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INTRODUCTION 

Much has been written on the different aspects 

of the life and work of Gerard Hanley Hopkins. There 

are many problems connected with the man and his work. 

One has to do with the conflict between the Jesuit 

priest and the poet. Another concerns the explanation 

of his theories of inscape and instress. All writers 

agree that he is an excellent nature poet. But no one 

goes on to explain at length his ideas about nature and 

his philosophy of nature. Joseph Warren Beach ignores 

Hopkins*s attitude towards nature in his famous book 

The Concept of Nature in the Nineteenth Century English 

Poetry. Possibly this is explained by the fact that Mr. 

Beach's book was published in 1936 and Hopkins's posi­

tion In literature has been in the process of being 

established sinee that time. Certainly Hopkins's con­

cept of nature is at least as significant as that of 

many of the other poets of the Nineteenth Century. 

In order to clarify Hopkins*s concept of nature, 

his prose writings on the subject will be used as much 

as possible. These are contained in four volumes, his 

Note-books and Papers published in 1937 and republished 

in two volumes. Only one of these has appeared as yet, 

his Journals and Papers which was published in 1959. 

A revised edition of his Letters to Robert Bridges was 
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published in 1955 and a revised edition of his Letters 

to Richard Watson Dixon in the same year. The Further 

Letters of Gerard Hanley Hopkins was revised and en­

larged in 1956. 

Hopkins's concept of nature was shaped and 

formed by influences of different kinds and of different 

origins. Some of these influences are products of his 

early training and education, some of his life as a 

Jesuit priest and some from his continuous pursuit of 

learning. 

Since his Jesuit training and the Spiritual 

Exercises of St. Ignatius of Loyola did much to shape 

his concept of nature* Chapter One will suggest the 

nature of these influences and will show how Hopkins's 

concept was Christian ana spiritual. 

Since inaoape was Hopkins's particular way of 

looking at things in the world, Chapter Two will treat 

of inscape in its various implications. Also, since the 

theories of Duns Sootus provided Hopkins with a philo­

sophical basis for inscape, these ideas will be ex­

plained in this chapter. 

Since Hopkins's own writings provide us with 

examples of his love of nature and his way of looking 
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at nature, Chapter Three will contain examples of his 

keen and accurate observations. 

Since Hopkins was very much interested in 

beauty in all its forms and in particular its concrete 

manifestation in the visible world, Chapter Four will 

treat of his theories of beauty and these theories will 

be compared and contrasted with the traditional Thomis-

:tio theories of.beauty* 

After these considerations have been presented, 

it should be apparent that Hopkins deserves a place 

among the most noted Nineteenth Century nature poets. 

Future scholarship will undoubtedly determine just how 

high that place should be. 



CHAPTER ONE 

SPIRITUAL BACKGROUND OF HOPKINS'S CONCEPT OF NATURE 

Gerard Kanley Hopkins was interested in nature 

and the beauties of nature from an early age. A love of 

music, painting, poetry and out-of-the-way knowledge 

was engendered in all of their children by his parents. 

It was to make an ordered collection of such material 

that Hopkins kept his Note-books and Journals from an 

early age. Long before he joined the Jesuits, Hopkins 

loved nature and beauty. It was the Jesuit training, 

however, that gave him a solid basis for a Christian 

concept of nature. 

Hopkins was intensely aware of the beauties of 

nature and realized that a too sensuous awareness could 

be dangerous. The Spiritual Exercises of St. Ignatius 

of Loyola put love of nature in its proper place and 

showed how man should look on natural beauty. St. Igna­

tius taught his followers that self-discipline was 

necessary to control sensuous delight in nature and, 

indeed, led his disciples to rise from created beauty 

to Uncreated Beauty. 

This first chapter will attempt to show how the 

Spiritual Exercises provided the basis for a sensible 

concept of nature and that Hopkins agreed with its 
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teachings. It will try to show, too, that the critics 

who were amazed at or scandalised by Hopkins's sensuous 

delight in nature did not understand the guiding in­

fluence of the Spiritual Exercises on his concept of 

nature. It will be seen that self-discipline was an 

Important quality In Hopkins's approach to nature and, 

as a result, that Hopkins was able to harmonize his 

love for earthly beauty and his religious mind. Exam­

ples will be given of Hopkins's evident delight in na­

ture and various critics will be cited to show that the 

Spiritual Exercises influenced Hopkins's concept of 

nature. 

Gerard Manley Hopkins had a love for nature 

before he joined the Jesuits* That can easily be seen 

from the accurate and fond observations of nature found 

in, his Note-Books and Papers. Nevertheless, his love of 

nature was disciplined, formed and directed by his 

Jesuit studies and training, especially by his contact 

with the Spiritual llxerolses of his founder, Saint Ig­

natius of Loyola. In his Note-Books and Papers Hopkins 

wrote commentaries on the Spiritual Exerolses. These 

commentaries are his own reflections on the subject 

and the development of his concept of nature can be 
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judged from them. 

The opening statement of the "Principle or 

Foundation" of St. Ignatius lays the framework for a 

sensible concept of nature. 

5ian was created for a certain end. This eixd 
is to praise, reverence, and to serve the 
Lord his God, and by this means to arrive at 
eternal salvation. 

All the other beings and objects which 
surround us on the earth were created for 
the benefit of man, and to be useful to 
him, as means to his final end; hence his 
obligation to use, or to abstain from the 
use of, these creatures, according as 
they bring him nearer to that end, or tend 
to separate him from it.i 

in his commentary on the "Principle or 

Foundation", Hopkins shows that he agrees wholehearted­

ly with the above quotation. He says that God did not 

create for sport or for nothing, and that every sensi­

ble man has a purpose in all he does, every workman 

has a use for every object he makes. "Much more has 

God a purpose, an end, a meaning in his work. He meant 

the world to give him praise, reverence and service; to 

give him glory." "In other words he does not need it 

1. Saint Ignatius, Spiritual Exercises, p.21. 

2. Note-Books and Papers of Gerard Nanley 
Hopkins, edited by Humphrey House, p.302. 
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(man's praise)... Uevertheless he takes it; he wishes 

It; he asks it, he commands it, he enforces it, he 

gets it."3 Hence all things of nature glorify God. 

"The birds sing to him, the thunder speaks of his 

terror, the lion is like his strength, the sea is like 

his greatness, the honey like his sweetness."4 "What 

they can they always do."5 

By his meditations Hopkins came to surrender his 

mind to the Ignatian Christian way of thinking which is 

clearly seen in the following paragraph of the 

Spiritual Sxerolses. 

Creatures were formed for an end as well as 
myself, and this end is the glory of God; 
for God could only creaxe for His Glory. 
Creatures deprived of understanding are not 
made to glorify God directly; they are made 
to serve man, who, in exchange for their 
services, must lend his intelligence and 
heart to praise and love God, and thus make 
them to conduce to the glory of their 
common Creator. This, then, according to 
the light of faith and reason, is the order 
of my relations with God and with creatures. 
I am for God and creatures for me. From 
this follows that I cannot, like worldlings, 
make creatures my end without making myself 
guilty and miserable.0 

3. Ibid., p.302 . 
4. Ibid., p.303 . 
5. Ibid., p.303 . 
6- Spiritual Exercises, op.cit., p.33 . 
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Mr. Humphrey House, the editor of Hopkins's 

Note-Books and Papers, says: "No single sentence better 

explains the motives and directions of Hopkins's life 

than this 'Man was created to praise*. He believed it 

as wholly as a man can believe anything; and when re­

gret or sorrow over anything In his life comes to a 

critic's mind this must be remembered. To remember it 

is not to share or advocate the belief; but it is 

essential to an intelligent reading of his work."7 

The close connection between the Exercises and 

poetry is brought out in this paragraph in Spirit by 

Father Alfred Barrett, S.J, 

It is interesting to see how the poetics of 
St* John Damascene accord with those of 
Gerard Hanley Hopkins, and how Hopkins 
stemmed from the Ignatian poetry of the 
Spiritual Exercises composed by a man who 
loved to step out on his Roman balcony and 
gaze up at the stars, Ignatian spirituality 
supposes a rise from the Created to the 
Uncreated which is distinctly poetieal. St. 

7. Note-Books and Papers. op«oit.. p.416. 
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Robert Bellarmine, S.J., called one of his 
treatises The Ladder of Created Things.8 

Many critics of Hopkins's poetry, such as 

Robert Bridges, Herbert Read and Basil de Selinoourt 

are "amazed to find a Jesuit who can communicate the 

loveliness of God's world with such haunting appre­

ciation."9 John Pick remarks that they highly approve 

of his exuberant delight in natural beauty. And yet 

they are shocked that a Jesuit should write such 

poetry - such poetry, they hint, is incompatible with 

the life and Ideals of a religious. The answer lies in 

the statements of the Spiritual Exercises and Hopkins's 

acceptance of them* The amazement of the critics is 

a reflection on their own lack of religious belief 

and conviction. In Poetry. July, 1939, Terence 

Heywood criticizes Herbert Read for failing to realize 

that the Spiritual Exercises of 3t. Ignatius formed, 

for better or for worse, the very stuff and not merely 

8* Return to Poetry, Critloal Essays from 
Spirit, edited by John Gillanl" Brualnl7 Francis X. 
Connolly and Joseph G.E. Hopkins; article by Alfred 
Barrett, S.J., is entitled "Image-makers and Image-
breakers", pp. 194-198. This quotation is on page 197. 

9. John Pick, America, January 23, 1943, 
pp. 437-438. "" 
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the accidental channel of Hopkins's poems.10 

In his comments on the"Prinolple or Foundation" 

Hopkins brings out the fact that man alone can delib­

erately mean to give God glory. This is done not only 

by prayer but also in the common avocations of man. 

"Smiting an anvil, sawing a beam, driving horses, 

scouring, everything gives God some glory if being in 

his grace you do it as your duty... He is so great 

that all things give him glory if you mean they 

should."11 

The Foundation Exercise of St. Ignatius begins 

by saying not only that man was created to praise, 

reverenoe and serve God and by that means to save his 

soul - which was sufficient for Hopkins - but that all 

things else on earth were created to help man towards 

that end: man should use them just so far as they can 

afford him that help and "should withdraw himself from 

them just so far as fcliey hinder him." When Hopkins 

10. Terence Heywood, Poetry, July, 1939, 
pp. 209-219. 

11• Kote-Books and Papers, op, cit., 
?p. 304-305. 
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thought that writing of peetry was interfering with 

his spiritual life, writing was abandoned. It explains 

too why Hopkins mortified his senses at times. He did 

this so that created beauty would remain only a means. 

"But a penanoe which 1 was doing from January 25 to 

July £5 prevented my seeing much that half-year."1^ 

His philosophy of nature is based on the Spiritual 

Exercises whioh oalls not only for enjoyment but also 

for retrenchment. "But he could never give free rein 

to the sensuous side of his nature; he was a Jesuit, 

vowed to religion and strict vows ... there was a 

natural austerity within him, in conflict with the 

natural sensubu3 delight."1* 

The "Principle and Foundation" urges men to use 

all created things to attain God. "So, too, a sacra­

mental view of the world which sees all creatures as 

avenues to Uncreated Bein^ there has its origin, and 

12. Journals and Papers of Gerard .V.anley 
Hopkins, edited by Humphrey House alia completed by 
Graham 'Jtorey, p.190. 

13. John Pick, America, opjcit. 
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its culmination comes in the closing section of the 

Exercises, the famous Contemplation to Gain Love."14 

This explains why Hopkins took such a delight in 

natural beauty. The following excerpts from his 

Journal are examples. "I do not think that I have 

seen anything more beautiful than the bluebell I have 

been looking at. I know the beauty of the Lord by 

it."15 "As we drove home the stars oame out thick: I 

leant back to look at them and my heart opening more 

than usual praised our Lord to and in whom all that 

beauty comes home."16 Hopkins's delight in the world 

about him was heightened because it was enjoyed in and 

for God. 

Besides his personal commentaries on the 

Spiritual Exercises Hopkins also recorded some of his 

sermons in his Journal. He was advised by his 

Superiors to write out his sermons in order to over­

come his nervousness and consequent fumbling for words 

14. John Pick, America, op.cit. 

18. The Journals and Papers, op.cit., p.199. 

16. Ibid., p.254. 
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when he preached. John .'iok thinks tha t a i l h i s p io-

t o r i a l s k i l l and dramatic e f fec t iveness in r econs t ruc ­

t i ng scenes, h i s ooncreteness and use of a l l the 

se&see lire t o be soen in h i s sermons« Hopkins did not 

have a p e e t i i t i s t i e outlook on the world because hi® 

keen i n t e l l e c t knew tha t the proper s t r e s s skmld be 

placed on the Incarnat ion and Redemption, and t ha t t he 

Fmll of man should not be over-emphasized*17 There i s 

nothing in hie sermons bearing d i r e c t l y on h i s concept 

of nature but the @®aeral background of l o g i c a l , 

Gfcriatiasi thought ia v i s i b l e * His sermon In which he 

d#»ei"lfees t h e phys i ca l , mental and moral q u a l i t i e s of 

Ohrlst shows both h i s outs tanding prose q u a l i t i e s and 

h i s personal Isve of God whioh e&rr ies over in to h is 

philosophy ®f nature* The same could ba said fo r the 

aeraons on the Immaculate Conception and the Sacred 

l e a r t . They a l l tend to show us tha t Hopkins's mind 

and emotions were moulded and shaped by the S p i r i t u a l 
j x e r o i a e s . Father A»A. Stephenson has expressed very 

**• *•£* Piok, Gerard Mftnley- Hopkin®, 
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well the resulting personal sanctity of Hopkins. 

Hopkins learned to discern even in nature a 
quality and a rhythm which only a Christian 
sensibility can know; and he came to fulfil 
the condition Milton declared to be necessary 
for the production of true poetry, that a man 
'first be a true poem himself.'18 

Father M.B. MoNamee, S.J., in Immortal Diamond 

agrees that it was in the Spiritual Exercises that 

Hopkins found a justification for his remarkable sensi­

tivity to the beauty of the world about him.19 in a 

letter written to R.W, Dixon in 1881 Hopkins expresses 

his ideas on the Order that forms its members by the 

Exercises: "This I say: my vocation puts before me 

a standard so high that a higher can be found nowhere 

else ... I have never wavered in my vocation, but 1 

have not lived up to it."20 The latter part of the 

quotation refers to the natural longing of a man to be 

18. A.A. Stephenson, Dublin Review, Winter 1953, 
p.174. 

19. Immortal Diamond, edited by Father Norman 
Weyand, p.22(H 

20. The Correspondence of Gerard Manley Hopkins 
and Riohard Watson Dixon, eaited by Claude Colle'er 
Abbott, p.88. " 
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better thaa he is, to rise to a higher degree of 

spirituality, and not to any particular defection on 

Hopkins's part. 

R.V. )i\on, without -.uowini; too much about, the 

Jesuits or tho Spiritual axorclseo, was ablw to notice 

something special about Hopkins's verso that was due 

to his ignatian training. 

But first, I hope that you ar«. going ou with 
poetry youreolf, l can understand that your 
present position, seclusion and exercises 
would yive to your writings a rare charm -
they have done so in thoso that I have sjeen: -
something that I cannot describe, but know to 
myself by the inadequate v/ord terrible pathos -
something of what you call temper in poetry: 
a right temper which goes to the point of the 
terrible; the teirlblo crystal. Milton is 
the only ono else who has anything like it: 
&. he has it in a totally different way : he 
has it through indignation, through injured 
majesty, which la an inferior thing in fact.£1 

j*:r. Claude Colleer Abbott, the editor of tho 

Lottera, in Lis introduction, expresses a belief that 

the religious element in Hopkins's life and poetry are 

not dominant, rather that he is a creature of senses. 

