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PREFACE

In this thesis I have attempted to show that Words-
worth was a sentient poet who drew from the external world
of Nature, sensory observations--mainly, what he heard and
what he saw--and used them in the first edition of Lyrical
Ballads (1798) and the second (1800). His observations are,
in part, valuable as tangible links with his internal sensory
experiences that are included in "Tintern Abbey" and are in-
creasingly significant after 1798.

Nature in this thesis 1s nature in sensate reality
and not nature in works of art such as paintings, carvings,
and metal castings observed by Wordsworth. The poem "Written
in Germany on one of the coldest days of the Century" offers
an example of the latter in the passage on a galloping horse
molded in iron on a stove lid--a "dreary dull plate of black
metal":

A Plague on your languages, German
and Norse!

Let me have the song of the kettle;

And the tongs and the poker, instead

of that horse
That gallops away with such fury and

force
On this dreary dull plate of black
metal. (11, 1-5)

In the first footnote in Chapter One, I list the
original table of contents for the first edition (1798) and
the second edition (1800) of Lyrical Ballads, using

iii



Wordsworth's punctuation and capitalization in the titles of
the poems, but throughout the text of my thesis I have used
the punctuation and capitalization adopted for the titles as

they are listed in the table of contents in The Poetical

Works of Wordsworth, edited by Thomas Hutchinson.

I am particularly indebted to the director of this
thesis, Dr. Autrey Nell Wiley, Chairman of the Department of
English, for the generous amount of aid and patience that
she has extended to me during this study. I wish also to
express my gratitude to Dr. Eleanor James and Dr. Virginia D.
Moseley for their reading and final examination of this the-
sis. To the faculty and staff of the English Department at
the Texas Woman's University, who have been so kind to me,

I am indebted beyond repay. Finally, I wish to thank my
parents, J. B, and Madge Donnelly Harvill, for their aid and
assistance, which in countless ways enabled me to attend

this University and complete my study in this department.

/ 9 ) y - -
Daisy Lee Harvill

19 May 1967
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CHAPTER 1

THE SPEAKER IN LYRICAL BALLADS

The voice that we hear in Lyrical Ballads (1798) and

Lyrical Ballads (1800)1 comes from a sensible and sentient

lPoems by Wordsworth in the first and second edi-

tions are the following: "The Bime of the Ancient Mariner"
(written by Wordsworth and Coleridge); "The Foster-Mother's
Tale"; "Lines left upon a Seat in a Yew-tree which stands

near the Lake of Esthwaite"; "The Nightingale, a Conversa-
tional Poem"; "The Female Vagrant"; "Goody Blake and Harry
Gill"; "Lines written at a small distance from my House, and
sent by my little Boy to the Person to whom they are ad-
dressed"; "Simon Lee, the o0ld Huntsman"; "Anecdote for Fa-
thers"; "We are seven"; "Lines written in early spring";
"The Thorn"; "The last of the Flock"; "The Mad Mother" ("Her
Eyes are Wild"); "The Idiot Boy"; "Lines written near Rich-
mond, upon the Thames, at Evening" ("Lines written while
sailing in a Boat at Evening"; "Remembrance of Collins, com-
posed upon the Thames near Richmond"); "Expostulation and
Reply"; "The Tables turned; an Evening Scene, on the same
subject"; "Old Man travelling" ("Animal Tranquillity and
Decay"); "The Complaint of a forsaken Indian Woman"; "The
Convict"; "Lines composed a few miles above Tintern Abbey";
"Hart-leap Well"; "There was a Boy, etc."; "The Brothers, a
Pastoral Poem"; "Ellen Irwin, or the Braes of Kirtle";
"Strange fits of passion have I known, etc."; "Song" ("She
dwelt among"); "A Slumber did my spirit seal, etc."; "The
Waterfall and the Eglantine"; "The Oak and the Broom, a Pas-
toral"; "Lucy Gray"; "The Idle Shepherd-boys; or Dungeon-
Gill Force. A Pastoral"; "'Tis said that some have died for
love, etc."; "Poor Susan" ("The Reverie of Poor Susan");
"Inscription for (1802 this was changed to become: Lines
written with a pencil upon a stone in the Wall of) the House
(an Outhouse) on the Island at Grasmere"; "To a Sexton";
"Andrew Jones"; "The two Thieves, or the last stage of Avarice";
"A whirlblast from behind the Hill, etc."; "Song for the Wan-
dering Jew"; "Ruth"; "Lines written with a Slate-Pencil upon
a Stone, etc."; "Lines written on a Tablet in a School"
("Matthew"); "The two April Mornings"; "The Fountain, a Con-
versation"; "Nutting"; "Three years she grew in sun and

1



2
Speaker, a being such as Wordsworth described when speaking
of the poet in the Preface to the second edition of Lyrical
Ballads:

