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l:rﬂ.nd and digpraised in widely divergent criticism, the poetry
of Wallace Stevens has created a dissongnce among thinking men for ale
mogt half a century, "The Whole of Harmonium," as the original title
selected by Stevens for his ocollected noems, seemc a paradox equal to
that of the man himself, an executive-lawyer who wrote prize-winning
poetyy, But if theologians, philosophers, critics, and bemused
scholars have learned anything from thelr study of Wallacc Stevens, it
is a habit of wariness in approaching his written word,

It is safe to assume that "The Whols of Hammonium" says proeoisoly
what Wallace Stevens meant to say about his collected poetry; moreover,
that the title implies more than first meets the eye, the ear or the
mind, The rhetoric of implication has become the signature of Wallsce
Stevens in the world book of poets, While he shows the lawyer's
finicking respect for the weight and freight of language; a legal am®
for the clause in fine print; a practiced ear for the ambiguities of
language, Wallace Stevens, the poet, turns this legal talent and treine
ing into the obsoure language of poetry he himself termed "the acute
intelligence of the imagination,"

This, Ith_an, is the eccentric poetry that fits none of the standard
literary pigeonholes, The duplicity of words he used to imply poetic
meanings. Hidden clauses became images in assigned contract between
theory and poetry, The ambiguities of language became tho resemblances,

lumhe Figure of the Yo Virile Post," in The Nece
e gure uth as » (wﬁ Angels

In Vintage Beoks,
%% o) mdm’”’ m., 1951), Po
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the analogles, the life blood of his poetry, Then, we can be sure "The
Whole of Harmonium®" is an analogy, suggested by Wallace Stevens, and is,
in some way, wholly related to his poetic work. Stevens endorsed a
theory of language that insists weaning is availabls both in and through
words, He uses words neither loosely, nor without full cognizance of
their implicetions, By dictionary definition, "harmonium® is a reed
organ in which air is compressed in a bellows and driven out through
the reeds, The synonym is melodeon, and Stevens has written among his
proverbs that "Words are the only mer:lm.imm."2 Stevens, then, is relating
music to words as an instrument of music, When he has defined poetyry
as words, the relationship of music to his poetry beoomes significants
Clearly, Stevens considered the poem an instrument of musice

It is, however, undeniable that Stevens rarely, if ever again,
reached the soaring lyric heights notable in the early noams of
Harmonium, his first volume of poems, published in 1923, Although he
has been cited as a lyricist, he also has boan damned for abandoning
his lyric gift and turning to poetry labeled philosophic, didactic,
ponderous, and obscure. Many readers agree, over their unabridged
dictionu:1es, that Stevens should have stayed with the music of poetry,
leaving the theory to prose, While we must grant the inereased intele
lection and tho Jdecreased lyricism of Stevens' poetry, we yet suggest
that Stevens did nol abandon the music of poetry; rlt-hu', that he
daliberetely changed the nature of his »oetic mueie, BStevens

2updagie,” in Opus Posthumous, ods by Samiel French Morse (New
Yorks Alfred A. Knopf, Inc,, 1935, Pe 171,



desoriliée this change in the essay "Effects of Analogy™:

nmlyﬂuttbanhub«nammﬂumm

we mean by music. It is like the change from

to a voice intoning, It 18 like the wiee of an
actor reciting or declaiming or some other figure cone
‘swaled, so that we can not identify him, who spesks
with a measured voice which is often disturbed by his
feeling for what he says. There is no sccompaniment,
If occasionally the poet touches the triangle or one
of the oymbals, ho doss it only because he fesls like
doing it, Instead of a musician we an orator
whose speech sonmetimes ressmbles music,

Stevens states fimily, “the music of postry has not come to an end';

se.h

his susic, quite simply, has changed with the changing realities that
make up his world, This oconcept is in gccord with an sesthetdo that
allows for no aebsolutes in poetyry; and undaniably, Stevens was "a poet
for whon the theory end practice of poetry were inseparable,"
Pbﬂh!up'ﬂopo!ﬂbﬂmtiﬂalﬂ’?studyatms
perhaps the most pesteptive analysis of Stevens' poetic quality, has
termed his pootyry & "lyric of 41dess,” defining his genre as "the
combination, an intellectual lyric framed on the Symbolist prineipls

of mmé

Hi Simens, in

3
"iffects of Analogy," in Neces o 125126, Essay
first read as n&rgmlac%unﬁ!ﬂ mdm&'iagd shortly after,
in 1948, in the Yale Review.
bpvig., p. 224
5 Prye, "The Realistic Oriole: A Study of Wallaos

“Northrop
Stevens," in W. aoa Stevens: A Collection of Criti
Marie Borroff ewood Cliffs, Nedes m .t.! 31563).