They art* poems written to the glory of God 
by a man who is looking on the world as 
oharged with ilia grandeur and revealing nis 

21. Ibid., y.ao. 
M * « M W « r m 
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bounty and presenoe. But always as I read 
them I feel that the poet is primarily 
seized by the beauty of earth, and that 
though a man of exquisitely tempered and 
religious mind, his senses, not his religion, 
are in the asoendant.2^ 

Father William T. Noon, S.J., in America, does not agree 

on this point with Mr. Abbott and he proceeds to show 

how Hopkins did harmonize his love for earthly beauty 

and his religious mind. 

Early in his religious life, Gerard Hopkins 
understood that love for creatures is, by no 
means, a rival to one's love of God. In a 
oomment on St. Ignatius' Contemplation to 
Obtain Love Hopkins imagines a vision in 
which God showed us 'the whole world en­
closed first in a drop of water, allowing 
everything to be seen in Its native colours; 
then the same in a drop of Christ's blood, 
by whioh everything whatever was turned to 
soarlet, keeping nevertheless mounted in 
the scarlet its own colour too.'23 

Again in the same connection Hopkins says, "All things 

therefore are charged with love, are charged with God 

and if we know how to thank them give off sparks and 

take fire, yield drops and flow, ring and tell of him.24 

22. Letters of Gerard Hanley Hopkins to Robert 
Bridges, edited by Claude colieer Abbott, p.xxvil. 

23. William T. Noon, S.J., America, "Hopkins: 
Christian Humanist," pp.73-75 

24. Note-Books and Papers, op.cit., p.342. 
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father Noon points out that a Christian humanist, 

such as Hopkins is, loves the world, but he sees the 

world as the dynamio handiwork of God. Nature, he knows, 

eannot be true to itself without the supernatural. To 

love things for what they are in themselves, without any 

admixture of self-interest, is the best way to love 

them, the sure road back to God. since every man is 

destined by nature for God, for the supernatural life, 

really to be a nature poet is the supreme teat of an 

artist's spiritual being. 

For Hopkins, as for every Catholic, poet or 
mystic, the whole world is sacramental; really 
to contemn it or turn one's back on it is 
blasphemy; to prepare nature for the Divine 
art becomes the highest work that a Christian 
humanist can do. .Furthermore, we should be 
mistaken wero we to conclude that a Christian 
humanist, like Hopkins, loves created beauty 
simply because he views It as a symbol of the 
divine. Starlight and thunder, ashboughs in 
bud, the winging of a bird across the heavens -
such creatures are fair and worthy to be cher­
ished for their own sakes. So it is that God 
loves them and has given them to us for our 
own fellowship and admiration.2i) 

It cannot be said, then, t'.at in being faithful 

to nature, Hopkins is disloyal to God. A realistic 

poet will not disaaln mundane things nor will he be 

blind to the supernatural elements in life. If he 

25. William T. Noon, op.cit. 
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appreciates the beauty of God, it will show in what he 

writes about the beauty of the world and nature. The 

more manifold beauties of nature make the poet realize 

that there is need of a centre, a principle of unifica­

tion. The Christian finds such a centre in the Incarna­

tion. Hopkins, himself, in his Commentary on the 

Exercises expresses it thus: "God's utterance of him­

self in himself i3 God the word, outside himself in this 

world. This world then is word, expression, news, of 

God. Therefore its end, its purpose, its purport, its 

meaning i3 God, and its life or work to name or praise 

him.-26 

Stanley 3. James in an article entitled "The 

Sacrifice of Song" in the Catholic World of June, 1935, 

points out the necessity of discipline in the writing of 

poetry. He traces the subject back to the Middle Ages 

during which era literature had the "beneficial disci­

pline of a firm religious faith." The Elizabethan era 

26. Immortal Jlamond. op.cit., p.226. 
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threw off this discipline but Shakespeare with his 

"sheer energy of genius" was still able to remain "an 

amazing example of undisciplined strength." A period of 

exhaustion followed. Hilton tried unsuccessfully to 

bring poetry back to religion. So did uryden, but he 

did not succeed completely either. Romanticism threw 

off all discipline. "The need of finding a discipline 

which would chasten but not destroy pure delight in the 

glory of this world had yet to be found." It was found 

in a banc, of Catholic Victorian poets, such as Coventry 

Patmore, Franois Thompson, Lionel Johnson and especially 

Hopkins because of his Jesuit training in the Spiritual 

Exercises. These Catholic poets, to a certain extent, 

"sacrificed poetry to religion. Hopkins ditt actually 

renounce poetry in obedience to what he deemed the de­

mands of Lis vocation as a Jesuit. However, he did 

write sufficient verse to show us what were the effeots 

of the religious discipline to which he had submitted. 

Mr, James thinks that muoh of Hopkins's poetry bears 

deeply impressed upon it "the traces of his religious 

asceticism."27 Claude Colleer Abbott shows that he, 

27, Stanley B. James, Catholic world, June, 1935, 
article entitled "The Sacrifice of Song", pp.290-295. 
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too, is affected by Hopkins's disciplined approach to 

poetry. "His vision of earth and her creatures make a 

bevy of astonishing and new felicities rarely to be 

matched in English poetry."S8 

W.H. Gardner, as can be seen in his writings on 

Hopkins, understands the dominant place that Ignatian 

spirituality has in the life of the priest-poet. 

Much of the power of Hopkins's mature poetry came 
from the tension between the inborn creative 
personality of the artist and the acquired 
character of the Jesuit priest. This tension 
sometimes resulted in what Bridges called 
' the naked encounter of sensualism and ascet­
icism' j but Bridges did not do justice to the 
fine and significant balance which Hopkins 
maintained between these two opposite but 
necessary forces*2® 

Gardner further says: "As regards their oontent, (i.e. 

the "terrible sonnets"), such moods of 'desolation' 

conform to those periods of spiritual dryness which are 

carefully desoribed, and prescribed for, by St. Ignatius 

in the spiritual Exeroises."30 

Gardner would disagree with Abbott's appraisal of 

28. C O . Abbott, Letters to Bridges, p.xxviil. 

29. W.H. Gardner, Poems of Gerard Hanley Hop­
kins, Penguin, p.xxiii, ~~ 

30. Ibid., p.xxlx. 
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Hopkins. In the Introduction to the Letters, Abbott 

says: 

Though Hopkins seems to have undergone a re­
ligious discipline comparable in sternness 
to that suffered by mystics, it is not easy to 
see how the ill-defined term 'mystical' can be 
applied to his poetry. His work lacks the 
inevitable fusion of the divine and the tem­
poral, that savour given by the subtle inter-
penetration of the spirit working through 
the whole man, that is vouchsafed those who, 
in subduing all else to His contemplation 
and service have felt the warmth of God.31 

Abbott seems to have misunderstood completely the les­

sons of the Spiritual Exercises. 

The Times Literary Supplement of September 26, 

1942, stresses the importance of the Spiritual Exercises 

in Hopkins's poetry. "The Order, if it severely limited 

the range of his poetry, profoundly intensified it. In 

this Intensification the Spiritual Exercises, acting 

upon a nature so tensely poised in itself between the 

sensuous and the ideal, played a principal part."32 

31. C.C. Abbott, Letters to Bridges, p.xlii. 

32. Times Literary Supplement. September 26, 
1942, p.474. 
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John Pick in an article in Renascence. Autumn 1954, 

again reaffirms the importance of the Exercises in the 

life and poetry of Hopkins. 

So pervasive are the Spiritual Exercises - with 
which Hopkins acquainted himself immediately 
upon his entrance into the Jesuit novitiate in 
1868 and which he reread, restudied and re-
meditated constantly all the rest of his life -
in the formation and direction of the controlling 
ideas of his poems, the ideas which make the 
individual images take on a fresh and integra­
ted set of meanings and tensions and rela­
tionships that iheir importance can hardly be 
overemphasized.33 

It was evident, then, that the Spiritual 

Exercises which Hopkins knew and loved helped to form 

not only his spiritual life but also his outlook on 

nature and natural beauty. His commentaries on the 

Spiritual Exercises were added proof of his adoption of 

the Ignatian Christian way of looking at the natural 

world around him. Ignatian spirituality showed that 

love of created beauty led inevitably to the love of Un­

created Beauty provided that man did not put obstacles 

In the way and was willing to develop the requisite 

self-discipline. 

33. John Pick, Renascence. Autumn 1954, p.37, 
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The Spiritual Exercises gave Hopkins the approval 

that he needed to give full rein (but disciplined and 

controlled at the same time) to his personal awareness 

of beauty and nature. The Note-books and Journals were 

full of examples of his fond and accurate descriptions 

of nature. He realized that too sensuous a love of 

nature could be dangerous and here his Jesuit training 

came to his aid with its teaching of aisciplined love of 

created beauty. 

Hopkins' s sermons showed that he had a strong and 

sensible spiritual outlook on life. His note-books 

showed that he was able to mesh smoothly his religious 

beliefs and his love of earthly beauty. The Spiritual 

Exercises supplied the necessary ideas to co-ordinate 

these views. The world became, for Hopkins, a book in 

which he could read about God; every page of this book 

gave him more knowledge of the wonders of nature and so, 

of the wonders of God. Those who were surprised that a 

Jesuit priest could have such a love of nature and 

beauty as Hopkins had have failed to comprehend the deep 

penetration of the Spiritual Exercises into Hopkins's 

mind and outlook on the world. 

In this first chapter the spiritual background of 
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Hopkins's concept of nature has been discussed. His 

love of nature and his outlook on nature were shaped by 

his Jesuit training. Chapter Two will discuss further 

aspects of his outlook on nature and show that there was 

also a strong philosophical basis to his concept of 

nature. 



CHAPTER TWO 

HOPKINS'S INSCAPE AND DUNS SCOTUS 

Gerard Hanley Hopkins kept records and note­

books of his observations of nature and of beauty, 

whether of architecture, poetry, art, or music. All of 

these subjects interested hia from an early age* What 

interested hia especially about all these things was 

particular details that gave distinctiveness to things. 

Tills la what he called inscape - the external pattern 

of things which expressed their inner form* What aade 

inscape especially precious to hia was that it reminded 

hia of the Creator more than any other way of viewing 

things* 

In this chapter Hopkins's ideas of inscape and 

instress will be explained* Also it will be seen that 

he had a great preoccupation with the self of things* 

It will also be shown that he found philosophical jus­

tification for his theories of inscape. instress and 

self from the teachings of John Duns Scotus, a Francis­

can teacher of the Thirteenth Century* Scotus stressed 

the importance of the individuality of objects,of this-
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nesses as well as whatnesses; also he stressed the Impor­

tance of the self of things, His theory of knowledge in 

which the senses and the intellect work together in one 

simultaneous act to express both the inner form and Its 

outward manifestation suited Hopkins's theory of inscape. -

It will also be seen in this chapter that Hopkins was 

never satisfied unless he experienced the inscape and 

instress of things and that this eagerness was matched 

by his keen consciousness of his own self. All of these 

theories are important to him because then the visible 

beauties of the world could serve as a bridge between 

the finite and the infinite. Individual inscapes were 

analogues of Divine Ideas and hence the experience of 

inscape leads to Beauty, to God. This way of viewing 

the world was an integral part of his concept of nature. 

Hopkins's Note-books and Journals show that from 

an early age he had an Interest in "all those distinc­

tive details of a particular landscape which make it 

absolutely different from every other one."1 He was in-

!• Immortal Diamond, op.cit., p.226. 
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terested in colour , contour and shape* This i s seen In 

his e n t r i e s about an ordinary walk tha t he took on .*ay 

3 , 186S. 

Cold* Morning raw and wet, afternoon fine. 
Walked then with Addis crossing BablooR 
fiythe, round by Skinner's Weir through many 
fields into the Witney Road. Sky sleepy 
blue without liquidity* Fr* Oumaor Hill saw 
St. Philip's and the other spires through 
the haase rising pale in a pink light* On 
further side of the Witney road hills, just 
fleeced with grain or other sreen growth, by 
their dips and waves foreshortened here and 
there and so differenced in brightness and 
opacity the green on them, with delicate 
effeot. On left, brow of the near hill 
glistening with very bright newly turned sods 
and a scarf of vivid green slanting away be­
yond the skyline, agst. which the clouds 
shewed the slightest tinge of rose or purple. 
Copses in grey-red or grey-yellow - the 
tinges immediately forerunning the opening of 
full leaf. Meadows sklrtin® Sevenbridge road 
voluptuous greea.2 

Hopkins took great pains to select the right word and 

the perfect comparison to illustrate his perceptions. 

At an early age, then, Hopkins learned to look 

for what he called insoape* He shows how important he 

considers it to be in a letter to Bridges: "But as air, 

melody, is what strikes me most of ail in music and 

2» The Journals and Papera, op.cit., pp,134-13u. 
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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."3 In a letter to Dixon he calls inscape 

"the very soul of art".4 This feeling for the external 

pattern expressive of the inward form of things came to 

be a pivotal point in his thought to which he returns 

again and again in his journal and in his poetry*° 

Father Peters,S.J.,defines inscape as "the 

unified complex of those sensible qualities of the 

object of perception that strike us as inseparably be­

longing to and most typical of it, so that through the 

knowledge of this unified complex of sense-data we may 

gain an insight into the individual essence of the 

object.n& Since this word stands for something that was 

not observed by other men, and therefore caused a very 

personal experience, and so was to stand for something 

not experienced by others, it has an important place in 

3» Letters to Bridges, p.66. 

4. Letters to Dixon, p.135. 

5. Immortal iJiamoad* p*227. 

6. W.A.M. Peters, 8.J., Gerard Manley Hopkins, 
p.l. 
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Hopkins's concept of nature* Most people are inclined 

to look for what is universal in the objects put before 

them* Hopkins, by dint or foroed concentration until it 

became a habit, tried to oatoh what was individually 

distinctive la objects la order thus to arrive at some 

insight into their essence as individuals* Inaoape. 

then, is the word he used to express this set of indl~ 

vidualating characteristics.? 

Hopkins's Note-books aaq, Journals are replete 

with examples of his insoapes. They refer to the sunset, 

to trees, to bluebells, the Horned Violet, to cloud© 

et cetera. He regretted that people in general did aot 

kaow about or try to appreciate the Inscape of things as 

he did: "I thought how sadly beauty of inaoape was un­

known and buriea away from simple people ana yet how 

near at hand it was if they had eyes to see it and it 

could be called out everywhere again."8 He complains 

that "even with one companion ecstasy is almost banishedj 

you want to be alone and to feel that, and leisure -
*m II i » ' i i i" n ""' • 

7. Peters, op.oit.. p.a. 
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all pressure taken off."9 On July 25, 1368, he ascends 

the Breithorn with Ibur companions. He describes the 

experience as follows: 

Stars twlring brilliantly. Taurus up, a pale 
light stressily edging the eastern skyline, 
and lightning mingled with the dawn. In the 
twilight we tumbled over the moraine and 
glaoler until the sunrise brightly fleshed 
the snow of the Breithorn before us and then 
the colour changing through metallic shades 
©f yellow recovered to white.10 

In trying to assess why inscape was so important 

to Hopkins, Father Peters comes to the conclusion that 

it .was Hopkins's spiritual outlook on this world that 

&&de iasoape so.precious to him; the inscape of an ob­

ject reminded him more of the Creator, than a super­

ficial impression could have done. How intense his 

awareness was of the actual presence of God In each in­

dividual thing and how he realised that each individual 

thiamin its own peculiar way brought him news about the 

Creator can be seen in passages like this: 

The busy working of nature wholly independent 
of the earth and seeming to go on in a strain 

9» IH&«» p.. 182. 

