). Language gives being, is
incarnational, but neither language nor Being is incarnate.

Hereln lieé the crucial difference with Hopkins, who agrees
with Heidegger that language is incarnational, but for whom language
and Eeing are both given body in the person of Christ. Just as for
Heidegger the Yogos as the relation of word and thing is a mystery,
so for Hopkiins the Incarnation is a myscery, bdt in the sense of
"an incomprehénsible certainty" (L, p. 187) rather than in the more
nebulous sense implied by Heidegger's use of the word. The specific
mystery of the Incarmation, Hopkins explains, is that hChrist iz in
every sense God and in every sense man, and the Interest is in the
locked and inseparable combination, or rather it is in the person in
whom the combination has its place" (L, p. 188). Christ as God and
man 1s also Word of God, so that laﬁguage too is part of the mystery.
In Christ, man, God, and language are perfectly one. The question
of H@% this oneness——the penetration of man and language by, and
their consequent identity with, Being--affects man and language 1s
central to "Heraclitean Fire" as the probiem of interpretation is to
"Spelt from Sibyl's Leaves." ‘"Heraclitean Fire" enacts in and
through language a transcendence and a transformation of the nagural
into the supernatural, but does so in a way that retains the natural

within the supernmatural--just as, for instance, in "God's Grandeur"
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the natural world becomes ﬁére fully itself when it is seen as radi-
ant with the truth of Being. In the process of transformation,
"Heraclitean Fire'" illuminates the difference in Hopkins' view of ’
}anguage from Heidegger's and'iliustfates-how that difference affects
the former's use of language.
: !

Hopkins' discussion of lgpguage and Being in his notes on

Parmenides underlies the strategy and movement of "Heraclitean Fire.'™

Iﬁ his interpretation of Parmenides on Being, Hopkins sets forth his

own understanding of Being in 1ts relation to language and reality.

[y

In a passage now familiar to us, he tramslates a key phrase in \\\,

Parmenides as "things are or there is truth," and adds his own com-

mentary on the phrase: "But indéfd I have often felt when I have
been in this mood and quEﬁthe“dépth of an instress or how fast the
inscape holds a thing\éhat nothing is so pregnant and straightforward
\ to the truth as simple_zgé and is" (J, p. 127). Later in the notes
he adds, fTo be and to know or Beilng and thought are the same. The
truth in thought is Being, stress, and each word is one way of ac-
knowledging Being and each sentence by its copula is (o® its equiv-

‘ alent) the utterance and assertion of it" (J, p. 129). For Hopkins
as for Heidegger, Being and language are one. The essence 0? truth
is that things are: languapge both affirms and confirms this basic
fa?t and is therefore the yes to the is of Being.

As we have seen,acquiescence to the truth of the natural world
is relatively straightforward. Man gives his yes to the is of nature
by letting %; be what it 1s, by cultivating an attitude of reverent
observatioq\which allows for the perception of inscape. The truth

thus seen 18 ultimately God because every creature is in essence

i
I3

! . f -



- . : ‘ 228
wordlof Goed. Recognition of God in things 1s a call to man to be-
come himself word of God, te selve as fully and completely as does
nature. But to saf ves tosghelig of huﬁan being 1s more cémplex be-
cause man is ever in the process of méking or unmaking his inscape,
his essential self. Acquiescence is a saying which is also a doing,
and this doing both expresses and creates the being, the self.
Christ is ever af.the centre of the process as the model of, and
the means to, the fullness of human being.

The naming which Hopkins attempts in '"Heraclitean Tire" 1is the
naning of man not as he appears in the natural world but as he is
in Christ. Such ;aming invelves a transcendence of both the natural
world and the human word, but a transcendence which transforms with-
* gut obliterating. The world and the word remain world and word des-
pite their transmutation in Christ. "Heraclitean Fire" does in pos-
itive what "Spelt from Sibyl's Leaves" does in negative; that is,
where "Spelt from Sibyl's Leaves™ presenfs thé ultimate end of the
man who refuses to contribute to the creation of his own being,
"Heraclitean Fire" presents the ultimate end of the man who assents
to such self-creation, sﬁch selving. Interestingly, while the re-
fusal to selve takes man out of the world of insgape into utter
darkness, acceptance of selving‘leéves man in that world, but trans-
formed. Keeping in mind that Heldegger does not posit an afterlife,
one could nonetheless express the contrast between the two poems in
terms compatible with his expression: i1in its blindnegs to Beiﬁg,
life without meditative thought is life without Being, even, one
could say, outside Being; meditative thinking represents a fullness

-~

of human being Roth within, and in conscilous relation to, Being.
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In its concern with language and Being, "Heraclitean Fire" pro-
vides a natural close to a discussion beginning with "The Wreck of
the Deutschland,”" As the latter anticipates the major concerns of
.the latef poems, the former iecapitulates these concerns., Nature,
man, and God meet in both poems, though with a difference in-empha—
sis. "The Wreck of the Deutschland" attempts 'to name God by seeking

,  him in and through human experience of the natural world. fhe focus
is therefore on God. "Hergclitean Fire," by contrast, seeks to name
man as he 1s when seen in his rightful place both within nature and
within God. The focus 1s therefore on man, but man in the moment of
total selving, man at his full potential.

Moreover, like "God's Grandeur," '"Heraclitean Fire" names nature
in language which, by ftself aéh*eving almost bodily existence, re—
creates the natural world with particular vitality. Like "Spelt
from éibyl's Leaves," it_ﬁses an experience in ﬁature as a means of
interpreting the meaning of man. In its inclusion and transcendence
of the concerns of these earlier poems, it confronts the question
of language encountered in "The Wreck of the Deutschland," but does

Nso in a more fundamental and ultimately more successful way. 'Hera-
clitean Fire" is a poem in which language both fails and succeeds.
It fails in its transition from physical to spiritual but succeeds
in its ultimate transforﬁ%tion-of the physical. It seems appropriate
therefore to look at the language of the earlier sections of the
poem both in its success and its fallure, but to concentrate on the
final section, in which language, in utter simpliecity, illumines
and transforms from within so that even the earlier and weaker sec-—

tions are affected.
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2. Lines 1-9: Nature's Bonfire

"Heraclitean Fire" can be divided into three ﬁain sections
which can be provisionally labeled "nature,' "man," and "God" res-—
pectively, according to their primary focus. The first section il-
lustrates the proposition "That Nature is a Heraclitean Fire," the
second (which caﬂ also be considered a subsection of the first) con-
siders man's position in such a natural world, and the third, by
means of ''the comfort of‘the Resurrection,"” rescues man from the
positien in which Heraclitus places him. Hopkins' own comment on
the poem is a helpful explanation of the relationship between the'
three sections. He writes to Bridges, "Lately I sent you a sonnet,
on the Heracliéean Fire, in which a great deal of early Greek philo-
sophical thought was distilled; but the liquor of the distillation did
not taste very Greek, did 1t?" (L, p. 291). The early Greek thought.
appears in its purest form in the %&rst two sections, while the
final section provides the means for the transformation into some-
thing rather less Greek. Indeed, so thorough is the transformation
that it casts its effect back upon the earlier sections.

Gardner and Mackenzie provide a summary of the Heraclitean
view ;E nature underlylng the first section of the poem. "According
to Heraclitus,"”" they note, "all things are in a state of flux,lbeing \
differentiations produced by strife . . . of a single mobilerprinci-
ple——fire."4 For Heraclitus, then, as for Hopkins, fire is at the
heart of reality. However, in poems like "God's Grandeur,' fire is
associated with the creative and sustaining energy of God, whereas
in Heraclitus firé ig only itself. Nonetheless in the very presence

of fire at the heart of things, the presence of Christ awaits the
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transforming touch in the final section of the poem.

As we encounter it in the first section, then, nature is only
potentially the flame of God's grandeur. "It is, nonetheless, a
joyous, vibrant nature reminiéceﬁt of the earlier poems and espe-
cially of "Hurrahing in Harvest" (P, 38), an apparent return to éhe
"exuberance of an earlier time. Unlike "Spelt from Sibyl's Leaves,"
with its slow movement and‘predominantly dark imagery, "Heraclitean
Fire" is dominated by light, movement, and change as it describes
the rapid obliteration of all signs of a recent storm by the agency
of sun and wind. The fire and flux of Heraclitus shape these open-
ing lines, which create an overall impression of irrepressible youth
and playfulness, "a windy delight in change,"5 as opposed to the age,
weariness, and decay of "Spelt from Sibyl's Leaves."