Pe 161.
611‘1 Simons, "The Genre of Wallsce Stevens," Ibide, ppe 52=53.
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:_ﬁuimosaiblatoaapumthamdoofpoﬁrh as Stevens has
whﬁ, from the ideas expressed by the words., If Stevens has said,
*words are the only melodeon,” he also has sald, "words are thoughts."!
\',lth 0.\‘;.: mnpt-iqns, the subjeqt of Stevens' poetry is poetay itself,
the 1yric expression of hia ideas about poetry. The poetic form is
m.ntmlyuﬂulmmityotim But if poetic form
“derives its significance from the whiole," Stevens is endorsing organie
tq;n.oraunityotpmrmmmm and we may justifigbly
conclude that the "malodeen® is the instrument through whieh this
wity is expresseds words, as thoughts, sounding through the musical
xf-).fhtopmdmthohlmof!omdmdﬂmuahtthltiasm'
lyric of ideas,

Poetic form, of course, refers to the organisation of the elements
of the poam in relation to the totsl effect produced, This total effect
uhtsmmbythlput'apmﬂulm-,mmmqum
which he arranges and adepts language to express his ideas. This
compositee=the words ghosen, their meanings, the sounds they make, the
patterns into which the words are arranged, the idsas they express, and
finally the interrelationship of all these clementee~e=this composite
creates the effect of the poem, The manner in which this is done we
term the poet's style, the manifestation of his personality, the
distinguishing quality by which we come to recognise the singular woice
of the individugl poet, Certainly, the rhetoric of implication can be

TvThe Noble Rider and the Sound of Words," in Hecessary Angel,
Pe 324

Buon Poetic Truth," in Opus Posthumous, pe 2376
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cited as the distinctive festure of Stevens' style, his connotative use
of m. oreating the total effect we identify es the poetry of
Wallace Stevens, This use of rhetoric, which Hi Simons terms "the
Symbolist principle of implieation,®” becomes the framework for Stevens
intellectual lyrics., It is st the juncture of form and content that we
find Stevens' theory of poetie music activated in his poetry,.

Music is assigned a definite function in poetry when Stevens
defines the music of poetsy as a "mode of snalogy.,™® The conmotative
language of poetry Stevens bases on analogy; and he describes poetic
images as the symbolie language of resemblance, or analogy. Thus, the
poem itself "is almeost ineredibly one of the effects of analogy « « o
the outcome of figures of speech or, what is the same thing, the outcome
of the operation of one imagination on another through the instrumentality
of the ﬁ.gtuvl.'n Then music, as a mode of analogy, is a method by
which the imagination operstes, a means to instrument the figures, or
the symbolic language of poetry, The following passage fyrom Stevens!
essay "Effects of Mallogy® snswers his posed quesmtion, "What has this
miste to do vAtH Wlleg/?¥® Niving terned poetry m andiogne, Stevans
might have phrased the question, "Wwhat has music to do with poetry?®

95e0 above, pe 3.

Lnzcrects of Anslogy," in Necessary Angel, p. 12ke
U1vid., ppe 117-118,
12p44., p. 126,




When we hear tho musio of one of the grest narrative
mugicians, as it tells its tale, 1t is like finding
our way through the dark not by the aid of any sense
but by an instinot that makos it possible for us %o
move quickly when the music moves quickly, slowly
when the music moves slowly. It is a speed that
carrieg us on and through every winding, once more
to the world outsids of the mumic st its conclusion.
It affects our sight of what we see and leaves it
embiguous, somowhat like one thing, somewhet like
another, In the meantime the tale is being told and
tho music excites us and we identify it with the
story and it becomes the story and the spoed with
which wo are following it., When 4t is ovor, we
are gware that we have had an experience very much
1like the story just as if we hed participated in
vhat took place. It is exmctly as if we had
1listenod with complete sympathy to an emotionsl
recital, The music was a comn of esotion.
It would not have besn different if it had been
the music of poetry, « « «

Deciphering this analogy, we find Stevens has described certain
functions of poetic music as an instrument of communication: music,

as a method for controlling the movement, the tempo, the rhythm of the
poen, 1s a undfying element of form through which the poem's total
offect is schieved; mugic is a way to croete new meanings, a technique
for augmenting meaning through implication, or the associations

of ambiguous meaninge; music creates 2 heightened emotional awareness
to give us a new sense of reality,

The index to The Collected Poems of Wallsoe Stevans perhaps first
makes us aware that music plays @ significent part in Stevens' poetry.
Among the titles are more than twenty direct references to music,
while othor titles erc reminiscent of nemes for musicsl compositions,
This referance to music continues through his last work published in

311 Necesssry Angal, p. 126,



Opus Pogthumous. ZEven a casual reading of Stevens' poems yields ine
numerable words from the lexicon of musict choir, song, chorus, an
orchestra of musgical instruments, musical terminology ranging from
preluds to pizzicato, composers from Chopin to Shostakovich,

Samuel French lMorse, in his introduction to Opus Posthumous, lists
among the miscellany of Stevens' reading The Musical Quarterly, remarking
that the excerpts in Stevens' notebooks are based on his reading, and
that they "reflect almost uniformly some aspect of 'the principle of
ordar."u‘ What, we must ask, is the relation between the musical
knowledge revealed in Stevens' poetry and that reflected as a "principle
of order" in his notebooks? We have noted sarlier that the theory and
the practice of poetry were inseparable for Wallace Stevens; hence, we
expect to find theory translated into practice. How, then, did he
instrument in his poetry his ideas of music as a principle of order?

