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Victorian and Modern (Nineteenth and Twentieth Centuries) Poetry

Answer TWO (2) questions in all, ONE from Section A and ONE from Section B.

Directions: Make sure to plan your answer before writing it. Begin your answer with a clear thesis statement that forecasts your answer, and then develop your thesis with organized paragraphs that include topic sentences, use specific references (concrete details, not necessarily quotes) to the texts, have clear analysis which explains your answer to the question or addresses the topic. Take time to proofread your answer before you turn it in. These questions test both your ability to write in depth about particular ideas and make connections across genres and periods. time length for each question is one hour and the grade for each is 7.5 marks.

Note: Students are reminded that they will be penalized for focusing on content to the exclusion of matters of literary technique.
SECTION A

1. Alfred Lord Tennyson's "Ulysses" and Robert Browning's "My Last Duchess" are splendid examples of the irony that a poet can achieve within the format of the dramatic monologue. Explain?

2. Choosing several different poems, discuss changes in English and American poets' attitudes toward God or religion in the nineteenth century.

3. What are the main thematic concerns of 19th century poets on both sides of the Atlantic Ocean and what technical aspects do they often employ in their poetry? Discuss with reference to FOUR poets and comment on the significance of repeated thematic and technical patterns?
SECTION B

1. T. S. Eliot's "The Love Song of J. Alfred Prufrock" and Thom Gunn's "On the Move" are two poems which present two modern schools of poetry; nevertheless, they present two different approaches to modern poetry. State the principles of the two schools and discuss the approaches of the poems in depth?
2. How are "Stopping by Woods on a Snowy Evening," "Helen," "Digging," and "Dockery and Son" Modern? Describe at least four characteristics of Modernism present in the poems and provide examples from each to support your response?

3. Often poets work self-consciously in a literary tradition, conceiving themselves as having significant precursors whose presence becomes palpable in their work. Compose an essay that discusses the presence of poetic influence and/or allusion in four poems (two from the nineteenth- and two from the twentieth centuries, one English and one American from each century). Be specific with reference to precursors and their works and detail how the poets you choose employ their literary inheritance.

Good Luck

Mohammad Al-Hussini AbuArab

Answers

SECTION A

1. Alfred Lord Tennyson's "Ulysses" and Robert Browning's "My Last Duchess" are splendid examples of the irony that a poet can achieve within the format of the dramatic monologue. Explain?

Answer
Alfred, Lord Tennyson's "Ulysses" and Robert Browning's "My Last Duchess" are splendid examples of the irony that a poet can achieve within the format of the dramatic monologue, a poetic form in which there is only one speaker. When there is only one speaker, we necessarily have to weigh carefully what he or she is telling us, and we often have to "read between the lines" in keeping an objective perspective on the story or incidents that the speaker describes to us. The reader must work through the words of the speaker to discover his true character and the attitude of the poet toward the character. The poem is "dramatic" in the sense that it is like a drama, a play, in which one character speaks to another, and there is a sense of action and movement as on stage.

In Tennyson's "Ulysses," Ulysses expresses his dissatisfaction with his position. Seeing his environment as sterile and stifling and uncomfortably conscious of his age, he disparages his private life, his role as king (he sees himself as reduced to performing mundane administrative duties), and his subjects. So, Ulysses announces his determination to quit Ithaca and move on, ready to embrace whatever adventure he might find. In retrospect, his passion was adventure; in the course of his travels, he experienced extreme happiness and extreme suffering, with his companions and in isolation, on land and on sea. He has become famous and respected, he says with some pride. His hunger for experience, his constant searching, has acquainted him with "cities of men / And manners, climates, councils, governments"; he has become wise in the ways of men. His conception of life is expressed as an unending series of opportunities to be seized. While he does not deny the satisfaction of having made his presence felt among others ("I am a part of all that I have met"), he cannot resist the urge to explore further. For him, idleness is abhorrent.

The monologue concludes in the evening, curiously, when Ulysses indicates he and his men are about to sail. He exhorts his companions to make the most of the time left to them. He throws out the possible consequences of their voyage into the unknown, citing the darker alternatives first—they could be swept into Hades. On the other hand, they could reach the land of dead heroes, where Achilles lives. In the evening of their lives, Ulysses asserts, they may yet set goals, make discoveries, and savor their achievements.