In its verbal presentation of the natural scene, "Heraclitean
Fire" is as Suécessful as "Speit from Sibyl's Leaves" or "God's
Grandeur." By means of sound patterns and vivid, startling imagery,
Hopkins conveys not only the appearance of the scene, but its feeling
as well. To look at the opening lines in terms pf the three dominant
impressions they convey--movement, light, change--reveals a careful
structuring and intermingling of sound, imaggry, and syntax, which
in turn achieve a unity of perspective which fuses movement, light,
and change into a single experience. The inscape of the windy day
is brilliantly captured.

In the opening'two lines, it is movement which dominates and
that principally by means of the imagery, although the first impres-
sion is of pure sound: &

Cloud-puffball, torn tufts, tossed pillows {
flaunt forth, then chevy on an air-
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built thoroughfare: heaven-roysterers, in
. gay-gangs | they throng; the
glitter in marches. -
. < 4
The vision of clouds in rapid movement explodes frem the imagery,
which 1s at first ohgcure because idiosyncratic, but which, once
deciphered, is charged with power. Words like "flaunt" and 'chevy"

{"ride in chase”e) convey rapid movement. So too does the image of

. 1
o

an "airwlbdiif thoroughfare," which, as a thdroughfare, suggests

busy traff;E};égdq'as an air-built one, suggests space and freedom--
two characteristics which reinforce the sensé of movement simply by
the absence of restriction they imply. A sense of celebgation is
conveyed in "flaunt," and in the epithets "heaven-roysterers' and
"ga&—gangs,” in whose company the word "throng' brings to mind

crowds of people gathering at a festival or a fair. "Roysterers,"
perhaps in its anticipation of the SOund‘Of "boisterous," is-partic-
ularly vivid. The word "marches” adds to the picture the sense of
‘prder: the movement is not random, but in cne direction.

The "torn tufts, tossed pillows" of the first half-line evoke
the rapidly changing shapes of clouds on a particularly windy day.
Similarly, the word "glitter'" looks forward to the dominance of
light in the description of the play of light and shadow against the
walls of buildings in lines 3 and 4:

Down roughcast, down dazzling whitewash, | wherever
an elm arches, -

Shivelights and shadowtackle in long [ lashes lace,
lance, and pair.

"

Light is present, unmistakably though not explicitly,‘in "dazzling

whitewash." It emerges explicitlf:u1'%hivelights,“ part of the

mysteriously evocative phrase "Shivelights and shadowtackle'--a
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phrase which dazzles with sﬁund‘befoée its elements of light énd
shadow, in conjunction with the image of the elm, strike the senses
wilith a vision of tﬁe quickly changing patterns of light and shadow
created by a combination of irregular cloudiness and sunlight
through the branches of a tree on a windy day; The visual impact
is strengthened %y the image in "long | lashes lace, lance, and

pair,"

whose movement_and change are 1like a dance. Lines 3 and 4
represent a shiftc from the clouds to the visual effect of their
movement upon the earth and from an emphasis on movement to one on
light. Like the vision of the clghds, however, that of the play of
light and shadow combines light with movement and chénge in order
to convey the combined fire and flux of the Heraclitean visw.

Line 5 provides a smooth transition from a consideration of
visual effect to consideration of another and more profound effect,
that of change. The agent of change, the wind, incorporates both
the light and the movement of the earlier parts of the scene-—light
in "bright" and also to some. extent in "Delightfully"” and "boister-

"; movement in "ropes, wrestles, beats.earth bare." The phrase

ous
"beats earth bare" introduces the element of change, not only in
what is implied in those words alone, but also in that the wind
"beats earth bare/Of yestertempest's creases.”" The wind obliterates
all signs of a past storm so that, to all intents and purposes, the

storm never was.

The sense of change--and of rapid change--is vividly conveyed

. by means of a compfession of language related to the technique of

‘repetition and reiteration so effectively used in "Spelt from Sibyl's

Leaves." Although the method is similar, the effect is very

4
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different. For example, in the phrase "squeezed‘{ ddugh; crust,

M 4

" the entire process of the drying up of mud is compressed into

dust,
the three nouns, whiFh coﬁvey the progressive change in répid se-
guence from dough to dust. As in "Spelt from Sibyl's Leaves," the
languéée balances stablility and change, but iﬁ the eaflier poem the
focus is on stﬁbility in change (thch paradoxically makes the

change seém inevitable), while in "Heraclitean Fire'" the focus is

on change in stability--to the extent that the stability seems illu-
sory. The vérbs "stanches, starchesd convey similarly rapid changes.

the flow of semi-liquid mud is stopped, while

r

In "stanches,
"starches'" suggests, a progression from the stiffening of damp earth

to its actudl drying.7 In a line and a half, the effects of the

storm are erased. .
. u
Lines 8 and 9 introduce man as the "manmarks * treadmire toil

-

there/Footfretted" in the mud. The flux of nature first imprints
man's mark upon the earth and then wipes it out. The soft "dough" *
tékes the ma}k, which the "crust" then hardens and confirms, but
whose destrucgion is imminent in the "dust' which is the inevitable
continuation of the process. On the purely physical level, man's
presence leaves a mark upon the earth, but that mark ié ephemeral.
At leést this 15\%0 in the Heraclitean context, in which mén is
simply a part of the natural world whose "bonfire burns on."

In its presentation of the natural scene, '"Heraclitedan Fire"
witnesses to, and evokes in the reader, the enthrallment with the
things of the wurldlwhich is at the heart of the nature poems, but

it does go with a differénce. Nature 1s here presented as the per-

petual change of the Heraclitean world rather than specifically as
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word of God. It doeé not "f£lame outf with evidence of God's pres-
ence. Nonetheless, that presence is latent in the "glitter" of the
clouds, thé\"dazzling whitewash' of tHe walls, and the "brightness"
of the wind. While these images are of course suggestive of the
fire of Heraclitus, they cannot help byt also bring to mind the
fire ofl"God's Graﬁdeur;" This{first section therefore anticipates,
both by its fire imagery and by its joyous tone, the ultimately
triumphant conclusion of the poem. |

At the same time these first nine lines anticipate the more im-
medliate and very négative interpretation of the natural scene--an
interpretation at base as negative as that in "Spelt from Sibyl's
Leaves," but whose weight is counterbalanced in advance by the pre-
doﬁinantly joyful tone of t;e natural description. However, the
iéene is net one of unrelieved light, but of light and sﬁadow.
Wﬁile light is associated with the agent of change, it vanishes from
the description ;f the change !E%elf, and the section ends in the
heaviness of the earth rather than in the light {(and lightness) of

the sky. Most significantly, the ”manmar(s" in the earth exist

under the threat of imminent destruction implied in the word '"dust."

- Change, in the Heraclitean context, is in essence threatening to man.

3. Lines 10-16: Her Clearest-Selvéd Spark

T
~

Man is an anomaly within nature. He is "her bonniest, dearest
to her, her clearest-selvéd spark,” the most distinctive, highly
individualized of all creatures. He 1s the peak of nature. But in

those very qualities which set him apart lies matter Foi degpailr.

In natural things, renewal 1s achieved 1f the species is renewed.

S
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One elm dies butlelms‘continue. Man 1s so highly selvéd, however,
that one man canno; replace another. Man dles, theréforé, in a way
that no other part of nature dies.. He }s, moreover, self-aware and
can therefore lament his death, his loss of self with ”pit; and
indig‘ nation!"

The deaéh of each individual human being is like the death of
a species in nature, but the life of one man is far shorter than
that of most species. Each man's distinctive mark, "his firedint,
his mark on mind" is quickly lost and forgotten. The imagery of
"Spelt from Sibyl's Leaves" recurs in "Both are in an unfathomable,
all is in an enormous dark/Drowned." The obliteration of distinctive
self is the inevitable human®lot:

Manshape, that shone
Sheer ofi, disseveral, a star, ] death blots
black out; nor mark
Is any of him at all so stark’
But vastness blurs and time [ beats level.
In the cosmic scheme of things, the duration of a human life is so
insignificant as to make no impression at all. Distinctive self
becomeé its own defeat.