. . & man who, being possessed of more than usual organic
sen31bllity, had also thought long and deeply. For our con-
tinued influxes of feeling are modified and directed by our
thoughts, which are indeed the representatives of all our
past feelings; and, as by contemplating the relation of
these general representatives to each other, we discover
what is really important to men, so, by the repetition and
continuance of this act, our feelings will be connected with
important subjects, till at length, if we be originally pos-
sessed of much sensibility, such habits of mind will be pro-
duced, that, by obeying blindly and mechanically the im-
pulses of those habits,we shall describe objects, and utter
sentiments, of such a nature, and in such connection with
each other, that the understanding of the Reader must neces-
sarily be in some degree e¥lightened, and his affections
strengthened and purified. ‘

The Speaker, whether the poet himself or some imaginary nar-
rator, is what we often believe Wordsworth himself to have
been, a man of unusual sensibility:

--He is a man speaking to men: a man, it is true, endowed
with more lively sensibility, more enthusiasm and tenderness,
who has a greater knowledge of human nature, and a more com-
prehensive soul, than are supposed to be common among man-
kind; a man pleased with his own passions and volitions, and
who rejoices more than other men in the spirit of 1life that
is in him; delighting to contemplate similar volitions and

shower, etc."; "The Pet Lamb, a Pastoral"; "Written in Ger-
many on one of the coldest days of the century"; "The Child-
less Father"; "The 0ld Cumberland Beggar, a Descrlptlon",

"Rural Archltecture", "A Poet's Lpltaph"' "A Character"; "A
Fragment" ("The Danish Boy"); "Poems ("It was an April morn-

ing: fresh and clear," "To Joanna," "There is an Eminence,--
of these our hills," "A narrow Girdle of rough stones and
crags," "To M. H."S on the Naming of Places"; "Michael, a

Pastoral."

lWilliam Wordsworth, "Preface to the Second Edition
of Several of the Foregoing Poems Published, with an Addi-
tional Volume, under the Title of 'Lyrical Ballads,'" The
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passions as manifested in the goings-on of the Universe,
and habitually impelled to create them where he does not
find them. To these qualities he has added a disposition
to be affected more than other men by absent things as if
they were present; and ability of conjuring up in himself
passions, which are indeed far from being the same as those
produced by real events, yet (especially in those parts of
the general sympathy which are pleasing and delightful) do
more nearly resemble the passions produced by real events,
than anything which, from the moticns of their own minds
merely, other men are accustomed to feel in themselves:
--whence, and from practice, he has acquired a greater readi-
ness and power in expressing what he thinks and feels, and
especially those thoughts and feelings which, by his own
choice, or from the structure of his own mind, arise in him
without immediate external excitement.l

Although the sensibility referred to is mainly internal, the
cause of it is both internal and external:

But these passions and thoughts and feelings are the general
passions and thoughts and feelings of men. And with what are
they connected? Undoubtedly with our moral sentiment and
animal sensations, and with the causes which excite these;
with the operations of the elements, and the appearances of
the visual universe; with storm and sunshine, with the
revolutions of the seasons, with cold and heat, with loss of
friends and kindred, with injuries and resentment, gratitude
and hope, with fear and sorrow. These, and the like, are
the sensations and objects which the Poet describes, as they
are the sensations of other men, ané the objects which in-
terest them. The Poet thinks and feels in the spirit of
human passions,

The emphasis upon sensory observations in all of the preced-
ing passages is significant in Wordsworth's theory of crea-
tivity:

I have said that poetry is the spontaneous overflow of power-
ful feelings: ' it takes its origin from emotion recollected

in tranquillity: the emotion is contemplated till, by a
species of reaction, the tranquillity gradually disappears,

Poetical Works of William Wordsworth with Introduction and
Notes, ed. Thomas Hutchinson (London: The Oxford University
Press, 1964), p. 735.

l1via., p. 737. 2Ibid, pp. 738-39.
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and an emotion, kindred to that which was before the subject
of contemplation, is gradually produced, and does itself
actually exist in the mind. In this mood successful com-
position generally begins, and in a mood similar to this it
is carried on; but the emotion, of whatever kind, and in
whatever degree, from various causes, is qualified by vari-
ous pleasures, so that in describing any passions whatso-
ever, which are voluntarily described,_the mind will, upon
the whole, be in a state of enjoyment.1

The English romanticists, who were interested in the
development of psychology, recognized the existence of ex-
ternal sensory powers and believed in the existence of a set
of internal sensory powers:

What they were doing in effect was adopting the external
senses as a conceptual model for the intellectual powers and
faculties they wished to establish and exalt, and by the
same token, they were in effect granting metaphorical ex-
tension, visibility, tangibility, and so on, to the reali-
ties and values which these faculties apprehend--in short
they were creating a second, parallel world, with a paral-
lel set of senses in the mind to communicate with it.Z2

In fact, Wordsworth's emphasis upon Man's senses re-
flects his recognition of both external and internal sensory
powers., It shows also his interest in psychology stemming

from John Locke's Essay concerning Human Understanding (1690),

IT, xxiii, 12:

'The infinite wise Contriver of us, and all things about us,
hath fitted our senses, faculties, and organs, to the con-
veniences of life, and the business we have to do here. We
are able, by our senses, to know and distinguish things:
and to examine them so far as to apply them to our uses,
and several ways to accommodate the exigences of this life.
We have insight enough into their admirable contrivances

1Ipid., p. 740.