The desire of Ulysses to leave for places unknown symbolizes a yearning for intellectual discovery. Although he speaks of "the Happy Isles," most of his references to the physical world are generalized enough to suggest that his goal is not to find an actual place but to learn what is knowable. He says that he wants "To follow knowledge […] / Beyond the utmost bound of human thought."

Ithaca is no place for an active life of the mind, as the solemn, declamatory eloquence of the opening lines indicates. The lack of specificity (he is "an idle king" by a "still hearth," with an unnamed wife), the close repetition of identical forms (six nouns paired with adjectives), and the metaphors for sterility ("still hearth," "barren crags," "aged wife") suggest his sense of dissociation from his surroundings. Ulysses also sees no connection between himself and his subjects, whose needs he describes as solely physical. They are "savages" who do not understand him (they "know not me"), a thinker; the heavy closing iambs of the fifth line announce with resounding finality that Ulysses sees his subjects as animals: They "hoard, and sleep, and feed." Wistfully, he thinks of his fellow sailors, who have shared his work, his achievements, and his thoughts (they "have toiled, and wrought, and thought with me—").

His needs are intellectual, although Ulysses uses images of drinking and eating to express them—he will "drink / Life to the lees [dregs]," and he has "drunk delight of battle" and roamed the world with a "hungry heart." Throughout the poem, the images reinforce the sense of exhilaration he remembers having derived from battling life head on, in safety and in danger ("on shore" and on rough seas, in "The thunder and the sunshine"). With "Free hearts" and "free foreheads"—metonymies for desires and minds—he and his men gave both adversity and good fortune "a frolic welcome." In sailing toward the "western stars," "beyond the sunset," he will be sailing into the unknown. Literally, he may sail to a "newer world" because he will be leaving the familiar Mediterranean—the known world—and entering the Atlantic Ocean, the unfamiliar sea beyond The Straits. Symbolically, he will always be pursuing the ever-widening boundaries of knowledge; "all experience is an arch wherethrough / Gleams that untraveled world whose margin fades / Forever and forever when I move."

Moving toward the setting sun also symbolizes moving toward death, about which Ulysses speaks in a variety of ways. "To pause"—to live as he has been living for three long years ("suns")—is "to make an end"; apparently, he sees pausing and ending as equivalents. This idea is repeated when he applies to himself the metaphor of rusty armor used by Ulysses in Troilus and Cressida (c. 1601-1602). Only perseverance keeps honor bright, says Shakespeare's Ulysses; to become idle is to become dull and lifeless, as unused metal does. Death itself, however met, holds no promise—“Death closes all,” and Hades is "eternal silence." One comes alive, however, in a struggle against death. In fact, says Ulysses, his struggle against it—his pursuit of the western stars—may lead him to paradise.

Images throughout the first and last sections of the poem reinforce the idea that unlike Faustus, who also sought the unattainable, Ulysses has a desire for knowledge that will never be satisfied. What attracts him is that "untraveled world" whose bounds are constantly shifting. Beyond "the baths" of all the stars, beyond the setting sun, Ulysses wants to sail until he dies.

On the other hand, in "My Last Duchess," Browning's psychological portrait of a powerful Renaissance aristocrat is presented to the reader as if he or she were simply "eavesdropping" on a slice of casual conversation. As the poem unfolds, the reader learns the speaker of the poem, Duke Ferrara, is talking to a representative of his fiancée's family. Standing in front of a portrait of the Duke's last wife, now dead, the Duke talks about the woman's failings and imperfections. The irony of the poem surfaces as the reader discovers that the young woman's "faults" were qualities like compassion, modesty, humility, delight in simple pleasures, and courtesy to those who served her. Using abundant detail, Browning leads the reader to conclude that the Duke found fault with his former wife because she did not reserve her attentions for him, his rank, and his power. More importantly, the Duke's long list of complaints presents a thinly veiled threat about the behavior he will and will not tolerate in his new wife. The lines "I gave commands; / smiles stopped together" suggest that the Duke somehow, directly or indirectly, brought about the death of the last Duchess. In this dramatic monologue, Browning has not only depicted the inner workings of his speaker, but has in fact allowed the speaker to reveal his own failings and imperfections to the reader.