Despite the delight in nature with which the poem opens, nature
in "Heraclitean Fire" is not a source of joy and hope for man. The
constant renewal of nature is not, as in "God's Grandeur," a sign
of the inexhaustible energy of the Holy Ghost, but rather a reminder
to man that he is not similarly renewed. In contrast to the "bon-
fire" of nature, man is a mere "spark.'" Nonetheless, there is hope
in that very imagery of fire which reveals man as very small in com-

parison with nature. It 1s nature as a whole that is characterized

explicitly as a "bonfire." In tihe individual parts of nature, the
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fire is only suégesteq. Man, however, is explicitly'described in

“ﬁshone." - His mark

fire imagery. He is-a "sggrk" and "a star" that
in the world is a "firedint." Despite the Heraclitean basis of the
poem, the significanée of such imagery throughout the poetry of
Hopkins suggests that even here man has more pf the fire of God in
him than does the natural world. In the midst of 'pity and indig-
natlon,”" the poem looks forward to éhe final transformation.

3

4, The Turn: Enough.

Like so many of Hopkins' poems, "Heraclitean Fire" effects a
"turn" from physical realigy to its spiritual meaning. In the suc-
cessful poems, the meaning grows naturally out of the first part of
the poem. In "Heraclitean .Fire," however, the turﬁ which occurs
with "Enough! the Resurrection®” is abrupt and startling. To some
extent this is jusctified by the purpose of the poem and anticipates
the far more successful equation in the final lines. However, un-
like the turn in "God's Grandeur" or "Spelt from Sibyl's Leaves,"
that in "Heraclitean Fire' is insufficiently prepared for by the
imagery and movement in tﬁe first part of the poem. The effect of
the abrupt turn is to break the poem in two rather than to reveal a
spiritual truth which is an organic part of the physical truth.

The cleanness of Lhe break allows for such a readiﬁg as Eugene
Nassar's, that "the 'enough' dismisses the natural worid with a ges-
‘ture of absolute separacion"s; or John Robinson's, that '""the move-~
ment of the poem is of one experience being supplanted by another:

9

except as a promise, the then does not touch the now."” While such

criticisms are not the final word on the poem, which manages in its
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completely successful conclusion to effect at least‘a partial and
retrospective‘mending of the break, they do draw attention to the
undeniaﬁle disunity of the poem.

‘ ‘ .
The break in the poem makes its effect felt both backward and
forward. Were the turn entirely successful--growing ﬁaturally out

- L}
of the language, imagery, and thougbt——the patterns of language and

S m———

imagery discussed to this point would emerge as skilful anticipa- T:‘Kf\
tions of the triumphant conclusion. " Instead, with the break in line
16, the earlier sections are separated from the final one and thrown
back upon each other. Upon the central section of the poem, the ef-
fect is particularly jarring, especially in regard to emotional,
truth. The reéult is what Hopkins himself calls ““frigidity," which
occurs when '"the feeling does not flush and fuse the language" (L,
p. 82). The feeling in the'central part of "Heraclitean Fire" is
stated raéher than felt.

Specifically, because of the apparent facility of the turn, the
negative interpretation of the human situation does not ring true.
It is belied iﬁ advance by the tones and imagery of the previous‘sec-
tion. In the light of what has come before and of the too easy
"Enough!", the conclusion that "all is in an enormous dark/Drowned"
seems excessive. Where in "Spelt from $ibyl's Leaves,' such an in-
terpretation follows as though inevitably from the natural descrip-
tion, in "Heraclitean Fire" it does not. Further, the language of ~
the cen;ral section itself works t& some extent against its 2wn
statement. The fire imagery which we have:discuséed as anticipating

the transformation of man in God is stronger than the imagery of

blotting and blurring, so that the despairing view of man is further
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u;dercut. The "pity and indig| nation" appear assumed rather than
deeply felt. - .
| The apparent ease with which the turn is accoﬁplished weakens
the beginning of the final section as it does the central section.
Again the feeling does notlring true, broken as it ié from tﬁe feel—
ing of the earlier section Dut at the same time affected by that
feeling. The sense of excess in "O pity and indig | nation'" carries
over into "Away grief's gasping, | joyless days, dejection,' which
strikes one as siﬁply too easy. Even the‘"foundering deck" of line
18 carries nc real sénse of conflicg or of any but momentary uncer-
taint?. Whatever uncértainty exists is more than balanced by "A

' a phrase which suggests stability and ab-

beacon, an eternal beam,'
solute certainty.

With a successful transition from the physical to the spiritual,
from Heraclitus to Christ, the weaknesses discussed above would not
necessarily appear as weaknesses and certainly not as insurmountabza

"weaknesses. Indeed, even as it is the lenguage -ecovers and by line
19 it no longer limps. Lines 19-20 express a joyous confidence in
which it really does not matter what happens to the Heraclitean flux
of the physical world: '"Flesh fade and mortal trash/Fall to the
residuary worm; ' world's wildfire, leave but ash." The Heraclitean
view, if true, is not the final truth. Hopkins 'does not explicitly
deny the pruth of [ the Heraclitean ‘proposition but rather . . .
includes it in a greater truth."lo Heraclistus says nothing about
the qltimate destiny of man.because the final answer transcends and

|
transforms beyond recognition the truth which Heraclitus sees. And,

1

in "Heraclitean Fire," the final statement of that answer achieves
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in its fusion of thought and feeling a triumph which casts its glow
back upon what has come before. That triumph effects a transforma-
tion not only of the Heraclitean £ire, but even of the ianguage in

which it is expressed.

5. The Final Coda: Being and .the Word

The final three lines of the poem have deservedly attracted
the bulk of the critical attention devoted to '"Heraclitean Fire."
These lines, in theilr complex simplicity, justify such a comment as
David Downes' that "In no poéﬁ is spiritual transport more sudden,
dramatic, and transfiguring thanm in the last lines where uﬁipoet
affirms the Incarﬁat}on and its intense, sanctifying effect unon
the religious consciousness."ll In sharp contrast to, such opinions
as those of Nassar and Robinson, quoted earlier, Downes' comment
speaks of cthe final--though, in-the iight of the earlier break in

the poem, admittedly incomplete--success of "Heraclitean Fire."

The language of the coda is deceptively simple, but in that

P

K

very simplicicy Hopkins achlieves a power unsurpassed in his poetry.
Nowhere in his-work is it more 3 propos to keep in mind Heidegger's
comment that "moving within language . . . means moving on shifting
groﬁnd or, still better, on the billowf:g waters of an ocean" (WICT,
p. 192). The language is so charged with meaniﬁg_that it is diffi-
cult to trace the repercussions of the words within the lines them-
selves and then upon the poem as a whole. The entire force of

Hopkins' concept of the Incarnation moves within the language and

both shapes andﬂempowers it, as Christ shapes and empowers the world

f nature.
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With tremendous simplicity, Hopkins summarizes the effect éf
the Incarnation upon human life: "I am all at o;ce what Christ 1s,
since Ee was what I am." As we have noted in detall in Chapter
One, Chri;t, by becoming man, made it possible for men to share in

the divine life. As Hopkins remafks elsewhere, '"Christ was himself

" but one and lived and died but once; but the Holy Ghost makes of

every Christian another Christ, an AfterChrisc" (S, p. 100). The
final coda of "Heraclitean Fire'" presents the moment when man
achieves full being, says !'ves" with his whole seif.lz This "yes"

makes him one with Christ, who transcends the flux of time. The In-

carnation "rides time like riding a river" (P, 28, st. 6). It is

the eternal in the everyday.
The Incarnation moves the poem into a dimension which transcends

the flux of the purely physical world. Significantly, “werbs of

~ s :
~movement vanish, leaving nothing but am and is, was and am, and is--

becoming at last giving way to Qgigg."ls The moment of identity
with Christ is timeless, eternal, because Christ is himself Being.
He is the "I am" who exists from the beginning and through whom
everything else exists. The poet’s own "I am'"--when it is saild with
his whole being—-is in it;elf identity with Chrisc.

