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INTRCDUCTION.

We can begin a study of hHart Crane's The Bridge by
an examination of his pcetics. However cbscure they may
appear to be to decipher, his various statements do present
a consistent attitude to the nature of poetry; and zg we
shall see, what Crane considered it possikbtle for poetry to
dc, his faith ir the powers of peoetic language, is very
much relevant to the understanding of his major pcem.

It has always been granted that Crane pressed his
mecdium to the limite, if not heyond the limits, of ite
capacities. He ignored the syntactical, thcugh nct uvsually
the grammatical, forms of languaze and defended the
cractice by an apreal tc what he called "the logic c¢f
metaphor". In fact, to trace the development of Crane's
poetic style, the making of his characteristic idicom, is to

trace hi

n

growing faith in the connotative and metaphorical

veages ¢f words and hie belief in the revelations they

(3

could afford, not from the centre, so to speak, but from
the periphery. The methed held its dangers as Crane well
knew - and as we shall see in examining its effects in The
Eridge, but they were dangers that Crane was willing to
fuace, e can go further than this, I think, tc say that
Crane felt himself bound to take the risks he did in sc¢ fzr
as he believed that language held within it the meanings

I
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he wanted, 1if only they cculd be dislodged. He believed,
toe, that words could work cn the reader's sensibility
organically or directly, to be apprehended rather than
coemprehencded. 1In such a theory, words are understcod to
have a pre-cognitive significance; they rise from some
realm of being where feeling is absolute.

Cn a lesser level, this connects with Crane's
adherence tc imitative form, the form whereby the movement
and often the typography of the verses is intended to
suggest the movement of what is being described: in
“Chaplinesque", the pantomime of Charlie Chaplin, in "Cutty
Sark"(the final lines of which Crane called '"a cartogram"),
the zig-zagging of the clippers; in "The River'" and "The
Tunnel", Jjazz rhythms were intended to create an impression
of the whirl and disturbance of contemporary life. Dembo
argues that Crane might have "justified these exercises . .

. by referring to his metaphysics; after all, he did
believe that jawz was the modern form of Dicnysian rusic,
the narcot%c by which the poet was put in tune with the
Absolute." Cn the other hand, it seems as likely that
Crane believed that the form was a means of dramatizing his
perceptions, one means by which his meaning could be

carried whole and uninterruptedly into the consciousness of

I
L.S.Lembo, Hart Crane's Sanskrit Charge: A Study
of The Bridge, Ithaca, Ccrnell University Press, I1960;p.41
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the reader. That Crane was hopeful for the form may be
seen in this statement about "Atlantis":

I have attempted to induce the same fceling of

elation, etc.-like being carried forward and

urward simultaneously - both in imagery, rhythm

and repetition that one exper?gncei in walking

across my beloved Brooklyn Bridge.

The phrase "being carried forward and upward" 1g perhapcs as
imrortznt as the mention of the Bridge; for it suggests the
major mocvement of the poem, or rather its dual movement
forward in the quest for the absolute and upward to
transcend the merely phenomenal world.

Cne c¢f the early criticisms of the pcoem as a whole
was that the varied forme of versification worked against
any unity it might have claimed. But Crane's belief was
simple: that the perceptions and the materials of each of
the sections demanded their own form. T,S.Eliot and Lzra

Found offered precedents for the technique; and there are,

of course, echces of both these poets in The Bridge. Crane

wanted his words, not sclely to describe, but to enact *he
meanings of his poem. He wanted tc transcribe the act of
perceiving itself. Such a hope for the capacities cf
language may be explained, in part, by his reaction tc what

he called "impressionistic poetry": imagism. This reacticn

reminds us of Ezra Pound's progress from the "Amygist"

The Letters of Hart Crane, 1916-1932, ed. Brom
erkeley and Los Angeles, University of Californis
Press, 1965; p.232.



syndrome., Imagienm previded only a temporary sclution for
all the majcr poets who dsbbled with it. For Pcund, its
primary failure was that it could present only "the thing",
rictorially and statically. '"hat Pound wanted, finally,
was not presentation of the cbject but the dynamic
registration of the emctions.
The Image is not an idea. It is a radiant node
or cluster; it is what I can, and must perfcrce,
call a VORTEX, from which, and through whjich, and
into which, ideas are ccnstantly rushing.
The conception of an image being constantly irvaded is
seminsl to Pound's development of the ideogram, but it may
also help to understand Crane's own methods: his desire to
get out of words their inherent "illuminations®". In
another cstatement, Pound distinguishes three types of pcem
which he had written at the time of Personae; it is the
third type that may interest us,
Thirdly, I have written "Heather", which represents
a state of ccnscicueness, or implies, or implicates
it. . . . A Russian correspondent, after having
called it a symbolist poem, and having been
convinced that it was noct symbolism, said slowly:
'TI see, you wish to give peorle new eyes, nct tcoc
make them see some particular new thing.
Tt is in relation to such poems as "Heather" (and to the
second type which dealt, he said, with "an cbjective

reality"), that Pound speaks of an absolute, or permanent

metaphor, And it may be relevant toc note that Canto VII,

3
Ezra Pound, Gaudier-Brzeska, a Memoir, London
and New York, John Lane, I910; p.I00.
I

Ibid, p.98.



in which the technique c¢f "Heather" seems to be develcped,
has as one of its motifs the condition of language, in this
case a lanpuage unstirred by a passion for beauty, love and

the absolute (or at least these concepts as abgolutes):
Thin husks I had known as men,
Dry casques of departed locusts
speaking a shell of speech ...
Prcpped between chairs and table ...
Words like locust-shells, moved by,.no inner being;
A dryness calling for death. 5

It appears then that Pound's guest feor the perfection of
metaphor and rhythm was motivated by a desire tc gec beyond
the imagist technique of rencdering the thing in all its
guiddity to a point where the poem might revive the
perception, cuicken the "inner being".

Whilst attempting to define the difference between
the zims of the "impressionist" pcets, and his own aims,
Crane called himself an "absclutist™:

The impressionist creates only with the eye and for
the readiest surface of the consciousness, at least
relatively so. If the effect has been harmcnicus
or even stimulating, he can stop there,
relinguishing entirely to his audience the
problematic synthesis of details in terms of his
own personal conscicusness.

It ic my hcpe to go through the combined materials
of the poem, using cur "real" werld somewhat as

a spring-toard, and to give the poem as a whole

an orbit or predetermined direction of its own.

T would like to establish it as free from my own
personality as from any chance evaluaticn on the
reader's part. Such a poem is at least a stab at

5
Ezra Pound, The Cantos, London, Faber and Faber,
19645 p.30.




a truth, and to such an extent may be

differentiated from all other kinds of poetry

and czlled "absolute". Its evocation will not

be towards a decoration or amusement, but rather

toward a state of consciousness, an innocence

(Blake) or absoclute beauty. In this condition

there may be discoverable under new forms

certain spiritual illuminations, shining with

a morality essentialized from experience

directly, and not from previous precepts or

rreconceptions. It is as though the poem gave

the reader as he left it some single, new word,

never before spoken and impossible actually to

enunciate, but self-evident as an active prigciple

in the reader's consciousness henceforward.
It will be clear that the passage is as much a statement of
and aspiration as it is an elucidation of method. In
referring to Blake(always one of the poets to spring to his
mind when Crane was defending himself, or characterising
his work), and in his complaint against the impressionist
roet that he Is "not really interested in the causes
(metaphysical,cf his materials, their emotional derivations
or their utmost spiritual consequences", Crane is, of
course, building up the picture of the poet as seer, with
the imagination as his primary tool.

The imagination was understood by Crane as both a
faculty of perception and a means by which the apprehension
might be represented in words. But, to Crane's way cof

thinking, in so far as words had been previously ordered

and defined in terms of the logical or rational

6

Hart Crane,"General Aims and Theories', in Philip

Horton, Hart Crane, New York; Viking Press, I957; p.326.




understanding, they would tend tc betray the "spiritual
illuminaticns” afforded to the poet through his imaginaticn.
Thus, he wrote to Gorham Munson, in a letter that purports
to justify his poetical method and at the same time to
explain his refusal to join Iunson in an attempt to
systematize their "mysticism", that "the tragic quandary
(or agon)of the modern werld derives from the paradoxes
that an inadequate system of rationality forces on the
living consciousness." (Letters, p.238). Crane suggests
that if he fcllowed the course lMunson urged cn him, and
wrote accordingly, "the abstract basis of my work would
have been familiarised to you before you had read a word of
the poetry." And he goes on:

But my poetry . . . would avoid the use of abstract

tags, formulations of experience in factual terms,

etc.,- it would necessarily express its concepts

in the more direct terms of physical-psychic

experience. If not, it must by sc much lcse its
impact and become simply categorical,

(Letters, p.239).
Crane may nct have accepted entirely the Rimbaudian
"disordering of all the senses” - though he seems, at tines,
to have been the victim of it - but he certainly rejected
the possibilities of systematic philosophy and the niceties
of raticnal observation as falsifications of his intuiticn.
The more direct terms of physical-psychic experience
clearly necessitated a symbclism of one sort or another

(possibly the Poundian "vortex", or "permanent metagher” ),



articulated, or "inflected", by a logic ©f metaphor,
Ey now it will be clear, I hope, that Crane's
¢ for metaphorical language, for poetic language

for mere

fudo

m
itself as he conceived it, extend beyond any cla

surface effects. Poetry was not simply to startle znd

{

delight, but to reveal. Crane's statements on the nature
of poetic language, as we have seen, are thoroughly dyed
with metaphysics and give evidence of a profoundly religicus
sense of life.

Poetry, in so far as the metaphysics ¢f any

absclute kncwledge extends, is simply the ccnerete

evidence of the exrerience of a recognition

(knowledge, if you like). It can give you a

ratic of fact and experience, and in the sense

thst 1t is both perception and thing perceived

poetry may well give you the connective experience,

the very "sign manifest'" on which rests the

assumptiocn of a godhead.

(Letters, p.237).

The statement requires csome explanation. The "experience
c¢f a recognition" is related to the "spiritual
illuminaticons” we have already met with: the intuitive
apprehensicns of the absolute; and "the concrete evidence
of this is what Pound called the permanent metaphor, the
"single, new word, never befcre spoken", it is the "sign
manifest’™ and what figures in the poem "Voyages VI" as "the
imaged Word" which is man's only revelation of the
transcendent reality, and makes belief in it possible. The

"connective experience" that poetry provides is not only

that of relating the intuitions to the poet's more



quotidian self(in Crane's terms, the sufferer and the
clown), but also of relating the poet more fully to his
society.

Yet the theory of poetry which we have been
developing so far presupposes and, t¢ a great extent,
welcomes a predominantly subjective, solipsistic vision and

an idiosyncratic mode ¢f expression. If, as he said in

Y]

letter to Harriet Mcnroe defending "At Melville's Tomb", he
was "more interested in the so-czlled illogical
impingements of the connotations of words on the

censclousness” then in "the preservation of their logically

e

rigid significations at the cest of limiting my subject-
matter and tne perceptions inveolved in the poem"; if
Crene's primary perceptions were in spiritual illuminations
of an absolute reality, then one would think that hie
talent was pre-eminently that of a recluse and his course
of action ought to be te withdraw from society in order to
pursue his contemplaticn of the ideal world of his
imagination. Whilst he might feel all the more, in retrest,
his isclaticon and loneliness, yet he would be able to btuild
the bridge between himself and God. FBut the condition of
the pcet-visionary, for Crane, was not peace in seclucion,

it was an exasperating and often painful exile; and the

overwhelming motivation was not withdrawal from, but

7
Horuon, op.cit., p.330. This letter is not given
in Weber's collected edition.
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admittance to, the community.
Indeed, the most consistent persona of Crane's

poetry in White Buildings is one who suffers, in one form

or other, the condition of exile. In "Black Tambourine',
he is the "black man" whe "wanders in some mid-kingdom™; in
"Emblems of Conduct", he is a wanderer who, without the
apostle's impulse to preach or the demagogue's desire for
rolitical action, can justify his existence only with
"memories of spiritual gates"; in "Praise for an Urn", he
wears the "exile guise” of Crane's Nietzschean friend,
Ernest Nelscn, blending the comic-sad "everlasting eyes of
Fierrot" with the yea-saying laughter of Gargantua. And in
Chaplin, of ccurse, Crane found the perfect example of the
artist acting out his "buffoneries" in an essentially
tragic situation (Letters, p.68); and still, the "meek

ad justments” made, and the "fine collapses'", are merely
part of the game, a masking interchange above which the
coet may yet assert that both he, and the absurd figure
with whom he identifies, "have seen/ The moon in lonely
alleys make/ A grail of laughter of an empty ash can." And
as these images of the poet-visionary intensify, exile
beccmes not only a matter of misery and misunderstanding,
but of suffering actively inflicted. Thus, the figures of
"Possessions” and "Lacrymae Christi' in particular gresent
images cof the martyr rather than Jjust the outsider.

Crane needed a programme that would reconcile his



solipsistic inclinations with his "cultural" ambitions, and
he may well have found that in Rimbaud's scheme for the

seer. Beginning in "For the bMarriage of Faustus and Helen"”

and "Recitative'", and culminating in The Bridge itself, we

can reccgnize in Crane the impulse Rimbaud defined as
characteristic of the poet-visionary: that he should
consume in his own vision all the pciscncus matter of the
world in order to reach, and to keep, only the essences,
Certainly, Crane's attempt to reconcile an ugly
contemporary actuality with eternal beauty, to integrate a
personal visicn with the social reality, can be related, in
terms of poetic method, to the French poet's belief in "the

hallucination of words"” by which he might see '"a mosque
2

cons8ics

b
162]

t
instead cf
2

factory, a drummers' schoo ting of

The project is idealistic and optimistic(even in

Rimbaud, despite the irony and bitterness): to transform in

e
I
4
3
A%

the process of imparting the visicr, 1In the worde of
Pound's Russian correspondent, it was to give the pecrle
new eyes, FEeconciliation was ncot, for Crane, an admissicn
of compromise, Thus, as late as lMay, IY27, Crane defended
the subjectivity of his poetry, its lack of explicit social

and pclitical comment, its bent towards metaphysicsl

&

The translations are from: Eimbaud, ed. and tranes,
Cliver Bernard, London, Penguin Books, 1062; see
particularly, pp.7-17,and pp.326-330.
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meaning, in a letter to Yvor Winters:

-

I am interested in recording certain sensationeg,

very rigidly chosen, with an eye for what acccrding

to my taste and sum of prejudices seems suitable
te - or intense enough -~ for verse. . . . Cne
should be somewhat satisfied if one's work comes
tc approximate a true record of such moments of
"illumination" as are occasionally possible.

A sharpening of reality to the poet, to no such
degree rossible through other mediums.

(Letters, pp.30I-2)
Crane's defence is in much the same terms as he expounded
to Gorham Munson: that the pcet might have much to lcse by
any cystematization c¢f his perceptions, that though he
misht appear to be following a sccecially irresponsible and
morally reprehensible course, he believed that he had good
3yetification. Possibly the best outlecok we can place on
the statement is that Crane advocated, for the poet at
least, scme sort of inner check. Foth Weber and Lorton
accuse Winters of being unnaturally nasty in his later
criticism of Crane's work. They sugcest that his changed

h

attitude, between the enthusiastic review cf White

Buildinge in 1927 and the review of The Bridge in I193C, was

occasioned by Vinters' shcock at Crane's "dissolute” life;

is speculative, and tends to take the place of a proper
examination of Winters' criticism. V¥e shall note some of
detailed criticisms lzter; for the present two pcints can

te rzised. First, that ¥Winters sees Crane, as he is, in

>

in particular, hie alcoholism and homosexuality. The charge

the Emerson- Whitman tradition; and this is condemnation in



jtcelf in that it implies a moral relativism and a
pantheistic reliance upon impulse. Thus, the poet is open
to the major delusion of Romantic poetice: the faith in
divine inspiration. From Winters' point of view thie
argues for a dangerous dependence which may lead the

individual tc deny himself all freedom of chcice and so
Q
7/

become an automaton.

A further point relates mcre closely to the present

discussion. It is here that the fundamental cplit between

v

Crane and Winters can be understood.

Crane's attitude . . . often suggests a kind c¢f
theoretic rejecticn of all human endeavour in
favor of some vaguely apprehended but ecstatically
asserted existence of a supericr scrt. Ag zhe
exact nature of the superior experience is
uncertain, it forme a rather uncertain and
infertile sourse of material for exact poetry;
one can write about it only by utilizing in some
way more or less metaphcrical the realm cf
experience from which one is trylng to escape;
but as one is endeavouring to escape from this
realm, not to master it and understand it, one':
feelings abcut it are certain to be confused,
and cne's imagery drawn from it bound to be
largely formulary and devoid of meaning.

That is, in so far as one endeavours to deal
with the Absclute, not as a means of crdering
one's moral perception but as the subject itself
of perception, one will tend toc say §gthing,
despite the multiplication of words.tV

el

“inters' attack on Romanticism is thorough and often

)

cevact

Q

tinz. If he tends to cver-emphasise the

Lo

paraphrasable content of the poem and the impcrtance of =

9
Yvor Winters, In Defense of Reason, Denver, Alan
Swallow (g Swallow Paperback), I965. GSee pp.7-11, pp.5c2-3.
I
Ibid . ’pp .28-90




strictly connotative use of words to the extent of arguing
for the superiority of what seems to me to be minor poetry,
yet his arguments demand respect. As his almost obsessive
references to Crane demonstrate, he did not reject Hart
Crane's poetry out of hand but only after he was convinced
that its tendencies presupposed and exacerbated a profound
spiritual confusion and dissipation.