We return to music as a mode of anslogy, and to Stevens!
description of today's music of poetry: %the woice of an actor
reciting,® or "s voice intoning,*'> We find Stevens using the musical
form of the soleo, or the a cappela recitative, to frame the poetic
stage for the unaccompanied actor who recites in monologue or
soliloquy. It was a technique frequently employed by Stevens to lend
a conversational or meditative sir to his poetry, "Anecdote of Men
by the Thousand" (p. 51),16 "The Weeping Burgher* (p. 61), and "Evening

lhpo oociid,
]533. 'h“‘ Pe 3

%ﬁmos ving page number only are to The Gol%eatad Poems
m. 8 NW Ym’ Alfl‘.d A- Knopf, Im.‘ ™
%farmus % poems in Opus Posthumous are preceded by O.Py
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Without Angels" are random exsmples of the soliloquising device. Stevens
effests the tone of these poems lergely through stansaic form, The
poems in this ostegory are divided into stansas as nnits of thought, or
complete sentences, They flow with the rhythm of speech, and are divided
ae the speech of a man, thinking aloud, might be interrupted by self-
questioning and the pauses of meditation, A few lines from "Evening
Without Angels" will serve to demonstrate the effect gained through the
ase of this form:

Why seraphim like lutanists arrenged
Above the treea? And why thepoetu
Eternal ghef d'orchestre?
Mr is air,
Its vacancy-glitters round us everywhere.
Its sounds are not angelic syllables
But our unfashioned spirits realized
More sharply in more furious selves. (pp. 136=-137)

The form of the poem, the structuring of sound in this particular
pattern of stanszaic im'hmu, here contributes to the tone of the
poem, sets the mopd intended, bmonpaamifyinzolmtintm total
effect of the posm. The nature of the music here is like that of "a
voice intoning,"’

Stevens sowmetimes borrows the musical duet form in which two
voices share his theme, In thess poems the stanzas are determined by
the speaking voice, the single theme shared as a two-part hameny.
"On the Road Home" (p. 203) makes use of this technique, the stanzas
alternated between two voices and beginning: "It was when I sald,/
You . « « You said,/ It was when I said,/ It was when you said,"

until the two voices blend in the last stanza, beginnings "It was at

1750 above, pe 3.
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that time, that the silence was largest.® In these poems, the stansaie
divisigns serve to structure the poem in a counterpoint of ideas,
giving us a sense of argumentative give-and-take. The method allows
Stevens to come at his idea from two perspectives, still within the
unity of the poetic form. The meaning of the poem is thus accented,
or underscored, by the form,

We find the fugue suggested by the countless poems developing a
single theme in varistions. As in "Six Significent Landscapes" (p. 73)
and "Study of Two Pears" (p. 196), the stansas seem related only through
their relationship to a common theme, although the stanzas are usually
similar in metric form. Each stansa, in these poems, is a development
of the single theme, a variation of the idea Stevens is exploring. The
poem, then, is structured by the stanzas as analogies, an arrangement of
idoas whose muslc "affects our sight of what we see and leaves it
ambiguous, somewhat like one thing, somewhat like mthor."m Variations
of a musicsal theme are the analogies of music, the changes sounded on a
nmain theme and bearing a resemblance, providing similarity uitmo-ut
identity, Musical variations are related to the main theme through
asssociated sounds, arranged to produce s new effect. We can think
Stevens structured his poetry by such variations in analogy to achieve
this very semse of changing and new realities,

At timep, Stevens arranged the variations on @& theme in a series
of sucoessive images within the stansa itself, producing an effect which
Marie Borroff describes as "a series of affirmations of relationship run

183¢q above, pe 6.
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through as @ pienist practices scales.” She cites "Ansodote of Hem by
the Thensand” aa her example:

There are men of the East, he said,

Who are the East,

There gre men of a province

Who are that province,

There are men of a valley

Who are that valley. (p. 51)
Reading further, we finds

There are men whose words

Are as mataral sounds

0f their places (p. 51)
and we recognize a man who practiced the lyrics of his ideas to sound
his place as a poete

The use of & refrain sppears infrequently in Stevens' poetry, but

he occasionally uses this device to telling purpose. As ever subtle,
Stevens seldom uses a frank refrain, more often a semi-refrain, or
similar lines with enly slight varistions in diction, repested at
regular intervals throughout the poem, Sister !, Bernetta Quinn, in
her essay "Metamorphosis in Wallace Stevens,” points to the use of a
sentance in French for every twelfth line in "Sea Surface Full of
Clouds" (p. 98). She explains the device as an implication of meaning,
the regular shift to the sentence in Frmnh indicating "how the shifting
selves of the observer remodel this 'fluent mundo' of sea and cloudy

heavans, ¢ « "

Wrarie Borroff, "Introduction; Wallace Stevens:t The World
and the Poet," in Wallace Stevens, p. lh.

®mn Wallace Stevens, pe 55
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Stevens likewise uses a refrain technique to imply meaning in his
poem "The Brave Man" (p. 138)s The five short stensas are turned to a
round by the repetition of "That brave man + . , That brave man « « .
Run sway « + « Run away,” the two~beal lines alternately ending the
five stanzas of the poemes The phrase "that brave man" also is repeated
in first lines of two stansas, The total effect becomes the sound of a
child's poeme And who can hear this refrain without recalling "Three
blind mice, three blind mice, see how they run, see how they run o . "7
The refrain here not anly implies meaning, but acts as & unifying motdf
and helps to set the tone of the poem,

