
'The Incanta t ion of t h i s  Verse' : 
How Valid was the  Magical Analogy? 

Anya Taylor 
Department of English 

Ci ty  Univsrsi ty of New York 

ABSTRACT: Magic i s  inherent  i n  the  a c t  of naming th ings;  it accomplishes 
i n  the  syntax of t h e  s p e l l ' s  language a telescoping of time and space 
t h a t  i n t e n s i f i e s  the  normal a c t i v i t i e s  of language because the  juxta- 
pos i t ions  a r e  intended t o  be contagious. Metaphor, pereon5%ication9 and 
symbol seemed t o  t h e  Romantic poets, p a r t i c u l a r l y ,  t o  t r a n s f e r  v i t a l  
q u a l i t i e s  from one extreme t o  another, influencing fu tu re  f e e l i n g  and 
a c t i o n  through correspondences. Despite t h e  resemblances between the  
uses of these  elements i n  primit ive and a r t  poems, t h e  comparison does 
no t  work a s  wel l  a s  the  Romantics had hoped, leaving no room f o r  the  uni- 
que and d i s junc t ive  consciousness. 

Even systematic c r i t i c s  s l i p  occasionally i n t o  pra is ing l i n e s  of verse 
a s  magical, spellbinding,  or  incantatory,  and Romantic poets encourage 
them by c a l l i n g  t h e i r  poems "spel ls ,  " "charms, " or  "incantat ions a " But 
it i s  time t o  examine the  possible analogies between poems and s p e l l s  
and t o  ask what t echn ica l  and theore- t ica l  resemblances the re  might r e a l l y  
be and where these resemblances end. 

Before we consider the  form of the  s p e l l ,  however, we should c l a r i f y  the  
philosophical  presuppositions on the  bas i s  of which the  s p e l l  i s  believed 
t o  work. The f i r s t  i s  the  doct r ine  of mind over matter,  and the  second 
i s  the  doct r ine  t h a t  language generates and then c a r r i e s  the  mind's powar 
t o  the  world outside t h e  mind, supposing such a dichotomy t o  e x i s t .  

The magician, acknowledging no transcendent d iv ine  p r inc ip le ,  a c t s  d i -  
r e c t l y  on the  v i t a l  energies c i r c u l a t i n g  through nature and i n  s o  doing 
aims t o  change nature.  Lacking the  humili ty common t o  the  s c i e n t i s t  and 
t h e  p r i e s t ,  he re fuses  t o  recognize laws beyond h i s  power, whole systems 
of r e a l i t y  separa te  from and de f ian t  of h i s  categories.  "b1agi.c embodies 
t h e  valuable t r u t h  t h a t  t h e  ex te rna l  world can i n  f a c t  be changed by man's 
subject ive  a t t i t u d e  toward it," wri tes  George Thomson i n  expounding the  
magical o r ig ins  of Greek drama,l and h i s  statement he l s s  t o  c l a r i f y  the  
pecul iar  sol ipsism of the  magical i l l u s i o n .  Such a solipsism, i n  which 
man i s  "consumed by h i s  wishes, [and] pr~dducces something s imi la r  t o  the  
g r a t i f i c a t i o n  of these  wishes," appears i n  both magic and i n  art ,  ac- 
cording t o  Freud. Freud coins the  term ttomnipotence of thought" t o  ap- 
p ly  t o  both these  pursu i t s ,  and observes t h a t  because of t h i s  omnipo- 
tence of thought "we r i g h t l y  speak of the  magic of a r t  and compare the  
a r t i s t  with the magician. l t 2  