It is rather pathetic to find Crane, in the same
letter to Winters, answering the charges of narrowness and
solipsism by saying that if he were writing prose he might
be able to include "a much thicker slice" c¢f himself, that
"the poetic focus" was a necessary limitation. For this
was simply to underscore Winters' basic point and not to

refute it. In a similar way, L.S.Dembo's interpretation 2{
L

The Bridge in terms of the Nietzschean theory of tragedy,

and Vincent Cuinn's introduction og Jacques Maritain's
principle of "creative intuition"I only serve to make the
doctrine and methods seem more intellectually respectable.
Ultimately, they reprecent versions of the aesthetic, and
ethic, which Winters characterises as Emersonian, and they
would have to be defended on similar grounds.

We have already noted Crane's dictum that poetry is

"the concrete evidence of the experience of a recognition',

IT
Cp.cit. The opening chapter sets out the argument.
I2 Vincent Quinn, Hart Crane, New York, Twayne,
1¢63. The final chapter "answers the critics".




that it provides the '"connective experience". Crane saw
words as both the materials of his craft and, in so far as
they could be re-worked into a logic of metaphor, as
metaphysical entities. As such, they could present not
cimply a language of observation and rational perception,
but also a lasnguage of consciousness, or as Crane szid, of
"physical-psychic experience”. C(rane did believe, then,
that he could deal directly with the absclute '"as the
subject itself of perception". At least, Crane thought
thazt poetic language was the means of realizing and
communicating the visionary experience. His method was
distinct from the traditional poetic of correspondences
which sees the world as a temple full of the symbclis cf the
gothead, Crane worked in the reverse direction, so to
speak, not from the actual to the real, but from the real
te the actual., In what might be reckconed a typically
modern reverse, he was not carrying man to God, but
bringing God back to man, seeking to solve the Word in
words.

Winters' judgement raises the related problems of
the nature of Crane's "mysticism" and his seemingly
contradictory ambition to write "an epic of the modern
consciousnesgs". We have already, I hope, come some wsy to
an understanding of Crane's poetic, and the epistemology
related to it; and we might well agree with Philip Herton

that it suits the extression of intence lyric mood rather



articulation of a poem c¢f the dimensions of The
ggiggg.> If Crane was to go to historical materials, it is
clear that he must use them in & unique way. As we chall
see, Crzne approached history as legend or mytn; he
demunded not the documented and verifiable pzst of the
historian, but a past accessible tc his imaginative
intuition, a past that rendered the sign, illuminctions,
"the imaged “ord".

In "For the Marriage of Fauctus and Helen", out of

which The Bridge was developed, Crane saw himself s«

"building 2 bridge between so-called classic exporicnce
and¢ the many divergent realities of our seething, confused

et )
T4
cosmos of today". An ideal world - in which Faustus, ths

type for the man of knowledge and vision, and Helen, the
type of beauty, unite - is merged into the contemporary
scene by what Crane ceccribed as "a kind of grafting

jen
rrocess”. The "lone eye” of the poet, the Faustus-figure,
is fixed on the plane of beauty and, the "steel and scil"
of mortality, the false "metallic paradises" offered by the
contemperary world, the "speediest destruction” of the

machine, his imaginaticn "spans beyond despair”. (CP.,rr.

9,

-J

-I103). The poem anticipates much of the symbolism and

argument of The Bridge, and in "Recitative" (written only a

4
0

Up.cit., p.17I.

4
-

¥rom Crzne's ecsay in Horton, cp.cit., pp.3<23-4.



few months sfter Crane's original conception of the lcnger
poem), the bridge symbol is used explicitly for the first
time. It is seen as a visicn of unity and transcendence,
and o symbolizes again the capacity of the poet, and hiz
audience if it will, to go beyond the pain and iscolaticn cf
the "atrocious sums/ Built floor by floor on shafts of
steel™: the hell of the mecdern city. Yet the poem and, as

[T

a symbcl in the poem, the bridge, reprecents only "an echo
of these things”. The vision itself is nct the end but the
beginning of a "walk through time in equal pride”. The
play on "ejual” suggests nct only a pride in the shiared

experience of the poet and audience ( the audience is

addressed throughout in the intimate terms of a lcver), but

[¥9]

l1sc the justified price of those who may live equal to the
sign of their manifest, transcendent destiny. "Recitative"
(the Whitmanejue word for title may indicate the theme) is
Crane's earliest attempt to write the Song of the Answerer.
Apart from the image of the bridge, the pcem alsc
holds suggestions that Crane developed in the course of
writing the major poem. For example, the image of "white
buildings" itself prefigures the cconstant use of the cclour

toc carry the idea of traneformation in The Bridge; and the

inveccatior to "defer though, revocation of the tears/ That
yield attendance to the crucial sign" carries the seed of
an idea that begine to pervade Crane's work: that only

through suffering can the absolute vision of unity be



e
987

0
)
T3
.+
-
b
a
N
*
—~
IL‘)
g
4
*
i
<

From thig brief survey of "For the Marriage of
Faustus and Helen" and “"Recitative" we have an indication
cf the direction of Crane's ambitions. By examining
Crane's "mysticism”, the desire "to keep saying 1L tc
everything" (Letters, p.I4?), and his attitude to Elict and
the American machine wasteland, we ghall be able tc
understand the nature and scope of Crane's effort in The
Bridee,

By whatever mezns Crane induced his "mystical
experience” - drink, exciting rhythical music or the
passion of a love affair, - it is clearly important to his
development as s poet. The earliest recorded experience,
however, was not induced by any of the intoxicants already
mentioned, but by ether and the dentist's drill. After
explaining how "scmething like an objective vcice™ had tcld
him that he had the "higher consciousness" (like Yeats',
Crane's volces seem to have told him what he wanted to
hear), Crane continues:

A hapriness, ecstatic such as I have cnly known

twice in inspirations, came over me. I felt the

two worlde. And at once. As the bore went into

my tooth I was able to follow its revoluticns as
detacked as a spectator at a funeral. O Gorham,

I have known moments in eternity . . . I feel
a new confidence in myself.
(Letters, pp.9I-2).

However doubtful one may feel about the nature, quality and



——
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ends of such experience, its intensity and the evident
sincerity with which Crane reports it makes it difficult tc
deny the importance of the experience tc Crane himself. In
a later letter to Waldec Frank, he wrote in the exaltaticn
of a love affair: "I have seen the Word made Flesh," and
continued:

I have been able to give freedom anc life which

was acknowledged in the ecstasy of walking hand

in hand across the most beautiful bridge in the

world, the cables enclosing us and pulling us

upward in such a dance as 1 have never walked

and never can walk with another.

(Letters, p.I&I).
“hat is curious abcut the experiences as Crane relates then
ig that the confidence and joy they gave were usually
conjoined with a renewed sense of himself and of an
obiective world., Crane seems to have felt that these
"mystical experiences" both defined him and re-zffirmed his
contact with the world and others. They also permitted, of
course, his faith in an absolute reality.

Tt is acrepted that the mystical experience is
ineffabvle. The poet can tell "about" it, but not say what
it is; thus, if it is expressed at all, it ic thrcough the
analcgical, or symbolic, and rhythmical qualities of words.
In a sense, thils may be one other justification for Crane's
use of imitative form, of his desire to give '"the concrete
evidence of the experiznce cof & recognition"”. It may
relate also to his belief in inspiration. In a letter tc
¥Frank, he described how his reading of Spengler's Decline

of the West, an early cause of disillusion, had somehow




helped tc "ripen" parte cof The Bridgze; and he goes cn to
ask:

Isn't it true - hasn't it been true in your

experience, that beyond the acceptance of fate

as a tragic action - immediately every

circumstance and incident in one's 1life flocks

towards a positive centre of action, control

and bezuty?

(ﬁﬁé) p'27l#) .
Such an attitude bears some relaticon to Crane's clsim that
the poet must pcssess "gigantic assimilative capacities™,
and it is significant that Crane should be asserting here
that he has overcome the despair occasioned by his reading
of Spengler, For Spengler's theories seemed to confirm the
pessimistic analysis of Western civilation that Crane saw
reflected, whether mistakenly or not, in the work of T.S.
Elict. The concept of mysticism worked cu! bty Crane with
the aid of readings of Nietzsche, VWhitehead, and under the
tutelage of VWaldo Frank, made him confident that he could
rrovide an "answer" to Elict's "perfection of death'". Even
though the "prcrerness” of Crane's "mystical experience”
may be in doubt (certzinly we must admit that it remained
'S

largely undiscigplined), still ithcrthwhile to necte that
the experience contributed zreatly to Crane's ccnception of
himself as a poet-visionary and the prophet ¢f a
regenerated America.

Apparently, cne of the after effects of the
mystical experience is a sense of power, even omnipotence,

such that the mystic wants not solely to speak, but to
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include all of life in his vision. This, at any rate,
seeme to have happened to Crane. "I feel more and mcre
that in the absclute sense the artist identifies himself
with life,” he wrote to Alfred Stieglitz. The concept cf
mysticism that develored was a kind of idealism which
demanded that there should be a transformation, cor
"synthesics™, of quotidian existence; or, to use Evelyn

18
Uncderhill's terms, "an illuminated vision of the world”. .
This idealism is evident in "For the Marriage cf TFsustus
and Helen". PRut the sffirmation 1is, perhaps, nct strong
encugh; despite what is "said", the final lines of the tcenm
are elegaic in their cadence. The full "illuminated
vision” was to be The Bridge: "a mystical synthesis cof
"4merica'. History, fact and location, etc., all . . .
transfizured into abstract form".

“hen Crane spoke of the poet's need for

"asgsimilative capacities™ he meant, I think, that he =shculd

2]

be able tc respond positively to an environment that

nostile to his vision. Crane's fundamental cbjection tc

tn

.

Eliot was that, iz The Waste Land, he appeared toc play an

-

entirely paszive recle; this, 1 suspect, is what Crane meznt

n
o

by "pessimiesm™. As it happens, Eliot may well nhave agresd

with Crane's remark that "after this perfection of death -

15
Svelyn Lnderhlll %istlclcm, Londen, Methuen
(University Paperbacks), I96 5 pPp.25L4-65,



Ple ut 3 resurrection ¢f scme kindo.

& . . Y R R

bmte

rothing is poss
(Letters, p.II5). Elict's importance, in so far as it cen
re gauged, wss that he stirred Crane to determine his
ambitions as a poet. Writing cf Eliot to Allen Tate, Cr-ne

caid that he felt confident that he could gc "throush him

D

o))
T

tc s different eoal’. And he continued: "Having atscrb

hin encugh we can trust ourselves as never before, in the
air or on the sea', (Letters, p.9C)

For Crane, "assimilation™ suggested
must both draw 1ife to him, and transfigure

sesertion cf vieicn., Thus, in cone

powerful
J¢

a
4

famoug statements about Eliot, Crane says:

I would arply as much of his eruditicen and
technique as I can absorb and assemble toward

a nore positive or . . . ecestatic poal., T

should not think of this if a kind of rhythm

and ecstasy were not{at odd moments, and rare!)

a very real thing to me. I feel that Elict
ignores certain spiritual events and pessibilities
4s real and powerful now as, say, in the time

of BFlake,

(Letters, pp.llL-5]}.
The representation of moral and cultural chaos, the frail
rossibility ¢f belief, the passivity and - perhaps most

important - the disgust with life that Crane saw in The

v
bte
m

Waste Land, made Elict the almost perfect antithesis to

[£3]

hopes. He was continually urging his friends, and mcst
particularly, Allen Tate, to break away from what he
considered tc be the debilitating effect of Eliot's werk,

He appealed to Tate to "launch into praice” since Tate,
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after "a couple of damnations", ceemed best able tc give
praise an edge and beauty". In calling for what Josephine
Miles names "a poetry of praise" Crane was noct simply

anc¢ naively asking that the poet should celebrate ang
applaud even when there seems nc reason to do sc; he was
not asking that the poet should ignore the contemporary
reality. He was seeking a poetry of human warmth and love
rether than nigrardliness and hesitation, a poetry that
admitted potency and elation instead of, or as well as,
meanness and degradation., Crane's programme suggests not

a2 withdrawal into the quiescence of disillusion and despair;
rather he calls the poet to be, in Whitman's phrase, "afoct
with his vision™. It would be a poetry that welcomed
experience and sang the power of creativity. Again after
“hitman, Crane rejected wit and elegance as incompatible
with his vision and espcused an enthusiastic openness fer

a poetry with full confidence in its powers to transform
the quotidian. This is, ideally, the pcetry Crane wanted
tc write, and wanted to see written. It requires that the

pcet affirm order, harmony and love beyond the chacs and

bewilderment about him.

16

Josephine Miles, "The Poetry of Praise", Kenyon
Review (23), I96I; pp.J05-I25. Professcr [iles traces the
course, and sugcests the causes, of the tradition of
"sublime diction" in American Literature. She argues that
its survival into the mcdern age is peculiarly American,and
that it dicstinguiches the American from the English pcet,
1t is seen, of course, as part of Crane's inheritance.
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But the ;cet does not find his voice sclely in
relation to hie tradition, he must find it primarily in the
world in which he lives. For many poets and intellectuals
of the Twenties, the Machine symbolized the materialism,
industrizl oppression and spiritual destitution of the age,
The attitude may seem somewhat naive but Crane, urged on by
Munson, believed it important encugh to be accounted for in
his poetry. As Philip Horton peints out, neither Crane nor
Yunson indulgecd "the machine-worship of the Dadaists™;
instead, they began to see in it "symbols and analogues of
human 1ife which would enrich and condense . . . art”.l7
Even Waldo Frank, who in I9Y23 was opposed to Munson's
enthusiasms, could speculate four years later that the
machine might become "a means towards achieving whcoleness,
man's control over nature with his control over

1s
self. At once, it would be & symbol of growth”.

of fusin

w
e}

Thus, we find Crane arguing that poetry must
"acclimatize” the machine before it can arrive at an
adequate sythesis cof values.

This process doeg not infer any program cof lyrical
pandering to taste of those obsessed by the
importance of machinery,; nor does it essentially
involve even the specific mention of a single
nechanical contrivance. 1t demands, however,
along with the traditional qualifications of the
poet, an extraordinary capacity fer surrender,

-
~J

Cp.cit., p.135.

4
o

Waldo Frank, The Re-Dicscovery of America, New
York, Duell, Sloan and Pearse, I947; pr.L2-3., These ecsays
appeared first in New Republic during a period from 1925
to I927.
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t least temporarily, to the sensation of urbtan
ife. This presupposes, of course, that the poet
cssesces sufficient spontaneity and gusto to
onvert this experience into positive terms.

a

1

1%

c

("Modern Poetry", CP.,pp.I18I-2}.
The Machine, sc the argument ran, far from contributing tco
the dislocation of valuves and beliefs, could be sgeen as one
of the thresholds of a cvltural regeneration, representing
not z base and disintegrative scientism, but a sort of
higher technology.

As we shall see in the consideration of
Hatteras" Crane did not effect the acclimatization of the
machine to the extent, as he hoped, that '"its connotaticns
eranate from within™, providing symbols of the most profound
human responses., The machine remained the monster ¥Frank
fearen it to be. FHe warned in 1027: "The machine dces nc
: man's depths, It engages only his surfaces - his

3

personal power, his cult of personsl will, his need to

TG
mzaoter time and space - all surfaces of acticn™. However
~Crzne might try to cenvince that the power of the machine
reprecented & metarhysical potentiality, the strain of his

verse in "Cape Hatteras” is sufficient evidence that he

O

covld desl with it only as hes wented it to be seen, and n
as he felt it to be.
Such a judgement will need to be qualified when we

come to the analysis cf the poem itself; for the moment it

IC
Ibid., p.h2.
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20
ie encugh to say that Crane's attitude tc the machine wac
ret uneritical (thcough it may appear naive); he was bling

neither to its horrors nor its accomplishments. The attitude
ig a functicn, so to speak, of his desire to affirm, to
"identify with all of life" and say yes. The contemporary
discussion of tne machine, at any rate, demanded that Crane
take a stand, and incorporate it into the vision of The
Bricdge.

4

The diccussion so far has suggested something of
how and why Crane hoped to launch into praise, to wuncwer
Eliot's passivity and despair with a vision of beatitude.
The tack required a poet of "spontaneity and guszto™, a
Diconysian who could give flesh and cspirit to the dry bones
of the waste land. DBut, tc put it beldly, BElict cculd not

f

re answered cn the grounds o few cemi-mystical

A

evperiences and the Nietzechean desire for the affirmation
cf life, The celebration ¢f Brocklyn Bridge as the symbcel
cf past and present accomplishment, and of American hopes
for the future, could be written off as lyric afflatus

unless it were documented further. 1In hig desire to affirnm

il L

i3]

Y]
7

the absclute, the revelaticns of the Word - and thrcugh that
the unity cof man, nature, the machine and Cod,- Crane turned

not to the re-institution of the orthodox myths of

Christianity, but, in pantheistical enthusiasm,
and promise of fAmerica. The last phrase i1s Waldo Frank's,

and Frank'e ceoncepticn of a Mmystic traditicn" in American
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history provided crucial sustenance for Crane, buttressing
20
his criginal vieicn of the Bridge.
I have sugzecsted alrezdy, however, that Crasne's uce

of historical msterials wss idicsyncratic. When he spoks ¢f

The Bridze as "a mystical synthegis of America'” he was being

true to the nature of his impulse as well as to the poetic
techniques at his ccmmand. It is the "mystical” that sheuld
be emphasised, and it will be apparent from the conclusione
we h=ave reached concerning Crane's aesthetic and hiis
conception of the ways of imaginative truth that he was both
unprevared for, and perhaps unwilling to attempt, the
historical poem. A poem in which a narrative containing
historical events and figures provided cbjective structure

fer the pcet's speculations and dramatizations was cutsis

I

of, or beyond, Crane's peculiar talents. When Crane toock

over the materials for a roexr it was only to express his own
intensely subjective meaning. In a sense, though The Bridge
ie not a historicazl poem, yet it dces seem tc be & poem that
dramatizes the poet's feeling for the ancient potentiaslities

of America.