The foregoing discussion has pointed to poetic structures which
borrow or suggest like structures of musical composition, In the
refrain, we note the rhythm, as well as the struoctural use, helps us to
find "some trophy that we ourselves gather, some weaning that we oure
selves supply."a The cadence of music, as a technique of analogy, is
perhaps the most obvious manifestation of music in Stevens' poetry,

In hig discussion of what 1s meant by musle in poetry today, Stevens
states that "it contains rhymes at irregular intervals and it is
intensely ndnmd."aa Fhyme means much less to Stevens' poetic musie
than does his extenmive and varied use of cadence. He was a versatile
and an acoomplished metricist, displaying a virtuosity Marie Borreff has
termed "unflagging inventiveness," and "a Protesn diversity of fom

ﬂstoma, "Effects of Analogy," in Necessary Angel, pe 109,

2211)16., Pe 125.
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in @1°1% aspeots,">> Meter, line length, stanzaic pattems, syntax,
and dietion gll effect the rhythms of a poem; and Stevens, through the
aki11fhl deployment of these devices, used cadence with the artistry of
o eShposer arranging his masical scores to express his themes, As an
improvisor, he is inventive, disciplined, and sure in his techniques
He employs rhythmic devices only to schieve the certain effect he wishes
to produce, in order to express his ideas in all the "multiplicity of
tnwiﬁiom."zh

Rhythm in poetry, @s in wmusic, is & way to imply. As part of the
music of poetry, cadenos is vital to this musical mode of analogy. We
have caught the rhytimic overtones in "The Brave Mam," deriving a smile
of pleasure from the implied relstionship to "Three Blind Mice," The
implication of "Ignkee Doodle," vriding through "The Revolutionists Stop
for Orangeade,® gives the same pleasure ot-rymblma:

Wear the breeches of a mask,
Coat halfeflare and half galloonj

Hang a feather by your eye,
Nod and look a little slye

This must be the vent of pity,

Of the real that wrenches, + o « (ps 103)
The singing rhythm of the pro-Rewolutionary tune relates to the titls
of the poem, and accompanies Stevens' idoa with a jaunty air. DBut it
is instructive to note the subtlety with which Stevens uses this
rhythmic effect, threading the implication through the stanses like

ajﬂmtmduounn,' in Wallsce Stevens, p. 19

m‘stem, "The Noble Rider and the Sound of Words," in Negessary
Angel, pe 13,
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na play of thought o o o 1ike @ pleasant shadow, faint and volatile,"2>
Implication by the use of rhythm is often effected through the
interruption of the poem's chosen metric scheme by stansas or by single
lines of a different cadence. The following stansas fyom "Cortege for
Rogsenbloon® gerve to demonstrate this technique:
It is the infants of miganthropes
And the infants of nothingness
That tread
The wooden ascents
0f the ascending of the deads
It is turbans they wear
And boots of fur
As they tread the boards
In a region of frost,
Viewing the frost;
To a chirr of gongs
And a chitter of cries
And the heavy thrum
0f the endless treaed
That they tread; « « o (p. 80)
The regular, marked cadence of the last two stensas, with the strictly
repeated two beats to each line, contrasts sharply with the irregular
rhythm of the first stanza quoted, These marching stanzas tread
heavily on their two feet, "the heavy thrum® unmistakably bearing the
body of Rosenbloom, along with our grimly resounding sense of the
fur eral cortege. Almost as a prelude, Stevens has sounded a gingle
line of only one accent in each of the two preceding stanzas. This
sound effect ococurs in the first stansa quoted above, as the third line
booms dully after the longer three-beat lines. "That tread" is effective

as a muffled drum beat in the building emotional quality of the poem,

Bstevens, "Effocts of Analogy," in Necessary Angel, p. 109
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Stevens has saeid, "The slightest sound matters. The most momentary
rhythn matters."2® A "mmentary rhytm® introduced into the regular
rhythm of a stanza can give us the sense of drums, of marching feet, of
the sea rolling, or a river flowing., Through rhythm alone we gain the
implied sense of the words, a heightened awareness through resemblance,
This use of rhythm is a subtle form of onomatopoeia, a technique
Stevens uses effectively not only to imply snd to augment meaning, but
to control the movement, or tempo, of his poetry. In the fifth stansa
of "Forces, the Will, & the Weather," both effects are achieved by the
compound clause of the third and fourth liness
No large white horses. But there was a fluffy dog.
There were the ghests high up on older trees,
Seeming to be liquid as leaves made of cloud,
Shells under water., These were nougatse. (pe 229)
Here we find a change from iambic rhythm in the firet two lines to the
longer, rolling rhythm of the dactyl, The devioe slows the tempo
momentarily to the drifting of clouds, and supplements the idea of
"ghells under water,” The final trochaic beats in the last line,
"These were nougats," is suddenly emphatic, almost startling, as a
sharp voice waking us from a day dream. In the final stansa of the poem,
Stevens uses a single trochaic foot like an exclamation mark: "It had
to be right: nougats.,® Through the devico of rhythm, with the
"momentary rhythm" of the trochee, Stevens managed to punctuate the
poetic idea effectively,
As we can gee in the stanza quoted above, Stevens used punctuation

to control his poetic rhythms, punctuation serving to regulate and vary

2wme Irrationsl Element in Poetry," in Opus Pogthumous, p. 126,
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the tempo of lines in which the meter remains unvaried, In "Sunday
Morming," for example, the meter is a fairly regular iambic pentameter
throughout eight stanges of fifteen lines esch, Punctustion is used to
vary the effect of the regular meter, end to change the dramatic tone
of the stanzes. The smooth-flowing, even cadence is distressed by
question mark and comma, changing our sense of contemplative thought
to awareness of a mind darting from one thought to anothere In the
third stanza, we can feel the rise and fall of emotional pitch created
by this techniques

Jove in the clouds had his inhuman birth,

He moved among us, as a muttering king,

Magnificent, would move smong his hinds,

Until our blood, commingling, virginal,

With heaven, bmu@t such roqui.t.al to desire

The very hinds discerned it, in a star,

Shall our blood fail? Orahallitcmtobn

The blood of paradise? And shall the earth

Seem all of paradise that we shall know?