The simple and very compressed assertion of line 22 is restated,
strengthened, supported by the éareful weaving of word and image in
the fina; two lines, which also recapitulate and recast the enE}re
preceding matter of the poem. For instance, the catalogueﬁpf images

describing man is very complex in both sound and meaning. Much of

.
\\\~"—“the complexity has™been illuminated in critical discussion. Haggo,

for Instance, notes the pattern of sound and assoclation linking the
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first five items of the serles, "Jack, joke, poor potshérd, l patch,
matchwood," and making them all part of the same thing, from which

"the last item, 'diamond,' is discontinuous.“lh Paul Marianl sug-

gests a reason for the discontinuity:

We are given a superb catalogue of worthless
fragments which have in common their accidental
being. But the catalogue ends with a substance
—-a self--which is as permanent and immutable
as any we know. There is no doubt that man

changes constantly, but Ege essentlal self
abides within the trash.

The catalogue, in effect, refutes the vied‘oé.man implicit in the
Heraclitean perspective. Man is not the worthless creature, easily
destroyed and soon forgotten, whose life and mark "death blots
black out.'" At heart and in truth, he is what the fire imagery of
the central section suggests, nature's ''clearest-selvéd spark," "a
star,”" whose share of the fire at the heart of reality is g{sater
and clearer than that of other creatures.

The "is'" which marks the final transformation is a highly
charged word. TItself transformed by its working in this poem, it
is far more than a simple copula. Iﬁ its wake, the "accidentals"
which form the bulk of the catalogue in line 23 simply vanish.
What emerges then is not a simple equation, jut, in effect, an

affirmation of that in man which is his essential self and a dis-

missal of the rest. Man is no longer '"Jack, joke, etc," but simply

-’Lﬁgmmortal diamond." 1Indeed, even the second "immortal -diamond" is

not the same as the first: the first is merely one of several as-
pects ¢f man, a potential; the second, in its affirmation, is con-
firmation, realized potential. Moreover, "the final 'immortal dia-

mond' reflects its Latin and Greek etymology: it is deathless in
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Latin and unconquerably fixed in Greek."16 As to the "is" which

effects the transformation, in its context in "Heraclitean Fire,"

it "is madé at once not only the most affirmative but also tge.most
dynamic verp of the sonnet."17 The "Ms'" which transforms is in fact
the "I am"-gf Christ. In "Heraclitean Fire," language and Being
meet in Christ, the Word of God.

The "is'" of Christ, which transforms both man and language,
also transforms the central image of the poem—-fire. As we hawve
noted, fire islHopkins' favorite image for the presence of God in
things. Explicitly present at the heart of the Heraclitean flux,
fire is alsc implicit as the agent of transformation which results
in the diamond.18 As the agent of such change, fire is identified
with Christ. Moreover, the brightness of the diamond suggests the
internal fire of Christ. By association, then, the fire implicitly
present in the creatures of.nature in the first part of the poem is
seen as the fire of Christ rather than that of Heraclitus. Alcthough
the effect 1s dimmed by the break in line 16, nature too is redeemed
by the Resurrectio;.

It is worth noting that the aspect of the Incarnation upon
which Hopkins focuses 1s the Resurrection. It 1s in the Resurrection
that the Incarnation most closely parallels the Heraclitean flux.

Aq nature is renewed, so Christ himself, the individual,. is renewed,
and in their identity with him all men can also know individual re-
newal.® Moreover and more.importantly, the Resurrection represents

a return to-life in the physical world, an immortality in the flesh,

rather than a bodiless immortality in another world. As f;thlgen

Raine remarks, "'The comfort of the resurrection' lies in the promise

<
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that the 15.35, here so fleeting, will there be made eternal; not
another world, but thi; world experienced after another manner."19
Indeed, the promise é{,che Resurrection as the making pefmanent of
the essehce of this world is caﬁtured in the equation of the last
two lines. What 1s mortal fallg away; what is immertal remains and
is confirmed by, as it were, passing through the "is" of Christ. . -

What the "is" means for ianguage is both very simple and very
complex. 1t is by meaps of languagé that man interprets both himself
and the world. Language is th;refore necessary to the process of
selving, of achieving full being. Unlike other creatures, man is al-
ways in the process of making himself. As he attempts to create him-
self in the image of Chrisﬁ, so too must his words conform to the
Word; or, as Rachel Salmon puts.it, "In order to forge a soul, words
must struggle to resume their place within the Word."20 This is
precisely what does not happen in "Spelt from Sibyl's Leaves,' which
deals with the refusal to live thoughtfully.Zl 4’E.’;ut it does happen
in "Heraclitean Fire.," 1in which man achieves his”full potential.
Although the various words in the poem remain discrete elements,
they are at the same time drawn into the vortéx of the "is,' which
underlies all words and gives them their being. In the same way,
the man who fully selves is both fully himself and fully Christ.g\2
The "it is," Being, underlies all things and all words. Or, as
Heidegger says, "ens, being is the participle which gathers all other

~ossible participles into itself' (WICT, p. 221). The dynamism

ard variety of language are based first and always upon Being.
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6. Conclusion
Despite its structural flaw, "Heraclitean Fire" enacts more
fully than any other of prkins' poems the "yes" required Ey the
"{s" of being. It achieves the unity of Being, word, and act which

1

is the essence of selving. In so doing, "Heraclitean Fire," again

more fuily than any other of Hopkins' poems, illuminates the final
|
~“difference between Hopkins' view of language and Heidegger's--a

difference which can be best brought out in the contrast between

' The former, in
)

delineating the fate of the man who denies the call of Being, is in

"Spelt from Sibyl's Leaves" and "Heraclitean Fire.'

_ many ways closer to Heidegger in thought and spirit than any of the

‘pther poems we have considered, despite the distinctly Cathelic
imagery in which the péem is couched. 1In essence,_Hopkins and
Heidegger are in agreement about the negative consequences of re-
fusing to fulfil one's potential. 1Indeed, they are in essential
agreement about the nature of the human predicament and about what
is required for man to be fully human, again despite major difker—
ences in the expression of their views.

In dealing with the destiny of the man who géys "ves" with his
whole being, the man who achieves full selfhocod, "Heraclitean Fire"
shows Hopkins-diverging‘radically from Heidegger in his view of the
nature of the experience of full selving. This divergence is roqted
in Hopkins' concept of the Incarnation, according‘to which both "Be-
ing" (that is, Christ) and language share in material reality. For
Heidegger, as we have seen, "Nei;her the 'is' nor the word attain to

thinghood, to Being" (OWTL, b. 87). HNeither language nor Being are

in any sense material. In "Heraclitean Fire," both world and word
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.are trénsformed by their participg}ion in the Wfrd who was made
flesh, and therefore also by their participation in each other
which iz accomplished ;n the incarnate Word. <Christ is part of
word and world as Being never is for Heidegger. \k/'
Once again, it is language in act which in “"Heraclitean Fire"
speaks mocit powerfully of Hopkins' conviction that language parti-
cipates in every aspect of reality —physicaI&és well as inﬁellectual,
emotional, or spiritual. What we have seen in our analysis of the
language of the earlier poems is in "Heraclitean Fire" given both
"theoretical" support and final accomplishment. In his shaping of
the particulars of language--its "physical” qualities--Hopkins
achieves a.highly charged incarnation of the world which renders it
more vivid and vital than in everyday experience, even as it renders
language itself part of the world. Language is both thing and act;
it selves. The linguistic experience of "Heraclitean Fire" trans-
cends that we have seen in the earlier poems because what the poem
enacts is the very transformation of the natural world and the
human word in and through the person of Christ, who is the origin
and the model of both world and word. For Hopkins, the "I am" of

Christ is the basis of all reality.
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lIt must be kept in mind that Hopkins did not eonsider the poem
0 ! . .
finished. The surviving version is marked "provisional only.'" See

ﬁ.H.'Gardner & N.H. Mackenzie, eds., The Poems of Gerard Manley !