Cran

o)

2's explanaticn of the line: "Frocsted eyes there
were that lifted altars" ("at Melville's Tomb") gives the
clue to his subjectivity, his disposition tc relate all

materials in the terms of self. He wrote that the phrace

20
The books of Frank to be referred tc here are:
Cur America, New York, Roni and Boni, I9J9; Virgin Spain,
New York, Boni and Liveright, I925.
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"refers simply to & conviction that & man, not knowing
perhaps a definite god yet being endowed with a reverencs
for deity - such a man naturally postulates a deity
somehow, and the altar of that deity by the very acticn of
21
the eyes lifted in searching”. By making a complicated
metaphorical reference to the formal rites of worcship, Crane
wzs hoping to give some validity tc the unsystematized
rituals of the self. 1In fact, the recurrence of "bedy™
imagery in Crane's work signifies his belief that only the
inner illuminstions of the gelf could receive the evidences

of "a deity somehow'. The conviction reaches it

s fullest

expression, I should say, in what was prcbably Crane's final
poetic testament, "The Broken Tower™, in whick the “veice"
of the bells (symbolizing the poet's own voice raised in
ecstasy) breaks dcwn the actual tcwer "and builds, within,
a tower that is nct stone". The Bridge, toco, wss to be
built within. Jn the finzl version of "Atlantis" it is
evoked as the "intrinsic Myth/ . . . iridescently ugborne/
Through the bright drench and fabric of our veins', but it
is werth noting that the phrase "intrinsic Myth" was a
revisicn made at some time after he sent the versicn to
valdo Frank in August, I626. The revision is a measure of

Crane's final understanding cf the poem, and c¢f his candcur,

21
See Herton, op.cit.,g.334.
22
Cf. Brom Weber, Hart Crane: A Biographical and
Critical Study, New York, Bodley Press, I19LE; pp.A4>7-40.
The aprpendix contains ssveral versions c¢f "Atlantis"™,
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In calling his pcem a "myth” and especially in

(a1

elating 1t to the "epic" form Crane was, inadvertently
periaps, misleading the many friends to whcm he wrote about
the pcem. He was much clcser to being correct when he rade

.

the qualification that it was "at least a symphony with an

epic theme"” Q}etters, p.309). 1If Crane's use of the term
"epic" registers his elaticn at the growing symbolic
poseibilities of the Eridge, it may be that "myth" defirnes

his attitude to history. In The Eridge we have the evidence

cf an incorrigibly unhistorical imagination working itc was
intc historical, cr pseudo-histcrical materials.

To handle the beautiful skeins of this myth of
America - to realize suddenly, as I seem to, hcw
much ¢f the past 1s living under cnly slightly
altered forms, even in machinery and such-like,
is extremely exciting.

(Letters, p.274).

Crane's focus was always the present and always himself, or
scme form of himself as poet. His point in going to the
American past was not to bring out its pastness, a distinct
reality. Crane's point, rather, was to find there &

correlative experience which might confirm his belief in the
23
"/

O
-
i

"certain as yet undefined spiritusl quantitieg” the
American present. He did not attempt tc maintain a dusl
focus of past and precent, for his purpose was rnct to
demonstrate discrepancies but to reveal an essential unity.

Despite and all, the uvnderlying reality remsined the same.

D
0

In Horton, cr.cit., p.325.
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and it required only the voice cof the poet-visicnary, who
nzd seen the absclute, to re-announce it. It was thus that
Crane wrcte to Ctto Kahn, in his final plan of the gpoeum,

that he had declded not to approach his material "from the

ruvrely chronological angle", beginning with Cclumbus or the

up of the VWest; instead, he said, hs wanted "an assimilation
of this exyrerience, a more organic pancrama, showing the
ontinuous and living evidence of the past in the irnmost
viizl substance o7 the present™ {Letters, p.2C5).
The peoint can be extended if I suggest that whether

cr nct Crane went to his historical materials for some sort

cf objective founcati

-
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for his present faith, in the

m they became extensioneg of himeelf,
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as with the machine (and more

k), Crane wanted the "connotaticns te
#ithin". The words to Kahn could be seen not
only as an explanation but as a Justificaticn of the method
he was inevitably committed to. M"Mine own true celfl has
heen chewing its cud, mostly, i.e., trying to imagine itcelf
cr. the waters with Cristckal Colon andé trying to mend the

.

caile so beautifully <lit b, the Patterscn typhoon”, Crane

his mother in June, IG26, from the Isle of Pines

N

wrcte Lo

pude

c which he had retreated in order to complete The Pridge,

The "true self" was that which sang the rhapscdiczl hymn to

Brooklyn Bridee in "Atlantis", and the typhocn was the

ressimistic, Elictece talk that he had had to listen to, and
crotest against, in the company of 4llen Tate and others at
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thelr country cottage nesr Pattercon. Reading through

Cclumbue' journals of his voyage, as well as Melville and
1 K3 2‘.’+
books on whaling and merchant shipring, Crane prepared

himself fcr the "Ave Maria" cection of the poem. Finally,

]

he sang ocut to Waldo Frank:

My plans are soaring agaln, the conception cwelle

‘ 3 g .
Furthermcre, this Columbus is REAL . . . Observe
the waterswell rhythm that persists until the

—

*nlos reference. Then the more marked and absoclut
intimation of the great Te Deum of the court,
later held, - here, ir terus of C.'s own
cosmography.

Crane had found in Columbus the perfect lyrical dramati
2 his "own true self"; there need be no ironic susgestion
in the fact that this Columbus was real because Crane had
been able to "assimilate" the experience and quest of
Columbus to that of himself. Whatever the fidelity cof
historical reference, and however Crane found it rossikle to
bend to his materisle, the voice of Columbus is a version

of the rharsodical veoice of "Atlantis".

Crane had a faith in the ideal and a vision of the
abtsclute. In going to the past he hoped to show that this
was, in fact, typical of the American experience. 1In
Columbus, he found (created) the man who had first spanned
the ocean to return with the idea of America as a New Worlic,
a Cathay of the spirit; he accepted Frank's almost

Laurentizn belief that "our root is the red man", that the

2%
Itid., p.I95.
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Indian was "the spirit of ourselves"; even in the

L

wanderings of the western pioneers, he found echces, howvever
faint, of the original spirituality; and, of course, the
figures of the nineteenth century literary Renaissance were
made tc bear witnese tc the dignity and worth of his vision
of the Bridge,

But Crane also understood, I think, that his visicn
wes ultimately subjective, that it did not COmeééas Allen
Tate was to say later, "whole frcm the people”. Between
the initial writing of "Atlantis" and the completicn of the
roem, Crane accepted, unvilling and even painfully, that the
contemporary actuality did not sustain his expectaticns of
it. 1In a letter to Waldc Frank, Crane gives his own most
complete analysis of his motives and purpose. The letter is
one of the most eloquent documents to have come out of
modern American literature and, properly ccnsidered, might
answer any claims that Crane ignored the contemporary
situation and was, for the most part, deceived about nis
capacities and what he was doing.

The letter can be read as one of the ways by which
Crane purged himself cf the disillusionment and despair
thrust on him by "the Patterson typhoon”. In the face of

both evidence and argument that the modern world wes chactic

<5

¢ Frank, Re-Discovery, p.230.
26

Allen Tate, Heactionary Essays on Poetry and
Ideas, New York, Scribner's, 1936; p.35.




T PR " Ty~

—~

AS)
\a)

and corrupt Crane tock what (rtega y Gasset has callec "the

stand within the self"(ensimismarse). After admitting that

it is "the Spengler thesis", again, that has precipitated

|£3]

his discouragement and self-examination, Crane says:
"Emotionally I shoulcd like to write The EBEridge;
intellectually judged the whole theme and prcoject cseems more
and more absurd”. He reiterates his characteristic

argument that, although the poet must immerse himself in tne
contemporary experience ("The darkness is part of the
business."”), he must be able to transform that experisnce

in terms of his absolute vision of things. Crane contrzets
the poet-visionary (in this statement, Blake, Rimbaud and
Whitman) with the modern poets who have "whimpered
fastidicusly" at the prospect of contempcrary society and
have contented themselves with "the cult of 'words',
elegancies, elaborations" which can make their sppreal cnly
to "an inner circle of literary initiates™. It may be

noted that the antithesis Crane offers rather distorte the
rossibilities, that Eliot's voice, hesitant and quiet though
it may be, is somewhat steadier than a whimper, yet Crane's
point should not he missed: that it hss been, and should be
still, the purpose cf the poet to sing the "one song” of

the ideal and absclute, and that this is possibly the most

effective prervaration for action. The arzument, and it is
p bd & H

27
Criega y Gasset, "The Self and the Cther”, in 7T
Dehumanization of Art, New York, Doubleday(Ancher), p.I17
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verhape o typically Romantic cone, is that the poetry cof

jo R

disgust and hesitation may only intensify the disgust and

1

confirm the hesitaticn; it may not alleviate the situation,

®

nor inspire actions to change it.

Thus Crane's major couplaint against the present was
not that it did not give the "signs and portents" for tre
poet's vision, but that even when these had been articulater
it was incapable of accepting them. It was this that
seemed to make the materials he had pathered seem

meaningless and ineffectual.

hese "materials” were valid to me to the extent
hat I presumed them to be (articulate or nct)

t least organic and active factors in the
experience and rerceptions of our commcn race,
time and belief. The very idea of a bridge, of
course, is a form peculiasrly dependent on such
spiritual convictions. It is an act of faith as
well as being & communication. The symboles of
reality necessary tce srticulate the span - may
nct be where you expected them, however. 2y
which I mean that however great their subjective
significance to me . . . these forms, materials,
dynamics are simply non-existent in the world.

. « The form of my poem arises out of a jrast
that so overwhelms the present with its worth
and vision that I'm at a loss to explain my delusion
that there exist 31y links between that past and
a future destiny worthy cf it. The "destiny" is
loeng since completed, perhaps the little last
section of my poem is a hangover echo of it -
but it hangs Quapended csomewhere in ether like
an Absolcm Py the hair

3

-
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The significance cof the letter, it seems to me, ic that
Crane 1s here accepting his isolaticn, or rather realiuzes
most, clearly the iiplicaticns of the fact that his poem
depends largely, if not wholly, on its subjective

significance. The poem would present an "intrinsic Myth™,
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his struggle to bring

[

Ch

the faith of the visicnary poet z=n

that faith to the life the community "If only America
were half sc worthy to be spoken of today as Whitman spoke

of it fifty years ago there might te something for me to
say" (Letters, p.26I-2). Vhat Crane reccnciled himsclf to
T \

was that The Bridge was to be a struggle for, not an

expression cf, the "myth".
If Crane accepted something of Whitman's faith, it

28
is clear that he could not adopt his methods. Crane wae

disposed, not to contain and encompass the actuality, buvt to
intensify it for its symbolic possibilities. His poetic
and his understanding of the positicn of the poet in scciety

mizht have disposed him to relinquich the responsibility he

had accepted in conceiving of The Bridge; but the

development of the symbolist aesthetic effected by Rimbaud

and Pound (which suggested that the pcet's "epiphanies”

Wo Tee)

could be of & permanent and absolute value and reality),

joined with the "signs"” of a spiritual regeneraticn Crsone

believed he saw in America, encouraged him to translate his

=

perso

=

Ry

121 vision of harmony, of the absolute into the terms
of his scciety and so escape his "exile" in becoming the
prophet. Crane accepted that "Atlantis" was, in s¢ far ss
it expressed his vision of the absolute, "a little

transcendent in tendency"”:; but he expressed his hogpe that

"the pediments of the other sections will show it not tc

RE
See Dembc, op.cit., pp.6-8.
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have been” (Letters, p,22

by

LA

). By taking examples from the
American past as well as the present, by demonstrating a
dynamic continuity between the two, Crane intended to shcw
that his vision of the Bridge simply fulfilled the implicit
dectiny of +the naticn.

But, as we have noted already, the scope c¢f The

Bridege ie not that of a national epic, and we should not

|

Judge it to be a failure tecauvse it is not sc. The poem
vas to "lend a myth to God", or, as Crane put it in "Cargpe
Hatteras™, to articulate a "span of conscicusness'". The
prchlems Crane faced may be related, again, to those of
Ezra Pound. In the Cantcs, Pound, too, is writing for a
vision of order, harmony and love which should at least be
"conceivable on earth”™. Yet, zs he said in an interview:
It is difficult to write a paradiso when all the
superficial indications are that you ought to
write an apocalyse. 1t is obvicusly much easier
to find inhabitants for an inferno or even a
purgatecric. I am trying tc collect the record of
the tcp flights of the mind. . . . tc resist
the view_that Europe and civilisation are going
to Hell.
Crane's visicon is apocalyptic rather than paradisal; it
seeks to anncunce fulfilment, the revelation of the Word,
rather than celebrating the sublime possessicn. Thus, the

actual achievement of The Bridge is a dramatization of the

poet's struggle to substantiate the "mystical", idealistic

vision which Crane had virtually realized in "Atlantis",

Tr2, 2 .
Viking P




before he began work or the preceding sections. Each cf the
sections cof The Bridge, with the possitle excepticn of
"Guaker Hill", ends in affirmation; but what is affirmed is

the continuing validity, rather than the fulfilment, cf the
gquest. After the annuncistion of "the bridge" and of
purpose in the prcem, we follow the poet's explorations c¢f
a mythic past and a chaotic present during each of which he
seeks tc assert "the crucial sign" (CE.,p.95) that will be
his own redemption and, by implication, the redempticn of
the society to which he returns.

The Bridge, as a whcle, attempts to relate the
spiritual develcpment of the poet to that of his country.
But the primary "location" of tne poem is neither historical
nor gecgraphical; it is the pcet's own awareness. The
events of the past recorded, or alluded to, serve to crder,
assuage and, in a special cense, idealize the present
experience; and the figures of the past themselves are to be
understcod as exemplars of the poet's own quest. This seens
to be what Crane meant when he suggested that the pcem was
to give "a more organic panorama' than the strictly
"chronological approach" would allow. And this seeums to
explain, too, why the poem is a sequence of lyrical
excursicns crganized around the poet, who is himself a
somewhat elusive figure who speaks rather than acts. In
fact, when we come to consider the symbol of the bridge

itself, it is necessary to understand that, besides its



significance as a representation of modern technclogical
advances, and of spiritual wholeness and the absclute, it is

alsc the "song" of the pcet: that by which he speaks. This

latter may be, I think, the primary meaning of the symhol;

and the object of the pcet's guest may then be understcod as
the desire tc perform the act of "bridging"; an act which

would be also "the articulation of the contemporary

conceciousness sub specie aeternitatis" (CP.,p.I79).

Once it is understood that "the bridge" (or the ant

of "bridg

<3

ing") is more important than the Brooklyn Bridge

itself, the severzl metamorphoses of the major symbcl
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hecome more acceptable. Thus, although the poem purp

]

tell cof Columbus' discovery of America, of the peoet!

53

wanderings through the continent and the burlesque shows and

subways of its largest city, the actual develcpment of the
pcem is te be found in the growing possibilities of the

bridge symbol itself. In the letter to Waldc Frank, already
queted at some length, Crane aftfirmed that the bridze was
"a symbol of all such poetry as I am interested in writing™;

in the examinaticn that follows it will be hoped to show

why,



AN ANALYSI3 OF THE BRIDGE.

In this analysis of The Bridge I shall be concerned
both tco sugzest the relationship of the poems to each ohlier,
and te clarify certain ohscurities within the individual
lyrice. The Bridge was written over an extended pericd of

time and not all the poems are of equal guality. "Queker

Hill", for =xample, has been recognized as a work cf lesser

fan
podn
mn

intensity; but even this seems to be appropriste when i
understood that it is preparative to the more powerful and
excruciating vision of "The Tunnel”. The lapses of
Judgemenrt and inspiration in the poem are obvious encugh

but they do not, I think, impair our understanding of the

whole,

Prcem: To Brooklyn Brid

o
[ e B

The compesition of the precem msrked the beginning of

the most prclonged period, of two months, during which Crane

[&]

worked towards the completion of The Eridge. '"Hail Brother!

I feel an absolute music in the air again, and scme
tremendous rondure floating somewhere - perhapc my 1ittle
dedicaticon is going to swing me back to San Cristobal acains
(Letters, p.267). Crane thought the poem to be one of the
best things he had written - "something steady and
uncompremicsing abeout it” - and a prelude to the rest of the
werk., This introductory poem clearly relates to the

39
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cetatic evocation of the Bridge in "Atlantis", but as it is
lese grandiloquent sc it is more subtle in its precentastion,

Whatever the excitement in which Crane wrote the poem, it

;}..

evidently did not exclude his capacities as 2 maker of
coetry.