2Judson S, Lyon, "Romantic Psychology and the Inner
Senses: Coleridge," PMLA, LXXXI (June 1966), 247.
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and wonderful effects, to admire and magnify the wisdom,
power, and goodness of their Author. Such a knowledge as
this, which is suited to our present condition, we want

not faculties to attain. But it appears not that God in-
tended we should have a perfect, clear, and adequate knowl-
edge of them: that perhaps is not in the comprehension of
any finite being. We are furnished with faculties (dull
and weak as they are) to discover enough in the creatures
to lead us to the knowledge of our duty; and we are fitted
well enough with abilities to provide for the conveniences
of living: these are our business in this world.'l
According to Locke in II, i, 2 of the Essay, there are two
sources for the perception of ideas, namely sensation and
reflection,2 for when, by sensation, the mind has stored
simple ideas, it may acquire new ones by reflection upon
experience.3 Reflection, then, in II, i, 4 of the Essay is
"the perception of the operations of our own mind within us,
as it is employed about the ideas it has got, . . .“4 Then,
in II, ix it is evident that ideas are perceived by the mind
acting in a process of perpetual motion: "When the mind
turns upon itself and watches its own working, it observes
as its most original faculty the power to perceive objects,
so that perception becomes therefore the first simple idea

arising from reflection."d Ideas enter the mind thus through

lKkenneth MacLean, John Locke and English Literature
of the Eighteenth Century (New Haven: The Yale University
Press, 1936), p. 165. 1 am indebted to lMacLean in my review
of Locke's theories.

2lLocke's Essays: An Essay concerning Human Under-
standing and a Treatise on the Conduct of the Understanding
(Philadelphia: James Kay, Jun. and Brother, n.d.), p. 75.

3Ibid. Y1pig,

SlacLean, p. 61.



the sense organs:

First, then, There are some which come into our
minds by one sense only.

Secondly, There are others, that convey themselves
into the mind by more senses than one.

Thirdly, Others that are had from reflection only.

Fourthly, There are some that make themselves way,
and are suggested to the mind by all the ways of sensation
and reflection.

First, There are some ideas which have admittance
only through one sense, which is peculiarly adapted to re-
ceive them. Thus light and colours, as white, red, yellow,
blue, with their several degrees or shades, and mixtures,
as green, scarlet, purple, sea-green, and the rest, come
in only by the eyes: all kinds of noises, sounds, and tones,
only by the ears: the several tastes and smells, [not
covered herein] by the nose and palate. And if these organs
or the nerves, which are the conduits to convey them from
without to their audience in the brain, the mind's presence
room (as I may so call it), are any of them so disordered,
as not to perform their functions, they have no postern to
be admitted by; no other way to bring themselves into view,
and be perceived by the understanding,

The most considerable of those belonging to the
touch are heat and cold, and solidity; all the rest, con-
sisting almost wholly in the sensible configuration, as
smooth and rough, or else more or less firm adhesion of the
parts, Ts hard and soft, tough and brittle, are obvious
enough.

It is the sensory powers of the Speaker or Narrator
in Lyrical Ballads that concern us in the ensuing pages. The
two dominant ones belonging to the Speaker--hearing and see-
ing--will be the subjects of two chapters, that of hearing
being considered first because Wordsworth mentions it in the
’ Prelude, I, 269-281, as his earliest noticeable sensory ex-
perience.

The sense of hearing responds to physical environ-

ment as other senses do, according to the Lockian explanation

lLocke, II, iii, 1, p. 86.
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in the Essay, II, xxiii, 12: ", . . in this globe of earth
allotted for our mansion, the all-wise Architect has suited
our organs, and the bodies that are to affect them, one to
another. If our sense of hearing were but a thousand times
quicker than it is, how would a perpetual noise distract us!
And we should in the quietest retirement be less able to
sleep or meditate than in the middle of a sea-fight."l Then,
as stated in I, ii, 15, the sense of hearing, for example,
could "let in particular ideas, and furnish the yet empty
cabinet, and the mind by degrees growing familiar with some
of them, they are lodged in the memory, and names got to
them. Afterwards, the mind proceeding further, abstracts
them, and by degrees learns the use of general names. In
this manner the mind comes to be furnished with ideas and
language, the materials about which to exercise its discur-
sive faculty."2