The magician's omnipotence of thought, l i k e  t h e  poet ' s ,  i s  manifested 
i n  h i s  words -- the  "Abracadabras" and "Open sesames" t h a t  combine h i s  
own psychic power with the  power of the th ing lodged i n  i t s  name, how- 
ever t h i c k l y  it may be festooned with gibberish.   he magician's breath  
i s  regarded as the  medium by which the  magical force  i s  carr ied ,"  ex- 
pla ins  Bronislaw Malinowski i n  h i s  '%.thnographic Theory of t h e  Magical I 
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Worldtt; "the voice generates the  power of magic. "3 The magician's words 



seem t o  have a palpable energy which v i t a l i z e s  the  th ings  beyond h i s  mind. 
These words achieve t h e i r  potency by mysteriously combining h i s  own powers, 
n a t u r e ' s  powers, and a presumably physiological  power compressed i n t o  the  
sound, the  sign,  o r  the  idea  of each individual  word and of these  individ-  
u a l  words i n  a rhythmical r e l a t i o n  t o  one another. 

The magician accomplishes what every speaker accomplishes, but  t o  a great -  
e r  ex ten t :  he imagines a system i n  language t h a t  s u b s t i t u t e s  f o r  what we 
might normally c a l l  the  real system, i f  w e  suppose one t o  be the re  a t  a l l .  
I n  naming th ings  he c a l l s  them i n t o  being, or ,  more simply, recognizes 
them above those th ings  t h a t  he has not named. Nagical theory claims t h a t  
by g e t t i n g  a name a th ing  becomes more i n s i s t e n t l y  i s t e l f ,  t h a t  by being 
thought o f ,  it e n t e r s  i n t o  a mental world a t  the  same t h e  t h a t  it becomes 
more d i s t i n c t  i n  t h e  physical  one. The magician goes f u r t h e r  i n  the  g lo r i -  
f i c a t i o n  of language than the  average speaker, but  t h e  process i s  essen- 
t i a l l y  the  same, as many commentators have remarked. Kenneth Burke, f o r  
example, s t a t e s  t h a t  "the magical decree i s  impl ic i t  i n  a l l  language; f o r  
the  mere a c t  of naming an object  o r  s i t u a t i o n  decrees t h a t  i$ i s  t o  be 
s ingled out a s  such and such r a t h e r  than a s  something else."4 In  Language 
and Myth Erns t  Cass i rer  seems t o  agree t h a t  magic i s  inherent  i n  the  act-- - - - - --- 

of naming th ings;  he observes t h a t  "the potency of the  r e a l  th ing  i s  con- 
ta ined i n  the  name -- t h i s  i s  one of the-  fundamental assumptions-of the  
myth-making consciousness i t s e l f .  " 5  And Martin ~ e i d e ~ ~ e r ,  - i n  On t h e  Way 
t o  Language, i s  moved by a poem of Stefan George's t o  th ink  t h a t  "only 
where the  word f o r  t h e  th ing has been found i s  t h e  th ing  a t h i r g  .... The 
word alcne gives being t o  the  thing.  "6 Because of the  very l i m i t a t i o n s  
t h a t  the  naming of a th ing imposes, the  magician, enclosed i n  an inner  
u n i v e r s e ,  can no longer see the  world except i n  the  terms t h a t  he has 
s e t .  But he i n t e r p r e t s  a s  a s ign  of power what i s  i n  t r u t h  a s ign  of h i s  
i s o l a t i o n ,  and thus bewitches himself.  

One of t h e  c e n t r a l  f ea tu res  of magical language, c o r r e l a t i v e  with t h e  
omnipotence of thought and with t h e  t h i n g ' s  dependence on i t s  name, i s  a 
simultaneous r e a l i z a t i o n  of events i n  t h e  mind and i.n the  world outside.  
Magic t r i e s  t o  transcend successiveness, the  d iu rna l  tedium of one t h i n s  
after another. Ins tead of submitting t o  these  customary sequences, it 
permits a leap out of successiveness i n t o  ~Sr ru l t ane i ty .  