The duke claims that he does not have skill in speech, but his monologue is a masterpiece of subtle rhetoric. While supposedly entertaining the count's agent as his guest by showing him the portrait, the duke by implication explains his requirements for his new wife. His last duchess, according to his version of her, had a heart "too soon made glad" by such things as watching a sunset or riding her white mule around the terrace, and she should not have responded with pleasure to anything or anyone but the duke himself. Browning allows the reader to infer what kind of man the duke is by piecing together the past and present situation. Instead of seeing an unfaithful wife as the duke pictures her, the reader sees the jealous and egotistical mind of the duke himself. The duke seems to assume that the agent will follow the logic of why he commanded that his duchess be eliminated, and he lets the agent know how easily it is within the duke's power to issue such commands.

Ironically, despite the fact that the Duke simply tells us the story of his first wife and how her portrait came to be painted, he manages to tell us a great deal more about his own personality. We can judge that he is a vain man who is quite proud of his heritage and his "nine-hundred-years-old name," and that he is quite proud of his art collection. As Neptune tames the sea-horse, he has tamed a former wife, transforming her uncontrollable spirit into an object of art and preserving her loveliness—"as if she were alive"—into a medium over which he can exert complete control. He is no longer subject to the "trifling" situation of her constant smiling, and he can now control whom she smiles at and who is exposed to her beauty. Much of the dramatic irony in the poem, however, lies in the identity of the auditor. The Duke has given all of this information about his personality and the history of his former marriage to an envoy who has been sent to arrange a new marriage. Some critics have even suggested that in this speech made to the man sent to negotiate his second marriage, the Duke is cleverly indicating what kind of behavior he will expect in his new wife. Nevertheless, knowing what we now know about this Duke, who would lead another unsuspecting young girl into such a situation?

Despite his wish to impress us with himself and to detract from his last Duchess' qualities, Browning's self-satisfied Duke ironically manages instead to paint her as a gentle and lovely person and himself as somewhat of a monster. He is truly a paradoxical, yet not entirely unappealing, character despite one's reaction to his morality by the end of the poem. It is hard not to be drawn into his skillful speech, which is carefully designed to impress his guest with his name and possessions and flatter the envoy into representing him favorably with his potential father-in-law. His pride in his painting, his willingness to dwell on the loveliness and virtues of his earlier wife despite his feelings about her, his generosity toward his guest, and his enthusiasm for his collection—stopping to comment on one last object before going down to "collect" one more wife—keep the reader guessing throughout the poem and constantly caught off guard by the revelation of one surprising personality trait after another.

SECTION B
1. T. S. Eliot's "The Love Song of J. Alfred Prufrock" and Thom Gunn's "On the Move" are two poems which present two modern schools of poetry; nevertheless, they present two different approaches to modern poetry. State the principles of the two schools and discuss the approaches of the poems in depth?

Answer
T. S. Eliot's "The Love Song of J. Alfred Prufrock" and Thom Gunn's "On the Move" are two poems which present two modern schools of poetry; nevertheless, they present two different approaches to modern poetry. When T. S. Eliot's poem, "The Love Song of J. Alfred Prufrock," was published by Harriet Monroe in Poetry in June 1915, it marked the advent of modernism; a movement which evolved as an artistic reaction to dramatic changes in politics, culture, society, and technology. Besides, Modernism was a reaction to important developments in Western thought. Modernism's roots are in the rapidly changing technology of the late nineteenth century and in the theories of such late nineteenth-century thinkers as Freud, Marx, Darwin, and Nietzsche. Modernism influenced painting first, but in the decade before World War I such writers as Ezra Pound, Filippo Marinetti, James Joyce, and Guillaume Apollinaire translated the advances of the visual arts into literature. Such characteristically modernist techniques as stream-of-consciousness narration and allusiveness, by the late 1930s, spilled into popular writing and became standard.