The proem announces the Eridge's career as a symbel
of the absolute and cf spiritual wholeness. As "harp and

gltar”, "Terrific threshold" (as & pun, this might deszignate

the preoem itself), "Unfractioned idiom', the “"imnaculate

3
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and the ccndensation of eternity, the pcet

N o
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askg that the Pridge chould "lend a myth to God", It is¢ to

be a "myth" at this pcint, it seems to me, in that it will
be distinguiched from the poet'e own "spiritual
illuminations; as a myth, that is to say, it will have
significance to others besides the isolated visicnary. Thus
the poet suggests: "we have ceen night lifted in thine armae”
and the Bridge is asked to sweep "unto us lowliest”. The
plural uvsage signifies the poet's desire th the Bridge
shculd symbolize not cnly the poetic vision, but a universzl
spirituval endeavour - "How could mere toil align thy
choiring strings!" - and, most particularly, the spiritual
endeavour of the typical American.
The metamorphoses cof the Bridge sc far considered

are arrived at of course in the last four stanzas of the
poem; they clearly prefigure later developments, not only

in the Atlantis-bridge, but the whole gamut of "bridgings™

which occur throughout the poem. The proem itself is
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addressed specifically to Breoklyn Bridge; and thus the pcet

o}

places it in its "natural” setting in order to evaluate it,
s0 to speak, and its contemporary significance. This

st of syrhols

T

"evaluation" is made imagistically, by a centra
and, in the seventh stanza, by a more explicit interprstaticn.
In cne sense, the first method is the means by which Crane
dramatizes hic perception of the Bridge's transcendental
rocssibilities; the seccnd marks the transiticn from the
quotidian understanding to the pcet's prayer and plea.

The poem opens, thern, with an image of a sea-3ull
rising from New York harbour waters, and curving away cver
the Statue of Liberty; the image was probably suggested by
a rainting by Gaston Lachaise, a print of which the painter
sent to Crane.

How many dawns, chill from his rippling rest

The seagull's wings shall dip and pivet him,

Shedding white rings of tumult, building high

Cver the chained bay waters Liberty -

Then, with inviolate curve, forsake our eyes.

Apart from the visual and kinesthetic fidelity of the lines,
the sense of frustration implicit in the opening

exclamation 1s intimately related to the meaning; the gull's
flight, at dawn, represents that glimpse of freedom and
transcendence that will not be made permanent. (It sesms
likely, by the way, that "Liberty" here stands for the fal:e
freedom of a materialistic America.) By a sort of goetic

legerdemain, the gull's flight is related to "apparitional

sails" which, in their turn, move across "a page of figures”



{perhaps a clerk's ledyer, more likely the poet's work-
sheets); at any rate, these reflections suggest further
insubstantial images. A cinema audience is imagined "bent
tcward scme flashing scene'; we can compare the situation of
these "multitudes” to that of the pcet: "Under thy snadew by
the piers 1 waited;/ Cnly in darkness is thy shadow clear",
but whatever is hoped for from the cinema screen is 'never
disclosed” no matter how cften returned to. The cinema, in
fact, answers expectaticns even less satisfactorily than the
gull; but the poet can turn to a more abundant faith:

And Thee, acrcss the harbour, silver-paced

As though the sun took step of thee, yet left

Some motion ever unspent in thy stride, -

Implicitly thy freedom staying thee!
The Bridge reprecsents an equilibrium, the freedom of the
gull's "inviolate curve'" made permanent. the conception of

the Ry

jude

dge here is splendid or, as Crane himself might have

been plezsed t
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say, Marlovian. But the succeding stanza
halts any false, over-cptimistic aspirations:

Cut of some subway scuttle, cell or loft

4 bedlamite speeds to thy parapets,

Tilting there momently, shrill shirt ballocning,

A jest falls from the speechless caravan.
The bedlamite may well prefigure the cderanged sailor of
"Cutty Sark” and the image of a distraught Pce in "The
Tunneli'; and the image reminds one of "The Idiot" {CP.,p.IZ3
in which ancther bedlamite shames the poet into considering

his vision a "trespass". The recognition here, 1 think,

goes some way to answering Yvor Winters' suggestion that

)
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Crane was indifferent to suicide, and zllows too that

Crane's "cptimism" was qualified by an understanding cf

Q

human suffering., It is not altogether clear why the

Y

bedlamite is also "a jest", but the epithet may imply the
indifference of the society to its misfits, and connote
something of the "buffooneries of the tragedian" which Cren-
rehearsed in "Chaplinesqgue'.

Y'hatever the cacse in that, the pcem continues its
imzges of the distracted and violent life of the city. The
svn, which has already been seen striding the Bridge, ic
now "a rip-tooth of the sky's acetylene", cone of Crane's
most remarkable images of urban existence. In coming to
rest again with the tranquillity of the Bridge - "Thy calles
oreathe the North Atlantic still" - the analogy between the
Bridge and Columbus' ship is suggested, and not for the lact

time of course. The Rridge's significance is now explicitly

And obscure as the heaven of the Jews,

Thy guerdon . . . Accolade thou dcst testow

Of anonimity time cannot raise:

Vitrant rerrieve and psrdon thou dost show.
The reward afforded by the Bridge is "obscure” because it is
hidden from the peering eyes of the multitudes (thecugh

revesled to the visionary). But the word also sesms to

suggest an uncertainty; it is "obscure as the heaven of the
Jews" because its rewards may be given by an inscrutable

30
Winters, op.cit.,p.590.
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nd terrible God. We might remexmber that the motto to The
Bridge is from The Book of Job; he too discovered the
obscure rewards of his faith. The "anonimity’  testowed by
the RBridge, and received by the poet, 1g that unity and
cohecion of zelf with the world and with the divine which ic¢

'

achieved when 211 hours are lzpred dense within a single
stride” ("Recitative"), beyond the "iron year™ and the

"labyrinthine mouths of history” ("Atlantis"). The regriovs

2

and parcon are thus "vibtrant™ - an epithet Crane usually
asaociates with the "mystical" experience - becauss it is

the percepticn of "momente in eternity' when the self

~

cerceives "the two worlds. And at once". The poet
recognizes that the significance of the Rridge degende con
his own "spiritual illuminations™, the unique workings of
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us, as we have ncted, the magnificent

ur stanzas record a call that it should alsc be
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made, or accepted as, a universal myth., Cnly then wovld the
rcet be able to take up his proper rcle in scciety.
Crane once explained that in the course of the pcem

as 3 whole, the Bridge was to become "a ship, a world, a

ge
woman, and a tremendeous harp' (Letters, p.232). In fact, we
nave noted, 'bridging" was Crane's primary means of arrangings
the materials of his poem, and thus of ordering his

percepticns. As Glauco Cambton writes: "The bridge doces nct

9]

Q0

rrear in Crane's poem merely as its literal preotagenist
(despite the invocatic he addresses to it), but becauses it

cencretely expresses the inner structure of the world Crane
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set out to explore™, It ie¢ fitting however, as well as
indicative of Crane's method, that the poem should begin
with an acknowledgement, sc to speak, to the initial
inepiration of Brooklyn Bridge itself. The proem states the
central symbol and also anticipates its later develcpments.
It is one of these developments that must be ccneidered

tefore continuing.

i

L.S.Dembo has pointed ocut that in such phraces 2
"immaculate”, "beading thy path" and "lifted in thine arwe”

Crane attempts to relate the Bridge to the geoddess figures

cd
32
of the pcem: the Virgin Fary and Pocghentas. By equating
the FPridge with Columbus' Madre Maria and with the
primitivistic, supposedly Indian conception of Poc&ghentas

Crune was atterpting to substantiate his belief that the

faith

6]

of the rast could be shown to be operative in "the
inmost vital substance of the present”. Nevertheless,
Crane's vision was of a regeneration in modern rather than
primitivistic terms. After the "mythical marriage” in "The
Dance", the woman-fizure is ccnsistently seen either as &
sort. of elegiac "echo", as in "Indiana" and "Cutty Sark",
or as a grctesque parody, as in "Three Songs". In other
werds, Orane accepts the loss of "the mythical body of the
continent” and yet goes on to assert that, though ircn hacs

dealt clesvage, has destroyed the ancient mythologies, it

31
Glauco Cambon, The Inclusive Flame, RBlcomingt
Indiana University Presu, 1963, p.I35.
32
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Dembo, op.cit., pp.L4E&=9.
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#lso makes possibtle the new. As Frank writes in

Re-Discovery: "Religion is culminant from its base in

science, in the exact way that the sense og the Whole isg
>ulminant from the lower physical senses"./3 If science
could analyse and dissect, its discoveries might also prove
the grounds of & new synthesis. It is a faith with which
Crane, T think, would have concurred. The mythical bedy cf

Pocahontas was to the Indian, Crane seems to suppose, the

symbol of spiritual wholeness, the Word made Flech, and

e
Iy

thus anzlogous tc what he wanted of the Bridge; but nc

ot

identical to it, for the Fridge must effect the
"acclimatization” of thre machine, of science and
technological progress.

The proem calls into being the subsequent
explorations of the poem which culminate in the ecstatic
vision of "Atlantis”. Here, presented dramatically against
its urban setting, the Bridge is still a privaete visicn
recognised cnly in "the prophet's pledge,/ Prayer cf pariah,
and the lover's cry", which are the voices c¢f Crane's exile;
tc the multitudes of America, as Crane said, the Bridge had
no symbolic significance whatsoever "beyond an eccnomical
approach to sherter hcurs, quicker lunches, behaviorism and

toothpicks"” (Lletters, p.26I).




Ave Maria

In a letter to William Carlos Williams in IQ0&, Ezra
Pound explained what he was trying to do in his "dramatic
lyrics", lyrics that concentrated on "the poetic part of the
drama™ and left the rest "to the reader's imzginaticn™:

I catch the character I happen to be interested
at the moment he interests me, usually a mcment
song, self-analysis, or sudden understanding or
revelation. And the rest of the play would bore
me anc presumab%x the reader. I paint my man as
T conceive him,

O e
(R

So far as Pourd is concernecd, the situaticn and action, =and
character itcelf, are either to be taken for granted cr
implicated in the poem only to the extent that they can be
made to functicn symbelically, or analogically. Pound's
statement may remind us of Crane's explanation that he was
ignering "the chronclogical angle”™ to his materials because
it seemed ineffective "from the poetic point of view’. In
"Ave Maria', certainly, Crane has assumed that it is
necessary to catch the character at a moment cf song, self-
analysis or sudden revelation. What is being attempted is
the dramatigation of a lyrical mood.

If we remenber that this was the only section for
which Crane made any attempt at "historical"” documentstion,
it is all the mcre significant that Columbus is seen on the

return voyage to Spain. The truth of his viszion is already

34
The Letters of Ezra Pound, I907-I941, =d. D.D.Pai
London, Faber and Faber, T195I; p.36.
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rroved, Columbus has “eeen what no perjured breath/ OF

clown nor sage can riddle or gainsay"., Still, he "invokes
the yresence ¢f the two faithful partisans of his quest™ tc

bear witness to his vision "before the tides can wrest away,

The word T bring”., Thesge lines are ambiguous since '"the

s
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tide simply those of the sea, the third world that

3

e
s the word"” (if that were the case, there would be nc

"tes
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reason to csl]l on Luis and Perez), they are also th
in Spain itself that he fears mayv yet doubt cr, werst still,

mistake his discovery. As Orane was eager Lo
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Coathay rerrecente "an attitude of spirit rather than mat.ris
conquest” (Letters, p.232) and this attitude is identified
as Columbus' cwn. This was not without justificaticn
course, for Cclumbus did believe that he was being guided in
hie voyage by the hand of God as well as by the compsssy the
er.-cus 0tto which Crane upee 1+ 1n fact, taken from
Columbus' ZJournals in which it ie¢ cited as "evidence that
2

cyage fulfile an ancient destiny./, In the poen
Columbus fears particularly the decire for material riches
and imperialictic expansion that he believes may wmotivate
Fernando's (Ferdinand's) exploitaticn of the discovery:

-Yet no delirium of jewels! O Fernando,

Take of that eastern shore, this western se:,

Yet yield thy God's, thy Virgin's charity!

Eucsh down the plenitude, and you shall see
Isaiah counting famine c¢n this lee!

\a)
N

See Horton, cp.cit., pp.I1%5-6.



This prophesy makes overt the apprehension expressed in
earlier lines, in an imagery that unites the dangers of the

court with those of the sea., In the second stanva the

"waves climb into dusk on gleaming mail", and are likened to
"troughing corridors/ That fzll hack yawning to ancther

rlunge™; such images inevitably recall the court, and the
suggestion that Columbus is moving back towards the dark

seems to be confirmed in the lines that follow:

Slowly the sun's red caravel drops light
Unce more behind ue , . . It is morning thers-
C where our Indian emperies lie revealed,
Yet lost, all, let this keel cne instant yield!

m
jn g

Columbus remembers his first sight of the continent when
dawn cleared the "dim frontier" and his ships were grectec
as The Great White Birds, descending like Zeus on the
virginal, New World, This latter image demcnstratsc the
baroque ramification of symbols that Crane was able to work.
Crane had =aid thet Columbus' ship was one of the "bridges
of the poem (probably we should take this to mean that the
voyage of the "Santa Maria" formed the bridge; thus noting

that "bridging" is a process of becoming as much as a state

of being}; thie transmutation of the ship itself

not only the white swan in the form of which Zeus raped lLeds
(the swan being thus a sort of mediator, like the Bridge,
Mary and Focahontas, between divine and human, eterrnal and
temporsl), the image seems to perform alsoc the apothecsis

cf the sea-zull of the proem and prepares for the aercplanes

in "Cape Hatteras",



But thig reminiscence only enforces the fears and
perile of the pregent (Colwrbus' torment is in the

praradoxical "revealed/ Yet lost') and Columbus' struggle i

’__J
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rresented in one of Crane's most epic-like simi

Fewilderment and mutiny hesp whelming
Laughter, and shadow cuts sleep from the heart
Almost as though the Moor's flung scimitar
Found more than flesh to fathom in its fall.

The lines are densely packed with connotative meaninge.

Folleowing the mention of the time when he was 'exile” in
streete of Genca, the image contributes much to the concep
of Columbus as herc: sclitary, visionary, embattled. The
three fcrces that seem to oppose his vision are precgent: t

ses, his mutinous sailors, and the enemies of the virgiu
Spain to which he nopes to return. The confused syntax of

this passsge results, I think, from the fact that Crane

wanted to 1mply all these levels whilst yet maintaining the
tu

Fal
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bacic equation. The forces of darkness which have disturb
the rest and tranquillity of Columbus' spirit are eguated
with the Fcors' disturbance of the peace of Spain. The
simile ceems to imply that Columbus' conguest of chacs and
darknecs should be repeated in his country. Crane's cnly

hint that this may be sc comeg in the transiticnal stanca

IS
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.

which Spsin is referred to as "a land cleared of long war";

the brevity may be some measure of the uncertainty (as to

[

whether the

-y
i

vate vision will become a public belief).

T

any rate, the theme is pursued no further in this section.

But the forces of chaos and darkness are within as

d

ih



AWA]
4

as external tc the visionsry voyager. Confronted by
the test of the third world, by "tempest-lash and
surfeitings", a spiritual and mora. disorder, Columbus
accepts this "bewilderment as part of the nature of things.
The trial is necessary. Yet,

Some inmost sob, half-heard, dissuades the abyss,
erges the wind in measure with the waves,

Series on series, infinite,-till eyes

Starved wide on blzckened tides, accrete, enclose
This turning rondure whele, this crescent ring
Sun-cusped and zoned with modulated fire,

We may recall that in "Recitative" the pcet advises:

Defer though, revocation of the tears
That yield attendance to the crucial sign.

ry

t is only through the recognition of pain, cf suffering in

sharmonicus world that the full affirmation can be made.

1,

a
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Columbus has entered a dark night of the soul; but this
reriod is not merely a relapse, it is also, and perhaps
rre-eminently, a preparaticn: the final tempering of the
spirit. Crane gave what is probably his finest exprecssion

of this in "Vovages VI"(CP.,p.II3):

My eyes pressed black against the prow,
~-Thy derelict and blinded guest

Waiting, afire, what name, unspoke,
I cannot clzim: let thy waves rear

More savage than the death of kings,
Some splintered garland for the seer.

And just as in "Voyages VI" the goddess "rose/ Conceding
dialogue", so Columbus' plea to Mary is answered; the
e

starved eyes'” discover - or recover - their proper vicsicn

of harmony, wholeness and the absolute. The "blackened
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tides' give way to the ageless blue mantle of the Virgin.

w&)

Fehind the chaos, the voyager perceives the pcetic vision o©
unity. Though the sea has tested the word on thereturn
Journiey, it has also demonstrated the wholeness of ‘itnis

I3

turning rondure’™ and thus, of course, formed the bridge
betwean the Cld and the New Yorlds, and between time and
eternity,

Although there are echces of Whitman's "Fassage to

=

India™ here, the gymbolism is basically traditional. The

20
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voyage itself, as well as the circle and fire, are virtuslli

v

archetypical of spiritual purgation and development, and

b

nly
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certa Orane explored the "dark night” more thoroughly

[51]

than the clder poet. This may be connected with his near-
Eimbaudian programme cf revelation. "Whilst there ic

S

danger, and a good deal cof it . . . in my positicn, 1 hove

O

also felt that in yours, Gorham, lurked the possibile
) ] i~

blindfolding of certain recognitions . . . To & certain

=4

extent, one must be broken up to live. %uhich defend myeelfl
by interpreting - the artist must have a certain amount of

“econfusion” to btring into form. PBut that is not the
story either" (Letters, p.196). The rest of the story, for
H

the bacloround ©

Crane, was that althot
the idea of God would grant an ultimate vision of 1life and
happiness as at once "fierce and humble”, a "gloriocus
sorrow" (Letters, p.I40) As he wrote in another letter Lo

£ growth of The

Munson, snrouncing his excitement at the

"Tt is to the pulse of a greater dynamism that my work nust
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r=vclve. Jomething terribly fierce and yet gentle™ (Letters,

h1N

r.149). Althcugh there is at times a disturbing note of
bravado and cliche in Crane's several statements as to theo
purifying and enervating capscities of suffering, it was one

of the recognitions he held to, and it may Ye that it waug

thie which, in part, made him ccntinue work on The Fridge,.