10. Ibid., p.181. 
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of time not reckoned by our reckoning of days 
and years but simpler and as if correcting the 
preoccupation of the world by being preoccu­
pied with and appealing to and dated to the 
day of judgment was like a new witness to God 
and filled me with delightful fear.l1 

Another word that Hopkins coined is instress. 

It also plays a large part in his concept of nature. 

Father Peters gives the original meaning of instress as 

"that stress or energy of being by which 'all things 

are upheld' and strive after continued existence."ls 

But when the word instress is used in connection with 

inscape it is noted that "the instress will strike the 

poet as the force that holds th© inscape together; it is 

for him the power that ever actualizes the inscape. 

Further, we observe that in the act of perception the 

inscape is known first and in this grasp of the inscape 

is felt the stress of being behind it, is felt its in­

stress."13 

Inscape, being a sensitive manifestation of a 
being's individuality, is perceived by the 
senses; but instress, though given in the per­
ception of inscape, is not directly perceived 

11- Journals and Papers, op.cit.. p.200. 
1 2 , Peters, op.cit., p.14. 

13. Ibid., p.14. 
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by the senses, because it is not a primary 
sensible quality of the thing. Hence it 
follows that, while inscap© can be described, 
however imperfectly, in terms of sense impres­
sions, instress cannot., bub nust be inter­
preted in terms of its impression on the soul, 
In terms, that is, of affects of the soul. 
Instress, then, in Hopkins' s writings, stands 
for two distinct and separate things, related 
to each other as cause and effect; as a cause 
'instress' refers for Hopkins to that oore of 
being or inherent energy which is the actual­
ity of the object; as effect 'instress' stands 
for the specifically Individual impression the 
object makes on mau.1^ 

W.H. Gardner attributes at least part of 

Hopkins's interest in pattern and design and then In­

scape and instress to his meeting with the poet 

Gwinburne and the painter Sixaeon Solomon. 

Instress is akin to what Shelly (following 
Plaio) called 'the On® Spirit's plastic 
stress', which sweeps through the 'aull dense 
world' of matter and Imposes on it the pre­
destined forms and reflections of the Prime 
Good. But Instress is not the only unifying 
force in the object; it connotes also that 
impulse from the 'Inscape' which acts on the 
senses and through them, actualizes the inscape 
in the mind of the beholder... instress, then", 
is often the sensation of inscape - a quasi-
mystical illumination, a sudden perception of 
that deeper pattern, order and unity which 
gives meaning to external forms.1£> 

1 4 , Peters, op.cit., pp.14-15. 

15. W*H* Gardner, Gerard aanley Hopkins, 
Penguin ed i t i on , p . x x i . 
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Some examples of the use of instress in Hopkins's 

prose are seen in these extracts from his Journal. 

At eight o'clock about sunset hanging due 
opposite the house in the east the greatest 
stack of cloud, to call it one cloud, I can 
ever recall seeing. singled by the eye and 
taken up by Itself it was shining white but 
take.i with the sky, which was a strong hard 
blue, it was anointed with warm brassy glow: 
only near the earth it was stunned with 
purplish shadow. The instress of its size 
came from comparison not with what was visible 
bu'u with the remembrance of other clouds. 16 

Usually, Hopkins had to be alone to experience instress, 

as this quotation illustrates. 

I saw the inscape though freshly, as if my 
eye were still growing, though with a com­
panion the eye and the ear are for the most 
part shut and instress cannot come.i? 

A frequent source of instress was a beautiful but old 

work of art or architecture. 

tfe went up to the castle but not in: standing 
before the gateway I had an instress which 
only the true old work gives from the strong 
aud noble inscape of the painteJarck.18 

Austin 7?arren suggests that the word inscape was 

derived from "landscape". An Inscape is any kinj. of 

16. Journals and Papers, op.cit., p.212. 

17. Ibid., p.228. 

13. Ibid., p.263. 
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formed or fooussed view, any pattern discerned in the 

natural world. Being so central a word in his vocabu­

lary and motif in his mental life, it moves through some 

range of meaning: from sense-perceived pattern to inner 

form. The prefix seems to imply a contrary, an outer-

scape - as if to say that an inscape is not mechanically 

or inertly present, but requires personal action, atten­

tion, a seeing and seeing into.19 

Father Peters points out a logical inference con­

cerning instress* "If Hopkins is going to describe the 

individually distinctive aspect of an object, he can do 

so by giving a word-picture in terms of its inscape, or 

he can choose a second way and describe it in terms of 

Instress, which was to Hopkins as distinctive as in­

scape."2*3 Hopkins'sprose writings establish him as a 

writer who takes pains to describe things objectively in 

their minutest detail. Prose writing subordinates emo­

tional appeal to objective representation and so there 

is little room for instress. Nevertheless there are ex-
21 amples; he speaks, for instance, of "sad-coloured" sky; 

19. Kenyon Critics, pp.76-77. 

20. Peters, pp.17-18, 
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"plnings of snow"22 "grave green"23 "happy leaves."24 

It is to be expected that in his poetry this way of 

giving the essence of things should come more to the 

fore than in his prose writings. 

Inscape and instress are two terms which well 

bring out Hopkins's preoccupation with the self of 

things. These coinages clearly point to his intense 

awareness of what was Individually distinctive in every 

object and to his consciousness of the object's indepen­

dence in being and activity. It is here that Hopkins 

differs from other poets. For one thing since he was 

more conscious of the individuality of objects and their 

effect upon man, his reaction following contact with 

objects was more reasoned and less spontaneous than the 

reaction of other poets. Father Peters penetrates more 

deeply into the subject and is convinced that Hopkins 

considered objects as "selves". As a result of this 

view he could not bestow on things imagined life and 

22. Ibid., p.229. 
23> IM£«» P»20S. 

24. Ibid., p,223. 
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imagined activity. Each object has a "life" entirely 

its own. Therefore, Hopkins cannot ascribe to an object 

qualities which to his mind it does not really and 

literally possess* Other poets will give to the object 

fancied and imagined qualities; they cast around it an 

emotional atmosphere which the object possesses only in 

virtue of the poet's imagination and of the poet's im­

aginative interpretation. It is this peculiar non-

imaginative attituae of Hopkins towards the selves that 

gives his poems severity and rawness of tone. 

It was in 1872 that Hopkins first came across the 

teachings of Duns Scotus which gave philosophic justifi­

cation for his long-standing preoccupation with inscape 

and with the sharply individualized features of things. 

Hopkins had an interest in philosophy even before his 

Jesuit days. His philosophical essays written at Oxford 

show this. His ideas concerning Inscape and instress 

and his awareness of an active principle in things pre­

date his acquaintance with Scotus. So it is easy to 

understand his joy and enthusiasm when he first dis­

covered some philosophical justification for his views 

concerning external reality. 
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At this time I had first begun to c&l hold of 
the copy of Scotus on the Sentences in the 
Baddely library and was flush with a new stroke 
of enthusiasm. It may come to nothing or it 
may be a mercy from God. But just then when 1 
took in any inscape of the sky or sea I thought 
of Scotus.25 

The reaso/ for Hopkins's attraction to Scotus is in 

their experience of form as sharply individual and par­

ticular. 

In general St. Thomas and thu Schoolmen conceived 

all created things as containing two principles, the 

principle of matter and the principle of form, both 

terms here being understood in the philosophical sense. 

These two exist as correlatives ana together make up the 

composition. Neither exists without the other. 

St. Thomas held that the form determines the 

species of a thing, while the matter determines Its in­

dividuality within the species. For him the form de­

termined the whatness of a being, while the matter de­

termined the thlsness. Together they made up the in­

dividual thing. Thus the Thoiuistio prluolpium individ-

uationis is a spatially determinant matter materia 

slgnata. 

25. Journals and Papers, op.cit., p.iCl, 
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Scotus on the other hand, as .tienne Gilson 

points out, almost destroys the unity of the species in 

order to safeguard the particularity of the individual, 

for he places the principle of individuation within the 

form,Itself. He distinguishes two things within the 

form, the universal nature comaaon to all indlvi4u**.la of 

the same species, and the haecc^ltas or thisnesa which 

he calls the entitas alh^ularls and which constitutes 

the individuality of the form.26 

Such a philosophical exposition of the sharp singu­

larity of inner form which necessarily expresses itself 

in unity with outward distinctness appealed to Hopkins 

who, la looking about hia, saw beauty as "the splendour 

of form shining on the proportioned parts of matter" in 

a highly organized and patterned variety expressive of 

inner particularity. 

In his poetry, Hopkins tried to capture and give a 

life of their own to, to inscape, his experiences not 

26. John Pick, Gerard Stanley Hopkins, /riast and 
Poet, p. 180. It should be noted that the writer Is 
heavily indebted to John ,'iok for the material on St. 
Thomas and Duns Scotus. Th© paraphrasing is quite close 
to the original text. 
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only of the world of nature, the world of variegated 

and differentiated beauties, but also to his exper­

iences of the world of men, each distinct and individ­

ual and proclaiming his own selfhood. 

In his Journal for 1871, Hopkins wrote a 

paragraph that illustrates his wide interests. 

Early in December was frost and some skating. 
Then much wind and rain but very little cold 
till when I made the note, Feb. 11, and later. 
It was as mild a winter as could be. Things 
budded early, celandine for instance was 
springing at the end of January. At the be­
ginning of March the weather was balmy. On 
Maroh 21 leaves on the poplar, quick, and 
hornbeam had been out some time and knots of 
leaf were open on the sycamore: ep. last year, 
April 15. On March 21 was th© first snow fall. 
There was then snow^and frost for some days, 
the second winter.2* 

Stienne Gilson points out that there are many 

points of dissimilarity between the thought of St. 

Thomas and Duns Scotus but that "it is not empty sub­

tleties or simple pettifogging words that separate the 

two doctors. Both theologies make use of the same 

stock of concepts borrowed from Aristotle's philosophy, 

but the edifices constructed with those common materials 

are very different in style."28 

27. Journals and Papers, op.cit., p.218. 

28. A Gilson Reader. Image Book, p.139. 
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G i l s o n e x p l a i n s O o o t u s ' s i d e a s s u e c i r . t l y i n t h i s 

p a r a g r a p h : 

It must therefore be admitted that the real Is 
in itself neither pure universality nor pure 
individuality. The very fact that we can 
abstract general ideas from it shows that it 
is not pure individuality. If species had not 
already a certain unity, although inferior to 
the numerical unity of the individual, our 
concepts would not correspond to anything. 
Inversely, the same common nature of the 
species is still found in individuals, but, 
this time, determined by their principle of in­
dividuation. In accounting for the possibility 
of indiviuuals, Duns Scotus still had to start 
from the "nature" or "common essence" neither 
universal nor particular, which the metaphysi­
cian considers. Solving this problem, there­
fore, inevitably consisted for him in adding an 
individuating determination to the essence. 
That determination could not be a form, for all 
form is common to th© individuals of one speoies; 
it must therefore be added to form from within. 
In fact, says Duns Scotus, it is its ultimate 
actuality. Th© famous "heceelty" of the 
Sootists is the ultimate act which restricts the 
form of a species to the singularity of its in­
dividuals.*© 

John Pick points out that Scotus may have helped 

to mould the sacramental!sai expressed in Hopkins's 

poems, though it is found In the Spiritual Exercises 

and in all of the scholastics in one form or another. 

29. A Gilson Reader, Image Book, p.137. 
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But in general we must remember that there is little 

that Is daringly different from the general tradition of 

scholastic thought in anything Hopkins wrote, Scotus 

himself was but a current in the large stream of the 

scholastic tradition, which was very flexible within 

its limits, 

Hopkins went to Scotus, too, for an episteiaology 

required by his experience of inscape. The ins cape 

comes from aesthetic experience which differs from 

rational knowledge. The latter concerns itself with 

individuals; it is abstract concerning itself with 

forms abstracted from their concrete embodiment; it is 

conceptual. But an experience of inscape would have to 

be a knowledge of a thing in its entirety; it would 

have to be individual, not general; concrete, not ab­

stract; real,not conceptual. For aesthetic experience 

is concerned with the individuated "inner form" ex­

pressing itself in "outer form". It differs from 

rational knowledge Inasmuch as the "inner form" is not 

abstracted from its sensible manifestation, but it is 

an experience of that "inner form" expressed in its 

sensible manifestation. The brilliance of form is en­

joyed in the sensible. 
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Both St. Thomas and Duns Scotus maintained that 

all knowledge has its origin in the senses. But Scotus, 

unlike St. Thomas, contended that intellectual knowledge 

starts directly with the particular concrete thing and 

not with the universal, because for Scotus the particu­

lar is "part of" the form. Acoording to his theory the 

intellect may know both the particular and the universal; 

the individual in its particular aspects is known by the 

species speclallsslma while its quiddity or whatnegs is 

known by the species intelligibilis. For St* Thomas 

intellectual knowledge is of the universal: the Intel­

lect knows the species Intelliglbllis; only per quandam 

reflexlonem can the intellect know the individual con­

crete thing. 

Sootus# then, would seem to offer a theory of 

knowledge in which sense and intellect collaborate in 

one obviously simultaneous act to experlenoe both the 

speoies lntelllglbilis (the particularized nature or 

form within) and the species speolallssima {the outward 

sensible manifestation of Inner form). Such a theory 

of knowledge is eminently suited to the experience of 

beauty as inscape for it does not abstract the form from 

its concrete embodiment; rather, by one act of mind and 



HOPKINS'S IN3CAPS AND DUNS 3CQTUS 40 

senses i t apprehends t h e i n n e r i n the o u t e r , the s p l e n ­

dour of I n d i v i d u a t e d form s h i n i n g upon p ropor t ioned 

p a r t s of m a t t e r . 

Where Hopkins was undoubtedly d i r e c t l y In f luenced 

by Scotus i s i n h i s a t t i t u d e towards h i s own s e l f . 

S ince i t a f f e c t s h i s . c o n c e p t of n a t u r e , i t f i t s In h e r e . 

The s tudy. Of Scotus made him t u r n i n upon himself and 

c o n s i d e r the essence of the i n d i v i d u a t i n g p r i n c i p l e i n 

h imse l f . This p r eoccupa t ion wi th s e l f , h i s own n a t u r e , 

i t s o r i g i n and i t s end, has unmis takably l e f t i t s mark 

upon h i s p o e t r y . 

In h i s Note-books and Pape r s Hopkins deve lops t he 

idea a t l e n g t h . The fo l lowing s e l e c t i o n s a r e t h e ones 

c l o s e l y connected with h i s concept of n a t u r e . 