Hopkins, 4th. ed. (London: Oxford Univ. Press, 1967), p. 293.
2W‘hether or not one considers the poen successful depends on
whether one focuses upon the break or upon the recovery. The signif-
icance of the title differs accordingly. John Rebinson, who focuses
on the break, sees the "and" in the title as "a sign that in this %
. .case we are . {\. dealing with two distinct experiences"” (In Extrem—
ity [;ambridge: Cambridge Univ. Press, 1978J, pp. 124-25). See also
K\*/ Eugene Paul Nassar, "Hopkins, Fipura, and Grace: God's Better Beauty,"
Renascence, 17 (1965), 136. On the other hand, Rachel Salmon, who
considers the recovery more ilmportant--who, indeed, does neot pay at-
tention to the break--remarks that "the 'and' in the title . . .
abragates the temporal sequence in which later time replaces earlier,
and suggests a composite figure, rather than one that invites choice
between alternatives" ("Frozen Fire: The Paradoxical Equation of
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Conclusion

What I Do Is Me

1. Introduction

The unity of Being, word, and act which Hopkins enacts in and
through the language of "Heraclitean Fire"--a unity arisiﬁg from and
centering upon his view of the incarnation——emphasizes the unity of
perspective from which all of his ﬁoems are written.l Indeed, as we
have seen in our analysis of the poems, Hopkins' "éne single poetic
statement" (OWTL, p. 160) begins in and always return§ to his view
of the Incarnation. -ﬁanging in subject matter from shipwreck to the
natural world to the difficulty\of interpreting a world of which man
is himself a part, all the poems reflect a basic vision of man, the
world, language, and God which 1s consistent with the poet's view
of Christ as the incarnate source and mqéel of all cthat is. n his
taking on of flesh,‘Christ glorifies all flesh and the Word As given
body.

The poetic expreséion of Hopkins' "one single poetic state-
ment" is true to Héidegger's~perspective in that, basically, his
"statement remains unspoken. None of his individual poems, nor
their totalilty, says it all. Nonétheless, every poem speaks from
the whole of the one single peetic statement, and in each instance
says that statement" (OWTL, p. 160)}. None of the poems in itself
expresses qukins' perspictive, but to study even four in conjunc-

tion reveals the iight which the poems cast upon each other and

/
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upon the céﬁ;ral belief or statement which underlies them all--a
statement which;'ﬁeidegger says, can be discussed "only by trying to -
point to it Bylmeans of what the individual -poems speak" (OWTL, p.
160). Hopkins reveals an awareness of a similar phenomenon in his
remark that Aeschylus "is always forgetting he éaiﬂ a thing bef;;gi
Indeed he never did; but.tried to say it two or three times—-some-

thing rich and profound but not by him distinctly apprehénded; so

.he goes at it again and again like a canary trying to learh\the

Bluebells of_Scotland" (L, p. 271). The unspoken can never be
spoken%because_it is a mystery beyond words, but torsome degree it
can be felt and undérstood in what the poet or thinker does bring
to language. -

For Heidegger, the unspoken is always the supreme mystery of
Being. It is in poegry that the .unspoken comes closest to being
spoken Eecause poetry reveals things as they are in their essence
and, in speaking that truth, reveals Being. $For Hopkins as for
Heidegger, poetry'is concerned with revealing the truth of things as
they are in order to reveal the ultimate truthlwithin them. .That
truth in his case is always the Incarnation--a mystery which, as we
have seen in Chapter One, océupies a éimila? place in his thought as
does Being in Heidegger's. _As mystery, the Incarnation can never be
fﬁlly articulated. However, as Hopkins' poetic practice illustrates,
if the truth of the Incarnation cannot be directly spoken, it can
noneEheles§ be given bedy in the selving of language--in its doing
of what 1t is, iti'enacting of the human understanding of-experience.

Thus, although the Incarnation plays a similar role in Hopkins'.

perspective as Being does in Heidegger;s, the effect of the

o
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Incarnation upon Hopkins' view of language leads to a poetic prac-

tice far removed from Heidepger's vision.

1

The full effect of the difference between ﬁ%pkins and Heldegger .

emerges most expligitly in the "selving" sonnet, "As kingfishers
J‘v . &l' ‘
catch fire" (P2, p. 129), whose language and thought underlie and

shape the discussion in the previous chapters. In concluding this
study, it is therefore helpful to look more closely at this sonnet
as a means of recapitulating the insights of the previous chapters

and drawing out their siﬁnificance.

2. World

"As kingfishers catch fire" captures with extraordinary power
p ) ;

and purity the essence of Hopkins' attitude towards'nature and man.2
At the same time,.becahse it is‘a poem centred ypon the incarnate
Christ, who is_Nd?d of God, it has much to say about language. And,
in its double emgrasig upon the self and Christ, it reveals the
strong link in Hopkins{ thought.betweén selving and Christ. Indeed,
Ebr him the two. cannot be separated. To selve, to be most fully
oneself, is to be mQFt‘fully Christ, whether the selving be human

or non-human. '
As kingfishers catch fire, dragonflies draw flame; S
As tumbled over rim in roundy wells :
Stones ring; like each tucked string tells, each
‘  hung bell's
Bow swung finds tongue to fling out broad its name;
© Each mortal thing does one thing and the same:
Deals out that being indoors each one dwells;
Selves—-poes its self; myself it speaks and spells,
‘Crying What I do is me: for that I dame.
I say more: the just man justices; .
Keeps grace: that keeps all his ings graces;

o
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Acts in God's eye what in God's eye he is-- ;
Christ. For Christ plays in ten thousand places,
Lovely in limbs, and lovely 1in eyes not his
To the Father through the features of men's fakces.

Thg poem divides neatly.into-éh octave dealing with non-human .
5 and_a sestét dealing with hﬁman selviﬁg. The sglving of
Ejizfzj;ds its origin'and ité meaniﬂg ir God, though.necessarily in'
different ﬁays. The created world shéres in the natﬁre of Christ
because both Christ and the world find_their origin in the selving
of God ‘himself. AS\Q?pkins explains, '"'God's utterance of himself
in himself is God the\ﬁﬁfd1-outside himself is this world. This
world then is wqyd, expression, tiews of God. Therefore its end, its

purpose, its purport, its meaning, is Gdg and its life or work to

name and praise him" (S, p. 129). It7is significant that Lhe iden-
. - - -

. , .
tity between Christ and ther world is expressed in terms of language:

v

" both Christ and the world are "God's utterance.” As Christ is Word,
! 9

the world is woxd. Tt is alsq;significant that act and meaning }hnd
|

. ) N
therefore act and word) unite in Hopkins' description of what the
world is in relation to God: '"purpose" and "end'" suggest act, "pur-
port" and’"meaning" suggest word. Moreover, the action for which

2

the world is made is linguistic--to "name and praise."

Being, do-
ing, and saying :are one.

The selving described in "As kingfishers catch fire" is the
, fulfilment of each creature in doing what it was created to do.4
Such selving is at once the expressioé)of its essential nature and

'a creature is word of God

the expression of God, since in essence
" and by expressing its own inscape it expresses God. Or, as Hopkirs

says, "All things therefore are charged with love, are charged with

. '

;' | v
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God and 1f we know how to touch them give off éparks and take fire,
yield drops and flow, ring and tell of -him!' (S, p. 195). Sight and
sound speak equai& : télling takes the form of sparks, drops, or
sound. In each casey the telling?ﬁs a showing forth by action of
the essential inner being or truth. Each creature "Deals out that
being inddors each ome dwells," but if stones,‘strings and bells
"ring and tell,"” kingfishers and dragonflies-"give off sparks and
take fire."

The imagery of the first four lines recalls that of "God's
Grandeur,“ in which fire represents the vitallzing power of God sus-
taining the creature id being and flashing forgh its meaning. As
we-@gve seen, the essential self is not always or very readlly
"cauéhg." It is perceived in moments of insight which require an
attentive, observant, .ahd reverent attitude. Inscape.is the truth
of things. When a creature "goeg its self," acts out its being, in-
scape flashes forth, but it does not do so consistently or clearly.
If the creatu;e in selving "speaks and spells” itself and‘”flinggéj
out broad its name," man must still interpret that name in order to
grasp its meaning--God. And, as we have seen in "Spelt from Sibyl's
Leaves,' interpretation is always a tentative process fraught with

difficulty, uncertainty, and faillure.