At least, this conception of the span of human exrerience
) il

enters vitally intc the poems of The Bridge and infto hicg

final corganization c¢f them. Pound said that he painted bis

man as he conceived him, and it is clear that Crane identiflieo

hig own struggle and dilemnas with those of Columbus.

Fal

Cclumbus is seen in two ways: he represents the beginning of

& tradition according to which America is "a promise :nd &
o

~
dream” | the "mystic Word™; but the poem also sets a

4

caradigm case to the spiritual voyages of the protagonist
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throughout the poem. erms of the whole poem, Coluumbus
iniates the action; in terms of the vision, he represents
the consummation. L.E.Dembo has enghasized the impcrtance
"Ave Maria" section, and of Columbus. "Ave Maria", he =ays,
=erves as "an introduction to and summary of all that
folleows. . . . Columbus is redeemed gg Christ's Hand of Fire
and the pcoet by that of the Bridge"." In fact, "Dark water:

onward shake the dark prow free' echoesg the insi

rrcem: "Cnly in darkness is thy shadow clear”.

See Frank, Cur America, p

o
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Cp.cit., pp.30-3I.



The voem concludes, then, with what Crane cslled s

-
ofe
“climacteric vision" (Letters, p.306): Columbus manages the

resolution of the fierce and the gentle, In recognition cf

1

the dreadful psradox of his faith, Columbus intones his

K

angelus, the servant departing through anguish to "kingdoms/
naked in the/ trembling heart".

0 Thou whe sleeyest on Thyself, apart

Like ocean athwart lanes cof death and birth,
And all the eddying breath between dost search
Cruelly with love thy parable of man,-
Incuisitor! incognizable Word

Cf Eden and the enchained Sepulchre,

Into thy steep savannahs, burning "1”6

Utter to loneliness the sail is true.

Columbus attains "the pure possession, the inclusive cloud/

Whose heart is fire" (CP., pp.26-7); "burning blue' fuses

the blue mantle of Mary with the terrible hand of Gecd "whe
grindest oar and, arguing the macst,/ Subscribest holocaus*
of shipse"™, The transition from the dramatization of
Columbus' fezrse and doubts to the culminating rhapsody is
nct so well handled as in the proem yerhaps; neverthelese,
the reconciliation to God's purpose and the renewsl of fzlith
this invclves is admirably executed in the symbols of

4

voyaging, the cea, fire and circle, that have been won from

C

the earlier stan

ﬁJ
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In these final stanzas, the Virgin is discaraed, so
to speak, in the more direct contemplation of God Himself,
And it is reccgnized, again, that science (in this care, tlre
new navigational kncwledze) can sustain and eﬁen direct

3

belief in, and intuition of, the deity:
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Yielding by inference and discard, faith
And true appointment from the hidden shoal:
This disposition that the night relates
From Moon tc Saturn in one sapphire wheel:
The orbic wake of thy once whirling feet,
Elohim, etill I hear thy scunding heel,

The combination of science and faith revives Columbus!
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of Zod's meaning to man. God is both inquisitorial
Judgement and love, and the earth, sea and sky are His
"teeming span': the seemingly chaotic world that veils the
unity. The reflection of God in earth, sea and sky is given
of course in the imagery: God extends "like oceun"; His
whirling feet describe an "orbic wake™ across the heavens;
and Csthay, Cclumbus' America, is envisioned as a continent
of "hushed gleaming fieclds and pendant seething wheat/ (f
xnowledge" towards which the "white toil of heaven's ccrdons®

directs "all sails". The vision carried by the lone zail i

[$H]

vindicated in & prophesy of cultural fertility and

Still, there is "one shore beyond degsire™; the

significance of the parable of man is ultimately not in the

o

ompletion but in the process of the quest. We may recall,

at this point, Yvor Winters' fundamental objection tec The

Bridge: its embodiment of the Emerscnian "glorification of
change as change', with the accompanying concepticn of man
as "an endless seeker" a veyager whce must "farther, farthar,
farther sail" ("Passage to India"). The result is a
pantheistical idesa of the nature of the universe: Ged i=

revealed in tre changing shapes of the world, and thus man



never comes tc rest in Him becausze each stage demands a
renewal, and ancther step to perfection. "ie have no way

of determining where we are going, but we should keeg

moving at &ll costs and as fast as possible; we have faith

in progress. It gseems to me unnecessary to dwell on the
38
dangers of such an attempt'. The dangers are that, in

such & prograomre of restlessness, vitality might become
neurosis and spiritual energles, instead of gathering *o

& centre, become dissipated., We must recognize thic as an

impertant motivating grinciple of The Bridse, but at the

same time understand that it was, for Crane, the cnly

The means necessarily condition the achievement.
The broken lines at the end of "ive Maria™
the precposal of fulfilment: "The sea's green crying towers
a-sway, Beyond". Weber is wreong, I think, to see the placing
of the adverb usg an attempt merely "tc heighten the

39

emotional tension of the stanza', It may well accompli

this, but it seems more important to see that the capital
laetter zugzests a rersonification and that, without

punctuation, the line mimics the acticn. Weber zlzc nete

in

that the "sea's green crying towers"” were "blue in an

earlier version, and maintains that the change demonstrates
4LC

Crane's arbitrary method. There 1is another possibility
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Winters, op.cit., p.
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Cp.cit., p.2i5. Ibid.,p.345

are & "recitative",
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however; besideg being visually just as accurate, "greon”
recalls the "gleaming fields . . . and pencdant ueething
wheat of kncwledge™ and thus prefigures the exploration ¢f

the land, the mythical tody of the continent, that lies

"teyond". In this way, Crane prepares for rocahontsgs; s«

Weber later saye, "the poet is the bearer of the 'seed' that
LT
Columbus brought to the new World™. He carries it from

gt te}

the crying towers of the sea,

Powhatan's Daughter

In a chapter called "The Grave of Lurope"”, in The

Discovery of America, Waldo Frank says this of the

)]

modern American:

The American of the emerging twentieth century wss

B
the loneliest man in the world: the world of hi:
fathers had vanished, and no A ica had been
fathers had vanished, and no America had been
created to replace it.h2
After the Civil War, Frank continues, 'he great repgic - of

America dif not cohere into the Unicn of Lincolin's vwicicy

)
ity

¢

but became "a flat, atcmic formlessness"; even resionasl
unity was disrupted. The American became an individual, but
at a coet. He was almost totally sepsrated from his
age, unrelated tc his land, to his society and his
zmily, and so ultimately divided from himself. It is this

situation that Crane exemplifies in "Emblems cof Conduct':

o

-~

Ibid., p.352.
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Frank, He-Discovery, p.65.




—~—

T
xy

o

rators follow the universe

And radio the complete laws to the pecrple
The apostle conveys thcught through discip
Powle and cups fill historians with adorat
Drll lips commemorating spiritual gates.

line.
icns, -

e La
(C'.,p.uu).
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Frank might have been stating the theme of the poew whon he

wrote, in hic cwn context, that "politicians and pulpitesrs
mocuthed memcries™ to the twentieth century American, "hut

their words appesaled to a body of ideas nc longer in

r
e

exictence®, The sriritual gates are no longer cpen to the
pecple, the sense ¢f wheleness is lost, and the pcet himeell

muet depend or hie imagination (symbclized in the poem by the
dolphins) "arching the horizong/ But only to build memori-o
of spiritual gztes”., This poem represents one of Crane's

most halanced articulations of his theme of the poet's

jde

zolaticn, znd the disruption of medern 1life., This ig what
ie evplored in the poems that make up "Fcwhatan's
Daughter'; the poet seeks to build the bridge from "Rocksway
to Golden Gate", another '"spiritual gate', presumably, that
will open to a "Pacific . . . at time's end™" ("Atlantis").
This section is separsted into five poems, four cof
which represent a journey and quest to the "interior” cf tha
continent. As we chall see, the fifth poem presents a
special case. There are, in a sense, two jcurneys., There

is the journey from the present into the past (and thus, as
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“hitman put it in "Pascage to India”, to "primal thought™,

- sty

ol se
radles i
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a "voyage of the mind's return,/ To reason's early

and there is alsc the journey from "the long, tired sounds”
of New York harbour to & mythical hinterland, the centre of

the continent. In the journey through time, the protagonist
discovers his crigin, and the origin of the continent; in
the journey through space he ceeks to discover the bridge
that leaps "from far Kockaway to Golden Gate'"; in all, tc
find the unity cf the continent and its continuity with a
mythical past.

But presiding over these quests, and directing then,

of a mind that is searching for that "span cf

e

Ga

i¢ the rovin
censciousness” that Crane was only to define two years later

whilst writing "Cape Hatteras". It is this ranging
conscicusness that makes pocsible the other journeys, ang
permits Crane the perspective of the continuous present.
Weber is condemnatory cf this use of historical materials:
"Those parts of the poem which seem to deal most obvicusly
with history . . . are actually studies of emotional
consciousness, snd the historical facts are little more than

Li

historical trzppings™. We can agree with Veber's point

'3

without accegting his ju
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gement. He seems to ignore, a

~

this point, one of Crane's mecst important concepticns of the
roem: that it was to show "the living evidence of the past

in the inmost vital substance of the present”. Whether the

Lk
Cp.cit., p.323.



*

sinthesis is adequately realized in the poem itself or not,

i
4
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the technigue certainly explains the cavalier use cof his
and the fact that the materials that ceem to “Weber to
belong tc "The Tunnel" are weven into the scheme of Crane's
45
exploraticn of the mythical btedy of the continent.
The central symbol of the section is Pocshontas, the

v
1

Jirgzin of the Americas. For Crane, the relaticnchip between

the past and the present was also a relationship between the
imoginaticn ard reality, between the ideal and the actual,

nd certainly these polarities, and Crane's desire o fuse

them, explaine much about the basic technique and me=zning of

this second major section of the poem. The passage from

Thomas Morton's The New English Canasn which Crane added

-
¥
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rreface to the goem after reading W.C.Williams' Jn the

J.L

American Grain mzy be interpreted as a late ircnic

aamission that his transformation of "a well-featured but

wanton yong girle” intc a goddess of the soil was somevwhat
factitious, but it also serves the basic polarities we heve

noted., (I wonder, too, whether the image of the cart-
wheeline Pocshontas may not have suggested her relationshirp
tc the circle sy mbeols of the poem: "and wheele so hercelfe',

It will be clear that the '"natural® and "spiritusl®

‘Ytloizlo, Pajsz}aa

William Carles Williams, In the American Grain,

New York, A New Directicns Paperbook, I956; p.7¢&.
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much distinguished in Crane's work; in nhiz pioneering

Are not g

of the natural body of the continent, Crane wasz, in fact,
spiritualizing the earth in a ccnventionally pantheistic
wzy. Pocahontas was to be Ythe mythclogical nature-g,mhol”
of America, plaving "the zame role as the traditional Herths
of ancient Teutcnic mythology” {(Letters, p.305). As the

N

arth mother of America, Pocahontas merges the natural snd

&

ct

r
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he divine., VYvor Winters may be correct to sugrest that
!
Ly

Pocahontas represents only "s feeling of mythicalness?,

=

but this was encugh for Crane and perhaps as much as he

could achieve. Cne of the basic arguments of Frank's books,

~
L

ur America and The Re-Discovery of America, was that the

muropean cultures that had mizrated to the New Torld had

never taken root, and that this was signalized by the

o

Eurcpeans'! failure to understand and assimilate the

&

toriginal culture., The denial of the Indizn was the deniszl
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of whelenecs, of spiritual development. The Europ

beocome a whole masn only when he possesses the land "as 1his

Tndian possessed it", Thus, this section sees the
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spcthecsis of Pocahontas, just as "At

poscesces the land like the Indian and thus prepares for

the asserticn of his faith in the precent.

This is Williame' phrase. Tt is taken frcm the
hapter on Daniel Boone, in In the American Grain, who I
seen s the [iret to take the Indian "as master’; see pp.i136-7.




The poet catches first sign ¢f the goddess' presence

ir contewnporary life in "a waking dream" in lew Tork harbour,

vaulting ncet the ses but "the prairiss’ dreaming scd',

Crane suggested that "The Harbvour Diwn’™ wade “an
atmirable transition between the intervening centuries™; tne
images "blur as obhjects only half-apprehended cn the border

of sleep and conscicvsness"” {(Letters, p.306). The poen

creates # sort of dream-scape in which the cizhte and
sounde of the actual world recall and groject the o’
the imagination. Thus the lines are interspersed o

cleay that dim frontier”. It will not be until "The Lancen
that the real dawn clezrs and the poet's faith Yeurges Finm

witlesg™; for the precent he must be content with the

And you becgicde me, hlessed now while sirens
Cint to us, stealthily weave us into day-
“erenely now, before day claims our eyes
Yovr ceool arms MUTWTPUPK1Y about me lay.

While myriad srnowy hands are clustering at the pepes-

vour hands within my hands are deeﬁ;;
wy teongue vpon your throat - singing
arns close; eyes wide, undoubgfhi
dark
drlnk fhm omwn-

The sir=n-voicss the poet hears are the same that sin



“tronsmuted" in YCutty Sark” through the nickelodeon,

-9

swakening "clipper dreams". But this dream evckes also

sort of cultural memory; the italicized lines represent =

"thinking back” intc the primordial world which it is the
poet's task to recover. Although the goddess has appearsd

cnly in an hallucinatcery illumination and then, like the
sea-gull of the proem, forsaken the eyes, stilil,

Under the mistletoce of dreams, a star -

As though to jcin us at some distant hill -

Turns in the waking west and goes to sleep.
The actuzl woman at the poet's side recalls Pocshontas; and
the fading star (in "The Dance", identified as Maquokeeta,

Focahentas' Indian lover) and "the waking west" arouse the

roet to his quest.

It will be useful, at this pecint, tc note anothor
of the =nalogical relationships by which Crane hoped tc
structure this section of the pcem. The imaginstive journsyg
into the American past and across the boly of the continert
represent also & journey towards the consuwnmation cf love.
Crane explained tco Otto Kahn that there is 3 love-mctif,
beginning with the italicized lines of "The Zarbour Lawn ',
which "carries along 3 symbolism of the life and ages of

man{here the sowing of the seed)" (Letters, r.306); the

(a

of the pcem d=velop this symbolism in

w

subsequent section

relation to the poet-protagonist'e childheod, youth, manhola

@

nd age., The technigue goes some way towards justifying thes

several autobliographical fragments to be found thrcughcout



tre whole section. Fassing through the "ages of man”, the
poet records his growing awareress of the gcoddess-mistress.
Cr, tc put it another way, the fading of the waking drean
of the harbcour dawn stirs the poet to re-congtruct hic
in terms of 2z progrescive apprehension of the
thus, of his developing sense of purpose and fulfilment as a
poet. In "Van Winkle", sign« of the goddess are detectesd in:
- the rapid tongues

That filtered from under the ash-heap cay

ffter day whenever your stick discovered

Some sunning inch of unsuspecting fitre -

Tt flashed back at your thrust, as clean as fire,
Cr, it may be, she was discernible in "the Sabbaticzl,
vneonscicus smile/ My mother brought me once from church'.
In "The River", the poet follows the path cf the hcboes whe
"lurk across her, knowing her yonder hreast;/ Snow-cgilvered
sumac-stained cc smoky blue - / Ie past the valley-sleepers,

scuth or west", And thus he heccmes nore assured of wheat he

4

ig seeking
I knew her body there
Time, like = cerpent down her shoulder, dark,
tnd space, an eagle's wing, laid on her hair.