We may l e a r n t h a t a l l t h i n g s a r e c r e a t e d by 
c o n s i d e r a t i o n of t he wor ld w i t h o u t o r of o u r ­
s e l v e s the world wi th in* The former i s the 
c o n s i d e r a t i o n commonly dwelt upon, but t h e 
l a t t e r t a k e s on the mind more ho ld . I f ind 
myself b o t h a s a man and a s myself something 
more determined and d i s t i n c t i v e , a t p i t c h , 
more d i s t i n c t i v e and h i g h e r p i t c h e d than 
any th ing e l s e I see . . . Nothing els© in 
n a t u r e comes near t h i s unspeakable s t r e s s of 
p i t c h , d i s t i n c t i v e n e s s , and s a l v i n g , t h i s 
s e l f b e i n g of my own . . . s ea rch ing n a t u r e I 
t a s t e se l f b u t a t one t a n k a r d , t h a t of my 
own being#30 

3 0 . Note-Books and P a p e r s , o p . c i t . , p . 309 -310 . 
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father Peters summariaes Hopkins' a attitude in 

the following quotation. 

Hopkins was aware of his body as he was aware 
of his a^ul. Thio awareness of his body, of 
the life of the senses, of the nature of his 
seusitive exporlonoe, explains '-Lc asj.fuous 
character of his poetry. He reflected upon 
all Mil activities; ail Lid seusua wore soa-
oerned in the perception of inscape, and he 
himself was oonaoi .my of it... I-I» is never 
satisfied unless he has caught the inscape of 
thincs u.u haa fall, thoir instress; au.. Lis 
eagerness to know the self of things is 
matched by tho koen consciousness of Lis own 
self, a most acute self-awareness,31 

Beruaru Kelly, in an article in Biaokfriars, 

June, 1937, entitled "Q«ar s Manley Tunks", is rather 

orltical of Hopkins's Scotism. He misses in Hopkins, 

he says, the attitude of mind of a Catholic or Thomist 

universality. For tho Thoulst It is always a greater 

happiness to know that good exists than to know that he 

could explain it whether it existed or not, This la to 

say that contemplation is better than explanation and 

is better even than the love which leads to it. For 

Hopkins, following Scotus In this, love la better than. 

contemplation; love which particularizes, individualizes 

wwWMMWiiiawu HPI »•• »•' mwmmm 

3 1 . W.A.M* Vetera, o p . c i t , , p*26 and p .28 , 
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isolates, experience foredrawing the world of experience 

and, ultimately, the person of Jesus Christ to a self-

reference and evoking a personal, individual, and In 

some sense isolated response. Kot that the way of in­

dividual love and desire la in any sense opposed to the 

liberty of contemplation ana the universality of the 

intelligence. There is a valid contrast and the ques­

tion is one of emphasis and predominance. The words 

Hopkins uses In developing his psychology of the con­

templation of natural phenomena, particularly the word 

instress, inuicate in him a dwelling on the value of 

sheer effort in the will's response and of effort rather 

particularized in its expression than universalized in 

its object.32 

John Pick points out that Scotus. was very force­

ful in the statement of a sacramental view of the world, 

for he contended that God created the world to make it 

possible for man to look upon the visible beauties of 

the universe and experience them as a bridge between 

the finite and infinite. Individual insoapes, forms 

32. Bernard Kelly, Blaokfrlars, June, 1937, 
"Gerard Hanley Tunks", p.42'7. 
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splendidly shining on> matter, are Images, similitudes, 

representations, analogues of Divine Ideas. The ex­

perience of the beauties of the world, of Its Inscape, 

then, leads to Beauty, to God. Thus Scotus offered to 

Hopkins a very real justification for his love of 

inscapes.33 

Plok summarizes the influence of Duns Scotus and 

the Spiritual Exeroises on Hopkins. 

The saoramentalism of Scotus and the Spiritual 
Exercises, the realization of the far-reaching 
implications of the Incarnation, the full 
dedication of all the powers of man to the 
•praise, reverence and service of God' gave his 
mature poems their combination of sensitivity 
to created beauty - a vital awareness even more 
appealing than his earlier Eeatsian sensuous-
ness - and their intellectual and emotional 
direction* 'Such divination of the spiritual 
in the things of the sense, which also will 
express itself in the things of the sense', 
Maritain has penetratingly remarked, 'is what 
we properly call poetry,»s* 

In this chapter Hopkins's theories of inscape 
a a a lhstress have been presented* They are essential to 

the understanding of his concept of nature, What must 

33. John Pick, op.cit.. p.36. 

34. Ibid*, p*51. 
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be kept in mind is that he had these ideas, this partic­

ular way of looking at the universe, quite some time 

before he found philosophical backing for it in the 

teachings of Duns Scotus. 

Hopkins from an early age was interested in all 

the details of colour, contour, shape, taste and feel 

that give distinctiveness to things. He coined the 

word Inscape to represent the individually distinctive 

external qualities of things which give an insight into 

their individual essences. Hopkins called insoapjai "the 

soul of art." Examples were r.iven In this chapter to 

show his inseapes and 1nstresses and his love of them. 

The development of this special way of looking at 

things required personal effort and attention but after 

a time it became easier for him. 

It has been shown, also, why Hopkins was so de­

lighted when he discovered the writings of Duns Scotus. 

Sootism held that both the universal and individual 

nature of things were in the form and that they were 

grasped at the same time even though in a vague manner. 

The mind and senses at the same time apprehend the 

inner essence in the outer qualities. This stress upon 

the importance of individual characteristics of objects 
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f i t t e d i n a d m i r a b l y w i t h . l o p k i n s * 3 thuory of i n a o a p e . 

S o o t i s m a l s o l e d TI op k i n s t o u ^ r e ^ t p r e o c c u p a t i o n 
w - ^ x S Q l f a i i d t h e e s s e n c e of t h e i n d i v i d u a t i n g p r i n c i ­

p l e i n h i m s e l f . T h i s p r e o c c u p a t i o n cone to t a k e a 

g r e a t e r h o l d on h i s u l n d t han t h e c o n s i J e r a t i o n of t h e 

w o r l l around i l i a . Hia o a g e r n o 3 s t o o^ t ch t h e q e l f of 

t h i n g s , t i . a u , went lia.ia i n hau w i t h t h e s t r o n g c o n ­

s c i o u s n e s s of h i s own s e l f . I t was no t d i f f i c u l t f o r 

Hopk ins t o c i v e a p p r o v a l t o t h e S o o t i s t s a c r a m e n t a l 

t e a c k i n ^ t h a t t h o v i s i b l e b e a u t i e s of "he w o r l d and 

t h e i r i n s c a p e s , t o o , were a n a l o g u e s of J i v i n e I d e a s and 

so l e d t o God. 

C h a p t e r s One and Two have 3hown, t o oorao e x t e n t 

a t l e a s t , t h e s p i r i t u a l and p h i l o s o p h i c a l background of 

H o p k i n s ' s c o n c e p t of n a t u r e . They have shown t h e 

i m p o r t a n t p l a c e t h a t i n a o a p e had i n t h i s c o n c o p t . 

C h a p t e r Th ree w i l l t r y to t ; i v e e x a m p l e s of wl.at h a s 

been s e e n so f a r - examples of h i s a c c u r a t o o b s e r v a ­

t i o n s of n a t u r e , of h i o i n s c a p 0 3 , of n a t u r e a s a 

d e c l a r a t i o n of Hod'3 ^ l o r y , of t h e dy l au i c f o r c e and 

movement i n n a t u r e , of h i s s a c r a m e n t a l view of n a t u r e . 

http://ti.au


CHAPTER THREE 

SOPIiIIiS'3 OBSERVATIONS OF NATURE 

The Note-books and Journals of Gerard Manley 

Hopkins were the records of a man of extreme sensitivity 

to nature and the beauties of nature. His detailed en­

tries were almost a scientific analysis of the outer 

manifestations of nature in all Its forms- movement, 

colour, sound, music, touch, taste, smell and wildness, 

from these sharp details he penetrated to the Inscape 

of things. Doth his scientific approach to nature and 
u*s Inscapes were essential to his concept of nature. 

For this reason Chapter Three will contain examples of 

these* 

However, it will be shown that these are only a 

first step in Hopkins's concept of nature, i'or Hopkins, 

external nature was a declaration of God's glory and 

beauty. Nature was a channel of God's external revel­

ation of Himself. Hopkins loved natural beauty and the 

beauty of man and these led him to love the beauty of 

grace and the beauty of God. He came to look on all 

nature as a reflection of God's grandeur and he learned 
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to inscape nature with the Incarnate Word. Everything 

became tinned with the Word-made-flesh. If man trained 

himself to be sensitive to the individualizing quali­

ties of natural objects, these oualitles revealed a 

portion of God's beauty. Chapter Three will endeavour 

to present th© growth of this sacramental view of 

nature. 

Geoffrey Grigson has well expressed another phase 

of Hopkins's concept of nature. 

To know this poet one does not need dictionaries 
alone, or a fine recognition of aubi^uities 
alone, or only a knowledge of the Ignatian Exer­
cises or of lUns Ccotu3, 'Of realty the rarest-
veined unraveller': one must also have or auat 
also cultivate some equivalence of pure sensa­
tion, some of Hopkins's own accurate empathic 
cognition of the plants, trees, fruit, netals, 
skies, clouds, sunsets, birds, waters, surfaces, 
grains, activities, perfumes, of all the phe­
nomena at which he stared or to which he opened 
hi3 senses.1 

Grigson tells the story about the ^aruener at Stoayhurst 

who considered Hopkins peculiar because ho saw him star­

ing at anu walking round and rounu. a piece of glass on 

the path. Gri^son concludes the story thus: "But star-

1. Geoffrey Grigson, Cerard 1 anley Hopkins, p.8. 
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ing at glass aaoag the gravel may involve meanings, 

causes and principles of tilings."2 

Grigson places Liza in the poetic company of 

George Herbert and John Donne. "His religious medita­

tion on the meanings, causes ana, principles of things 

then conferred... the highest sanction upon his 

pursuit and interests as a poet; and livened them with 

the greatest ^lint ana flush and fullness."^ 

Robert Lowell, on© of the Jvenyon Critics, con­

siders Hopkins to be probably the finest of English 

poets of nature, i.e., of inanimate creation. Hopkins's 

love of nature is seen from Lis minute and loving 

observation of nature."It still seems incredible how 

much of his time was spent in remarking the details of 

sunsets, flowers and waves. Like keats ho had a most 

intense sensuous awareness of nature to support this 

admirably objective and painstaking observation of 

nature."^ 

The best part of the Journal consists of care­
fully written observations on natural phenomenon -

2. Ibid., p.y, 

3. Ibid., p.9. 

4. Kenvon Critics, op.cit., p.97. 
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on colour, organic form, movement, in fact the 
intrinsic quality of any object which was 
capable of striking through the senses and into 
the mind with a feeling of novelty and discov­
ery .5 

Father Lahey praises the prose style of the 

Journal and notes the growth of the mastery of expres­

sion. Hopkins's observations of natural phenomena re­

mind him of the same quality in Tennyson; "but apart 

from identity of purpose, the notes of the latter do 

not gain by any comparison, however lenient."6 

Humphrey House, the editor of the ftote-books and 

Journals. in his book of literary critieism called All 

In Due Time made the following observation. 

He was a close and wonderful observer of the 
smallest Intricacies of form and colour in 
objects - the grain of stones, the veins of 
leaves, the fretting and lacing and wimpling 
of clouds, water* plumage and trees, from 
these sharp details he saw what he called 
the "Inscape" of things, the essential form 
to whioh each minutest part oontriouted. 
But the detail and the inscape he aimed to 
show In the most beautiful little drawings 
in pencil.7 

Lawrence Binyon in the 1939 University of Toronto 

5. W.H. Gardner, Gerard Hanley Hopkins, Penguin 
edition, p.xx. 

6. G.F. Lahey, Gerard Manley Hopkins, p.159. 

7. Humphrey House, All In Due Time, p.160. 
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Quarterly wri tes concerning Hopkins: 

He was g i f ted with exqu i s i t e senses* warmly 
moved by the beauty of the world, beauty in 
eloud and ®itj, tree® and flowers, b i rds ami 
animals, even more by beauty in choloe types 
of human beings . . . Hia observat ion i s imag­
ina t ive and subtles he loved to not® l iv ing 
movement; to colour he was spec ia l ly suscept ­
ib le , 1 3 

Geoffrey Grigson c a l l s Hopkins's i n t e r e s t i n 

nature "a passionate sc ience" and fur ther t h a t "a f i r s t 

and c e n t r a l f ac t of h is poems i s t he i r biru* in a 

science of passionate empathy, ca r r i ed so f a r t h a t i t 

d i s t i ngu i shes Hopkins's e n t i r e l y from every other 

English poet.*1^ He points out a l so tha t Hopkins's 

e c c e n t r i c i t y of observation i s confined mostly to h i s 

Journa ls which were fo r himself alone» In 1§72» on a 

Holy Saturday warm with thunder Hopkins observed "odd 

t u f t s of t h i s th in - tex tu red r&rj plump round clouds 

something l ike the eggs in an opened a n t h i l l . " i O 

Grigson cont inues: 

Clouds, as we l l , are poet ic p roper t ies of the 
century: they would do for other English poets , 
Patmore or Tennyson or Barnes or Bridges; yet 

6 . Lawrence Biayon, p , of T. ^ua r to r ly , 1939, 
p .270. 

9. Grigson, o p . c i t * . p . u . 
10. Hots-Books, and Papers , o p . o l t . , p.159. 
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now the explicative object Is more peculiar, 
the clouds ar© like ants' eggs in the opm®& 
nest, they are different altogether from 
Tennyson's clouds in Water-colour; and the 
nature of the Hopkins icienc© Is more 
revealed.ii-

la Lancashire la 1378 he watched a dying sheep uiuiar a 

stone hedge, making of it an entirely matter-of-fact 

record without sentiment. He described how there ran 

slowly from the sheep* a nostrils a thick flesh-coloured 

ooze, scarlet In places, colling and roping its way a own, 

so thick that It looked like fat* 

In a letter to his friend A.W.M. Balllie in 1868 

Hopkins wrote: 

I think I have told you that I have particular 
periods of admiration for particular things in 
Sature; for a certain time I am astonished at 
the beauty of a tree, shape, effect ©to,: then 
when th© passion, so to apeak, has subsided, it 
Is coasigaed to my treasury of explored "beauty, 
and acknowledged with admiration and interest 
ever after, while something sew takes its place 
in ay enthusiasm. Tka present fury is the ash, 
and perhaps barley and two shapes of growth la 
leaves and one in tree boughs and also a con­
formation of fine-weather cloud*12 

For Hopkins, nature was a declaration of God's 

11* Gri«80», «B«Clt*t $*f* 

^ « yuyther Lettftg*. flMlt». p.P.OS. 
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glory. But at the same time he avoided uning nature 

merely as a spiritual utility, sonethirî  fro/a which 

moral lessons could be drawn. He endeavoured to let 

each object exist per se In his apprehension of it. He 

tried to use language entirely and accurately correspon­

dent to the sura of the qualities of the object. Poetry 

was not to be vague and indefinite in its grasp of real­

ity. What was needed In poetry were men who were con­

crete observers of nature rather than the school of 

Wordsworth who were "faithful but no I rich observers of 

nature.M 

Elizabeth Phare stresses Hopkins's love of move­

ment in nature as opposed to Wordsworth's more passive 

approach. So, too, Shelley sees everything in Nature as 

drifting in a lazy flux, whereas Hopkins sees It as ani­

mated by a most violently dynamic force, ilopkins is 

thoroughly at home iu u world where everything io rush­

ing to and fro In a transport of wild aotivity. Hopkins 

notes in Canon Dixon's poetry an affinity with 

Wordsworth's. When Dixon cannot answer the question 

which asks the meaning of natural phenomena, he gives up 

inquiring into nature's significance and simply submits 

to her good influences. This passivity is quite foreign 
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to iiopkins who strives to find parallels between God's 

works in nature ana in the sphere of aivine revela­

tion,i*5 

"With his remarkable sensitivity to all the varied 

and distinctive beauty of visible creation, and his 

freoh realization of the function of nature as the 

channel of God's natural revelation of Himself, it is 

not surprising that Hopkins aaao this natural revela­

tion of God's beauty the frequent theme of his 

poetry."-*-* 

Remote from hisi is the ola 'natural theology' 
which Unas th© humanly satisfactory ajia well-
furnished worlu such an effect of its Creator 
as Uiw w&ccn of the watchmaker• i«or uoee he, 
after the fashion of aofie fays tics anu Alexan-
ux'iuua, ttiaaoiv^ uavurw into u ay a tew of 
symbolB translating the real world of the 
spirit*. i*i*s.<a< huakiu, he wua able to reoover 
the medieval and Franciscan joy in G-oa's 
creation*!^ 

tfath^r ..LC&auee has expressed this aspect of 

Hopkins's concept of nature as follows: 