As we have observed in our discussion of "God's Grandeur,”

.Hopkins' view of nature is in the broader perspective very similar

to Heidegger's, though the latter expresses it in terms of Being
!
and beings rather than God and the world. Being makes itself known

in and through beings. And, as the flash of insight that reveals

inscape is a rare occurrence that makes itself felt only to those
i

14
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1

who.cultivate a receptive atritude, so too beiﬁgs reveal themselﬁes
as more than mere objects only to tﬂose‘Who relihquish the will to
control, that is, to meditative thinkers. However, despite this
very b;sic and.general similarity between Hbpkins and Heldegger,
their attitudes to the natural wotld are ultimately widely divergent.
The difference of emphasis we have remarked between Hopkins and
Heidegger--Hopkins' on beings, Heidegger's on Being--finds its
clearest expression i; their attitudes to thé natural world.

Hopkins delights in particulars, in the detailed indiﬁiduality of(:-l
creatu?es, not only as they "speak" God, but also for their own
sakés._ Heidegéer is interested in beings only as the& point to

B ngl‘ The apparent ;imilarity of outlook d;sks a divergence radical
enough that Heidegger's perpective——except by way of contrast——
provides little helpful inlight into Hopkins' natﬁre poens.

Hopkins' view of nature is felevant to the discussion in yet
another way. Because for ;im each creature is a word of God, the
accurate naming of the creatures of the natural world--whether wind-
hover or (to apply 'creature" in a broader sénse) shipwreck—--is in
itself a kind of naming of God.- Th&s view allows Hopkins, in "The
Wreck of the Deutschland," to circumvent his apparent agreement
with Heidegger that one cannot name God, and to enact an indirect
naming by means of the incarnational power of poetic language.
Similarly, in "God's Grandeur," it allows him to give Bo@y to what
is in effect an ébstract generaliz?tion in such a way that nature
itself is named and is made, in Heldeggerian tgéms, more fully and

visibly itself than in either ordinary experlence or ordinary

language.
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3. Man ' | | ¢

As we have seen in Chapters Five and Six;‘selving is more
complex for man than it is for.the non-hhman world. And indeed in
the "I say more" that opens the sestet of "As kingfishers catch
fire," Hﬁpkins acknowledgés at once the greater complexity and the
greater glory of human selving. . Creatures can echo Christ, be
words to his Word. But man can be Christ. What the Incarnation
means for creatures is that all material being is glorified by the
cht that God himself takes on material being in Christ. The same
effect is intensified for man because Christ takes on human flesh
and human nature. Any human being therefore has a greater share in
divine life than does a windhover or a tree. Christ, moreover,
repfesents the ideal man, man in the absolute fulfilment of what he
is meant to be, man as totél self.5 ’

Human being shares in the éodhead not only because Christ
takes on human nature in his Incarnation, but also because man is
"made after the image" of God (S8, p. 171). TFor Hopkins, a key as-
pect of this image is freedom (S, p. l?l).6 No other creature can
help but do what it was made to do. Man alone can choose to selve
or not to selve, to contribute to his own creation or to refuse to
do so. However, in order to realize this selfhood full;, man must
choﬁse to do what other creatures do simply by beinpg: he must glorify
God. And he must do so according to the ideal he sees in Christ.
In other words, he must become Christ.

In "As kingfishers catch fire," it is the "just man" who be-

comes Christ. It is clear from Hopkins' other writings that for

him justice encompasses all that man is meant to be. He equates
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the "culrass of justice'" with "love of virtue" and elaborates,
"Breastplate, cuirass of justice—fcovers nearly whole man and in
partichlar the] heart. So justjice Eis~thé] whole duty of man"

“Xﬁ, p- 234). The heart, as we recall, is the agent of truth in mah.
It is that in him which turns him naturally to God., By protecting
the heart, justice preserves it as it is meant to be, that 1is, keeps
it turned towards God. Of more direct'purpose to thé poem is

' Hopkins' remark that "to put on Jesus christ" is to put on "the
white robe of justice and God's grace" (S, p. 43). He equates jus-
tice with Christ and with God's grace, as he does again in "As king-

' The just man is the one who consents to become

fishers catch fire.'
what he is meant to be: "He is the person who is truly, justly man:
he is the whole, the real, mz.m."7 And the whole, real man, as we
have noted, is Christ.

Once again, there is a significant parallel between Hopkins'
view of man and Heidegger's. There is also, however, a significant
difference, and one more impogtant than that which pertéins to their
views of nature., For Hopkins, it is of pentral importance tﬁat
Christ is a person and that he takes on human being in the Incarna-
tion. The mystery of the Incarnation, he says, is that "Christ is
in every sense God and in every sense man, and the interest is in
the locked and inseparable combination, or rather it is in the per-
son in whom the combination has its place'" (L, p. 188). lBeing,
which occupies a very similar place in Heldegger's thought to that
taken by Christ in Hopkins', has neither person nor body. While
Christ is both Being and being, God and man, Being is never a being

but 1s instead that condition of Being which allows all things
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to be. P;radoxically, Heidegger‘s vision of reality makes for both
a lessened interpenetration of the infinite and the finite and a
lessened distinction between them. He insists upon "the ontological
: differenceﬁ between Being and beings, but the two nonetheleés have
a tendency to flow into eéch other.

While the importance of such a basic difference must not be
minimized, there are at the same time affinities in the view of man
in Hopkins and Heidegger which are illuminating for the poetry of -
Hopkins. First of'all, for Heidegger as for Hopkins, man has a
greater share in Being than do other beings, bo;h because he knows
himself to be and because he has the freedom to choose whether or
not to fulfil his b;ing, to be fully man. The man who is what he
is meant to be refers his life not to himself or to a world of life-
less objects, but to Being. He is the meditative thinker, a person
in many respgets similar to Hopkins' "just man."
£ As we have noted 1n discussions of "Spelt from Sibyl's Leaves"

and "Heraclitean Fire,"

man can choose to contribute to his own be-
ing or to refuse to do so. The man who refuses cuts himself off
from Being and lives 1in a world devoid of life and meaning. As
Hopkins expfesses it in "Spelt from Sibyl's Leaves," the destiny of
such a man is hell. The man who chooses to be what he is meant to
be lives in awareness of Being and in submission to it. In Hopkins'
terms, as expressed in "Heraclitean Fire,' such a man achieves full
identity with Christ and becomes the "immortal diamond" which, until
he exercises his will in assent to God's plan for him, is only one

of his potentlal destinies.

While "Heraclitean Fire" emphasizes the ultimate transformation
\ .

P
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of man and his world by meaﬁs of the Resurrection, "As kingfishers
catch fire" emphaéizes that transformation within the day-to-day
world. The just man lives hi§ justice. He "Acts in God's eye what
in God's eye he is—-/Christ." Being without doing is incomplete.
Hopkins insifts upon this: "All moral good, all man's being good,
lies in two things--in being right, being in the right, and in do-
ing right; in b;ing on the right side, on the side of good, and on
that side of doing good., Neither of these will do by itself' (S,
P. 261). There is no way of knowing what a man--or anything else—-
is until he acts. It is the doing that reveals the being.8

When any man realizes his full potential, he "becomes Christ."
Such an identity does not meéﬁ, however, the loss of individual
selfhood.9 On the contrary, when a man is most fully Christ, he is
also most fully himself. As Hopkins expresses it, full conformity
with Christ "best brings out the nature of the man himself, as the
lettering on a sall or device upon a flag are best seen when it
£i1ls" (S, p. 195). 1In Hopkins, identity with Christ is self-ful-
filment and therefore full individuality--a striking contrast to the
tendency of Being and beings to merge in Heidegpger's thought des-
pilte his insistence upon the ontolegical difference. While "Christ -
plays in ten thousand places,/Lovely in limbs, and lovely in eyes
not his/To the father thfcugh the features of men's faces," he
does not obliterate or dim those features and th% limbs and eves

remain "not his."10

4, Word

As we have seen, Hopkins and Heldegger have much in common
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in their views of language and poetry, especlally the latter. In-
deed, 1f one considers only their theories ofaart in isolation from
the underlying theories 0% language and from Hopkins' actual poetic
practice, tﬁeée is no very appreciéble differénce. For both, poectry r
iaiconcerned with truth, which for both involves far more than
faithful attention to outward detail. Poetry attempts to capture
truth (or inscape, to use Hopkins' term) on three 1evéls: its sub-
ject, its medium, and its self. That is, poetry "names"” the beings
ofthe world. It captures their essence and presents them in such
"a way that they are freshly seen. At the same time, by means of the
careful shaping which draws attention to langgage as language, po-
etry allows language to be fully itself even as it renders the world
wicth peculiar vividness. ‘Finally, each poem has its own truth, its
own being, which draws attention to itseif as a thing in the world
and especially as a made thing. Aé such, it reveals Being more em-
phatically than natural beings do.