The movement's concerns were with the accelerating pace of society toward destruction and meaninglessness. Modernist writers attempted to come to terms with where humanity stood after its cornerstones had been pulverized. The modernists sifted through the shards of the past looking for what was valuable and what could inspire construction of a new society. So, Eliot's "The Love Song of J. Alfred Prufrock" soon provoked a critical and academic enterprise because of its allusive complexity and its haunting details of decay and isolation. For many, "The Love Song" is synonymous with modernism. Prufrock has become an icon for the disillusioned, suffering intellectual struggling to endure at a fundamental level, "the immense panorama of futility and anarchy that is contemporary history." It is an examination of the tortured psyche of the prototypical modern man—overeducated, eloquent, neurotic, and emotionally stilted.
Thom Gunn's "On the Move'' (1955) provided not only an image for the young bikers of a generation in revolt, but also a manifesto and title for a literary movement, called "The Movement,'' which in the 1950's declared its opposition to the modernism of Eliot and Pound and the neo-Romanticism of the 1940's poets such as Dylan Thomas, and looked back to Edward Thomas and the Georgians as well as to the writers of the 1930's for its models. The Movement was antiromantic, antimetaphorical, highly rationalistic, and formally very traditional. It stressed colloquial diction, straight metric, strict rhyme, and a plain language of statement rather than exclamation and confusion, as popularized by A. Alvarez's introduction to the Penguin anthology The New Poetry in 1962.

Eliot's “The Love Song of J. Alfred Prufrock” is a psychological profile of a white, middle-aged, middle-class, late Victorian man suffering from an acute spiritual malaise as a result of his boring, unimaginative, routine, repressed bourgeois existence. The poem, T. S. Eliot’s first major publication, immediately established his reputation as an important poet. It also announced one of the themes that Eliot explored throughout his career: the emptiness of modern life, made tedious by habit, sterilized by convention, in which self-awareness does not lead to self-knowledge but only to existential paralysis.

Prufrock epitomizes a frustrated man hopelessly alienated from his imagination and yet desperate for imaginative salvation. His life is filled with meaningless gestures and predictable encounters; his seamy world is agonizingly uninspiring. Prufrock is an effigy representing the cultural decadence and moral degeneration that Eliot equates with the society of his time. He is the product of a world suffering from a break with its past cultural heritage, a loss of tradition, a failure of institutional authority, and an unhealthy emphasis on individualism.

Eliot incorporates hallucinatory imagery to create a lethargic world where “the evening is spread out against the sky/ Like a patient etherised upon a table.” The women who “come and go/ Talking of Michelangelo” suggest the transience and shallowness of contemporary relationships while ironically reducing the work of an Italian Renaissance master. Prufrock is afraid to “force the moment to its crisis.” The people in his world mask their emotions and “prepare a face to meet the faces that you meet.” The streets are “insidious” and “half-deserted”; people spend “restless nights in one-night cheap hotels.” Deadened by routine, he complains that he has “measured out my life in coffee spoons.” The portrait of Prufrock is particularly unflattering, but more pathetic because he realizes the nature of his dilemma but is still incapable of rectifying it. His vision at the end of the poem is one of possible redemption, of “mermaids singing,” but his resignation is complete; he does not think that they will sing to him.

His identity crisis is exacerbated by the historical, social, and political upheavals that ripped Europe apart in the early twentieth century. His passivity, his lack of self-confidence, and the cultural squalor created by mediocrity constitute a searing indictment of a man bewildered by a world seemingly beyond his control, who lacks the moral courage to confront the situation, to assert himself and to change it. Prufrock mirrors the hostility and contempt Eliot felt toward modern twentieth century culture; he also depicts the type of individual Eliot felt the modern culture would create. Prufrock is an ineffectual boor whose singular identity is being eroded by the instability of his society; he is a face prepared for other faces.