&ach inaiviuual thing in creation by being 
itself as well as it can, ana by revealing 

13. Kllaabeth Paare, The Poetry of Gerard 
hanley Hopkins, A Survey and Odameatafy. p.37 aim p.88. 

14. I mo r t al n 1 WHO nd. op.cit., p. £29. 

15. Keoyoa Critics, op,alt., p.75. 
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itself to man as fully as it can, reveals to 
him a bit of God's beauty that nothing else 
in the universe can reveal to Liu. Therefore, 
if man wants to catch the full natural revela­
tion of JOU, he must learn to be sensitive to 
the particular, individualized aspects of 
'each mortal thing'. Goc uultiplieu species, 
and Individuals in the species, precisely that 
from tue contemplation of the many, man might 
come to know something of the One.10 

"In all physical beauty, but very particularly in 

all human beauty of body and soul, iiopkins saw a revel­

ation of the beauty of God Himself. He was as exact in 

his observation of all the distinctive features of 

nature as was Tennyson; he was even more deeply aware 

of nature's sacramentalism than was Francis Thompson; 

he was an eminently successful poet of the natural 

revelation of God."17 

The fullest supernatural revelation of God to 

man was realized in the Incarnation when the very "Word 

of God became flesh and uwelt amongst us." In a letter 

to i£.H. Coleridge, Iiopkins says that no man could ever 

consider life trivial if he realized what humiliations 

aau limitations the Second Person of the Blessed 

16. Immortal Diamond, op.cit., p.231. 

17. Immortal Diamond, op.cit.. p.236. 
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Trinity took upon himself to raise the lives of all men 

above the trivial. 8 It was one of the purposes of the 

Incarnation to reveal God's lovableness to man in a 

human form. It was the Incarnation that stepped down 

God's glory to the capacities of men. This grasp of 

the marvellous implications of the Incarnation so 

steeped the very atmosphere of Hopkins's thought that 

he oame to see everything in the world as touched and 

tinged by the #ord-made-flesh. Thus Hopkins came to 

invest, everything with a double sacramentalism. He had 

learned not only to see nature "charged with the gran­

deur of God11; he had also learned to Inscape it with 

the Incarnate Word. 

For Hopkins the sensuous beauty of the world was 

neither to be denied nor suppressed but accepted and 

subordinated to grace. "The clearness of his thought, 

however odd his words, on the immanence and transcen­

dence of God saved him. from any of the jerry-built 

oosmologies to which the Yictorians and Romantics had 

13. Further Letters, op.cit., p.19. 
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frequently to resort in trying to deal with their in­

tense awareness of nature."19 

Coventry Pataore in a letter to Bridges said 

that although Hopkins was "a Catholic of the most 

scrupulous strictness, h© could nevertheless see the 

Holy Spirit in all goodness, truth and beauty."20 

Blanche Mary Kelly in an article in the Catholic 

World, 1937, points out the things that inspired 

Hopkins to write as he did. 

First of all beauty, the beauty of the world, 
the stars, the sea, the thrush. The beauty 
of man next, and of woman, the glory of 
human courage ... the perception of 'God's 
better beauty, grace.' Over all, pervading 
all, God himself, the world charged with his 
grandeur, man knit to his greatness, especial­
ly through brotherhood with Christ.*! 

This idea of Nature and natural beauty as the "word of 

God" to be apprehended and instressed by the individual 

man in his desire for "correspondence" with God is al­

ways with Hopkins. It is the subject of much of his 

prose and a consistent theme in his poetry. 

19. Kenyon Critics, op.cit., p.101. 

80, Lahey, op.cit., p.53. 

31. ' Catholic World, "Isuaortal Diamond", 
January, 1957, pp.481-2, 
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By Hopkins's sacramental view of nature is meant 

that he believed that every individual thing had an 

innate beauty which was to b© realized in some way. 

"This realization comes about when the individual thing 

exerts Itself to the full extent of its individual 

powers - when it is most fully itself. By realising 

itself perfectly, each Individual thing proclaims the 

glory ana power and majesty of God."22 

In his writings ©n th® spiritual Exercises 

Hopkins considers the purpose of creation anu he holds 

that man, the poet, the artist, the worker, is meant 

like the rest of creation to sing a hymn of praise to 

God. The "design, the character, tho air, the plan" h© 

Is to find in the diverse scattered images of nature is 

a theophany and a Laudate Dominum.2^ 

Elizabeth Phare says that Hopkins seems actually 

to obtain from nature a sense of the presence of one or 

other of th© persons of the Trinity. Hopkins was a 

devout Christian and a man of extreme intellectual 

22. Thomas J. Grady, America. January 29, 1944, 
"Windhover's Meaning", pp.46s-466. 

23. John Pick, Gerard Manley Hopkins, Priest 
and Poet, p.38. 
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scrupulousness who aimed at reconciling what he knew of 

the natural world with what he knew and believed of the 

spiritual. In a rational Christianity the body must 

play a considerable partj and Hopkins is not ashamed of 

allowing his senses to provide him with ways of approach 

to God. For Hopkins the whole universe has become uni­

fied from the time of Christ's Inoarnation. Both 

Hopkins and Dixon have a peoullar devotion to the wild 

aspects of nature, which, because they are peculiarly 

baffling to human logio, seem to them to be particular­

ly characteristic of the workings of the divine mind.24 

In this connection Louis Uatermeyer writes: "To Hopkins 

everything was happy and magnificent. The world was not 

merely colorful but prodigal, 'barbarous in beauty. 

Nature was a divine turmoil and God was an eternal 

exuberance. «*2S 

In his personal reflections on Contemplatio ad 

Obtinendum Amorem Hopkins writes: "It is the contempla­

tion of the Holy Ghost sent to us through creatures... 

24. Elizabeth Phare, op.cit., p.89. 

25. John Pick, Renascence, "Hopkins' Imagery: The 
Relation of His Journals to His Poetry", Autumn 1954, 
p. 38. 
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a l l th ings the re fo re a r e charged with love , are charged 

with God anu i f we know how to touch them give off 

sparks and take f i r e , yield drops and flow, r ing and 

t e l l of hiia.- '2 6 

In th© Autumn edition of the Renascence, 1954, 

John Piok wrote an article entltled"Hopkins's laagery: 

The Relation of his Journal to His Poetry." Some of th© 

pertinent paragraphs are the following. 

While it ia true that this poem (Wreck of the 
jeutaohland) and those that followed until his 
death ia 1833 are so different from his juven-
alia and early verses as to seem almost the 
writing of another man, nevertheless the 
germinal seeds of his nature poetry are to be 
fauna in tho "Journal that he kept between 1888 
and 1375 and In the lecture not^s which he 
gathered for the purpose of teaching rhetoric 
during his early Jesuit years of poetic silence. 

This is very especially true of his imagery, 
for u study of his Journal shows that he was 
setting down those same carefully incisive 
descriptions of nature that are later found in 
his poetry. His Journal became his prelimin­
ary sketch pad, his field book in which the 
rudimentary and embryonic images of his later 
poetry are to be found. 

It would be easy to demonstrate that in both 
the earlier Journal and the poems the same man 
is at work. Bvon taore remurkabie is the faot 
that often the very same images in the Journal 

20• ftfote-Books &ad pacera, op.cit., p.342. 
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crop out in poems written six, el^ht or even 
twenty years later. Indeed, in this poem 
"That Kature Is a Heraolitean lire" written 
the year before his death, he continues to 
employ these earlier ooservations. 

At first sight it would seem that he drew on 
his Journal for the raw material of his 
images - anc indeed we know that he occas­
ionally reread his Journal in later life. 
Or at first sight it *ould seem that he so 
fixed these image3 in Lis mind that later his 
memory could call thea* up. 

The truth, however, seems to be that through 
the practice of .ceepiâ  the Journal he devel­
oped certain wa;s of looking at things and 
certain ways of setting them down - that h® 
developed a habitus and therefore one should 
not be surprised at the resemblance between 
the earlier Journal and his later poetry. 

Sven tkorte. significant ia the way in which 
the caw material was finally transmuted into 
poetry. A study of the two sets of images 
becomes an important ap^roacu to an under­
standing; of the creative process no matter 
how many mysteries of that alchemy may re­
main unsolved.27 

Pick continues the article by giving a comparison 

of the images in poetry and prose. He reaarxa that we 

ought not to be surprised at the remarkable similarity 

because in reality it is th© same artist looking at the 

27• Henasoenoe, Vol.Yll, No.l, Autumn, 1954, 
pp.30-1 • 
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same materials in much the same way. He says it would 

b© incongruous to thinn of iiopkins as rushing; back from 

fishing in the Slwy to his room in order to comb his 

Journal for images to express his delight. The funda­

mental difference between th© Journal and the poetry 

is, of oourse, the basic difference between prose and 

poetry. 

Towards the end of his article Pick has this to 

say; 

Now, while the rudimentary imagers themselves 
are to be found in the Journal, so also is the 
centralizing Idea of the poems which fuses the 
images into an organic and living poeu. These 
ideas, like the Images, are not so much re­
peated in the poems as the result of an habit­
ual way of looking at reality.28 

A consistent nature theme that runs through 

Hopkins's letters Is his love of Wales. "All his life 

its air was to stimulate and its landscape to inspire 

him." w In a letter to Bridges, Hopkins refers to 

Wales as "always to me a mother of t.ases."30 Geoffrey 

28. Ibid., p.57. 

29. Eleanor Euggles, Gerard Manley Hopkins, 
A Life, p. 58. 

30* Letters to Bridges, op.cit., p.227, 
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Grigson expresses the influence of Wales on Hopkins 

this way: "His senses were exultantly and ecstatically 

open to his environment around the hill-perched 3t. 

Beuno*s Jollege in the Yale of Clwyd, in his purple and 

pastoral Wale3."31 Hopkin3 admitted to Bridges that 

his poetio inspiration at times was almost extinct but 

a notable exception was a fortnight in Wales. 

Sleanor Kuggle s states that no other land was to be to 

him, as Wales had been, the mother of his unhindered 

and happy muse. ̂  

The wild natural beauty of Wales had its oenefi-

cent effect on Hopkins's spirits and health. "Wales 

set me up for a while, but the effect is now past."^ 

"Since I returned from Wales I have been in better health 

than usual, fitter for work; and very much better 

spirits."3S "The Welsh landscape has a great charm and 

when I see Snowdon and the mountaina in its nelghbour-

31. Geoffrey Grigson, op.olt., p.10. 
32• Letters to Bridges, op.cit., p.270. 

33. Sleanor Buggies, op.cit., p.157. 

34. Letters to Bridges, op.cit., p.251. 

35. Further Letters, op.oit., p.374. 



HOPKINS'S OBSERVATIONS Oi" MATURE 6 

hood, as I can now, with the clouds lifting, it gives 

me a rise of the heart."36 

Hopkins's ©ye was attuned to the beauties of 

nature. Wales was "this remote ana beautiful spot."37 

"But if you have not seen Pont Aberglaslyn in the sun­

light you have something to live for."38 "The house 

stands on a steep hillside, it commands the long-drawn 

valleysof the Clwyd to the sea, a vast prospect, and 

opposite is Snowdon and its range, just now it being 

bright visible but coming and going with the weather."3 

In a letter to his mother in 1876, Hopkins gives a 

typical description, for him, of a walk in Wales. 

As we walked along the hills toward it th© 
valley looked more charming and touching 
than ever: in its way there can haraly be 
in the world anything to beat the Yale of 
Clwyd. The day was then threatening and 
clouded, the sea and distant hills briiumed 
with purple, clouds trailing low, the land­
scape clear but sober, the valley though so 

36. Ibid., p.127. 

37. Letters to Dixon, op.cit., p.142. 

38. Letters to Bridges, op.cit., p.228. 

3*« further Letters, op.cit., p.124. 
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verdant appeared of a pale blush-colour from 
the many red sandstone fresh-ploughea fields... 
Looking up along a white churchtower I caught 
a lovely sight - a flock of seagulls wheeling 
and sailing high up in the air, sparkles of 
white as bright as snowballs in-the vivid 
olue.40 

The main characteristic of Wales that seemed to attract 

Hopkins was its wild and rugged beauty. He refers to 

it many times as "wild Wales"4! and "North Wales, t>he 

true Arcadia of wild beauty."42 

It has been seen in this chapter that Gerard 

hanley Hopkins had a rightful place in the list of 

poetic nature lovers ana observers. His note-books 

contained myriad examples of his keen observations of 

natural phenomenon in all forms. He began with this 

almost scientific approach and later from this habit of 

noting the details of things he v/as led to his theory 

°* inscape in which the particular individualized 

aspects of objects played an important role. The Note-

40. Ibid*, p.137. 

41. Ibid., p.177. 

42. Ibia., p.370. 
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book3 and Journals, It was noted, were the raw material 

from which many of hia poetic images were formed. 

It has been pointed out in this chapter that in 

all of hi3 prose writings Hopkins snowed that the study 

and love of nature was the occasion of great joy, for 

instance, hia love of wila, ruggea Wales was a frequent 

bright spot In a life sometimes difficult, pain-wracked 

and containing moods of desolation. Part of this joy 

was the result of a supersensitive nature. The deeper 

joy came because jJopkins learned to Inscape nature and 

natural beauty with the Incarnate Word. liaoh individual 

object revealed to him a bit of God's beauty if he was 

only acute enough to realize it. Hopkins's sacramental 

view of nature was th© cause of his evident delight. 

It has been ®aid that part of Hopkins's joy in 

nature came because h« learned to inscape nature with 

the Incarnate Word. Part of the background of Hopkins's 

theory of inscape lay in his attraction to beauty and 

his attempt to develop a theory of beauty. Chapter 

i'our will attempt to explain this background. 



CHAPTER FOUR 

HOPKINS AND THJfi USA OJf BEAUTY 

In his early years at Oxford Hopkins was much 

concerned with the idea of beauty, so much so, that he 

tried to develop a philosophy of beauty. At this time 

of his life he was under the influence directly of 

'Walter Pater, who was one of his teachers, and Indi­

rectly of John Ruskin whose writings on literature and 

art attracted Hopkins very much. 

This present chapter will attempt to Illustrate 

Hopkins's developing theory of beauty. This develop­

ment will be best seen In his undergraduate essays 

written at Oxford. It will then be shown how his 

theory of beauty fitted into his concept of nature. 

There will be a short presentation of traditional Thom-

istic ideas on beauty and a further section will com­

pare and contrast these theories. 