A poem like "Spelt from Sibyl's Leaves," for example, presents
an event in the natural world in such a way that it appears both
more inténsely itself and more intensely meaningful than it does in
the natural world. The poem renders the cpming of night both as an
event in the world and as an event of great portent: for humanity.

The presentation is at the same time interpretation--an interpreta-
tion achieved through the careful choice and patterning of words
whose emotional power and whose weight and movement cafry as much
meaning as their intellectual content. The density of the language

and the complex interrelationship of sound and meaning draw attention

to the language as language. The poem becomes a 'piece of sound"



261
in which language comes into its own as it does in the-work.of few
peets. At the same time, the poem stands out distinctively as a
made thing, an object made with words. ‘

Heidegger's theory of art provides a similarly helpful ap-
proach to any successful poem of Hopkins'--perhaps more so thaﬁ is
true of the work of most poetg—-because Hopkins' view of art accords
so closely with Heidegger's. At the same time, Heidegger's theories
cannot account for the most-characteristic aspect of Hopkins' poetry

B H—-its "solidity," the impression it so often gives of being part of
the material world, tangible and visible. Indeed, Hopkins' poetic
practice illustrates a fundamental difference between his view of
languape and Heidegger's. And, sincé his theory of language neces-
sarily underlies his view of poet Hopkins' actual use of poetic
language also reveals a fundamental difference between his view of
art and Heidegger's.

Simply put, the difference in Hopkins' and Heidegger's views
of language lies in the fact that while for both language is incar-
national, for Hopkins it is also incarnate, while for Heidegger it
is not. This is a central matter which finally determines the
limits of the applicability of Heidegger's theories to Hopkins'
work. The root of the difference iélimplicit in what we have seen
thus far in our discussion of "As kingfishers catch fire." For
Hopkins, all things are in some sense words. They mean and they
speak. By doing what they are meant to‘do, by acting out their
being, they name themselves znd tell of God. Being, act,land ut—

terance join in a single concept, selving, the model for which is

the Incarnate Christ, who is both God and man, matter and spirit,

s
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aﬁd.at the same time the Word. Beeauée Christ the Word takes on
mapefial body, all . material things partake in him of the divine and
of the linguistic. At the éame time,  all words partake in him of
both the divine and the material.

Except for the difference made by the Incarnation, Hopkins and
Heidegger see language in very similar Qays. The differgnce, however,
is one upon which Heidegger insists (though without specific refer-
ence to the Incarnation). In the light of Hopkins' use of language,
even the similarities between his view of language and Heidegger's
serve to highlight this difference. Both essentially equate language
with Being. 1In Hopkins, Christ is at once Being and the Word.
Heidegger is more cautious of such ébsolute identity and states
rather that Being and Saying '"belong to each other in a veile& way"
(OWTL, p. 155). They meet in the one word logos, which means both.
Heidegger's lgégg_is of course not the logos of the first chapter of
John! Gospel, but in its oneness of Being and Saying, it is uncan-
nil{rj?%ilar. The crucial difference is that for Heidegger neither
Being nor language has being. They do not and canfot have body.

Being underlies all beings and in that very fact cannot itgglﬂfﬁé a

-

being. Language gives being, but is not itself a bein%{ Words then
are not things. Heidegger, in surprisingly sharpdggntkast to Hopkins,
is a kind of'agfi—realist.

Interestingly, Heidegger assigns to language in its essence
(parlance)11 a mediatory and salvific role very similar to that as-
signed to Christ in Chriétian belief. According to Heidegger, man
can learn to live to his full potential only through language (PLT,

p. 132). He assigns to language a role closely parallel to the

role of Christ in "Heraclitean Fire.'" Fullness of being is

l
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associated with the Word for both Hopkins and Heldegger. However,
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for Hopkins Christ the Word is not only Word and Being, but also
man and therefore materia;. Salvation for man lies ip the unity of -
God and man in matter which is also word rather than, as Iin Heidegger,
in a non-material unity of, Being and word. In Heidegger, therefore,
language assumes a more mystical, otherworldly quality than it does
-
in Hopkins. Language never attains to being because the essénce of
language is be&cnd the. reach of words. As we have seen inlour study
of "The Wreck of the Deutgchland," for Hopkins toc the essence of
language, Christ the Word, is beyond the reach of language. Hopkins,
however, does not despair of capturing the inscape of the Word by
means of the incérnational power of the word and the “"saying" power
of things. And, in "Heraclitean Fire,” he does achieve that ultimate
transformation of both material reality and human word which has its
roots in the Incarnation. .

Hopkins' pelief %; the Incarnation leads naturally to a belief
in the participation of language in matgrial reality. He discusses
words as if they were somehow physical objects. In his poetry he
pat£erns them so as toggg;ensify awareness of their "physical”
qualities-—sound and rh?thm in particular—--and bring these qualities
powarfﬁlly to bear upon the‘meaning he intends to convey. Because
for Hopkins things as things are themselves words and have meaning,
even the physical qualities of words convey meaning. The sound of
a word is as much part of its inscape as its intellectual content.

Sy g
Hi% emphasis upon sound’ and rhythm and his concentration . .of devices
of‘sound in his poetry create a linguistic density whose impact is

4

physical.12 r
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Ag the poetic analyses of Chapters Three to, Six have shown,
the specifié”poetic devices which Hopkins uses are .consistent with
his underlying view of reélity, including his view of language as
part of both material and spiritual reality. In Chapter Three, we
have seen that his preference for nouns and ve;bs-—and especially
for words which combiéé the dualitieg of the two--is a naturai ex-
tension of his-concept of selving, and that his preference for the'
present tense is cénsistent-with his concept of inscape and his de-
sire to capture in poetry the eternai truth underlying temporal ’
reality. 1In Chapter Four, the sound patterns and diction of "God's
Grandeur" reveal the cloéé and guarded connection between sound and
meaning in his poetry, as well as ‘the complex power of "preposses-

' or connotation, in carefully chosen words. The poem also

sion,'
reveals’Hopkins' love of the particular, nof‘bnly with regard to
the natural world, but also with regard to words. The particulars
of words--the details of their physical being--play as importénﬁ a
role in his use of'E;EEhfge as the particulars of the'‘world do in
his view of inscape. In Chapter Five, the careful patterns of re-
petition and reiteration of sound and sense in "Spelt from Sibyl's
Leaves" once again illusg}ate the intimate link between the two .
and the paradoxical power of language to convey truth even in its )
lapses and uncertainties. And, in Chapter Six, the focus on the
"is," the copula at the heart of "Heraclitean Fire," reveal5 the
transforming power of the Word upon both word and world. Detailed

N

analysis of each device reveals the vital and ultimately unanalyzable
P ‘-" !
complex of which each device is only a small part whose power cannot

-be isolated without loss, and which therefore ultimately eludes

¢ \\
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‘ total explanation. Hopkins' poetry seems emphatica%;y inexhaustible,

as Heildegger believes all poetry to be.

+

Each poem casts light upoﬁ the others, and a- progressive ana-

lysis of the several poems we have considered here reveals with inf'

' S L .
creasing clarity the "one single poetic statement' which underlies

. ‘ ) PR
and-shapes the who;e and which finds its most explicit expression

“in "As kingfishers catch fire.'" That statement has to do with the

.

Egghpaét‘of the Incarnation upon the world, man, and language in a

N

" vision of reality in which spirit and word take material form and

inhabit\}he material world of everyday, ordinary reality.