The opening poem of the volume, Thom Gunn’s “On the Move,” explores the conflict between “instinct” and “poise.” This is a key dichotomy in Gunn’s work. The natural world of instinct is largely unavailable to thinking human beings, who, unlike birds, must create a kind of surrogate impetus for the meaningful movement. The motorcyclists become the focus for this conflict because of their assumed pose of wildness; yet it is a pose, a posture that is only “a part solution, after all,” to the problem. Riding “astride the created will,” they appear “robust” only because they “strap in doubt . . . hiding it.” The doubt has to do with their destination, as they “dare a future from the taken routes.” The absurdity of action (a notion central to existential thought) is emphasized in that the person can appeal neither to natural instinct nor to metaphysics for the meaning he must himself create: “Men manufacture both machine and soul.” Unlike “birds and saints,” the motorcyclists do not “complete their purposes” by reaching a destination. The movement is its own excuse: “Reaching no absolute, in which to rest,/ One is always nearer by not keeping still.”
“On the Move” opens for examination throughout the volume one of Gunn’s central ideas: that action is crucial to existential self-definition and that individual freedom depends, necessarily, upon the freedom of others. Poets are rarely original philosophers; they “lift” ideas which seem compatible, which affect their sensibility and set their own language in motion. Gunn’s arguments come, explicitly, from Sartre’s lecture Existentialism and Humanism. In this lecture, Sartre argues that the individual can only be genuinely free by guaranteeing the freedom of others. The pursuit of individual freedom without regards to other people results in escapism:

When a man commits himself to anything, fully realising that he is not only choosing what he will be, but is thereby at the same time a legislator deciding for the whole of mankind—in such a moment a man cannot escape from the sense of complete and profound responsibility. There are many, indeed, who show no such anxiety. But we affirm that they are merely disguising their anguish or are in flight from it.

So Gunn’s heroes race up the highway “as flies hanging in heat.” Their uniforms—leather jackets and goggles—lend an impersonality which is terrifying to spectators. “They strap in doubt–by hiding it, robust– / And almost hear a meaning in their noise.” Yet Gunn admires them: “Men manufacture both machine and soul,” he asserts. This supreme existential notion, that soul as well as machine has its ontological basis in the creative will, lifts “On the Move” out of the realm of commonplace observation or glorification of the motorcyclists. “It is a part solution, after all,” the poet says. The Boys are, at least, self-defined; they have chosen their form of life through the assertion of will.

Self-definition through engaged action is the ultimate existentialist act. If one could rely on instinct, as birds do, there would be no question of authenticity. Since the individual has free will, however, he or she must exercise it and take the consequences. The myth of the American motorcyclist is one of Gunn's favorite figures for the restless, searching, often inarticulate existential hero. His doubt is part of his charm. His restless motion, instinctual or willed, is, consciously or unconsciously, a creation of meaning through "movement in a valueless world."

The articulation of that meaning is no more the task of the motorcyclist than it is the task of birds. Just as the birds are the pretext for asking questions about the human activity of the motorcyclists, the motorcyclists are the pretext for the poet's articulation of the meaning of movement. More important than where they have come from, or even where they are going, is why. What drives them? What are they seeking? These questions are only rhetorical for all but the poet, whose authentic action is to capture "the dull thunder of approximate words." Like the motorcyclist, the poet "strap[s] in doubt—by hiding it" behind a confident pose so as to appear "robust," even though he "almost hear[s] a meaning in [his] noise." This is not hypocrisy, however, because the pose is a necessary protection, like goggles and jacket; it is not an end in itself, but the gear that gets him to his destination.

One of the paradoxes of the poem is that the motorcyclists, who pretend to be individualists, run in packs. They are always referred to as "they." They think of themselves as unconventional, yet they are locked into a uniform and a posture. They think they act on instinct, yet they travel "the taken routes." They are "the Boys," who "almost hear a meaning in their noise"—but not quite. Their group "impersonality" is in strict contrast to the "One" of the poem, who is able to interpret their motion precisely because he stands apart from their group mentality and outside their action. The poet may identify with them, but he must also articulate his difference from them. "Exact conclusion of their hardiness/ Has no shape" until the poet makes it. "They burst away," but "One is always nearer by not keeping still." The ambiguity of the poem's last line suggests that the motorcyclists mayor may not create what they are looking for, while the poet, in the action of the poem, has.

� EMBED PBrush ���








7

[image: image3.png]o sy Sutlides



_1370547462