Hopkins's theories on beauty developed gradually. 

When he was in his early twenties and an undergraduate 

at Oxford he wrote a striking composition, written in 

all probability for Pater, entitled On The Origin of 
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Beauty. It is in the form of a Platonic dialogue, and 

la seite of his youth It is an astonishing piece.of 

mature writing. 

Hopkins advances two theories which have lapor-

taat'-beaiplags on his later poetry. The first theory is 

that beauty-is a blending of regularity with variety, 

evenness with oddneas. The idea is not original but it 

is maintained with freshness and point throughout a 

lengthy discussion on a horse-chestnut leaf, "Then the 

beauty of the oak and the chestnut-fan and the sky is a 

mixture of likeness and difference or agreement and dis­

agreement or consistency and variety or symmetry and 

change.**^ The second theory distinguishes two kinds of 

beauty waich he calls "chromatic" and "diatonic" beauty. 

As applied to poetry, "diatonic" includes Parallelism and 

all its forms} "chromatic" applies to expression, empha­

sis, tone, intensity, climax. Emphasis and intensity, 

he admits, may be given abruptly, and so belong to 

"Alatoniam"; "perhaps tone or expression best give the 

field of chromatic beauty."2 In explaining this termin-

1. T»»t. Journals and Papers, op.cit., p.90. 

2. Ibid., p.106. 
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ology he says: "The diatonic scale, you know, leaves ou 

the ehroaatic puts in, the half notes."3 

In another essay written in his undergraduate 

days, On The Signs Of Health and Decay In The Arts, 

Hopkins explains the terminology a little more fully. 

Proportion having been found to be the source 
or seat of Beauty, It will appear that accord­
ingly as proportion is expressed is the char­
acter of the beauty which follows from it. And 
it can be expressed in two ways, by interval or 
by continuance. 3oth seem retlly to be expres­
sions of proportion, though it is generally 
associated with the former, to our Ideas. The 
division then is of abrupt and gradual, of 
parallelistio and continuous, of intervallary 
and chromatic, of quantitative and qualitative 
beauty* The beauty of an infinite curve is 
chromatic, of a system of curves parallelistic; 
of deepening colour or of a passing from one 
colour into another ehromatic, of a collocation 
of colours intervallary; of the change of note 
on the string of a violin or in a strain of 
wind chromatic, of that on the keys of a piano 
intervallary. Art of course combines the two 
kinds of beauty, some arts have more of the one, 
some of the other.4 

Alan Heuser in his book, The Shaping Vision of 

Serard Manley Hopkins, says that Hopkins kept his care­

ful prose journals to record the forms and laws of 

3. laid.,p.104. 

4. Ibid., pp.75-76. 
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nature, and thereby to build up materials for a philos­

ophy of beauty. He goes on to state that in order to 

communicate his vision of nature in the speculative 

atmosphere of Oxford, Hopkins had to reduce it to in­

telligible form, to theory. 

His theory was to be scientific, subjecting 
everything to measured order and meaning, as 
well as dialectic, turning all on a few criti­
cal principles derived especially from the 
study of Greek. Buskin's laws, Pater's essences, 
Plato's ideas, the Pre-Raphaelite naturalistic 
ideal and colour-music, Pythagorean music and 
mathematics, all these entered his science.3 

The basis for Hopkins's early theory of nature 

and art was the statement: "Beauty therefore is a re­

lation and the apprehension of it a comparison."6 

The relating process took place in perspective 
or space and in explorative activity or time. 
The vital relations of parts in a whole were 
seized as one thing in space, while experienced 
as falling into order in time. There were, 
then, both the single points at which one could 
unify all the details of a scene or object, and 
the intervals between those stationary or fixed 
points.7 

Hopkins explains his ideas of relationship 

5. Alan Heuser, The Shaping Vision of Gerard 
Manley Hopkins, p.18. 

<*• The Journals and Papers, op.cit., p.95. 

7. Alan Heuser, op.cit., p.19. 
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in beauty In another undergraduate essay entitled On 

The origin Of Our .if oral Ideas. 

Beauty lies ia the relation of th© parts of a 
sensuous thing to each other, that is in a 
oertain relation, it being absolute at one 
point and comparative in those nearing it or 
falling from it. Thus in those arts the effect 
is in time, not space, it is a sequence at oer­
tain intervals - elementarily at least.8 

In the course of the informal dialogue On The 

Origin Of Beauty the student Hanbury has to admit that 

beauty depends on objeotive relations, not merely on 

subjective responses; that one way of comparing the re­

lations in beauty - one and many, likeness and differ­

ence, proportion and parallelism - is by continuous and 

non-continuous lines, colours, shades and sounds. It 

is decided from the correspondence in gradation between 

light and sound that there are two kinds of beauty: 

transitional, with intervals or half-notes, and abrupt, 

without intervals, or, by application of musical terms, 

ohromatic beauty of tonal expression and diatonic 

beauty of structure. 

Hopkins founds his ideal of beauty on the prin-

8. The Journals and Papers, op.cit., p.80. 
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oiple of order, of unity in variety. He applies this 

also In his discussion on the difference between prose 

and poetry and th© pre-eminence of the latter, father 

William T. Noon, S.J., illustrates this point in a 

chapter of Immortal Diamond oalled "The Three Languages 

of Poetry". Literature, Father Moon says, like every 

art, alms at strict beauty, and is distinguished from 

the other arts because it employs the medium of words. 

The use of words with order and arrangement 13 that 

which differentiates th© language of literature from 

the language of ordinary use. The literary artist must 

have a sense for, and pay conscious attention to, the 

arrangement of the words he uses. Gradation, intensity, 

climax, tone, emphasis, chiaroscuro - all of these 

effects, according to Hopkins, are illustrative of what 

he calls "ohromatic parallelism". Literary prose par­

takes of these effects as much as does poetry. Over 

and above these effects, there is also what Hopkins 

calls a "marked parallelism". Here the opposition be­

tween words is more pronounced, the contrast is more 

striking, the transitions are more sudden, more abrupt. 

Metaphor, simile, parable, antithesis, contrast, are 

the effeots produced by this "marked parallelism". 
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Such effects are, it must be noted, more likely to be 

found in poetry, where, according to Hopkins, "likeness 

is sought in unlikeness" far more than in prose. be­

cause poetry employs a far more "continuous and artifi­

cial structure" and a more strictly regular parallelism, 

both in diotion and In thought, "poetry tasks the high­

est powers of a man's mind" far more than prose. 

Alan Heuser gives the title "The Idea of Beauty" 

to Chapter Three of his book. In this chapter he en­

deavours to show how Hopkins gave a scientific basis to 

his philosophy of beauty. 

Beauty was absolute, fixed, at one point in a 
series of relations; this absoluteness held and 
defined the form as the ideal type in which the 
idea of the whole was manifested. While Iiopkins 
as artist was interested in the relation of parts 
to the whole in the beautiful form, as theorist 
he postulated that intervals within a sequence 
of forms could be measured - thus establishing a 
scale of fixed points in regular series and giv­
ing a scientific basis to his philosophy of 
beauty• Once the colour-sound analogy was ex­
tended, or if Huskies principle of musical gra­
dation was applied,then the establishment of 
fixed types of beauty in sequence was brought to 
the convenient pattern of music: all relations 
of points ana distances were like those of notes 
and intervals In the various chords and scales 
of the archetypal art.9 

9. Alan Heuser, op.cit., p.19. 
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Another one of Hopkins's penetrating undergraduate 

essays Is The Probable Future of.Metaphysics. In it he 

sets forth a new Realism to combat the current material­

ism. In his summary of this essay Heuser points out 

that Hopkins traced three points in hie preliminary 

sketch of metaphysics. The first point was that there 

were fixed types in a string or scale of nature rather 

than fluotual accidentals. The second point was that 

there are unitive wholes prior to their parts. Thirdly, 

there are objective ideas outside of subjective person­

ality. By applying these three points together to his 

philosophy of beauty, Hopkins arrived at a Platonic 

theory for the Pre-Raphaelite naturalistic ideal. His 

theory was that every fixed form in nature pointed to 

an underworld of ideal reality, in which its type was 

established In fullest organization or highest develop­

ment as one whole, fixed, essential idea. Unity of 

idea led Hopkins to see in the history of art the rise 

and fall of types of perfection, and to require in the 

philosophy of art the identification of those types in 

terms of truth and beauty. This was Pater's task too. 

Hopkins was, however, more concerned with the concrete 

sign in nature. By careful restatement of his Platonic 
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theory of the naturalistic ideal, he was, within a year, 

to be led to the discovery and formulation of 'inscape'.̂ -

Charles K. Trueblood asserts that if Hopkins was 

a naturalist, he was a naturalist of beauty. His pro­

nouncements were not random exuberances. They were the 

products of definite aesthetic views which were matured 

by Hopkins quite early in life. Beauty, when it arises, 

Hopkins considered, is the collected effect of a work 

of art, whether that art be created by man or by nature. 

These views, Trueblood says, might be summarized in 

Hopkins's own epigram: "Beauty is a virtue of inscape." 

Implied, of course, is the qualification that not all 

kinds of inscape have such virtue but just whioh kinds 

do possess it, Hopkins does not indicate, although th© 

extent of his researches into nature's insoapes suggests 

that he may have been essaying a classif ioati on.1-*-

Father W.A.M. Peters, S.J., in his book on Hopkins 

shows the close connection that exists between inscape 

and beauty. For one thing it is seen in this quotation 

10. Alan Heuser, op.cit., pp.21-22. 

1 1 . Ohar les K. Trueblood, P o e t r y , August , 1937, 
Yol .L, p . 2 7 4 . *-
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from Hopkins's essay Poetry and Versa: "But if it (so. 

verse) has a meaning and is meant to be heard for its 

own sake it will be poetry if you take poetry to be a 

kind of composition and not the virtue or excellenoe of 

that kind, a© eloquence is the virtue of oratory ant 

not oratory only and; beauty the virtue of inscape and 

not Inscape only.wig for beauty, as Hopkins sees it, 

lies In the "relation between the parts to each other 

and of the parts to the whole" or, as he expresses him­

self more carefully, In the "apprehension of the pres­

ence of more than one tiling". Hence for Hopkins beauty 

presupposes unity in the object, just as it presupposes 

inscape, which is clear frea the above quotation, Th® 

reason why he related beauty to inscape must consequent­

ly be that in inscape there Is inherent unity, a unity, 

that is, proceeding from the nature of the object it­

self. 

Such a profound admiration and love of the 

insoapes of the world is most striking and requires a 

closer study. Why did Hopkins consider the insoapes so 

18* The Journals and Papers, op.cit., p.289. 



HOPKINS AND TUB IDEA OF UKAUTY 76 

precious that their destruction mined him so severely 

and acutely? When uan contemplates an object, he usual­

ly does it to grasp the beauty of the thine and to re­

joice in its perception; in the case of Hopkins this is 

not altocether true. Inscape Is not primarily valuable 

because it is so closely related to beauty. Inscape is 

appreciated for its own pake, for a value entirely its 

own. It is his spiritual outlook on this world that 

made Inscape so precious to Hop'ins; the inscape of an 

object v/as, so to speak, more 'word of God', reninded 

him more of the Creator, than a superficial irvpression 

could Lave donts. 

How intense his awareness was of the actual pres­

ence of Gov in each Individual thing ard Low he realized 

that each individual thinp In its own peculiar way 

brought him news about the Creator appears from a care­

ful reading of his writings. God's utterance of Himself 

outside Himself in this world, he writes, so that then 

this world is 'word, expression, news of God'.^ 

Hopkins in hiss early prose works examined beauty 

from a purely philosophical or neutral viewpoint. As 

he developed in aaturity he regarded it from a Christian 

13. Father Peters, op.cit., pp.2,3, ana 6. 
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standpoint. W.il. Gardner points out that, to Hopkins 

beauty was two-fold, "mortal beauty" and "immortal (or 

supernatural) beauty." Thus the effect or ins tress of 

beauty was equivocal. Jopkins sew that beauty could be 

either an insidious attraction towards the lower levels 

of being or a constant admonition to the higher. It all 

depended on the state of the receptive mind, the char­

acter. The enjoyment of beauty is a sacrament and the 

ituplied obligation is an act of sacrifice, the control­

ling of the sensibility by the disciplined will.14 

In a letter to Bridges, Hopkins pointed out that 

no one admired the beauty of the body mor than he did. 

"But this kind of beauty is dangerous." Another type 

of beauty, Hopkins says, is the beauty of the mind, such 

as genius. This is greater than the beauty of the body 

and should not be called dangerous. And more beautiful 

than the beauty of the mind is beauty of character. 

Hopteins then proceeds to show that every beauty is not 

a wit or genius nor lias every wit or genius character. 

The soul need have no further beauty, so to soeaic, than 

14. IV.H. Gardner, Gerard hanley Hopkins 
Vol.1, p.18. 
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t h a t which i t expresses l a th® ay .una t r y of the body and 

a l so t h e ssoul may have no f u r t h e r beauty than t h a t which 

i s seen l a the mind, t h a t t h e r e may be g e n i u s uninformed 

by c h a r a c t e r . 

I n a l e t t e r to Coventry Pa t t io re , Hopkins makes 

r e f l e c t i o n s of a s i m i l a r n a t u r e , 

i t i s c e r t a i n t h a t i n n a t u r e outward beauty i s 
the proof of inward b e a u t y , outward good of i n ­
ward good. F i n e n e s s , p r o p o r t i o n , of f e a t u r e 
comes from a moulding fo rce which succeeds i n 
a s s e r t i n g I t s e l f over t h e r e s i s t a n c e of cumpber-
sone and r e s t r a i n i n g u a t t e r ; the bloom of h e a l t h 
comes from t h o abundance of l i f e , the g r e a t v i ­
t a l i t y w i t h i n . The moulding f o r c e , the l i f e , i s 
t h e tora In t he p h i l o s o p h i c a l sense and i n man 
t h i s I s t he soul . . . B u t why do we f i nd b e a u t i ­
f u l e v i l ? Hot by any f r eak of n a t u r e , n a t u r e i s 
Incapab le of producing b e a u t i f u l e v i l . The 
e x p l a n a t i o n i s t o be sought o u t s i d e of n a t u r e ; 
i t i s o l d , s i m p l e , and the unden iab le f a c t . I t 
comes from wiefced w i l l , freedom of c h o i c e , 
abus ing t h e beau ty , t he good of i t s na ture . 1 ^* 

In the I n t r o d u c t i o n of The L e t t e r s of Gerard 
- • • • ' • ' • • •— — -*—-"•!" i-i r ir v -r -f -n- -i i u q 

Stanley Hopkins to Robert Bridges, Claude Oollear Abbott 

remarks that with his evident delight in earth and her 

creatures, it was natural that Hopkins should take de­

light la man and his beauty, both of body and mind. 

Hopkins possessed the admiration of th® contemplative 

IS. Further Letters, ap»cit«. pp.300-307. 
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man for nature's aetiv© creatures and life in which the 

means are adjusted to the end, and the sinew and brain 

of the craftsman are magnificently equal to his task. 

Even more deeply Is he moved by the loveliness of youth 

and young manhood, a loveliness doomed to mutability 

and threatened by spiritual disaster, yet capable of 

attaining to character and hallowing grace. 