) : °

o

-

A .
5. CLonclusion - 4
_ 5
To read Hopkins and Heidegger together is valuable in two ways.
— ‘
First of all, there are strong affinities between their'views‘g§'re—
N )

3

ality, especially in regard to the relationship of nature (beings),

man, and God (Being). Out of their strikingly similar views of re-

N\

ality emerge theories of language an&respecially of art which are
also very similar. Where the similarities are close enough, even

. 0 .
the differences are illuminating, as they. are in the study-of "The

Wreck of the,Deutschland” and "Heraclitean Fire." Nor is it pos-

| 1 - .
sible always to determine easily which poems lend themselves most
] . =

s

profitably to being read in the light of Heidegger's theories. TFor
- .

instance,‘given Heidegger's view that Being reveals itself through
) S & -

' “beings, one would expect Hopkins' nature poems to be natural choices

, Yy
- for a Heideggerian reading. However, aé\EEi discuss;Eﬁggnd analysis
. . + "\ .

- 4
in Chapter Four reveal, it is in these very poems that the differ--

ence between Hopkins and Heidegger is greatest and thérefore to

-
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these poems that Heidegger's perspective has the most limited appli-
cation. By way of contrast,‘"Spelt frqm Sibyl's Leaves,™ while its
concern with interpretation provides a natural ﬁarallel with
Heidegger's similar concern, appears td_diverge radically in its
view of man——d'viéw expressed primarily in distinctly Christian
term;. However, the view of man is in fact.very similar to
ﬂeidegger's and the poem therefore the closést to his views of the
four we have considered. On the level of theory, then, Heidegger
provides an illuminating comparison énd contrast with Hopkins, as
well as a fréme of reference and vocabulary which for many reader:

provide a readier access to the essential thought of Hopkins than

does the poet's own terminology. vik
’ ‘ . ’ . ‘:.‘ L
. j

Hopkins, however, is a practising poet as Heldegger is not.f*5
1

It is the practice which gives body to the theory. And, in the move

from theory to practice, it is contrast and not comparison with

Heidegger which is most telling. Hopkins' poetic practice reveals
a fundamental difference between himself and Heidegger whose effect g

is felt throughout their thought. _Hopkins' belief in the Incarna-

tion leads him to see words as things, which, as all things do, re- K‘

veal their being by their doing. The doing of words is the giving

» . ¢ ] .
body to the world by achieving as close a union as possible between

the physical Eualities of words and their sense. e poetry of
Hopkins has an emphatically ﬁpysical quality which cpntrasts
sharply with Heidegger's more mystical concept of language. For

Hopkins, word and world participate in each otﬁz}\far more inti-
A ) H e

mately than they do for Heidegégr. The world. is wo;é*énd'tﬁe word
I

> ¢ -

is a being in the world. The difference here described is consigtent

~

>

s

&
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\ .
with the differené% of emphasis between Hopkins and Heidegger which
we have mentioned gépeatedly throughout this study: iﬁf}&egger's on
Being and Hopkins' on beings. Because for Hopkins Beiﬁg becomes
A

being, his interest remains firmly rooted in the "real" world—;that
of things, of Treatures, of man, of daily 1ivin513—-a'wor1d trans-
formed and glorified but never abandoned or entirel§ transcended by

-

the vital, radiant preéence of the Word.

Y | )
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. . Notes

lFor d;iiiiint expressions of this .opinion, see Claude Colleer
uc

. i\
Abbott, "Introd on;:/Thrther Letters of Gerard Manley Hopkins in-

cluding his Correspondence with Coventry Patmore, 2nd. ed. (London:

Oxford Univ. Press, 1956}, p. xxii; Waltef\g. Ong, Hopkins, the Self,

.
and God (Toronto: Univ. of Toronto Rress, 1986), p. 153; Herbert

Marshall McLuhan, "The Analogical Mi rors," in Gerard Manley Hopkins,

~déb by the Kenyon Critics (Norfolk, Connecticut: New Directiomns Books,
& 1945), p. 26.
2A number of éritics refer to this poem as Scot;st, havinggin
mind Scotus' concept of haecceitas, the "this-ness' which makes each

- thing an individual. See Norman H. Mackenzie, A Reader's Guide to

Gerard Manley Hopkins (London? Thames and Hudsen, 1981), p. 148;

Donald McChesney, A Hopkins Commentary (New York: New York Univ.

—

Press, 1968), p. 119; Peter Milward, S.J., A Commentary on the Son-

nets of G.M. Hopkins (Chicago: Loyola Univ. Press, 1969), p. 115.

. 3 3Ong, p. 25. ¥
: 4See Michael Ballin, "Overthought and Underthought in Some

i n Poems by Gerard Manley Hopkins," in Vital Candle, eds. John S.

North & Michael D,'Moore (Waterloo: Univ. of Waterloo Press, 1984),

5. 139; Paul L. Mariani,~A Cemmentary on the Complete Poems of

Gerard Manley Hopkins (Ithaca and London: Cornell Unlv. Press, 1970),

~

£

p. 179.

L

5Christopher Devlin associates HoPkins' view of Christ as the

-

-



. . - 269
perfection of human genius with a similar vigw in Scotus, which he
explains with the image that "Peter's humanity is a 'broken light'
of the ideal sgecies.in God's mind, whereas Christ's humanity is

the unbroken sEecies as’ God conceived it’ (The Sermors and Devo-

tional Writings of Gerard Manley Hopkins, ed. Christopher Devlin,

5.J. [iondon: Oxford Univ. ?ress, 1959}, P. ?78).

6Ong sees this aspect of Hopkins' thought as an anticipatiof
of twentieth-century thought. He remarks, "Hopkins"conviction that
freedom manifests the particularity of the self suggests precociously

certain existentialist awareness of the twentieth century, such as

ﬁeidegger's and Sartre's persuasion that we cra:fiﬁ?urselves by the

choices we make . . . , that we are what we do." e quotes lines

5-8 of "As kingfishers catch fire" in, €Uppost of his view (p. 46).

7Wendell Stacy Johnson, Gerard Manley Hgpkins (Ithaca, New

York: Cornell Univ. Press, 1968),. p. 139¢¢’/!

8Nancy Ruth Wicker, The Golden Echo, Diss. Univ. of Pennsyl-

vania 1977 (Ann Arbor, Michigan: Univ. Microfilms Intgtnational,

1985), p. 165. See alsec Alan Heuser, The Shaping Wision of Gerard

Manley Hopkins (U.S.A.: Archon Books 1968), p;/ég.

9An opinion . xpressed in different ways by, for example,

Mariani, pp. 180-81l; Rachel Salmon, "Frozen Fire: The Paradoxical
Equation of 'That Nature is a Heraclitean Fire and of the Comfort

of the Resurrection',%Hopkins Quarterly, 12 (1985-86), 67.

loA point made in-a slightlyz%ifferent way by Johnson, p. 140.

! llVincent Vycinas, Earth and Gods (The Hague: Martinus Nijhoff,

1961), p. 49. ;f
12 ‘

We have not accorded the same attention to the technical

Y
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* detaill of "As k%ngfishers catch fire" as to the other poems studied,
but this.poem too is built upon a close assoclation of physical ana

"spiritual" aspects of 1angﬁ§$i, as various critics have shown.

See, for example, W.H. Gardner, Gerard Manley Hopkins (1844-1889)

{London: Oxford Univ. Press, 1969), 1I, p. 316-17; Johnsony p. 137;
Mariani, p. 179; Mackenzie, p. 151,
3A feature of Hopkins' poetry recognized in different ways by,

. for example, Robert R. Boyle, Metaphor in Hopkins (Chapel Hill:

The Uniﬁ. of Norcth Carolina Press, 1961), p. 176; Ong, p. 107; P

Marylou Motto, "Mined With a Motion" (New Brunswick, New Jersey:

- Rutgers Univ. Press, 1984), p. 16; James Finn Cotter, Inscape

(Pittsburgh: Univ. of Pittsburgh Press, 1972), p. l4; Carol T.

Christ, The Finer Optic (New Haven & London: Yale Univ. Press, 197ﬁ),
p. 147; Mariani, p. 93. Hopkins never denies the actual physical ‘
world and indeed reveals a deep love for the body of things beside

which Heidegger's bodiless Being appears curiously thin.
[
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