Though she is still remote, the image prefigures the

t =}
cet "sn
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pearance of Pocahontas in "The Dance' when the

7‘1

see her truly", his "tlood remembering its first invasicn of
her secrecy, its first encounters with her kin, her chieftzin

lover" (Thiz marginal note is clearly intended to recall the

dream-union with the goddess in "The Harbour Dawn"). The

love motif, as Crane emphasised, is made "implicit in the

» ! 'v

imagzery rather than anywhere stressed"; he evidently wich



to give the appearance of a gradual growth of awareness, the

signe of the goddess ererging from the context c¢f the roet's

9, 1

explorations rather than being forced into it by his

rre-dispgosition tc the visionary.
Nevertheless there are two images at least w

cnly take or full significance in the light ¢f the whole

oert: "the whip stripped from the lilac tree" with which the

metamorphcsis and recognition in "The Dance™; and in "The
Eiver" there occurs an image that might well be cited in o0y

attempt tc vindicate Crane's style:

Trains scunding the lcng blizzard cut - I heard
Wail into distances I knew were hers.
Papooses crying on th wind's long mane
Screamed redskin dynasties that fled the brain.
The wail ¢f the Pullman trains' hocters as they traverse thno

continent (through a winter storm significantly) are equated
with the ycung Indians' screams that witness the tragedy and
yvet continuing vitality of the race, or, rather, the vitalit:
of their spiritual legacy (Focahontas). A&nd, as Tembo
rerceptively remarks, "the very image of the white man's

cleavage of the continent, the train, is the one thing th:ut

L9

helps the poet recover the goddess”, Although the train
is never permitted the same apothecsis as the Bridges, the
rail-road itceelf may be understood to be bridge that

the
vaults "the prairies' dreaming sod"; and when we read: "Irom

o
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tunnel inteo Tield - iron stride

U)

the dew™, it is to he
inevitaily reminded of the subway train that carries Lhe

-

poet, through hell towards the uvltimate vision.

with such tact. Two further remarks snould be wade as Lo

mivrd ) Crane was primarily concerned with an anczlogy. b&e

youth, cheo, to the "crildhocd” ¢f the continent, In thic
sense, the Journey into the past I¢ mersly a o ol

- 2 gl fe 2y - Y, . vy = Y . - o~ I, e . r ~
artloulating the eternal presence of the goddess; by hie

penetraticn cf the tempcral, of history, the pcet reveals

the eterrnal. Thus, time is e
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extencion, cr else it is perceived spatially: as a sran
instead of a sequence of events (the "span™ itself is

zed to
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crnali
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the fundamental directive ¢f the journeys intc the past an?
o

acrcss the bcody ¢f the continent. Crane's hint that the

various personae of the cection are "psychclogical vehicle
sugoeste further evidence (they carry the reader, he says,

N

¥



B s ey 2 A R Y e mvd e A 3 )
rnteo doterior after dntericr'); and this introduces & i

point.,
The choice of personae in these pcems mirrcers a
significant development which, azain, runs parallel tc the

cenception of the gradual maturation of the poetic vicion,
<ie and the hcbo-trekkers are the "hercesz” of the

grotagonist's childhood and youth, but they are alsc versions

toth masks are relinquished for the greater stature and
dignity afforded by the identification with ever:

thcugh he, tco, suffers an e

noted that the values

)
inadequacies, are neatly balanced. "Rip was slowly made

woke and swore he'd ceen Broadway/ a Catskill daizy chsin
in May"; the ballad stanza makes a slightly mocking

cssertion of Rip's knowledge of the goddess, and the last
warning to him is to "hurry along . . . its gettirg latel™

Similarly, Crane describes cne of the hcobces: "Fosseszed,

ecigned,; He trod the flame down pensively and grinned,;

—
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Spreading the dry shingles of a beard . . . *. The last
image should be taken, 1 think, tc suggest Whitman; that is«,
sco far as the poem is concerned, Whitman is the prototype

and final justification for these other men of the Cpren Load,



Yerctheleess they are judeed: "Blind fiets eof nothing,
humpty-dumpty clods". The main point to make, however, 1

that if one of the principal themes of The Bridge is the

on, then the assumptiocn of a tragic

et

desire to escape isoclat
and hercical role in the identification with lMaqguckeeta
might at least dignify the situation. It is only
exacerbated by the postures of the clown.

Fal

We car now pass to a more detailed examinaticn cf

o

the pcems of thie section. In "Van Winkle", reminiscencing
abcut the "copybeok" characters of his childhcod, the
protagonist mekes his way from the harbour rocm towards the
subway to catch the Twentieth Century Limited for his
trans-continental tour. The rhythm is quickened, Crane
wrote, "it ie a transition between sleep and the immanent
tasks of the day. Space 1s filled with the music c¢f the
hand organ and fresh sunlight, and one has the impression
of the whole ceontinent - from Atlantic to Pacific - freeshly
arisen and moving" (Letters, p.306). The hand organ srinde
out messages ¢f the guest not only "down gold arpeggics™ of
the western route, but also "backward" into "Memury". Ri
is something of a hindrance: "Is this Sleepy Hollow,

friend?" he acks, as if tc tempt the protagonist with the

e
',..l .
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dream-world he has just left instead of encouraging
the tacsks of the day. Thus, the poem ends with a

repetiticn of the first lines, a re-assertion of purpoce,
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and advice to "keep hold of that nickel for car-change,Ripg”.

1

The coin is the means of access to the contempcrary hell

)

rom which the poet only finally emerges at the end of "The

Tunnel”, TFurthermore, if Glauco Cambon is right, the
ho

leit-motif that runs thrcu ut the geoem suguests mors than

UgN0
the infernal, "it is also the symbolic tribute exacted by
poetry, of which one gets an ironic adumbration in the

50
mechanically reproduced music ¢f 'Cutty Sark' ",

In "The River" the protagonist leaves the oity in =2
journey towards the Middle "ect, tewards the confluspoe- of
the Chio and Mis sippi at Cairo where the iron stride cf
the rail-road converts into the 'ancient flow'" c¢f the river
of time. C(Cne imagines that Crane's copywriting expericence
rrovided some practice for the "din and slogans” of the
first two stanzas of the poem. The lines represent, Crane
suegested, "an iantentional burlesque on the cultural
confusion cf the present” (Letters, p.306), a culture in
which "SCIENCE - CCMMERCE and the HCLYGHUST/ RADIC!
constitute a modern Trinity. OCrane is following what has
becone a characteristic technique of the modern poet:
allowing chasos to mirror chaos. As verse, this particulax
stanza has only minimal sppeal, but the function is clear:
it is the world that needs the ordering vision c¢f the pcet.
It 1is a world that Crane had faced before "in Akron®, in

1G271:

Cp.cit., prp.I150-I.




C ty, your axles need nol the oil of scng
T 11 whisper words to myself
And put them in my pocketsz,

I 11 go pitch quoits with old men
In the dust of the road.>5I

In "The River"” the old men are replaced by the hcbces and
the poet, ncw, dces not conclude that "poetry's 2 bedrcom
occupation”; it ie rather the redeeming grace.

Cnce cut of the city the poet imagines himself
joining the hoboes, and the pcem progresses in an a2ccount

1

of thelir life and their “wanderings™. They are men vho

L)

have rejected, or nave been rejected by, modern society:

Time's rendings, time's blendings they conetrue
As final reckonings of fire and snow;

Strznge bird-wit, like the elemental gist

Cf unwalled winds they offer.

$1though they are "wifeless or runaway'", have given over
their full responsibilities, still they sugzest te the poer
some connexion with the body of the continent and guide vim

.

\ 7 s . -
rey, tco, "search/ An empire wildermnezg °
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in hig ~uest,

i L

freight and rails”. Twentieth century civilisation »i+h 1t
"reen instruments™ that "bind town to town and cdream to
ticking dream™" can rerresent, despite its "vast precisicn®,
crnly an illusory hold on time and space unless it is able
tc recognise the goddess whow the hoboes, thougn without

knowing her name, live close to. It is only hecauvse hie
(=3 3 o

ot
-
mn

nuest con be identified with theirs that the

Toe

admiration of the wanderers is justified (and, by the way,

.386., The echoes of an




it is

of imentality)

~J

thus that Crane's attitude is saved from the charge

the hoboes

"touch something like s key perhaps". They are men vhe
pessesg an jntuitive knowledge cf the mysteries o the Land,
Thus, leaving behind the “"ticking dream™ of the citiss, the
reet gharees their elemental visicn; in the "rurcurcus
midnights™ he comes to some apprehencsion ¢f the goddess who
will fuse time and space, dealt cleavage by the ircn progress
the white man.
Crane intended nie journey "into interior aflte:

1
.

and geographical) to metch th

historical Jjcurney of the picneers. He wrote to
that the heboes "are leTtovers of the picneers in at least
this respect - that their wanderings carry the resder

an =xyperience parallel te that of Boene and others.
I thing I have caught comething of the essentisl epirit of
the Treat Valley here, and in the process have approached
the rzrimal werld of the Indian" {Letters, pp.30%-7,. A=
will be clear, allusions to "the last bear chot drinking
in the Dakotas', to the songs cf the pioneer days and to
town called "Fooneville™ scarcely represent an adeguate
treatmant ¢f the piocneer period. As with the allusions to

Cortez, Pivarrc and Smith

+
19}

evoke the presence of the

Jourrney in the context of

journey into the interior

in "Van ¥Wirkle™, the -cet hopes to

picneers by re-enacting their

the present. For the poet's

h fo
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Under the Crzarks, domed ’y the Ircn Mountairn,

The old gods cf t}e rain lie wrzpped in poels

Where eyelesq fish curvet a sunken fountain

And re-descend with corn from querulous Crows.

Such bﬂlferln s make up their timeless citaze,

Fropitiate t“ew for their timber torn

By iron, iron - always the ircn dealt cleavage!

They dcze now below axe and powder norn,
The true heritage of the land is denied to the white
cettlers because its plenitude has been violated as
Columbus predicted. The old gods of fertility and
wholeness have retreated - or have been driven - intc the
depths of the mourntain lakes where only thre "pilferings”™ of
the poet perform proper, through inadejuate, homage and thus
appease their wrath, The "fieh"™ here, I should say, must bhe
related tc the dolphins of "Emblems of Conduct™; they zare
reless" beczuse they represent some sort of "blind”
impulse towards redemption (ncte that the River flows "like
cne whose ayes were buried long ago™), and the corn they
carry back may be the "seething wheat of knowledge™. The
images are cbscure, but this seems tc me the coriect way t¢
relate them to the theme of the section. Thus, in a cense
the poet's quest involves here an act of propitiaticn, and
this may explain Crane's claim that "the conflict betwoen
the races” wzs thematically imrlicated, to bLe resolved as
far as it could be in "The Dance™.
he poem continues in a plea to the passengers of
trte Twentieth Century Limited to "lean frcm the window, if

the train slows down® in crder that they can receive s wore

intimate acquaintance with the land. The passengers o5 the
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train, the "Zheriff, Brakeman, and futhority"” (symbcelic of
thcee who weuld cynically reject the vision. Recall
"Chzplinescue”), and the hoboes, @ll "feed the River
timelegsly", Although they may "smile out eerily what they
seem”, they cannot deny thelir destinies or their human lite;
all are "heorn giorneers in time's despite,/ Grimed tributaries
to the ancient flow., If the evente of American history sre

permitted cnly curcory mention, yet History itcelf seems to

be perscnified in the flow of the Mississippi. The River

Tfusive elemente of the American continent

e
H

gathers the 4

its histery intc & single movement towards eternity:

(o3

an
Like one whose eyes were buried long ago

The River, srreading, flows - and spends ycur dreas,
"hat are you, lost within this tideless spell?
You are your father's father, and the stream -

A 1iguid theme that floating niggers swell.

The visicn of the Ziver ceems to invoke a dead ("buried")

\L

sense of purpcse and destiny. In the "breath-tsking”
movemznt and turmcil of the "telegraphic night', the nodern
Americans have fergotten, or have been separated from, both
the fulfilment and tragedy of their heritage. The poet

brings them back to it. The "liquid theme" of the Hiver is

N

related to the peet's vision ("0 quarrying passion,
urdertowed sunlight!") which will carry all tc "the biding

rlace". Thus, the Tiver is last envisicnecd:

cised wholly on its dream, a nustard glow
Tortured with history, its cne will = flow!
- The Passicn spreads in wid- tongues, chcxke? and
( Q.! ow
S N 3

Peeting the Gulf, hosannas silently below.



1.

The River "flcws within itself, heaps itself free™, but
submis=ion tc it will be, like Coclurbus' sub

God, an &acceptance of suffering. The eternity it makes
tcwards is a "etinging ¢ea' that cugrests purgation as nueh
z2¢ fulfilment., But it is a purgaticn that must be
undertaken before the goddess can be truly seen.

Tf, in "The River", the poet concludes with an
invitation to all to acknowlecge and participate in the
cocurse of time ("tortured with history") plunging tcwards
the eternal, in "The Tarce" he demonstrates the wsy. The
conflict of the raceg is resclved, the guilt of the white
man is expiated as the poet jdentifies with Maquokeeta and
revives the old gode ir. the union with Pocshontas. As i1l
be apparent, Crane used the historical fact of the ronflict
cf the r-ces symbclically: to suggest the white man's
separation from nature, from the true spiritual
potentialities that the Indian sods might have lent,

In "The Dance" the poet sets cut to posuess the
continent as the Indian possessed it. The Indian is zeen,
cf cource, as & type of Dionysian intuition and gassicn,

and Crane's claim that the identification with the Indian

wae to have a cultural significance (Letters, p.307)

rr

consistent with his beliefs as to how wholeness was to be
attained. But whe=n we come tc the poem itcelf another
explanatory remark becomes of paramount importance:

Pocahontze . . . 1ig the common basis of cur meetir.



curvives the extinction ¢f the Tndia
nzlly, after being asswred into the el
ature ., . . persiste cnly as a kind
the sky, or zs a star that hangs betw
night - “"the twilight's dim perpetua

ef Torres the
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Involved in this uvnicn,

rlumes zerpent

1

cerception of reality in which the flux of time

™

b/ S g = Yy o 4 o - hoes 2 -
ry the permanence of space. Trom the fusiorn, con

oddess whe first appeared tc him in the hartour

too

may become

~

cf time and space, performed in terms of the

quokeeta, to marry with

cmes T
the
awn, The
noans th
cuences b

oet
is the
cyrhols
1 1‘! [=}
unified

part cf the rhythm of himan life since time will be

vndersteed, not as sequential, but as cyclical repetiti

(this idea can of course be related to the lmags
~ o o 3 e
ceasons in the posm;.

.

geparaticn of the goddess and her lover. Naquo

ens with what is almost an =legy

y
Lo

i

3

e
i

ee Weber, cp.cit.,p.352.

\n
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alr-ady =een as remchte sg 2 star 1a 'the twilight's dinm
o

In = cense, it will be through the rcet

that he makes his return to the final rite and thus gains
hie {mmecrtality. The spring goddess herself, Ywhoge browr
lap was virsin Fay", has retreated "leth,/ Disturbed and

roet's questions seem tc imply his situation in a waste

land fromr where he asks if there ig any possibility cf tne

roddese! revivificaticn. His own answer ig £ get Cub on &
further Jcurney: into the "denser green of mythical naturs,

and thue in ”.v},’ L0 span the years that lie incorr i’l’_‘:ly
between, that heve divided the poet and his society from tis

knew", "I could not stop’; this develops into a sense
almost complete disorientation which makes the transiticn
into the "pure mythical and smoky soil" psychclogically
more acccuntable. The state ¢f mind of t

ream, or some sort ¢f hallucination, =¢ *hat he

ite place, alcne,/ Cupped in the larches of the mcuntain

rass - / Until, immortally, it bled intc the dawn". Ve ma)

recall the star of "The Rarbour Tawn' and appreciate the



pun in the predictive stitement that it will "jein us ar

some distant hill". The poet ncw reaches the

that the poet has returned to an earlier age ("And knew
myself within some beding shade”)., It is at this point thet
Maguokeeta is czlled from his twilight threne, ana the no-ot

witnegses the return ac a viclent cosmic disturbance:

A digtant clovd, o thunder-bud - it grew

That blanket of the skies: the padded foct

“Within,- I heard it; 'til its rhythm drev,

- Siphcned the black pecl from the heart's hot root!
A ecyclone threshee in the turbine crest,

Swooping in eagle featheres dovn your back;

EKnow, Maguokeeta, greeting; kunow death's hest;

- Fall, uachem, strictly as the tamarack!

The frenzy increases as Maquckeeta's dance approuches the

earth, and thus Pocahcntas. He becomes "srake that lives

befure,/ That casts his pelt, and lives beyond”, "pure
d

serpent, Time itself" and the poet watches the metamcrphosis:
Like one white meteor, sacrosanct and blont

At last with all that's ccnsummate and freﬂ

There, where the first and last gods keep thy tent.

The poet, however, is no longer mere spectator to the

ritual ("I,tco, was lieze"); he suffers the transfiguration

x{;

with Maquokeeta:

And buzzard-circleted, screamed from the stake;
ick the arrows from my side.
rarped in thau fire, 1 saw more escorts wake -

I heard the rush of lava wrestling your arms,
And stag teeth foam about the raven throat.

e
o
1§31

And thus, in the =cstatic union with Pocahontas ("groi:



“rush ¢of la

,4
\

72, "wrestling', of ccursze, continue thie erctic

images cf "brown lap" and "bridal flanks'), the poet enjicyc

ct
oy
[¢)
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brant reprisve and pardon" as the Indian sachen.

The "winter king” attains a Whitmanesque vision of the

i

nfinite seasons™, zaving acrcss the "bivouacs of thin

L_I

angered slain” - accepting human mortality, in the knowledge
that Pccahontas has returned "immortal to the maize".
Poecahontas hercelf, who had been locked in a Ncrth Labrador
where there is "journey toward no Spring - / No birth, nc
death, no time nor sun/ In answer" (CP., p.€2), is "stirred
again" tc resume her ancient fecundating power:

2he 1s the Lorrent and the singing tree
Aind she is virgin to the last of men . . .
Yest, west and zou
And winds acrcss the 1llano grass resunm

Her hair's warm sibilance. Her breasts are fanned
¢ ctrearm by slope and virneyard - into blcom

ovth! winds over Cumber7and

PR

This "largesse'" ¢f the goddeez is attained by the deaih znd
resurrection of the Indian Chieftain. In his identificati
with Maquokeeta, the poet also gains his "freadom”: the
nastery of time and space, the knowledge of the =scil, and
the understanding that from the "eventual flame™ of the
sacrificial fire he has emerged as the "lone eye", capable
of sranning beycnd despair.

Nonetheless, the request to '"dance back the tribal
morn” is frustrated; the ecstatic dance cf love, death and

resurrection has occurred in the past and the poet's

ot

questicning - in the penultimate stanza - admits that the

oddess can nc longer appear as she did to the Indiesn-poet
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¢f the Dance:

e Aanced, C Brave, we dsnced beyond their farus,

In cobalt cdesert clcsures made our vows.
Crane had ¢zid that this section was to bhe "the antecedent
of all motion - 'pewer in repese' " (Letters,r.27I); the
poet's explorations have given knowledge of the bcdy of the

)]

continent and of its mythical past, but this is the necessarys
b o

§

quest.