The sky will be much friendlier then than now,

A part olabormdapl:rtofpﬁn,

And next in glory to enduring love

Not this dividing and indifferent bluse (pp. 67-68)
Music “is a speed that carries us on and through every winding, once more
to the world cutside of the music . « o When it is over, we are aware
that we have had en experience very much like the story. « « ."27

Gtevens also uses mmeon and endestopped lines to adjust the move-

ment and the tone of his cadences. The run-on line literally runs on
more smoothly, lending a conversational or thoughtful tone, Using the

same meter in ende-stopped lines effects a didactic tone. In the

2500 above, pe 6.
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following stansa from "Sters at Tallaepoosa," we feel the blunt edge of
a wioce striking out in flat statements
The lines are straight and swift between the stars.
The night is not the oradle that they cry,
The oriers, undulating the deep-coesned phrase,
The lines are much too dark and much too sharp., (p. 7T1)
Here Stevens has used the game iambic pentameter rhythm that we noted
in "Sunday Morning®"; but the movement and tone of the two poems are in
diametric contrast,
Stevens demonsgtrates equal versatility and skill in his
manipulation of the length of the poetic line, using even this device
to instrument analogy. His poem "The Death of a Soldier" is composed
of four stanzas, identical in form and meter. The first line of each
stanza has four accents, the second line three, and the final third
line only two accentas:
Life contracts end death is expected,
As in a season of autamm,
The soldier falls. (pe. 97)
This contraction, or diminution, of accents is likewise a technique of
music, by means of which a theme is repeated in notes of emaller time
value than those first used, to produce a diminighed theme or motif,
Stevens produces this effect in the poem, creating a sinking tone through
the diminished cadence, as "When the wind stops® and "The soldier falls,"
the lines measure the poetic idea,
We have heard something of the same effect in "Cortege for
Rosenbloom," cited earlier,2® as the short, regular lines sugmented the

sense of a funeral march. "Botanist on Alp (No. 2)" (p. 135) is another

28300 above, p. 13,
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poem constructed entirely by short, regular lines, each of four feet,
the iambic meter here suggesting a chanted nursery rhyme. As the ging=
song stanzas repeat themselves in identical order, we come to the
closing stansas eonvlheod that this children's chant 1s precisely the
effect Stevens wished to create, in order to Lmply the ideas he wighed
to presents

Chant, O ye faithful, in your paths
The poen of long colestial death;

For who oould tolerste the earth
Without that poem, or without

An earthier one, tum, tumetlietum, . . » (ps 136)

This combination of rhythm and length of line comprised part of
the technique Northrup Frye has called Stevens' "Imitative harmeny,"s’
If he could suggest a chant by this methed, he could also suggest the
old, classical methods of poetry and ways of thinking, maidng his point
in the regular iambio pentameter cadences of blank verse, as we find
its intonations in the poem "On the Manner of Addressing Clouds":

Eliciting the etill sustaining pomps

Of speech which are like music so profound

They seem an exaltation without sound, (p. 55)
As Marie Borroff has recognised, "In cadence, 'Under the Eglantine'’
resenbles Shakespeare's 'Undsr the gresmmood tm.."'p And so, even
the inimitable Shakespeare has been imitated in Stevens' "Anything Is
Beautiful If You Say It Is" (p. 211)s We are irresistibly reminded of
Robert Burna by Stevens' "Poesie Abrutie," as we hear the sbrupt,
intensely cadenced lines:

29nThe Realistic Oriole,” in Wallace Stevens, p. 175.
s Introduction,” Ibide, pe 19



The brooks are bristling in the field,

How, brooks are bristling in the fields

And gelid Januar has gone to hell,

The water puddles puddles are

And ice is still in Februar,

It still is ice in Februar. (p. 302)
How unlike Stevens' usual poetry, and how like ®"The lee-lang night, and
wegp, My dearee/The lee-lmng night, and weep," from Burns' poem "The
lel"ln As always, form is the instrumentation of content, with
mugic, as a mode of analogy used to express the ideas, Samuel French
Horse, in noting "a tone a@kin to that of Pope" in Stevens' postry,
describes his use of imitative harmony as "an elegance and gusto in the
exploitation of language that defines meaning in terms of sty'.‘..e."n