Through the sense of hearing, the poet responds to
the harmony of Nature and to a mystical experience or power
revealed to or felt by one who is spiritually sensitive to
the source of perhaps all life. For an example of a poem
in which the poet is sensitive to the harmony of Nature, let
us take "Lines composed a few miles above Tintern Abbey, on
revisiting the Banks of the Wye during a Tour. July 13,

1798." Looking at "Tintern Abbey," we see that certain

l1via., p. 192. 2Ibid., p. U45.
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"sensations sweet" (1. 27),1 which are felt in the blood
and the heart, lead to the following state:
« « o« that blessed mood,
In which the burthen of the mystery,

In which the heavy and the weary weight,
Of all this unintelligible world,

Is lightened: --that serene and blessed
mood,

In which the affections gently lead us
on,--

Until, the breath of the corporeal
frame

And even the motion of our human blood
Almost suspended, we are laid asleep
In body, and become a living soul:
While with an eye made quiet by the power
Of harmony, and the deep power of joy,
We see into the life of things.

(11. 37-49)

The harmony of Nature, then, is best depicted in a later pas-

sage from "Tintern Abbey":

« « » For I have learned
To look on nature, not as in the hour
Of thoughtless youth; but hearing often-
times
The still, sad music of humanity,
Nor harsh nor grating, though of ample
power
To chasten and subdue. And I have felt
A presence that disturbs me with the joy
Of elevated thoughts; a sense sublime
Of something far more deeply interfused
Whose dwelling is the light of setting
suns,
And the round ocean and the living air,
And the blue sky, and in the mind of man:
A motion and a spirit, that impels
A1l thinking things, all objects of
all thought,
And rolls through all things.
(11. 88-102)

InLines composed a few miles above Tintern Abbey,
on revisiting the Banks of the Wye during a Tour. July 13,
1798," Poetical Works, p. 164.
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Wordsworth was twenty-eight years old when he composed "Tintern
Abbey," and his opinions, according to Normen Lacey, were well
formed by then:

.« . « Wordsworth had not always regarded Nature in this way.
He could remember a time in his youth, when Nature's forms,
the tall rock and the gloomy wood were for him simply, ‘an
appetite, a feeling and a love.' But now . . . he hears in
their presence 'the still sad music of humanity' and it is
for a spiritual influence which appears to come from them
that he gives praise. It is in the presence of nature that
he has had an experience that is really the threshold of
that 'gift of aspect more sublime' which he has already de-
scribed.

The same realization exists in a number of poems published
in 1798, Among these are "Expostulation and Reply," "The
Tables Turned: An Evening Scene on the same Subject," "Lines
written in Early Spring," and "To my Sister." Certain forces
act together to produce a mental, intellectual pacification:

'Nor less I deem that there are Powers

Which of themselves our minds impress;

That we can feed this mind of ours

In a wise passiveness.'
There is a kinship or unifying alliance between Nature and
Man:

To her fair works did Nature link

The human soul that through me ran;

And much it grieved my heart to think

What man has made of man.

This force that acts to produce a harmony between itself and

1Wordsworth's View of Nature: And its Ethical Con-

i o . —— S

Sequences ZCambridge: At the University Press, 19485, P. 3.
Z"Expostulation and Reply," 11. 21-24,
3"Lines written in Early Spring," 11. 5-8.
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Man is transcending in its scope:

And from the blessed power that rolls
About, below, above,

We'll frame the measure of our souls:
They shall be tuned to love.l

Another of the sensory powers which Wordsworth pos-
sessed to a high degree is that of sight. Upon the importance
and suitability of this particular sensory experience for
human life in Man's physical environment Locke comments as
follows in the Essay, II, xxiii, 12:

« o« o if that most instructive of our senses, seeing, were
in any man a thousand or a hundred thousand times more acute
than it is by the best microscope, things several millions
of times less than the smallest object of his sight now
would come nearer to the discovery of the texture and motion
of the parts of corporeal things [kinesthesia]; and in many
of them, probably get ideas of their internal constructions:
but then he would be in a quite different world from other
people: nothing would appear the same to him and others:
the visible ideas of everything would be different. So that
I doubt, whether he and the rest of men could discourse con-
cerning the objects of sight, or have any communication
about colours, their appearances being so wholly different.
And perhaps such a quickness and tenderness of sight could
not endure bright sunshine, or so much as open daylight;

nor take in but a very small part of any object at once,

and that too only at a very near distance. And if by the
help of such microscopical eyes (if I may so call them) a
man could penetrate further than ordinary into the secret
composition and radical texture of bodies, he would not
make any great advantage by the change, if such an acute
sight would not serve to conduct him to the market and ex-
change; if he could not see things he was to avoid, at a
convenient distance; nor distinguish things_he had to do
with by those sensible qualities others do.?