Ifroja his youth upwards Hopkins was haunted by the 

fear that his attachment to beauty was inordinate. The 

problem of integrating his craving for beauty in a 

spiritual vision which at once included and transcended 

the natural v/as to test hia all his life. He strove to 

see all things and all aien in Christ. Certainly Hopkins 

never ceased to know the danger of the mortal beauty 

which r avished .him, and the need of its continual re­

demption by the eternal**'-6 Father Yincent Turner, 3.J., 

in an article of the Dublin Review, October, 1944, re­

marks that many,of Hopkins's critics miss his central­

izing insight, of seeing in one single vision "the own 

16. Times Literary Supplement, Sept.26, 1942 
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scape" of natural beauties proclaiming the glory of God, 

and, as a result, they overstress his amazing sensuous 

awareness. They think that he relates it to the praise 

of God only by dutiful afterthought. It is the critic'3 

puritanism that makes them misread the real mind of 

Hopkins.I7 Gardner points out that the introduction of 

the Christ symbol indicates a profound and spontaneous 

unification of the intellect and the senses, the mysti­

cal fusion of the Many and the One. Judging from his 

criticisms of Keats and Whitman, Hopkins was not satis­

fied with a poetry that rested in the senses and emo­

tions alone. He desired intellectual satisfaction as 

well. For him theism alone oould provide this unity 

ana completeness.^^ 

Alan Heuser gives what amounts to an excellent 

summary of the progressive development of Hopkins's 

ideas on beauty. 

Beauty in sky and earth was but a reflexion, 
a Platonic 'shadow* of real beauty. Hopkins 
was led from observed forms to their origin 
in ideas, from the arc of particular beauties 

17. Dublin Review, Yol.GCJCV, October, 1944, 
"Gerard Manley Hopkins; A Centenary Article", 00.144-
159. 

18. Vs.H. Gardner, op.cit., p.19. 
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to the centre from which the Idea of Beauty 
shone. And if the fixed types in outward 
nature were sealed and strung musically, so 
were their essential ideas in the underlying 
world of forms. Hopkins passed from art 
through science to metaphysics. His concept 
of beauty pointed the way: the subordination 
of parts in a natural whole was a concrete 
example of the many particulars and the one 
universal in an idea. The definition of 
specific types of beauty in a scale of flux 
was a way to reach their eternal ideas.19 

Hopkins felt the need for some scientific basis 

for aesthetics. While soience could not be as exactly 

applied to painting and poetry as to architecture and 

music, he tried to apply the proportions and relations 

of the latter two beoause they could be numbered and 

measured. 

How does Hopkins's idea of beauty relate to his 

concept of nature? Before the poetic intuition of a 

poet lodges in the preconscious of his soul, it passes 

through, i.e. it is coloured by, his experience. Ho 

two people have the same set of experiences. It is 

for this reason that each poet is individual and dis­

tinct. The finished piece of literature contains part 

19. Alan Heuser, op.cit., p.20. 
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of t h e p o e t ' s se l f and pj>rt of t h e o b j e c t i v e r e a l i t y 

t i i a t produced the r e a c t i o n in t h e f i r s t p l a c e . what, 

t h e n , were some of Bopk i^o ' s expe r i ences t h a t would lend 

co lour and d i s t i n c t i v e n e s s to Lis poe t ry? 3o&© of t he se 

would be h i s t r a i n i n g in t h e S p i r i t u a l Lxe ro l sea which 

gave d i s c i p l i n e t o h i s w i l l and emotions, h i s love of 

phi losophy and theo logy , h i s s tudy of Greek, h i a e a r l y 

t r a i n i n g a t Oxford, h i s c l o s e o b s e r v a t i o n of n a t u r a l 

phenomena, t h e development of h i s t h e o r i e s of Inaoape 
aa£i l a s t reaa , his aaoptloa of the philosophy of juna 

Scotus, h i s physical d i s a b i l i t i e s , his sp i r i tua l out­

look, his lo .e of beauty in nature and in aan. 

Hopkins founded his Idea of beauty on the prlu-

clpie of order, of unity in var ie ty , inscape also has 

iuherent unity because the individually a i s t inc t ive 

form of a natural object reveal® i t s 'oneneas ' . Hence, 

th is aeasatioa of inaoapa, this feeling for the external 

pattern expressive of the inward form of things, that 

deeper pat tern, order and unity v/hich gives meaning to 

external form, this Inatreaalnff the inscape, came to be 

a pivotal point in Hopkins's thought, lie re f lec ts upon 

a l l his ac t iv i t i e s} he usts a l l his senses in the per­

ception of Inscape ana he i s never sat isf ied unt i l he 
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has also felt the instress of things. His eagerness to 

know the self of things is matoheu by his keen conscious­

ness of his own self. His theories on beauty led him, 

therefore, to his theories on inscape and instress 

which form an essential part of his concept of nature. 

For Hopkins th® beauty and the worth of all things 

must be seen in and through the love of God. It is his 

spiritual outlook on this world that made inscape so 

precious to Hopkins, The Inscape of an object reminded 

him more of the Creator than a superficial impression 

could have don®, father McNamee sums up Hopkins's 

ideas neatly when he evolves from a study of Hopkins's 

Writings that, for Hopkins, "each individual thing in 

creation by being itself as well as it can, and by re­

vealing Itself to man as fully as it can, reveals to 

him a bit of God's beauty that nothing else In the 

universe can reveal to him. Therefore, if man wants to 

catch the full natural revelation of God, he raust learn 

to be sensitive to the particular, individualized 

aspects of 'each mortal thing'. Gou. multiplied species, 

precisely that from the contemplation of the many, man 

might come to know something of the One." 
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The Traditional Ideas of Beauty 

Jor purposes of comparison the traditional ideas 

of beauty will be enunciated. These lueas will be taken 

from two of Jacques Maritain's book3, Art and Scholasti­

cism, and Creative intuition la Art and Poetry. Since 

this section is being presented for the purposes of 

comparison, no attempt has been made to explain, elabor­

ate on, refute or argue about the material presented. 

It is completely M. wlari bain* s development of the ideas 

of Aristotle and St. Thomas on beauty. An attempt has 

been made for th© reason of brevity to select only 

pertinent material. This material is opiated directly 

or is closely paraphrased from the original text. 

3t, Thomas Aguinas's definition of beauty is id 

opaod visum placet, that which, being seen, pleases. 

The four words say all that is necessary: a vision, 

that is to say an intuitive knowledge and a joy. The 

beautiful is what gives joy, not all joy, but joy In 

knowledge; not the joy peoullar to the act of knowing, 

but a joy superabounding and overflowing from such an 
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act because of th© object known. If a thing exalts and 

delights the soul by the bare fact of its being given 

to the intuition of the soul, it is good to apprehend, 

it is beautiful. 

Beauty is essentially the object of intelligence, 

for what knows in the full meaning of the word is the 

mind, which alone Is open to the infinity of being. 

The natural site of beauty is the Intelligible world: 

thence it descends. But it also falls in a way within 

the grasp of the senses, since the senses in the case of 

man serve the mind and can themselves rejoice in know­

ing. The part played by the senses in the perception 

of beauty becomes in Man's case enormous and well-nigh 

indispensable, because man's mind is not Intuitive like 

the angelic mind: it can peroelve, no doubt, but only 

on condition of abstracting and discoursing. In man 

only knowledge derived through the senses possesses 

fully the intuivity necessary for the perception of the 

beautiful. So also man can certainly enjoy purely in­

telligible beauty, but the beautiful whloh is connatur­

al to man is that whioh comes to delight the mind 

through the senses and their intuition. 
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If beauty delights the mind, it is because ueauti 

is essentially a certain excellence or perfection iu 

tho proportion of things bo the wind. Hence the three 

conditions assigned to it by St. Thomas: integrity, 

because the minu likes being; perception, because She 

alad likes order and likes unity; lastly and above ail 

brightness or clarity, because the mind li&es light and 

Intelligibility. The element, of brightness, radiance 

or clarity is the most important and the most difficult 

to explain. The 3ohool«aon described the radiance or 

clarity inherent in beauty as splandor f,ormae, the 

splendor of the form, say the splendor of the secrets 

of being radiating into intelligence* To understand 

this we have to understand the implications in the -

Aristotelian notion of form - which does not mean 

external form but, on the contrary, the inner ontolog-

ical principle which determines things In their essences 

and qualities, and through which the; are, a^u exist, 

and act. The words clarity, radiance ooulw be very 

misleading if it was forgotten that being is intel­

ligible ia itself* but not necessarily for man, and 

remains most often obscure to man, either because its 

intelligibility ia itself is obscured in matter or be-
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cause it is too high ana too pure for the intellect. 

The word fjorm, t:.at is to say the principle determining 

the peculiar perfection of everything which is, con­

stituting ana completing things in their essence and 

their qualities, the oncological secret, so to speak, 

of their innermost being, their spiritual essence, 

their operative mystery, is above all the peculiar 

principle of intelligibility, the peculiar clarity of 

everything. $very form, moreover, is a remnant or a 

ray of the creative aiind impressed upon the heart of 

the being created. All order and proportion, on tLe 

other hand, are the work of the mind. 3o, to say with 

the Schoolmen that beauty is th© splendor of form 

shining on the proportioned parbs of matter is to say 

that it is a lightning of the mind, on a matter intel­

ligently arranged. The mind rejoices in the beautiful 

because in the beautiful it finds itself again: rec­

ognizes itself, and comes in contact with its very own 

light. 

The beautiful nevertheless is not a kind of truth, 

but a kind of good. The perception of the beautiful ia 

related to knowledge, but by way of addition, "as its 

bloom is an addition of youth"; it is not so much a 
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kind of knowledge as a kind of delight. 

It is for its own sake that every form of beauty 

is,love& at first, even if later the too frail flesh is 

eaught in the snare. Love in its turn produces eeataay, 

that is to aay, makes the lover beside himself: an. 

ecstasy of which the soul experiences a lesser form 

when it ia gripped by the beauty of a work of art, and 

the fullness when It is absorbed, like dew, by the. 

beauty of Clod. 

Beauty for St, Thomas begins to exist as aoon as 

the radiation of any form over a suitably proportioned 

matter succeeds .in pJLeasing the mind, and he is careful 

to warn as that beauty is in a manner relative-, - not 

to the dispositions of the subject in k e sense in which 

relativity is una«rstood aowaaays, but to the peculiar 

nature and end of the thing and to the formal coadilrions 

in which it is involved. And however beautiful a 

ereated thing aay be, it may appear oeautiful to soae 

ana not to others, because it is beautiful only unaer 

certain aspects which some discover and others do not 

see: it la.therefore "beautiful in one place and not 

beautiful in anotaer," 

If this fee so, it is eeeause the beautiful belongs 
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to the order of the transcendentals - that is to say, 

of concepts which surpass all limits of kind of cat­

egory ana will not suffer themselves to be confined in 

any class, because they absorb everything and. are to be 

found everywhere. Like the one, the true and the good, 

it is being itself considered from a certain aspect, it 

is a property of being: it 13 not an accident super­

added to being, It adds to beinc merely a relation of 

reason, It is being considered as delighting, by the 

mere intuition of it, an intellectual nature. So 

everything is beautiful as everything is good, at least 

in a certain relation. And as being is everywhere pre­

sent and everywhere various, the beautiful likewise is 

scattered everywhere and everywhere various. Like 

being and the other transcendentals, it is essentially 

analogous, that Is to say, It is predicated for divers 

reasons, sub diversa ratione, of the divers subjects of 

which it is predicated: each kind of being XB in its 

own way, is good in its own way, is beautiful in its 

own way. 

Analogous concepts are properly prealoable only 

of God, in whom the perfection they describe exists in 

a "formal-eminentw manner, in a pure and infinits state. 
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God is their "sovereign analogue", and they are to be 

found In things only as a soattered and prismatised re­

flection of the face of God. So Beauty is one of the 

divine attributes. 

Jod ia beauty itself, because He imparts beauty 

to all created beings, according to the peculiar nature 

of each, and because He is the cause of all harmony and 

brightness. Every form indeed, that is to say every 

light, is "a certain irradiation proceeding from the 

first brightness," "a participation in th© divine 

brightness." And every consonance or harmony, every 

concord, every friendship and union of whatever sort 

between oreatures, proceeds from the divine beauty, the 

primitive, super-eminent type of all consonance, which 

gathers all things together and calls them to itself. 

Thus "the beauty of the creature is nothing but a si­

militude of the divine beauty shared among things," and 

on the other hand, every form being a principle of 

being, the divine beauty must be said to be the cause 

of being in everything which is. 

In the Trinity, St. Thomas goes on to say, the 

title Beauty is specially appropriated to the Son. As 

for integrity or perfection, He has truly and perfectly 
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i n H i m s e l f , w i t h o u t t h e l e a s t d i m u n i t l o n , t h e n a t u r e of 

t h e F a t h e r . As f o r due p r o p o r t i o n o r c o n s o n a n c e , He i s 

t h e e x p r e s s image of t h e F a t h e r , a p e r f e c t l i k e n e s s ; 

aiid i t i s p r o p o r t i o n which b e f i t s t h e p i c t u r e a s s u c h . 

As f o r b r i l l i a n c e , He i s the ,.'oru, t h e l i g h t and s p l e n ­

d o r of t h e mind , " p e r f e c t Word, l a c k i n g n o t h i n g and , so 

t o s p e a k , a r t of t h e Almigh ty God." 

Compar ison and G o n t r a s t Of H o p k i n s ' s I d e a s Of 

b e a u t y And The T r a d i t i o n a l I d e a s 

T h e r e a r a many p o i n t s of s i m i l a r i t y be tween 

H o p k i n s ' s i d e a s on b e a u t y and t h e t r a d i t i o n a l i d e a s and 

a few p o i n t s of d i s s i m i l a r i t y . For one t h i n g , b o t h 

H o p k i n s and t h e k a r i t a i n t h e o r y s t r e s s t h e i d e a of 

p r o p o r t i o n , ^ a r i t a i n ' s i d e a s based on A r i s t o t l e and 

a t . Thomas l i s t p r o p o r t i o n a s one of t h e c o n d i t i o n s of 

b e a u t y . 

Beauty consists iu proper proportion, because 
the sense derives pleasure from things properly 
proportioned, as being similar to itself, for 
sense also is a kind of reason like every 
cognitive virtue.20 

20. Jacques Maritain, Art and Scholasticism, 
London, Sheed & Ward, 1950, p.XlTT" 
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Hopkins, too, considers proportion "a source of Deauty". 

He bases many of his attempts at scientific analysis of 

beauty on the division of proportion into abrupt or 

gradual, or using musical terminology, as Hopkins did, 

into chromatic and diatonic. 

There is agreement, too, on the fact that beauty 

is relative. For St. Thomas, beauty begins to exist as 

soon as the radiation of any form over a suitably pro­

portioned matter succeeds in pleasing the mind. He is 

careful to warn us that beauty is in a manner relative, 

- not in the dispositions of the subject but in the 

nature and end of the thing itself and to the formal 

conditions in which it is involved. However beautiful 

a created thing may be, it may appear beautiful to some 

and not to others, because it is beautiful only under 

certain aspects which some discover and others do not 

see, Hopkins for his part said that beauty is a re­

lation and the apprehension of It a comparison. The 

relating process took place in time and space. The 

vital relations of parts in a whole were one thing in 

space and experienced as falling into order in time. 

The theories of Maritaia and Hopkins put great 

stress on order. Order of some kind would seem to be 
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essential for beauty, i.e. the arrangement of a number 

of things-.according to some common principle. Where 

there is no order of some kind there is no beauty, 

Hopkins's ideas of beauty were based on order, of unity 

in variety. . 