0f course, rhyme is also an element of Stevens' style, and he has

olted "rhymes st irregular intervels*>>

as part of the music of poetry
today. The old, familiar end rhymes of poetry he used rarely; and when
an end-rhyme scheme does occur, it is usually part of his "imitative
harmony," as we have observed in “Poesie Abrutde." The irregular end
rhymes of "Anything Is Beautiful If You Say It Is" evidently are used
to suggest the old forms of poetry, in contrast to the new ways suggested
by the slang words "Phooeyl Phool Pfuil® Using conventionel rhyme
chiefly to instrument the intellection of his poetry, Stevens more

often uscs imperfect, or halferhyme, as internal rhymes in his poenms,

"An earthier one, tum, tumeti-tum,” and "The lines are much too dark and

N1, e Oxford Book of sh Verse, ed, by 3ir Arthur Quillere
Couch (New Yorks Oxford University Press, 1939), Pe 5924

32uIntroduction," in Opus Posthumous, pe v
33& lbm’ Pe l'l..
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much too sharp," lines quoted earlier, exsmplify Stevens' characteristic
use of irregular rhyme. Even more customary is Stevens' use of repeated
words, the repetition of sounds gerving as a gesture toward rhyme., This
usage is demonstrated by the repstitions in "Poesie Abrutie": field-fialds,
Februap-Februar, end ", . . g0, go slowly, but they go.® Repetition
lends tonality to the poem, emphasizes the ideass expressed, snd adds
the same extra measure of pleasure we experience when repeated themes
in music surprise us to happy recognition, As a resemblance of sounds,
rhyme partakes of the affects of analogy; end in the terms of Stevens'
aesthetic, ", . « it is not too extravagant to think of resemblances,
and of the repetitions of resemblances as a sourcs of the 1&81.'3!‘

For Wallace Stevens, we must believe the ideal is represented by
the fully round expression of idess, the complete ciroumference of
meaning brought sbout by the harmonie union of form and image in poetry,
In his own words, ¥the unity of style and the poem iteelf is a unity
of language and life that exposes both in a supreme al!no..'5 To this
purpose, then, he creatad and repeated resemblances, through every
technique of lenguage at his command, And his command of language was
brilliant, We have seen his deliberate and masterful exploitation of
structural devices, of rhythm and rhyme as techniques for achieving more
complete expression, Repetition, in all its variety, is a common musical
stratagam Stevens put to repested poetic servics, By this device he
ordered stansas or complete poems, composing variations on a theme and
arranging these parallel analogies by serial formatione

Mumhree Academic Pioces," in Necessary Angel, pe. Ol.

35"‘!‘110 or Three Ideas," in Opus Posthumous, p. 216,



Repetition also appears as parallel clsuses, as in "Stars at
Tallapoosa':

HWading the sea=lines, moist and ever-mingling,
Mounting the earthelines, long and lax, lethargic. (p. 72)

Bach clause, beginning the two lines, is a rhythmic variation in

the meter of the poem, catching our attention by the change of cadence,
The parallel repetition inoreases our awareness of the contrast drawn
between "lines long and lax, lethargic," and "lines straight and swift
between the stars," the chomsen motif for the poem. This exercise in
repetition has served to asugment and to underscore Stevens' meaning,

We note here, too, the choice and repetition of the participle
forms, wading, mingling, and mounting, the longer, flowing verb form
an additive to our sense of meaning. The two lines just quoted also
exsmplify the use of alliteration, the repeated M and L sounds implying
the murmur and roll of "sea-lines," the long, curving “earth-lines" of
longitude and latitude, The effect heightens our awareness of Stevens!
meaning, adds to the round sense of the complete reality he is creating
in and through the worde of the poem,

In a letter discussing "The Comedian as the Letter C* (p. 27),
Stevens explains that he orchestrated the peom by the sound of the letter
C and its e:ll.tm!.st:-lcutltll..36 Again, in "The Snow Man" he remarks sound as
a unifying force, The unseen orator of the poem muses and recognizes
sound as a keynote:

3 0ttere of Wallace t-e‘venu od. by Holly Stevens (New Yorks
Alfred l.—m?p%, "1988), pe 3



e + o the sound of the wind,
In the sound of a few leaves,

Which is the sound of the land

Full of the same wind

That is blowing in the same bare place

For the listener , o « (pe 10)
The sound of poetry is the sound of words, and these are the notes that
Stevens orchestrates to create the poetic harmony of thoughts, the
music of ideas,

To read Stevens' poetry is to stand in awe of his poetic diction,
lMorton Zabel has proposed the description, "verbal luxuriance, w37 pat
the scope of Stevens' language all but defies description, A phonomenal
Engligh vocabulary is extended by his use of Latin, French, German,
Spanish, Italian, Greek, and Saenskrit; and when these fail him, he
invents his own words to better serve his purpose. His language is
enriched by an incredible variety of imagery, showing a sustained and
inventive brilliance that has been said to outedistance the virtuosity of
schooled imagists in an age of avowed nng:lst.u. His poetic language is
the aymbolic language of connotation, or analogy, a complicate metaphor
compounded by words worked to shadows and shades of meaning, If
implication is a subtlety of ideas, analogy is the technique; idess
played in counterpoint, This is th# sound of Stevens' rhetoric of
implication, and the mode for his lyric of ideas, One oritic has termed
the poetic sound of Wallace Stevens, "the luminous melody of proper aound."a

37Pbrton Zabel, "Wallace Stevens and the Image of Man," in Wallace
Stevens, pe 15ke