The reception-reflection process was a popular theory in the

eighteenth century, but it seems to have referred chiefly to

lupo my Sister," 11. 33-36.
2P, 192,



11
the sensory power of sight. Imagination and its ideas were
believed to be derived from physical, as well as intellec-
tual, experiences, for all were experiences, including the
visual, based upon powers of observation,
Joseph Addison, who defined the "Pleasures of Imagi-
nation" in No. 411 of The Spectator, felt that all of recep-

tion, even that which is reflected upon, is due, first, to
vision:

By the pleasures of the imagination or fancy . . . I here
mean such as arise from visible objects, either when we have
them actually in our view, or when we call upon their ideas
into our minds by paintings, statutes, descriptions, or any
the like occasion. We cannot indeed have a single image in
the fagcy that did not make its first entrance through the
sight.

Isaac Watts, English theologian of the sixteenth century, ex-
pressed much the same view concerning imagination in his Log-
ick, II, iii, 3. He included more than the eye in referring
to the various sensory organs, but the fact that he regarded
sight as the most important sensory power is evident in his
list of what is received by the various powers to be united,
disjoined, multiplied, magnified, diminished, and altered in
the brain by the internal soul: shapes, colors, sounds, mo-
tions, words, and things of indistinct nature. Of the list,

only sounds cannot be seen; words, of course, are heard but,

if printed, are seen by the eyes:

1See MacLean, p. 55, on The Spectator by Joseph
Addison,
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Our imagination is nothing else but the various appearances
of our sensible ideas in the brain, where the soul frequently
works in uniting, disjoining, multiplying, magnifying,
diminishing, and altering the several shapes, colours,
sounds, motions, words, and things, that have been communi-
cated to us by the outward organs of sense. It is no wonder
therefore if fancy leads us into many mistakes, for it is
but sense at second hand. Whatever is strongly impressged
upon the imagination, some persons believe to be true.

Like Addison and Watts, Wordsworth recognized the
power of sight. He sometimes commented upon the dominating
tyranny of the eye by referring to sight as his most despotic
sense, fearing that he might succumb to it and become "'a
mere epicure of visual sensations.'"? As the Speaker in
Lyrical Ballads, he is sensitive to visual observations. He
is like the normal man of average sensibility--the subject
of much of his poetry, and he relies largely upon the visual
aspects of life for its substance. His visual sensitivity
is evident in "Tintern Abbey" where he generalizes in his
scenic description but still gives evidence of sensory ex-
perience by referring to "steep and lofty cliffs" (1. 5),
which impress him, the "dark sycamore" (1. 10), and an or-
chard "clad in one green hue" (1. 13) lost "'Mid groves and
copses" (1, 14). He recalls his youthful days among "the
tall rock / The mountain, and the deep and gloomy wood"

(11. 77-78), and, even now, respects similar objects:

1See MacLean, pp. 55-56, on Logick by Isaac Watts.

2J. C. Smith, A Study of Wordsworth (2nd. ed.; Edin-
burgh: Oliver and Boyd, 1946), pp. 1-2.




13

« « o Therefore am I still
A lover of the meadows and the woods
And mountains; and of all that we behold
From this green earth; . . .
(11. 102-105)

The Speaker's observations become more specific in

other poems in Lyrical Ballads. In "Lines written in Early

Spring,” he mentions the primrose, describing its flowers

as tufts, the periwinkle, describing its trailing wreaths,
and the earth--the green earth of "Tintern Abbey" (1. 105),
describing it as a green bower:
Through primrose tufts, in that green bow-
er,

The periwinkle trailed its wreaths.
(11. 9-10)

In a passage from "Nutting," all the nouns describing the

forest, except fern, devastation, and hazels, are common or

generalized: rocks, beds, thickets, way, nook, bough,

leaves, sign, clusters, scene. The Speaker sees differently;

he puts descriptive adjectives before and after many of the
words to qualify them. He sees pathless rocks; even matted
fern; tangled thickets; a dear nook unvisited; a broken

bough; withered leaves; an ungracious sign; hazels tall and

erect; tempting clusters; and a virgin scene. He is so im-

pressed by the view that he calls it a visugl banquet, which
I believe is a summary of impressions derived from the lead-
ing words, one adjective and one noun, which are separate

in context--tempting and hazels--plus the number of separate

nouns and modifiers in this passage:
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. « O'er pathless rocks,
Through beds of matted fern, and tangled
thickets,
Forcing my way, I came to one dear nook
Unvisited, where not a broken bough
Drooped with its withered leaves, un-
gracious sign
Of devastation; but the hazels rose
Tall and erect, with tempting clusters
hung,
A virgin scene!--A little while I stood,
Breathing with such suppression of the
heart
As joy delights in; and with wise re-
straint
Voluptuous, fearless of a rival, eyed
The banquet; . . .
(11. 14-25)

"