Where there was/no unity there was no inscape. 
If the sun and sunset could not be Inscaped 

• together, for instance, there was only a random 
scaping called 'idiom', a graphic writing 
peculiar.in some way without unifying law. 
Where unity was, there were levels of depth and 
height to be sensed by inscape ana instress.21 

In 1873 when Hopkins discovered a law of unity even, ia 

random clods of snow, he wrote that "chance left.free 

to act falls Into an order as well as purpose".22 

- Victor M* Ham® states in The Pattern of Criticism 

that even if order is the sine opia non -of beauty, the 

beautiful consists, not in any kind-or order, but in 

order that is resplendent or significant. There are 

thus as many kinds of beauty as there are kinds of 

resplendent order. Wherever being radiates its forms, 

there beauty is to be found, though man's limited 

21. Alan Heuser, op.cit., p.35. 
2^» Further Letters, op.cit., p.175. 
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powers of sense and intellect restrict the range of 

beauty that he is oapable of perceiving and enjoying.83 

In Immortal Diamond Father Raymond V. Schoder, 3.J., 

points out that the most common meaning of inscape is 

the intrinsic beauty of the thiag, the shining forth or 

effulgence of its form, the glory of its translucent 

being or "selfbeing". For, he says, the true experience 

of beauty arises only from penetrating, ~Qy the xaedlation 

of the outer form which is its sensible revelation, to 

inner form, the in-soape, of the object and drinking in 

its radiant and abundant reality or truth. Hopkins 

said that in nature outward beauty is a proof of inward 

beauty and that fineness and proportion come from a 

moulding force which asserts itself over matter. The 

moulding force, he points out, ia the form in the 

philosophic sense. Father Schoder says that it follows 

that not all objects perceived in their innermost re­

ality are in the strict sense beautiful, but only where 

the reality is striking, radiant, overflowing. Or us-

23. 7iotor IA, Hamm, The Pattern of Criticism, 
L'ilwaukee, Bruce Publishing Company, p.13. 
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ing Hopkins's words, "beauty is the virtue of inscape, 

n«t inscape only".g4 

Both Hopkins and the traditional school agree on 

the large part that the senses play in the perception 

of the beautiful. 

In beings constituted as we humans are, the 
role the senses play in the perception of th© 
beautiful Is very large, for since our intel­
lects are capable of knowledge only through 
abstraction and reasoning on the data of sense 
experience, It is sense cognition alone that 
possesses that Intuitive power which the per­
ception of the beautiful requires. Thus the 
beauty which is proper and connatural to man 
is that which delights the intellect through 
the intuitions of th© senses.25 

Hopkins was very much aware of the part that the senses 

played in his love of beauty. His extreme sensuous 

awareness has been stressed and overstressed by many of 

the critics. But with Hopkins, his training in the 

Exercises, his knowledge of philosophy and Greek, his 

lave of the scientific elements in music and architec­

ture, all these gave intellectual discipline to his 

senses. He oriticlaed Keats for "his very sensuous" 

and indeed "sensual" poems. "Their sensuality is their 

24. Immortal Diamond, op.cit.. p.218. 

25. Victor M. Hamm, op.cit., pp.12-13. 
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fault." "In Shakespeare the sensuality seems the 

accident, in heats the essence."28 Hopkins was not 

satisfied with a poetry that rested in tho spuses and 

emotions alone. He,desired intellectual satisfaction 

as well. 

The ilaritaiu theory holds that beauty belongs to 

the order of transoendentals, that it is a branch of 

the good. One of the characteristics of beauty, as of 

beixig and the other trausceuuentals, is that they are 

analogous. Gt. Thomas says thac analogous concepts are 

properly predioable only of God. Hence beauty of 

creature ir> only a similitude of Divine Beauty. Beauty 

is speoially appropriated to th« Son of God. For 

Hopkins, too, external beauty must be seen in and 

through the love of uoa. It v/as Lis spiritual outlook 

on the world that mad© inscape so precious to him. "If 

man wants to catch the full natural revelation of God, 

he must learn to be sonsitiv© to the particular, indi­

vidualized aspects of 'each mortal thing'."27 

20. Further Letters, op.cit. , p. 581 a no. p. 304. 

27. Immortal jjlamoiid, op.cit.. p. 231. 
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One of the areas „©f dissimilarity between Hopkins 

and the Jtaritala theory is that of scientific statement. 

The Thoaistio theory is philosophical and is so stated. 

Hopkins's theory, as Alan Heuser points out, was to be 

scientific, subjecting everything to measured order and 

meaning, as well as dialectic.g® Elements of architec­

ture, the science of numbers, ausic, colour were used 

for this purpose. He came by these ideas easily and 

naturally because of his family background, kusio, 

painting,, poetry, out-of-the-way knowledge were all held 

iahl&kest repute by his parents, brothers and sisters. 

His father wrote a book on the cardinal numbers. Buskin, 

pater, the ?re<*Rapaaelitea Influenced him greatly in his 

eajfly, schoolaays and at Oxford. It was this scientific 

later est that induced him to his .Journal a with their 
I t i imlWIiWH HUN 1» ii W<p«>i"» i- «m 

c o l l e c t i o n of minute d e t a i l and accurate observat ions 

o£_ tk*,world around. Hi® at tempts a t s c i e n t i f i c theory 

led h ia tto-vJUftaoagf and hi® specia l way of viewing 

mature, people and God, 

f i n a l l y , the difference la the Thoais t io and 

.80 Alaa Heaser, ap.,«alt». p . 18. 
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Scotist theory of knowledge and Hopkins's attraction to 

Scotus's views give different approaches to the grasp­

ing of beauty, seotus's theory of knowledge with its 

species gpeolailgsima is eminently suited to the exper­

ience of beauty as inscape for it does not abstract the 

fo*ra from Its concrete embodiment; rather, by one act 

of mind and senses, it apprehends the inner in the outer, 

the splendor of Individuated form shining upon propor­

tioned parts of matter. 

In the first section of this chapter an attempt 

was mate to show the growth of Hopkins's theories of 

beauty using for the most part his undergraduate essays, 

rt waa seen that he based his theories on the idea that 

treauty la a relation and the apprehension of it a com­

parison* He stressed the idea of proportion in his 

theory. He noted two kinds of beauty, transitional 

and abrupt, jr using musical terminology, as Hopkins 

did', chromatic and diatonic. The principle of order, 

of unity'in variety, had an important place, too, in 

hia idea of1beauty. Hie theories of beauty and his 

interest in1their coaorete sign in nature led him to 

hia ideas of•inscape. For this reason his theories of 

beauty played*an iafdrtant part in his concept of 
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nature. 

lopkina' a early treatment of beauty was scien­

tific in some respects and philosophical in others. 

But as he grew older hia considerations of beauty 

became more spiritual* The controlling of sensitive 

nature by the disciplined will also came into play here* 

It was noted that this spiritual outlook was not some­

thing merely taken as an addition, but rather, that it 

had a strong hold on his mind. This spiritual outlook 

alone could provide the unity and completeness so es­

sential to a true love of beauty and nature. It was 

shown la this first section that unity is the con­

necting link between his theories of beauty and his 

concept of nature. Hence, the importance of his 

theories of beauty in relation to hia concept of nature 

was emphasized. 

The second section contained a short summary of 

the Thoaistio ideas of beauty as explained by m* 

Maritain. The third section compared and contrasted 

Hopkins's ideas on beauty and Maritain*s. The points 

of similarity were found to be regarding proportion, 

relationship, order, resplendent order of the form, the 

part the senses played in the perception of beauty, 



HOPKINS AND THE IDEA OF BEAUTY 100 

beauty of creature as an image of Divine Beauty. The 

areas of dissimilarity lay in the matter of emphasis -

Hopkins attempted*a more scientific statement than M. 

Maritaln - and oS" the differences between Thomistic 

and Scotist theories of knowledge. 
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Chapter One showed that Hopkins's concept of 

nature was influenced to some extent by his Jesuit 

training and in particular by the Spiritual Sxercisea 

of St. Ignatius of Loyola. Hopkins's concept of nature 

had a Christian and spiritual element in it. This came 

from the fact that Ignatian spirituality showed that the 

love of created beauty led inevitably to Uncreated 

Beauty* The Spiritual Exercises taught Hopkins to dis­

cipline his youthful, too sensuous love of nature, 

Chapter Two presented Hopkins's theories of 

inscape aad instreas and showed why they were Important 

in any consideration of Lis nature concept* His inter­

est in all the distinctive details of things required 

personal effort* From this way of looking at nature he 

could penetrate with one act of the mind and senses to 

the essence of a thing from a consideration of its ex­

ternal qualities* This was inaoape. It was seen, too, 

that the teachings of John Buns Scotus gave philosophic 

backing to this stress on the individuality of things. 

So, too, Sootism stressed the importance of self. For 

Scotus, as for Hopkiasi the visible beauty of the world 
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was a similitude of Divine Ideas and thus took us to 

God. 

Chapter Three noted that Hopkins's concept of 

nature developed from a scientific approach to nature 

to a theory of inscape and then to a sacramental view 

of the world. He loved and enjoyed the beauties of 

nature from an early age. This love and joy developed 

and deepened as his outlook became more spiritual. 

Chapter Four had three sections. The first sec­

tion, presented.Hopkins's theories of beauty which were 

developed in his undergraduate essays* He stressed 

unity and order ia his theory. His early almost aoien* 

tifie approach to beauty and hia interest in the con­

crete sign of beauty in nature led him to his ideas of 

inscape. The second section was a short summary of the 

Thomistic teaching on beauty as explained by M. Jacques 

Marltain, The third section compared and contrasted 

these views. 

It was concluded from Chapter One that even 

though Hopkins had a love of nature from an early age, 

It was the Jesuit training and the spiritual gxereisas 

that helped to form in a considerable way Hopkins's 

concept of mature. He believed that created beauty led 
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to Uncreated Beauty. The Spiritual Exercises gave 

Hopkins approval for his delight In nature but it taught 

him-also to discipline this love and joy. The Spiritual 

Exercises supplied the oil for th© smooth meshing of re­

ligious belief and love of earthly beauty. Thi3 was ' ' 

carried over into his poetry. 

It was oonoluded from Chapter Two that Hopkins 

from an early age looked for distinctive details in 

objects. This led him to his theory of inscape - that 

the individually distinctive external qualities of 

things gave Insight-into their individual essences. 

Hopkins found philosophical justification for inscape 

in the teachings of Duns Scotus. The latter stressed 

the importance of the haeeeeltas or thlsness of things, 

Seotism also led Hopkins to a great preoccupation with 

self, and the essence of the individuating principle 

in himself. Hopkins followed the Scotist teaching con­

cerning a sacramental view of nature, that visible 

creatures and objects were analogues of Divine ideas 

and so led to God. 

- It was ooncluded from Chapter Three that Hopkins 

in his Note-books and Journals showed an almost scien­

tific approach to love of nature and that this approach 
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formed a background for his theory of inscape. It was 

concluded also that Hopkins learned to inscape natural 

beauty with the Incarnate Word. 

It was concluded in Chapter Four that Hopkins 

developed a theory of beauty at an early age. This led 

him to his theory of Inscape which had such a large 

place in his concept of nature. His spiritual outlook 

on nature and beauty provided the unity and complete­

ness necessary for a significant ooncept of natur-. It 

was concluded that Hopkins's ideas on beauty were simi­

lar to the Thomistic views. The differences were main­

ly in the area where Thomists and Sootists have diver­

gent theories of knowledge. This led Hopkins to strtss 

the individuality of things and the self of things. 

This view was an integral part of his coucept of nature. 

It would seem that a considerable amount of work 

could still be done in illustrating in Hopkins's poems 

the principles of his concept of nature as inferred 

from his prose works. Some worse has been done, of 

course, by many of the famous critics, but there are 

still many areas which require more extensive explora­

tion and research. It would be interesting, too, to 

see to what extent Hopkins's poetry diverged from the 
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principles stated iu his prose. 



ABSTRACT 

Serard Manley Hopsins lived in the nineteenth 

Century when nature poetry was in the asoeaaaat. His 

eoucept of nature was built on solid intellectual, 

Christian thought. 

Chapter One showed that Hopkins's concept of 

nature had a strong foundation ia theology. He read, 

stuulau, ana meditated on the Spiritual Mxerolaea of 

St. Ignatius of Loyola who presented a clearout idea of 

the proper relationship of man to nature ana the things 

of nature* la his 3 ommeu tar y on , the,, Exe r o 1 a as Hopkins 

showea that he, too, ha* these ideas. "This world then 

is word, expression, news, of God," Hopkins wrote. His 

theological training did much to teach Hopkins self-
i. 

uiaeipline which was used to keep his love of anu feel­

ing for nature and her beauties under proper control. 

This spiritual outloofc on the universe taught a man to 

look from created beauty to Uncreated Beauty. The 

Spiritual &xerol^ea penetrated deeply into Hopkins' a 

outlook on the world of nature ana its beauties. 

Chapter fwo pointed out that one of the most 
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Important elements ia Hopkins's ooaeept of nature was 

his theory of inscape, the feeling for the external 

pattern of things expressive of their inner form. 

Hopkins looked for what was individually distinctive in 

objects. This habit had taken hold of him at an early 

age a a can be inferred from his diaries and Journals. 

Later aa a Jesuit he came upon the philosophical teach­

ings of Uuna scotus which seemed to give justification 

to his own ideas. Scotus laid great stress upon the 

individuality of things as well as their universal 

nature. His theory of knowledge by which the miad aad 

senses la one act apprehend the inner form la the outer 

matter was eminently suited to Hopkins's theory of 

inaoape. Scotus taught, also, that the visible beauties 

of the world are bat Images of Divine laeas and thus led 

to Beauty, to <ted* These ideas helped to shaae the 

nature concept of Hopkins. Dans Scotus filled Hopkins 

with an eagerness to catch the self of things and with 

a strong consciousness of his own self. 

Chapter Three Illustrated that Hopkins's concept 

of aatujr̂  was based on his Innate sensibility to the 

world around him, both the physical and the human 

world. ; His journals ware ample proof that his observe-
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tions were keen, constant and empathic* H@ was inter­

ested in form, colour, sound, movement, no matter where 

he found it. from these detail® he saw the inscape of 

things. Visible creation was God's natural revelation 

of Himself. Hopkins had a wonderful grasp of the 

Incarnation and he came to see everything as tinged 

with the Word-made-flesh. 

Chapter Four had to do with beauty as applied to 

Hopkins's concept of nature. Beauty In all its forms 

had an attraction for Hopkins. It was only natural, 

then, that he should try to develop a theory of beauty. 

He founded his Ideal of beauty on th© principle of 

order, of unity in variety. Relationships and compari­

sons were essential ingredients in his theory of 

beauty. Hopkins was Interested in the concrete sign of 

beauty in nature. This led him to the conclusion that 

"beauty is a virtue of inscape." Beauty and inscape 

both led him to God, For him theism alone could pro­

vide unity and completeness In nature and natural 

beauties. His theories were oomparad and contrasted 

with the traditional Thomistic ideas on beauty as ex­

plained by M. Jacques Marltain. In general, they were 

found to coincide except where Hopkins followed the 
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Scotist theory of knowledge. 

Although Hopkins's concept of nature has not as 

yet received adequate recognition from scholars, in 

time it should earn equal rank with the nature concepts 

of the eminent nature $&ets of the Nineteenth Century 

because of its depth, breadth and solidity. 
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