38Harold Bloon, "Notes Toward a Supreme Fiction; A Commentary,®
in Nallace ‘‘evens, pe 9le
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Stevens himsclf has said of the poet, "You have somehow to know
the sound that is the exact sound";>’ and it is this exactness that we
recognize in Stevens' use of langusge. This statement seems, perhaps,
paradoxical, in reference to the connotative language of metgphor, "the
object slightly tumed."w the objective baing an effect of ambiguity,
leaving perception "gomewhat like one thing, somewhat like another,"id
Sti]l; listening more intently, we come to understand that Stevens used
every rhetorical skill, exploited the far reaches of language, bent
his entire poetis offort towsrd the achievement of "the exact sound®
of words that are thoughts, words that compose the "huge, high harmony
that sounds/A 1ittle and a 1ittle, suddenly” (p. LlO) in poetrye. And
wo come to know "By means of a separate sense. It is and it/Is not and,
therefore, i8e « « «" (p. LLO) |
The nonce words of his poetry are, perhaps, the supreme effort in
Stevens! attempt to give us the particular and exact sound of thought,
Ho has stated, "A new meaning is the equivalent otamltwcrd."u It
wuld be difficult, even for a poet of Stevens' incredible vocabulary,
to expresa in conventional words the complete sense we find in his lines:
The water runs away from the horses,
La, la, la, la, la, la, la, la,
Dee, dum, diddle, dee, dee, diddle, dee, « + « (OsPs, pe 8)
Stanza VII in "Poams from 'Lettres D'un Soldat'" is composed almost

Purdegia," in Opus Posthumous, p. 179
WOn,44a,

hlsﬂﬂ above. Pe 6.
b2npdagia,” in Opus Posthumous, p. 159
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entirely of nonsense syllables, whose sounds and ocsdence express for
us the soldier's regimented life, tho regimental drums, the marching
drill, the habit of war, and suggest a war giant that swallows up
generations of men in its greed. Listening to those lines, we must
wonder at Stevens' genius for implying so much in the arrangement of a
fow syllables of soundt

Rich John, and his son, rieh John,
And his rich son's John, ande-a=one
And-g-two andea-three
ANGm gmpOMwpoOnmpon, and-a
Wise John, and h.ts son, wise John,
And his wise son's John, andea-one
Andeg=two and-g-three
Andeg={ee and-a=fee md.-a-roe
AN =18 o L= {1t
Voila la vie, la vie, la vie,
Andegerumny-tumy-tun
AnGegerumy=-tummy=tume (OgPy, pe 15)
These are meanings translated into sounds, an arrangement of new words
in music, as a mode of analogy. Samuel French Forse, in s penetrating
analysis of Stevens' poetry, declares, "His feats with nonsense
gyllables and gnimal and bird sounds are something more than demone
strations of virtuosity; at his best, he manages to make them part of
Nife's nonsense' that 'plerce us with strange ralat:lona."'w We
remember Stevens' words, ". . « the structure of reality because of the
range of resemblances that it contains is measurably an adult make=

bﬂim.”m' And we remember toot

hhmmduction,ﬂ in Opus Posthumous, pe XXXV,
Winmree Acadenic Pieces," in lecessary Angel, pe 75



e« ¢ + GO0 becomes rou=coo, How close

To the unstated theme each variation comes « « «
In that one ear it might strike perfectly « . « (pp. 356=357)

We can understand that Stevens is trying for the exactness of sound,
for the degrees of resemblance that approsch the ideal. In "The
Search for Sound Free from lMotion™:

A1l afternoon the gramophoon,

All afternoon the gramophoon,

The world as word,

Parleparled the West-Indian hurricane. (p. 268)
And we know exactly why Stevens, to create the reality of the world for
us, "Repeats its vital words, yet balances/The syllable of a
syllable.” (p. 268) His make-believe words are the language formative
of our meke~believe reality. A4s poet, he has tumed to "an umwritten
rhetoric that is always chenging and to which the poet must always be
tu.tning."hs

Stevens once commented, ", , . the imagination, while it may have

led him (the poet) to purities beyond definition, never yet progressed
except by pu'tioulnrs."'é It is these particulars that he presents to
us, again and again, in the connotative language of his poetry. It is
these particulars that we realize from the precision of his words, in the
aptest phrase, the exact image with which Stevens created "the supreme
fiction® (p. 59), the poetry that is "merely the strange rhetoric of
that parallel," the anelogy between nature and the imagination; "a
rhetoric in which the feeling of one man is communicated to another in

WSeIrrational Mements in Poetry,™ in Opus Posthumous, p. 226,
M“Homra and Acts," Ibid., pe 2L,
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words of the exquisite appositeness that takes away all their varbﬂ.ityo"m
In the final analysis, his poetic diction, as analogy, "™is primarily a
diseipline of rightnoss,"d

With a true sense for the "right joindng, a mugic of ideas" (p. L65),
Stevens delights us, gives us a fresh reslity filled with "tho shiddowe
shaddow of lights revolving® (p. 279), and the "equiggling® of
saxaphones (p. 59)¢ He has peopled this world with "the redeeyed elders,"
who felt

The basses of their beings throb

In witching chords, and their thin blood

Pulse pizzicati of Hosamma, (p. 90)
He has given us the lecturer who "hems the planet rose and haws it
ripe* (p. 429); the concubine who "whispered, 'Pfuil'"™ and ahauﬁed,
"Hey~dowi=ol" (p. 211); the "liquid cate" that "moved in the grass
without a sound® (p, 178), He has created and filled a world with