<
v

creparative not the fulfilment ¢f th

@
F(J

+

=
)
)

the poem ends 1 firmation, what is affirmed 1o the "vows

made’ and nct the consummation offccted., The vow 1e that
the poet will carry the legacy of spiritual wheleress, the

vieicn of the atsolute, from the tribal morn into the

Followirz the pcver and intenesity of "Tht TLance™,

"Indiana" appears slight and often centimental, Tt vosn ngt

3 . . Qo . - - . s 2L P
comrcleted until 1928, and this may Le why it 1= so dictinct
from the cther rcectione. The peem receme rather to ke 5 link
in the historical chain than an crganic sectiorn in th

e= that the wnits man

¥ A
o
£
absorpticn cf this Pocahcntas symbolism", the earls

stanzae of the poem there seems to be scme sugrestion thst

42}
S~ . -
See Horton, op.cit., p.32&. The versica of the
letter to Kahn printed here is different to that in Weber's
ccllection. Cf. Letters, p.207




*he birth of the pioneer woman's son is related to

door . . .

Then, though we'd buri
Rack or the gold tr

Though the tenses are confused, it could be understcod that

s TR 1

the utnicn of Pocahontas znd Maguokeeta is parallelled Ly Tho
vnion ¢f the pioneer parents: to bring forth the poet «hy
will continue the quest,

Fowever, as the woman tells the cstory, the
ensferernce cceurs "on the long trail back" from the gols

4

fields of the "est which had gromised "a dream called
Eldorado™, but had yielded only “gilded promice” and
"barren tears"., The pioneer woman and her husband hzd

"rushed down the plenitude” and discovered nothin

"famine”. (n the painful and disillusicned jovrney back,

the weman sees "bent westward, passing on a stumbling Jadey

whose lcok "1lit with love shine™, and

impertant: "There's where the stubbtorn

atone', The son's act of atonement wi



e pursue thne shrzelute ("Yourll keep vour rledge;/ T irow
. R T2 T -1 - e+ S M mmrdoae JR T . T 5
your werdl") into the twentieth century chaos caused by the

"iron cleevaze”. The land that had appeared to offer

R Yo 1. oy - - - 2T T3++7 ., 1.,
4oWESLtn nas shown, to the wiite man, 1ittle Tyt

spiritual Cessication. Vet there remaing some hope that +he
8 viyage and re-discovery of Amersca May soe

the fulfilmert of Columbusg! vision of "Cathay,

Myt g o ol
cutty Sark

o

o

callizraphic tricks and clang used so
53

by an impressionist like Cummings" he was not above usine

them when he thousht that the need arose. 7Tt seems to have

done so for the composition of "Onts Sark”, Crano Wou1d

ap& by

o

arguing that the

"impresiiona" in the reem have a symbolic rather than g

25 he was not econtent to zive

fut attempted to relate g

-
[y

cxXperience tce "a postulated eternity’,

Thus Crane 2xplained that there were twc voices in

-

the poem: "that of the werld of Time, and that of the world
of Eternity" (Letters, p.207). Thesge two veices conpet.

with each other in the rambling talk of the derelict sailcr

See Horton, Cp.cit., p.325.
ibid., pp.324-6.
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and the tune zlayed on the "nickel-in-the-slot-plianc’.

ia urcertain whether the sailor is an aged "Larry" cr rnot

j 0]
w

but it seems to be implied, at least, that he has had scome

centact with the '"mavies old and caxen', with

O

iron dealt cleavage. The sailor's experience
been altogether salutary: it has frustrated him and
disturbed his zense of the temporal.

I cught to keep time znd get over it - I'm &

Democrat - I know what time it is - No

T don't want %tc¢ know what time it is - that

damned white Arctic killed my time.
The sailor wears "a nervous shark tooth on his chain™, and
-~ as a good Melvillean - has come ints contact with the
leviathan, but it 1s only under the influence of drink that
he comes anywhere near to understanding these terrible
mysteries ("rum was Platc in our heads") in their eternal

zspect. Certainly he does nct hear the vcice cf eternity

in the giancla (as, we suppose, the narrator deces) that
sings of the "coral Queen', of the Atlantis that underliise

the apparent chacs of the waves.

The derelict sailor ies cbviously not an encouraging
figrre but his last werds before stumbling cut into the
Bowery ("I can't live cn land!") suggest that

left to ponder the significance cf the sailor's experience.

Like the pioneer woman's meeting with the 'homeless scuan”,

the encounter has suggested the end of the quest but more

5

anbi

03

uously and indecisively. The "frontiers gleaming of
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ris mind” have offered scme apprehension of "scme white
machine that sings”, but also "entrances to cooler hells
Refore it stops, however, the piancla gives out an

nretaticn of the dilemna: "the star floats burpinz in

attained in "the stinging sea™; or e

it wmust ncnetheless
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order to tr

T - . * o TS bty Y s e e - 1 v,
In a letter to Edeell Rickwerd, Crane suggested trat

if the three poems - "C Carib Islel!', "Cutty Sark" and "The

,. .

Harbour Dawn'" - he bad submitted for publication were read

-

in that sequernce they would "chart an interesting

the underlying element" (Letters, r.283). The curve, in

fact, would ascend from the devastated landscape of the
i

island where "death's brittle crypt” and the "dry groins

of the underbrush® leave the poet's imaginaticn "round Llike

those huge terrapin/ Each day-bresk on the wharf, their
brine-caked eyes;/ Spiked, cverturned; such thunder in their

strain!® (CP., ©.TI€), through the alleviating

to the signs of the goddess given in the harbcéur dawn.
Withcut wishing te disrupt the sequence of the poems {(thcugh
it seems pessible that Crane at some time planned to have

"Cutty Sark” follow "Ave Maria'), to crder thew in this wov

does allow us to see the extent to which Crane intended +he
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coem to be transitional,  The image

1 T 3 e T - P s, - - - ~ L N I
in 7"cliprer dreams™; the poet seems to be vacililating

Care Hatteras

wwed that "Cape Hatteras' 1o the

woem in of faith is ¢

exhibited,

makes all the more poignant the failure to de so. Crane
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extent tc which Crane was encouraged

advances of the twentieth century as a sign of an imminen»
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stating, without claiming that Thitman is s
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cphet, that "the bridge symbol schould nct have te
C
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e of Whitman.

e

sugpesting, should be able te stand alone. The general

=T
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. Winters, cp.cit., p.59%4.
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:eba::z, op.cit., p.-367.
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conzensus at present, however, geems LO follow tue i
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ve of the poem are s2en in
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Lhman

bt

,

inveked to s5id the poet in his celebration of the "YVesr:o

of the Modern”: the cenqguest ¢f space in particular which
has becen macde pesesible by the invention of
To understand the appeal tco Whitman we chould i

reasons Crane

H.H.Wagzoner, The Heel of Elohim: Scie
Values in Medern Amerlcqn Poetry, Norman, Unlvers
Cklahome Press, 1950 p.I77.

e
pre

"Hart Crene's 3pan cf
:cdern American Peoetry, ed.

s 10
o]
©

E - T | [@
ig, y Press, p.I93.
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te Allen Tate:s
Tte true that my rhapscdic address to him in Th
Bridge exceeds any exact evaluation of the man.
T realized that in the midst ¢f composition.
But since you and I hold such divergent prejud
rezarding the value of the materials and the
what W, reeponded to, and especially as yoy,
=0 man; cthe:‘, never seem to have read his
Demceratic Vigtas and other of his statements

oecrylng t¥e materialism, industrialism, etc.,
which you name him the guilty and hysterical
oke:m n, there isn't much use my tabulating the
”Lail Tied Jef ferslqtent reasons 1 have for my
admiration of him, and my alleglance to the
positive dnd vniversal tendencies implicit ir
nearly all his best work.

(Letters, pp.353-4).
Althecugsh Crane accepted that the Whitmanian faith in

America as a promise and a dream had nct been realived, he
ould not deny the relevance of the vision. We have ss3id
that Crazne did not doubt the vicion but the ability of th:
society to accept it. The contemporary conguest of spuce
seemed to be directed; in a blind impulse for power and
speed, towards destructive ends; cniy the pretic vision

1 N Ky

could eave this impulse from insane, nihilistic catsstrophe

2
o)
L.Q,’
5
m
=

ing a '"span cf consciousness" that would relate the

cil,

‘new verities, new inklings" to an understanding of the =c

The crening lines of the poem sugz est the collapes
of scme antecdiluvian land mass and, rising in its place
(from "combustion at the astral core"), a new land "in the
west™, There may be hinte of arn Atlantis here: the land

that '"sinks slow" beyond "the eastern Cape" is the old



‘tlantis, replaced in geclogical convulsion by anotiier,
America itself (See Letters, pp.255-0). However this may

thesze carly lines certainly reproduce the btasic
descending-ascending movement of thie section. The post
has returned from hisg voyaging "round the Horn/ to Friscc,
Velbourne . . . and re-asserts his faith in "the red,
eternal flesh of Pocahontas™ (America) which "surcharged,

Is=

7ith sweetness belew derricks, chimneys, tunne

*__4
1
-,

veined by all that time has really pledged uc"., The reszl

ledee of time 18 the leg

3

&,)

en feorgotten in the '"thin squeaks of radic static’, in
the illusory capture of the "fume cf space'. But the
eguivocal nature cf time's revelations are suggested in tne
lines that follow:

- time clears

tur lenses, 1ift resurrects
A paeriscope to g
Cur eyee can sha

Us, shunting tc a &berjn*ﬁ submerse?s
“here ecach sees only nis dim past reversed.

Time, which in "those continental folded aeons', conducts

the rhythms ¢f the goddess, alsc leads tc the subwe

S‘u
1

labyrinth where cne sees, not into the essence of things
but the evidence cf "sundered parentage’,

Crane indicated & break after these linec, and in
what follows he attempts, in admittedly often unrelated

poetic ferays, to translate modern man's techrologicsl

advances in terms of the "hitmanian vision.
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tTter the veas are all creoss'd (as the; seem
already cross'd),

After the great csptains and engineers have
accom plished their work,

)
the chemist, the geologist,
et
c

ally shall com= the pcet worthy of that nsme,
1 come singing hie songs,

Fine
The true =zon of God shall
The whels of "Passage to India" is, of course, pertinent LC

Crane's work, and particularly to our understanding of

"Cape Hatteras™: ancd nct least because there the pcet ics

declared “"the true son of God” (perhaps the Werd) who «3i11

fuge all the "separations and gaps"” of human exveri-nco
. - ERRr) o ) ” . " o 13 oy ¥F R
intc o vision of "the pasgeage te wuore than India™. Again,

sceidsnt that something of the spirit of "Ave

-+
it
n
o
<

extends into "Cape Hattercs'. Just as Columbus' <yec

"starved wide on blackened tides” were to "encloce;/ This

turning rondure wnole', so the modern aviator
the torhoon”; must orrive, after "the benediction of the

shell'=s deep, sure reprieve’, at the "conjugatiocn c¢f

-

infinity's dim marge snew”. ERut Columbus was & man cf
faith and science, and the twc were not tc te distinguished,
The twentleth century pilct's "tournament with space™, on

the other hand, avaite the "syllables of faith” given in

boetweern the humsn and the divine. Crane's argument is that

3

modern scientific discoveries =should, and could, be wivan

-~

a sirilsr direction.

Crane reccznices the symptoms of the 226
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"Tellurian wind-sleuttat, "Up-chartered choiristers of theh
cwn speeding” {(Tecall “"tre cheiring strings™ of the Erif e
the fmsze suggeete the directicn of Crane's acspiraticns fcr

the aercplane), "shear Cumulus', "Cetus-llke"” and "enormcus
"Worages VIV) -
Crane also admits that their flig
cpace”, in the same way that iron dealt cleavage tc the
body of the céontinent. Indeed, the aeroplane threatens mnan

nct cnly because of the destructive ends to which it can bLe

- N - K e R S I PO SN I T P G 1
t, but slso because it cap divide hiw from his naturel

s>

5

epead™) to the possibility cof epiritual wholeness, Lixe

science in general, the achievements reflected in the

theorema™ if exploited without regard for broacer
emotional and spiritusl needs.

Fut Crane was committed to & "positive” view; *hrus
though he warns the pilot that "thou sowest doom thou hast

1SS O

nor time ncr chance/ To reckon", still he urges him that he

o Yord", will utter to him that the way is trus
te Ged. As L.S.Dembo points, "the Sanskrit charpe was
really the zesignment to plumb beneath death to resurrecticon

;-
ol

and thereby 'conjugate infinity' or define the Werd".

Agzin, Columbus' acceptance of the "holocaust ¢f ships™ to




D
[an]

which his God "eubscribes” is similar to the narrator's

acceptance here that the aviator's "sure reprieve' will

come only after he has plunged "down gravitation's, v
intc crashed;/ dispersion". Althcugh it is pessible t
ackncwledge, with Dembo, that "the proposition that

resurrection always follows suffering and death” is

of the basic rhythms of The Bridge, it is difficult t

1%

heve, In a

[oR

accept that the pattern is fully realize
he seems more concerned to affirm the re-birth than t

register the catastrcphe.

In this, Crane's allegiance tc Whitman is

Mo

important. Although Crane had not been affected by t

werld war as had Whitman by the Civil War, he recogrived

that their situations cculd be considered analogous.

it is Whitman and not the aviator who rises out ¢f the«

"mashed and shapeless debris", for his hand

J= plurmet uchered of those tsars that st@rt
What memories of vigils, btloody, by th
Ghoul-mound of man's perversity at balﬂ

And fraternal massacre! Thou, pallid there ac
Haet kept of wounds, C Mourner, all that sum
That then from Appomattox stretched to Somme!

o~
o
pus
2
o
'T

It ie Whitman who can "plummet” into the poet's despair,

help these seduced by Eliot's "whimperings" to make an

affirmaticn. OCut of "fraternal massacre™, Wnhitman -

Whitmanian poet - can assert "a pact, new bound/ Cf livin

brotherhocd™. 1In a sencse,too, Whitman is the real "F

or the

ale
A de N

e
)

I

61
Ibid., p.I6



Ace" ["whe has held the heights more sure thsn thou,,
Valt!") eince, as "Vedic Caesar”, he pronulgates the
"Sanskrit charge" with 211 the vigcour of a conquering
general andé equals the aviator's percepticn of space w

of <he of nature:

. .
knowledge

"theou a

speed/ With vast eternity,

1
o

Cowsliy and shad-blow, flaked like t
tround bared teeth cf stallions, tlo
When first T read thy lines,
.S.Dermbo has pointed out the similarity
He
that in "The Dance”, but in any case it
apparent that the whole of this stanza is

ethered
cmed that

foam
s_z;:r'

i
Z

writing in thrst peem. The images suggest
rregressicon of the search: from the "teth
sgring to the point when the lsurel "brok
znd assurec the poet of his destiny; then

bewilderment of "Klcndike edelweiss of oc
ending in the Kestelan fulfilment of "gol
crowned the trembliing hill”., The "occult

cf imagery here -
is readily

s sert of interio

; 1 think, th

ered fcam' of

e thrcough sreen
to the mystic

cult snows’™, anc

¢ autumn, ctptured
snowe' might also
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The end

Columbus, there is still "one shore beyond desire”
will be reached only when the poet arrives at TAtlantis®.
cenclusion is attained nct in the

reclamation or resuscitaticon of Whitman'e Cpen Doad, tit

Three Scngs

In 2z letter to Waldo Piank, Crane wrote tns
uet, popped up", and that "the last '"Wirginis!
(virgin in the process ¢f being built) may he alcong &t anvy

time" (Letters, p.274). In style, the

songs at least relate to such poems as
154 ]

|.J-

‘Possecssione" and "Lacrymae Christi™, but they are umore
readily understcod than these pcems, I think, substantictin-
Crane's claim that nhe had found some liberation for his

"condensed metaphorical habit” in the "sympheonic” form of

The Bridge {Letters, p.272).

5

remarkable triptych gives vs woman in her three

manifestaticons: Eve, Magdelene, and Mary; the mcther of tha



secend szection of the yoem, but ncow with a greater meacure

. . P | . - T N 31, 4
of despair, with leses hope of success. In a sense, liks L%

ooet himself, they are exiled from their true functionse.

Nornetheless, the poems are not utterly despairing; if Crane'’s

note on "Virginia® can be taken as indicaticn, they
sugrest luvilding rather than cellapse: like the "white

1din

e

bu

rise to "answer Jay". There is a sort of "stone' motif
in the poeme; beginning, in fact, with the ploneer woman

of "Indiana" {"I'm standing =till, I'm old, I'm halfl of

and the "hush of lava' in "The Dance: the mclten minszsrs

representing the release of the goddess. The stone motif

.,

m2y also suggest the constricted
7 LD

[
[62]

pirit, dead matter,

The first lines of "Southern Cross" contrive to




cresent. imarietic anticipations of the three women of the
section: the woman whe appears in the "slowly smoldering
fire" of the Cross it-elf, the lewd stripper of the

her girdles, and the "high, cocl™ maiden

cf the Woolwerth Building. Scmewhere smeng these fragmen
is the zoddess., The peet's anguish is that, after his

"Cutty Sark" voysging, he can ne longer identify her. He

]

celle ovt: "Eve! lMagdalene!' and appeals pathetically: "cv

unlike Cclumbus, he receives nc assurance
Concentrating on Eve, the poet finds her a Yeimian

Venus, hoireless Eve,/ Unwedded stumbling gardenle to

¢}

grieve™, The "long wake of phosphor' caused by the
reflection of the Scouthern Cross on the waters mocks the

poet's ardours and disrupts his vision:

Eves crumble at ite kiss. Ite leong-drawn spell
Tncites a yell, S51id on that backward visicn
The mind i1s churned to spittle, whicpering hell.