In "She dwelt among the untrodden ways," the Speaker

uses both specific and common nouns--viole;,'sgone, eye
star, sky--plus qualifying adjectives--mossy, fair, one, half
hidden--for his figures of speech. He sees his love as a

specific flower, a violet, which is half hidden from sight

behind a mossy stone, appearing to be "peeping" out. She is
as fair as a star, not among countless stars, but suspended,

shining alone as one star in the sky:

A violet by a mossy stone
Half hidden from the eye!
Fair as a star, when only one
Is shining in the sky.
(11. 5-8)

The scenes described by the Speaker, as illustrated
by the poems cited, may be domesticated and cultivated by
Man, but they may also be wild. In a passage from "Tintern
Abbey," the Speaker views an unnatural regimentation. He

sees plots, qualified by a prepositional phrase, of
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cottage-ground. He sees tufts again, but this time they

form the last part of a compound noun, orchard-tufts, fol-

lowing almost immediately the first compound noun, cottage-
ground. Further, the orchard-tufts, each a tree, are all

of the same color--simply green, and, I believe, not dif-
ferent in Wordsworth's mind from the green of the earth in
1, 105 of "Tintern Abbey" and the bower in "Lines written
in Early Spring" (1. 9) because rarely does the Speaker de-
scribe the plant life of Nature in terms of more than one
word, green. He continues to describe the fruit trees in
"Tintern Abbey," however, by saying that because of the sea-
son, they are their color of green and are bearing unripe
fruits:
« + « plots of cottage-ground, these
orchard-tufts,
Which at this season, with their un-
ripe fruits,
Are clad in one green hue, and lose
themselves
'Mid groves and copses.
(11. 11-14)
In a passage from "Lines: 1left upon a Seat in a Yew-tree,
which stands near the Lake of Esthwaite, on a desolate part
of the Shore commanding a beautiful Prospect," there are a

number of common, generalized nouns--stones, sod, Tree, arms,

bower--with one of them, Tree, being capitalized. The single,

descriptive adjective placed before each of these nouns, save

one, namely stones, gives vivid life to the words by forming
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such phrases as mossy sod, aged Tree, dark arms, and circling
bower:

« « . Who he was
That piled these stones and with the

mossy sod

First covered, and here taught this
aged Tree

With its dark arms to form a circling
bower,

I well remember,
(11. 8-12)

In a similar passage depicting cultivated, settled land in
"The Brothers," there is a field in which stood a Parish
Chapel encircled by nothing more than a stone wall, covered
with moss. The moss, I believe Wordsworth used to represent
undisturbed age:
. . . Towards the field
In which the Parish Chapel stood alone,
Girt round with a bare ring of mossy
wall.
(11, 26-28)

I have studied Wordsworth's use of his external sen-
sory experiences--what he heard and what he saw--in Lyrical
Ballads, first edition (1798) and second (1800). His auditory
and visual experiences were gathered from his observations
of Nature. They began in his early life when, as he says
in the Prelude, XII, he deeply loved whatever he saw and
never dreamed of anything better than Nature in his own na-
tive country:

. . . before I was called forth
From the retirement of my native hills,

I loved what'er I saw: nor lightly
loved,
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But most intensely; never dreamt of aught
More grand, more fair, more exquisitely
framed
Than those few nooks to which my happy
feet
Were limited.
(11. 174-180)

In Nature's presence he stood--a sensitive soul--as I show
in this thesis, using his dominant sensory powers--hearing
and sight--as well as the rest of the senses, which he used
in lesser degree, and yet, at the same time, realizing the
necessity and the blessing that the senses--for my purposes,
hearing and sight--counteract each other so that one does
not dominate his mind, but leaves it open and receptive to
all of the senses, making them the means to an end--achiev-
ing or, at least, enhancing the ideas of Liberty and the
Power that comes with it for his readers:

« « « Gladly here,
Entering upon abstruser argument,
Could I endeavour to unfold the
means
Which Nature studiously employs to
thwart
This tyranny, summons all the senses
each
To counteract the other, and them-
selves,
And makes them all, and the objects
with which all
Are conversant, subservient in their
turn
To the great ends of Liberty and Pow-
er.
(11. 131-139)



CHAPTER II
AUDITORY POWERS

Like other poets in the Romantic period, Wordsworth,
through the influence of Locke, made much of his external
sensory perception of tangible objects which he could see.
He and his sister Dorothy often roamed on foot in the coun-
try near their residence at Alfoxden, not so much from ne-
cessity as from habit. I believe that these walks, care-
fully recorded in Dorothy's Journals, provided Wordsworth
with the opportunity to experience external sensory impres-
sions which he was later to include in Lyrical Ballads.