The clephants of sound, the tigers
In trombones roaring for the children, . . . (p. 278)

the brass of "tom trumpet” (p. 278) end the "ai-yi-yi" of a blue guitar,
as "thateas-way he twirled the thing* (p, 178). It was his genims and
his purpose "to tiak it, tock 1t, turm it tme" (p, 166), Through the
music of words, Stevens has given us, for remembrance, the ineffable
harmony

e » o that has endured

As April's green endures; or will endure

Like her remembrance of awakened birds,

Or her desire for June and evening, tipped
By the consumation of the swallow's wings, (p. 68)

U73tevens, "Sffects of Analogy," in Necessary Angel, p. 115,
haIbid., Pe 1'.I5¢
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These are the poetic words of Wellace Stevens, "the words that
we remember and make our m.'w They are words of "“intense t:hoontl.ng,'s"J
whose music, "played on the terraces . . . of the moon," was composed
"to produce an agreement with realitv."sj' According to Wallace Stevenss

Poetry becomes and is s transcendent analogue composed of

the particulars of reality, crested by the poet's sense of

the world. « « « Their words have made a world that trane

scends the world and a life livable in that transcendence,

It is a transcendence achieved by means of the minor

effects of figurations and the major effects of the poctg!

sense of the world and of the motive music of his poems,

Throughout this study of Stevens' poetic theory and prectice, we
have traced the effects of music as a mode of asnalogy. Taking a note
from Stevens, we have progressed by particulars, hoping to create the
full understanding of music in reletion to his poetry. There can be
little doubt that music is a significant particular of Stevens' reality,
and a vital part of Stevens' sense of the world, Moreover, we recognize
that music was instrumental in the oreation of that world, We come to
know that music aud the poem are inseparstle in the world of Wallace
Stevens, He freely interchanges the words and ideas of music with the
words of and about poetry; and ac often, he equates the musician with the
poet, music with the poem: "The mind begets in resemblances . . . as the
musician begets in mualce « ."53 "So, when we think of arpeggios, we

thinkofoperﬁngﬂngs....”g‘

Wugeeats of Analogy," in Necessery Angel, pe 130

O,

Slstevens, "The Figure of the Youth as a Virils Poet," Ibid., p. 57
52upsfects of Analogy,” Ibide, pe 130s

53uThreo Academic Pieces," Ibid., pe 76e

51‘2932-. pe 80,
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Understanding the logical workings of Stevens' mind, the most
obvious procedure, in examining the relation of music to his poetry, is
to begin with the poem as words, and words as sounds, 8ince musie, by
dictionary definition, is "the art of producing significant arrangements
of sounds, usually with reference to rhythm, pitch, and tone wlor,"ss
then music may be considered the art by whiech poetically significant
arrangements of words, as instruments of sound, may be produced, Since
Stevens recognized words as both instruments of sound and as thoughts,
the poem, with its rhythm, emotional pitch, and tone color, becomes the
musical arrangement of both sound and thought, By the particulars of
definition, Stevens progressed to the idea of music as the art by which
the poem is produced, ;

We have examined, at some length, the artistry with which Stevans
arranged the words, or sounds, of poetry, to effect meaningful arrange=
ments: sounds composed into varied rhythmic patterns, with shaded
subtleties of tone, meaning, and wide-ranged emotional pitch. We have
noted the disciplines of music, effectively end affectively used to imply,
to express, to unify, end to create. We have watched Stevens use music
as & technique of poetry, to drive out, through the vibrating reeds of
the word-melodeon, his music of ideas, In "The lioble Rider and the Sound
of Words," Stevens eloquently expresses this union of music and poetic words

I do not know of anything that will appear to have suffered

more from the passage of time than the music of poetry and

that has suffered less, The deepening need for words to
express our thoughts and feelings which, we are sure, are

55Funk & Wagnalls, Standard College Dictdonary, 1963



all the truth that we shall ever experience, having no
illusions, makes us listen to words when we hear them,
loving them and feeling them, makes us search the sound
of them, for a finality, a perfection, an unalterable
vibration, which it is aﬂ.ggd.th:ln the power of the
acutest poet to give thenm,
We sense, "a little and a 1ittle, suddenly,"”! that music is
more than a technique of poetry for Wallace Stevens,
e « o The sound of that slick sonata
Finding its way from the house, makes music seem
To be a nature, a plece in which ltself
Is that which produces everything else . « » (pe 286)
For Stevens, sound is creation, Somewhat curiously, The Gospel
According %o 5%, Joln begins with a like conclusion: "“In the beginning
was the ‘rbrd."58 It is not beyond reason for us to believe the
mysterious, beginning "Word® of crestive power was, for Wallace Stevens,
musice If, as he believed, poetry can creste a world, and if poetry
is & revelation that helps men to live their lives in that world, then
theuordsufpoctrymcmatemidnl_hmwa
e ¢« o to the sound
Of right joining, a musi¢ of ideas, the buming
And breeding and bearing birth of harmony,
The final relation , . « (ppe L6L=UGS)

For Wallace Stevens, this was "The Whole of Harmonium,"

;6111 Mm M Pe 32,
57&' .m. p. 22.

58st, John 111, in the Bible,
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