As in "The Dance”, the poet understands that the godde:
can cnly be reached and releasced through suffering in the

flames of the sacrificial fire: "It 1eg blood to rementer;

1

simpering, acccmylished™ whore, part Medusa whose
"rehearced hair” suggests rather a return to than a return

from hades. She 1s a wraith c:eated cut of the poet's

ary, you?" Dut "whatever call - falle vainly cn the nave’:



"unloved seed™ ).

, the poet sees

demcnic Eve!

7

atom in a

an

stri the

WOoman

gentle mediaticn nor ecstatic

),

'he peet is aszailec by

that suvzrest tc "bawdy eves' that
R ~ ~ 4+ 4 LN 114 ™y -
flagrant, sweating cinch™., The p
XEaci - TN .y [ N
'The Tance L.0.Dembc has noted

to

the

at the "
Winter

of the rites

the title itself is ironic: "the mount
hecome frogen and

naticral only in 2

fertility goddess nothing wore than
of this Mapgdalene's fertility is +H
train”. The "fire-works blare" ard
zive the '"cheapest echo them all™
Appalachian Spring.

the ideal

12

na s

century dancer ho

be

sternal flesh™

2in

[ole)

and

srring

Ttom-tom

me

h’_l
A
A

only ir. the "ruby" and "emeyald"”
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Pl

works in suggests the "sreen crying towers' that Cclumbus
rrophesied for America, but it is also a skyscraper cf
twentieth century cemmercial enterprise where she must sveid
the "advances” of her boss. The poet 1s still "waiting for
somacne else thougzh, always”, znd the golden haires girl

A -

sugrests that the goddess may be found. Amcng the frop-cory

cangs of the modern city, the

Cut cf the way-up nickel-dime tcwer shine,
Cathedral Nary,
shine! -

Quaker Hill

Crane wrote te Caresse Crosby that this peoem was not
one ¢f the major sectiocne of The Bridge, and sugzgested that

"it is by of an 'accent mark' that it is veluable at

all" {Letters, p.347). "Quaker Hill" is a preparaticn for

the cescent intc the purgatorial tunnel. Just as Whiitman's

vision of the (pen RNcesd had inspired the poet

].h
o
A

an affirmat

3

n (if not embodiments of the goddess, at least

)
pde
0
2N
,P:“'
{
O

carriers of the ideal like the poet himself) are understcod

as artist who maintained their faith even though "no ideals

have ever been fully succescsful on this earth”.
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In this pcem, the roel consic

cn

[N

tuati

6]
[

towards the contenporary First, there are those

“who have rushed dcown the plenitude of "the Promised Land"
and, in tctal disregard for the past, have cespollen it t
their avarice and vulgarity. These are the "weekendsrs avid”
whe chase up to New England with the quick meney they have
won at the racz-track to spend it "in boct-leg rozdhcuses

’ where the gin fizz/ Bubbles in time to Hollyweod's new

! love-nest pageant™; they are the tyrannical and brash

arrogant "Czarz of golf"”, and the real-estate agents whe are

the only ones for whom the promise of the land has paid

O
e
<
fde
@
3
€
i
L]
(e
=
@]
o3

these, the poet looses & charge Of

ining neighbors history heclde in fine!
oodlouse mortgages the ancient deal

that DPowitzki buys for only nine-

ve at Adams' auvction,- eats the seal.

] 3 ol Ao e ~ 3 x S e E 2 - .
They =xuplecit znd destrcy, and seem bound to ere

&

¥y
px

peny

Ancther attitude is that of thcse who "are Lut cowe
. see no other thing/ Than grass and snow". They accept

the anonymous alternation c¢f the "seasons fleeting” cc¢ that,

zs for the watcher in "North Labradcr™, there is "iocurrey
towards no Spring". TFor them, there is nc hope, but

ieither iz there any pain., Their docility is nct so much

an active faithlessnecs as an enforced desgair.

The third attitude 1is represented by the group,

amengz them the poet himeelf, whc want to discover some

MILLS MEMORIAL LIBRARY
McMASTER UNIVERSITY
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affirmation beyond the contewporary chaos. Thie is 2

-1-
2
—+

w

s

Vet

2

cf the zrtist, yet it cannot be performed by any uszre
ortimistic bcast in "our share of faith in other men”, ncr,

vltimately, by the sarcastic rejecticn that the poct

hime=1f indulges. After seeing a performance cf Isadere
Duncan's dance in Cleveland in IU2<4, COra wrete a vivid

account ¢of her defiance c¢f the sudience's indifference and
igncrance {Letters, £.I1IC9). By 1928, he is humbler, even

though he continues to understand the tass as hercic:

But T must ask slzin JTroqueis to pgulde
e farther than scalped Yankees knew to :
Sheulder the curse of sundered parentage

Fe must rise to the occasion cf "The Dancs", but he must

aiez descend "from the hawk's far stemming

among the "resigned factions of the deacd”,

ct
[N
O
=
fon

message. The poet hesitates at the recognit

angelus 1ift throbbin

Whitman's vision 1s further tempered here by an

uncerstanding of the pain and suffering "that Loily, that
Teadera knew!” The post accepts that the Cren Read, “he

. b e, o i TR T vy A - N i .
Tectern Path, can onl, te found, as the mctte to "The

Tunnel" states, "rizsht through the Gates of Wrath”



e e

T

e
alit

armour

ord

~ 0

1M
R R

ut

~
et §

;
A
N

§

¥

L&

-
o

oy

v
M

of

ance

>

The Tunn=l

ccept

for Crane.

1\[;1“[“;
Linil

ency

D
9]

-~

i

ezia

-~

o i

&d

H

The

abanden

7
o

1

.
SR e
B RREY

1

a correspond

N

o]

fos

an joy demand

icnyed
urrende

e
ha

™
19



1 ! 3 - Lo 3 - il " 39 L

Bi1ll" representy 3 cort of withdrawal before the
Ty + Yo Uodeaet 1 uf:l oty t»’ Y vl atAn
pLvngn nalies Surnetile Lsno Lne cuLlm AN

the pcet had posed the

the need to "descend as werm's eyes", At the entrance tc

the subway  he again hesitates as he watches the
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find the garden in the third act dead"); rather than
unlikely expecticns it would be better to "wish
A/ o Tnre

yours=elf in bed/ With tabloid crime-sheets pevrched in eacy

sightv, As in "The River"” ("Rreath-taking as you like



.« . eh?") ) the poet gikbes at Lle faces in the crowd:
can't you quite make up your mind tc ride?" This time
however, he includes himselfl and decides, with the rest

that "the subway yawns the quickeet promise home™., The

The poet cautione himself to prepare Tor the

vnderground werld he i= about tc enter and, as he mcves

Be minimum, then, tc swimthe hiving swarme

Cut of the C“Uar the Circle h‘fﬂlﬂ” Lright -
Aveid the glass OOOTH gyring te your right
Where boxed alone a moment, eyes take brlth

Quite unprepared rush naked back to light.

)

In “"The River", the poet demands "Patience! and ycu shall

reach the biding place", but such sufferance is hard to hold

to in the initial panic that seizes him here., He feels

expcsed and eks feverishly to return tc "the Circle', "the

kindled Crovmn™ cof Columbus' vision which assured him of his
timate woyage intc the Hand cf Fire. BRut that vcyagze must
fcllow the "kiss of agony", as the Job-Columbus-pcet lezrn

Relating alsc tc "The River" is the imagery of

s

|

waster, the continuaticn of the "liguid theme. We see the

poet "preparing penguin flexions of the arms", which sugrests

that he is again to give himself tc the river of time (the

subways are described as "rivered under strests™) in order

to embrace the "stinging sea" of eternity. The distractad
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medern man ("the bedlamite") dces nct, this time, throw

’._h

o

[

ct
<

himeself from the Bridge, repares to "swim' beneath the
river to arrive, "beyond extinctiocn”, at the place where &
hears "a scund of waters bending astride the sky,/ Uncessiry

with some Word that will not die®. The "River tha+t is %zt

long bted" and cascades towards the Gulf., (But tracin

development only serves to remind us ¢f the extent to which
the imagery of water pervades the whole poem., Tc take
ancther example from thic section, the Atlantic son
"Cutty Sark" - "drums wreathe the rose" - is recalled by the
phrase: "the oily tympganum of waters" from which the poet
begsins hie final apostrophe.) In journeying under the

0.

Trrmes

3

river, as in being caught up in it, the poet seeks to

the tertures of hi

e]

tory and the chaos of the modern world

el
[N
53]

into an assertiocn © SRR VI
The trial cof the vicion is severe., The -irls - the

meaer:

)

; ~ RSN S I - RT ey vty - ¥ R S R
EV(“', Ia.;.;x&wuu;:ne, vary - noe lon eey "ghe pe L"I”T to the

>

poetic ideal, to such an extent that ('repetition freezesg”)
it ie becoming almost impossible to articulate. Love, which

had cnce appeared tc the poet "among slim skaters of the

i

+ . [ N aks ~ 1 o
srdened skies™ {CP., ©.I01), now apgears in an

waste and repuilsion: "A burnt match skating in

Fe more violent for its illogicality. The

[
=
Y]
Q
¢
QO
4
}, )
t
b
P

tvientieth century Pocahontas ("She i= the torrent and the

sinsino tree”) dirides the poet's desire for transformat i



ori

—
=
o=

irg

.

f the v

ion ©

duct

@
0

o

[
J-
S
St
(9]
L2
o
43

L4
wh Ls

,,, h

it

1t

"bloo

U,
a>
[y
ol
o]

.1
() . a -
j P “— D - -~ w.‘
B 8] [ VRS 9]
N & e RNt =
e § O . : e se! el 3
73 59 oy L R [FRe ] - + O
€ RS 4.2 G S B -4 .
PS & ‘3] = (@] H o3 [ 5 3
+ : A fax ) & ~Cown 3w
L} pod + H G &y [ - L LT O L =
or=4 & ] ) - i G & 4
4 [ + « U i O i + i)
i i =3 o o 163 G 40 (SN
S0 M & Lo e T 3 B g (3]
0 f S 4 ) o I | o
] o 62 =T S Pk O i
@ @ ¢ - e T Ow s
N = & i) 4 4 e [l el X
£~ e © o I =t (@ PR L
50 = Gy O [ =IO BN -
o QT & P8 @
o G L3 =3 Moo 2
42 O B @ @ oo T P i o Y I < O
s b T o Gry e [ JEE ARSI B o e
QL o . [ T C = Py 3D [ S
& - oo -
ot ot L&} lo] 19} @ oo W o
s} o - @ [ - G @ o
4 o " i 1] o & &
- AL < 3 Gy = [ VR ] (5]
3l [ @ 2 = +7 4
Sy o = < W] kY G oW [
O o« o | A2 9 @ ond e
€ o S Hd 4+ i 40T e i
G s T Gy R <0
B o G- 'Y —i 4 2 G0 4. &
e o 7] o34 fay W] Sa O
4+ o > [9) 3] o £ & b=i ot O G-
O ] [t T ST 42 o — 4+ O
~4 o U o) R o -t i o
1 4+ < £ e O LSRRI jo
fay [t} <% 3 £ e iy Q [N S ) C
i <~ e o = +- Dy B o
v o+ [ R & Lo £
o 1 [} u O [ I35} m.v Il o &
L4} [ [ [#] e LO o &
o - e ol - T S O o)
O (@] 1 1 « A o 0w [oHE el S i ot
o (&) D i L3 SN [ <O o L0 b ey el (g e b

zvat

@ £y o] ori O o [8x]
! o i & £ 4
[ a r~4 o i & o
1 (] = 1= Lt L0 @
4 St &3 C 3 = % 4 o A
o poy 5 i a 4 ot ~— Jo ] [




P pg— e R ——— [ —— = = - s

———P———

=integration®, By

too if "the idea cof the

nc answer;

e

[
»
ot

analcsous to the poet! of

LIPS L 1 .2 ) L. 1,8 ~ ¢ L.
dirkness yhere fe will receive the "kises of .o o he
e R S S |

rC“ ER AN E)E:‘T SOl ane uy

chnacs has 5

iocus syperience,

Caemon, demurring and ev
Whoege hicdecus laughter
- Cr ' slaughter




)

y

(g A

o cruelly ng dawn
: 7 P a I SO
Hlt% ante glow and winky -
Te spoon ha Jim
Locution pacx
The cens ng’
Umbilica v ai
The passage is 41°f th
recogniticons ses Daemen mocks an?
terturesz and debases r aspiraticns, yet
it is alsc a source of energy. We have seen earlier Crane's
cefence of the Rimbaudian programme of spiritu=l
illurination and have ncted the importance, in the proen,
of the statement: "Unly in darkness is thy chadow clear'",
ind with thie in mind it seems possible to accept that b
Tevent ful yawn" ¢f the Daemon has an ambivalent
zignificance. Brom Veber puts this etraightforvardly:
In the end, the pcem reveals the oﬂmple‘
telplesenese of man in his machine jungle, -
dtustion comparable to Columbus! predicament
the stcrm in "Ave Maria"
as in "The Tunrel™, God i1
" owhe e ug and ne
cur agony". The 31 1
the destructive potentiali
rather cur faith th 8
and plans of God are always just le,
Within the context cf the whole of The Erid:e, we need nct,

d ano
«1 fro




——

b ave
1UY

Crane's vision is vindicated, and ‘eber's point

answered, only when we understand that the Laemon "takes
t is envisioned as draining men, like a succubus, of

"shrill ganglia” - the nodes of human enecrgy - which zye

-7 3

"impaceioned with come scrg'; it leaves them speechlosc and

that will nct diev., He hae confronted the probing o

srefore dead. After succumbing to the despair of such a

the poet feels himself ricing again towards the "Word

o

and begins to hear again "the echces assembling, one alter

one':

echoes c¢f the mythic past, of Whitman's "s,1lzbles of

faith", ¢l the "sibylline voices" of the harp-bridge that Is

to

1

resound with hie vision. But the

b

A
[iyel

and time, bot

escape from memery, the "curse c¢f sundered parentage’,

Y]
i
<
[
in
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1 pact and future, in

everlasting precence.

Atlantis

In "Atlantis™, Crane attempts to make a synt
fetal vieion. A study of the available versicns

3
N

poem showe that Orane's revisions were determined
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spojourn=rs at the "New Avalon Hotel™.

1 el

The poot has demonstrated the redeeming rhythm of

"througn smcking prres of love and death” that "the timelo-=-

. 3 S . \ 3 - AR
hecome "spears encanguined of one tolling star™} will he
perceived, he has also accepted that the tribal mcrn is an
imposeible myth for the twentieth century. The Bridge must

Intc what multitudinous Verb the suns
And synergy of waters ever fuse, recast
In nmyriaed syllables=,

“ith the poet, inspired tc the re-discovery of America, th=

"multitudes” must stammer thrcugh the pa

steall

recogn’ se

0 . . 3
ci cust ana

in the industrizl waste land. Thus, they will
ce the Ysteeled Cognizance™ that will srticulate 311

- man, nature, the machine and God - into a single =gan,
The "Cne Song” of the Bridge (the pocetic visicn that
in fermer ages wizht have sung the re-birth of the ]

In his

cf Tyre and Troy) may then announce the regeneraticn

With white escarpments swinging intc light,
Sustaired in tears the cities are endcowed

And justified conclamant with ripe fielids
Levolv1ng through their harvests in sweet torment,

accegtance of the "incosnizable Word" Columbus %20
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modern
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Crane
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t ceething wheat/ Of knowledge'". The Br
entieth century "pledge" c¢f the VWord

&
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Whose canticle fresh chemistry assi
To rapt incerticn and beatitude,-

andy° through blinding cables to ou
Cf thy white seizure springs the pro

or the realisaticn of Columbuz! vision of
in the =zight" yielded "by inference and

1,

And true appointment from the hidden =h
w scintifis discoveries ("fresh chemistr
man's guide from the "'demurring and eve
tunnel to the vision of Atlanrtis,.
In the final two stanzas of the poen,

ed from the trance c¢f prophesy to raview
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faith (as I argued in the

had recopnived that the pcem must repres

ERY

for, not the =xpressicn of, the myth,

1

hig belief

3

absolute), he poet retains

tands thot Columbus'! vision is not fulfid

- Is it Catha
Now pity steeps the grass and rainbows
The =erpent with the eagle in the leavs
vhispers antiphonal in azure swing.

ien of the poet, They Jo n

ffx
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discard,
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the vicion
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as a redemgtive agent, but &glsc
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that Crane himself knew that the pcem must d

t was pointed ouvt in the introducticon, hovever,

strugsle for, rather than celebrate the realizaticn cf, *%i«
visiong an? his seems  te admit alterwards that the vialuye
of the poem wag s much ne undsrtaking as in the
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in the finzal lines of the poem sugsestse that

lost faith in his vision, even thoug
audience may be indifferent tc it,

Bacause these millicns resp a dead co
@

. The repose wen ty the poet

JORSAS
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none accepts LNST niw

neliusion

Need T presums the same fruit of my bone

(cE.,

s draws them towards a doubly mocked confusicn
Cf apish nightmares intc steel-strung @

p.117)
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nity cf the quest ancd the anxiety

In The Bridge, Crzarne

had heped te esozpe the rejection they alsc

imply.
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