They were particularly fond of watching the moon and the ef-
fects of the wind, which they could not see, of course, but
which they wrote about again and again. According to Mary
Moorman, their walks together often afforded them experiences
which Dorothy entered in her Journals and William converted
into poetry:

Their two favourite companions--the moon and the wind--

haunt all about their writing almost antlphonally The
lines A Whirlblast, which were published in 1802,1 describe

11 have found "A whirl-blast from behind the Hill,
etc." included in the table of contents for the 1800 edition
of Lyrical Ballads in the following publication: Lyrical
Ballads: The Text of the 1798 Edition with the Additional
1800 Poems and the Prefaces, eds. B, L, Brett and A. R. Jones
(London: Methuen and Company, Ltd., 1963)., For this reason,
I have included "A whirl-blast from behind the Hill" among
the poems used in this thesis.

18
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the day--March 18th--when they 'sheltered under the hollies
during a hail-shower. The withered leaves danced with the
hailstones. William wrote a description of the storm.'

And in the same manner on January 25th 'the clouds seemed
to cleave asunder, and left her [the moon] in the centre of
a black-blue vault. ©She sailed along, followed by multi-
tudes of stars, small, and bright, and sharp.'l

I have chosen Wordsworth's sense of hearing as the
first of his external sensory powers to be examined in my
study because it represents his first sensory awareness,
which he experienced while he was just an infant. He says
that the sound of the River Derwent, near his native village
of Cockermouth in the Lake District of England, was one of
his earliest noticeable experiences. Its murmurs blended
with his nurse's song as he was carried, an infant in arms,
along its banks. He felt that the comforting sound of moving
water instilled in him a sense of closeness to Nature:

. one, the fairest of all rivers,

loved

To blend his murmurs with my nurse's
song,

And, from his alder shades and rocky
falls,

And from his fords and shallows, sent
a voice

That flowed along my dreams? For this,
didst thou,

O Derwent! winding among grassy holms

Where 1 was looking on, a babe in arms,

Make ceaseless music that composed my
thoughts

To more than infant softness, giving me

Amid the fretful dwellings of mankind

A foretaste, a dim earnest, of the calm

1Mary Moorman, William Wordsworth: A Biography,
Vol. I: The Early Years: 1770-1803 (Oxford: The Clarendon
Press, 1957), p. 356.
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That Nature breathes among the hills and
groves. (11. 269-281)1

As he grew to be an older child, he retained his love for
the river; and in and around it he saw sunlight, sandy fields,
and flowers, which he named in his poetry, and also experi-
enced the joys of physical activity that he often referred
to in his poetry:
. « . the bright blue river passed
Along the margin of our terrace walk;
A tempting playmate whom we dearly loved.
Oh, many a time have I, a five years'
child,
In a small mill-race severed from his
stream,
Made one long bathing of a summer's day;
Basked in the sun, and plunged and basked
again
Alternate, all a summer's day, or scoured
The sandy fields, leaping through flowery
groves 2
Of yellow ragwort; . . . (11. 285-294)

Because of Wordsworth's early fascination for water,
mentioned in the Prelude, the sound of flowing water figures
in outstanding passages throughout many poems in Lyrical
Ballads. The sounds are as varied as the kinds of water:
rills or rivulets, mountain streams, ghylls (brooks), foun-
tains or springs, and larger streams which may have tribu-

taries or may not.

luppe Prelude or Growth of a Poet's Mind: An Auto-
biographical Poem," Bk. I, The Poetical Works of William
Wordsworth with Introduction and Notes, ed, Thomas Hutchin-
son (London: The Oxford University Press, 1964), p. 498,
All quotations from The Prelude are from this edition.

2Ibid.
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In "It was an April morning: fresh and clear," for
example, the Speaker mentions hearing the sounds of a rivu-
let along its course., He pictures it as running swiftly
"with a young man's speed" (1. 3)--its waters swelled by
melted winter ice or snow--and as having a gentle tone:
. « «» and yet the voice
Of waters which the winter had supplied
Was softened down into a vernal tome.
(11. 3-5)
Later in the poem, he describes the rivulet as cascading
down a rock in the form of a waterfall, causing louder "sal-
lies" of sound which, nevertheless, fail to obscure the
smaller sounds of creatures--beasts and birds: the lamb,
dog, linnet, and thrush:

At length I to a sudden turning came
In this continuous glen, where down a

rock

The Stream, so ardent in its course be-
fore,

Sent forth such sallies of glad sound,
that all

Which I till then had heard appeared the
voice

Of common pleasure: beast and bird, the
lamb,

The shepherd's dog, the linnet and the
thrush,

Vied with this waterfall, and made a
song

Which, while I listened, seemed like
the wild growth
Or like some natural produce of the air,
That could not cease to be,
(11, 20-30)

In "The Brothers," the Priest of Ennerdale recalls how the

meandering, unbridged stream, which crosses and recrosses
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the road, "was swoln into a noisy rivulet" (1. 256) by
"storm and thaw" (1. 253). In "'Tis said that some have
died for love," the Speaker, lamenting life without Emma,
voices a plea that the course of a rill and its waterfall
be reversed and their sounds stopped, for he thinks he ought
not to hear such pleasant sounds without her:

Roll back, sweet BRill! ©back to thy

mountain-bounds,

And there for ever be thy waters chained!

For thou dost haunt the air with sounds

That cannot be sustained;

If still beneath that pine-tree's ragged

bough

Headlong yon waterfall must come,

Oh let it then be dumb!

Be anything, sweet Bill, but that which

thou art now, (11. 29-36)

In "Song for the Wandering Jew," the first stanza
contains a contrast between the sound of rushing mountain
streams and the absence of sound as these same waters find
rest in still pools among the mountains:

Though the torrents from their fountains

Roar down many a craggy steep,

Yet they find among the mountains

Resting-places calm and deep.

(11. 1-4)
In "There was a Boy," the Speaker describes a "shock" that
came upon the youth in his solitude where, but for the owls,
he was utterly alone. It caused him to hear the sound of
mountain streams, which I believe represented the internal

spirit of Nature to Wordsworth:

Then sometimes, in that silence,
while he hung



23
Listening, a gentle shock of mild
surprise
Has carried far into his heart the
voice
Cf mountain-torrents; . . .
(11. 18-21)
Ghylls--sometimes brooks or ravines with brooks in
them--figure directly and by name in two poems. In "The
Pet-lamb. A Pastoral," Barbara Lewthwaite, in thinking of
"mountain-tops" (1. 53), remarks that brooks which sound "all
pastime and all play" roar like lions for prey when swollen
and angry:
The little brooks that seem all pastime
and all play,
When they are angry, roar like lions for
their prey. (11. 55-56)
In "The Idle Shepherd-boys; or, Dungeon-Ghyll Force. A
Pastoral," there are no specific references to sound as be-
ing heard by the Speaker; and in "Michael. A Pastoral Poenm,"
little actual sound is communicated except through the use
of an onomatopoeic adjective "tumultuous" before the name of
Green-head Ghyll. In "Ruth," however, Wordsworth speaks of
the sound of a ghyll or brook running over pebbles, the whole
effect being imagined within a cell by the mad heroine of
his poem:
And a clear brook with cheerful knell
Did o'er the pebbles play.
(11. 203-204)

In "Hart-leap Well," the sounds of a fountain or

spring have a strange significance for a stag that sought
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the fountain in its final struggle for life and then died,
its last breath rippling the water (11, 41-44), Years later,
after the dell was debased by Sir Walter's attempts to frame
the spring and erect a pleasure-house over the spot to com-
memorate the gallant hart, the spring gave up its sweetness,
other creatures refused to drink from it (11. 133-134), and
its water even gave forth a mournful sound:
And oftentimes, when all are fast asleep,
This water doth send forth a dolorous
groan. (11. 135-136)
The hart's dumb affection for the spring is partially ex-
plained by the influence of the River Derwent's sound upon
Wordsworth., Infant and fawn, they were both exposed to the
sound of calm and gentle waters:
Here on the grass perhaps asleep he sank,
Lulled by the fountain in the summertide.
(11. 149-150)
Sounds of another fountain in another poem, stirring an old
man's memory, cause Matthew to remember earlier days when he
heard it as a strong young man. Again, the sound of the
water suggests the same type of influence as the River Derwent
had on Wordsworth:
And here, on this delightful day,
I cannot choose but think
How oft, a vigorous man, I lay
Beside this fountain's brink,
("The Fountain. A Conver-

sation," 11. 25-28)

Now that he is a much older man, Matthew sheds helpless tears
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when he again hears the sound that he remembers hearing in
his youth:

My eyes are dim with childish tears,

My heart is idly stirred,

For the same sound is in my ears

Which in those days I heard,

("The Fountain. A Con-
versation," 11. 29-32)

In "Buth" the Speaker says that after Buth was released from
her confinement, she was found playing in springs, as she
had done when a child. Although here the specific sound of
water is not mentioned, I believe this is still another ref-
erence to the early comforting influence of water upon a
child, now grown older, as Wordsworth himself was influenced
by the River Derwent:

I, too, have passed her on the hills

Setting her little water-mills

By spouts and fountains wild--

Such small machinery as she turned

Ere she had wept, ere she had mourned,

A young and happy Chila!

(11. 247-252)

Larger streams, including waterfalls, produce louder
sounds. In "Ruth" the title character plays music on a pipe
of straw, imitating the sounds of both wind and larger bodies
of flowing water called floods:

And she had made a pipe of straw,
And music from that pipe could draw
Like sounds of winds and floods.
(11. 7-9)
In "The Waterfall and the Eglantine," the rushing Waterfall

is gently chastised by the Eglantine, who sheltered a singing
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linnet when the Waterfall "had little voice or none" (11,
40). In the end, howevef, the Eglantine probably perished
when "the Torrent down the rocky dell<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>