This s imul tanei ty  (or  synchronici ty)  i n  time (pa ra l l e led  by proximity i n  
space) occurs f i r s t  i n  the  arrangement of words. I n  response t o  them and 
t o  t h e i r  expression of d e s i r e  and fear,  time and space a r e  thought t o  col- 
l a p s e  on each other. Again, Freud has perceived t h i s  col lapse:  "objects 
a s  such a r e  overshadowed by the  idea  represent ing them; what takes  place 
i n  t h e  l a t t e r  must a l s o  happen i n  t h e  former, and t h e  r e l a t i o n s  which 
e x i s t  between ideas a r e  a l s o  postulated a s  t o  things.  As thought does 
not  recognize d is tances  and e a s i l y  brings together  i n  one a c t  of con- 
sciousness th ings  s p a t i a l l y  and temporally f a r  removed, the  magic world 
a l s o  puts  i t s e l f  above s p a t i a l  d is tance  b te lepathy,  a d  t r e a t s  a p a s t  
a s soc ia t ion  a s  i f  it were a present  one."Y The pa t t e rns  t h a t  thought 
takes  i n  language a r e  assumed t o  apply t o  the  th ings  t h a t  language names: 
thus  th ings  depend on the  transformations t h a t  grammar imposes. 

Jung t s  term "synchronicity," which appears i n  h i s  explanation of the  
archetypal  symbol as an agent f o r  the  r e t r i e v a l  of pas t  time, i s  ava i l -  
a b l e  t o  us not  only f o r  studying Froust,  Joyce, Mann, and Woolf, but  a l s o  
for studying t h e  Romantics f o r  whom suddenness, explosion, and revolut ion 
were i n s t i n c t i v e  modes of thought. The Romantic magician shouts "Arise! I t  



"NOW!" "~ome!" He expects an instantaneous response and g e t s  sne, inso- 
f a r  a s  he has imagined it. It i s  s i g n i f i c a n t  t h a t  Jung's i n t e r e s t  i n  
synchronici ty developed as he studied Paracelsus and alchemy, and these  
s tud ies  l e d  him, as they l e d  the  Romantics before him, t o  a concern with 
a magically uni f ied  s e n s i b i l i t y  ignoring the  d i s t i n c t i o n s  between now and 
then, here and the re ,  I and it, the  inner and the  outer .  The seemingly 
s u p e r f i c i a l  limits between thoughts and th ings  a r e  cancelled i n  the  words 
t h a t  un i t e  them. A t  t he  drop of a ha t ,  a s  quick a s  a wink, th ings  seem 
t o  rearrange themselves a t  the  behest of words. 

Indeed, the  Old French word f o r  magic i s  Granayre, and t h i s  a l l u s i o n  t o  
our "grammar " reminds us of the  Prote8.n powers of l i n g u i s t i c  s t ruc tu res ,  
whereby we change the  aspects  of th ings  by the  order i n  which we perceive 
them and by the  ac t ions  t h a t  we subsequently take  on the  evidence of these  
l i n g u i s t i c  arrangements. Our emphasis of f i r s t  and last ,  here and the re ,  
now and l a t e r ,  i s  expressed i n  syntax, but  bears  no necessary r e l a t i o n  
t o  the  outside world. Each of these  temporal o r  atemporal observations 
i s  a s p e l l  we c a s t  on th ings  which continue t o  plod along i n  the i -  own 
insc ru tab le  time. 

Such a magical s imul tanei ty  can be seen i n  the  g rea te r  Romantic l y r i c  
where the  th ing observed i s  both ins ide  and outside a t  the  same time, 
and observation and meditation, seeing and thinking,  a r e  onem8 It can 
l ikewise be seen i n  the  poem which c a l l s  f o r  i t s e l f  and unfolds i n  t h a t  
c a l l ,  with no gap i n  time between the  wish and i t s  r e a l i z a t i o n ,  a s  i f  
t h e  poet were wishing i n  a f a i r y  t a l e .  The poet imagines so  c l e a r l y  what 
he wants t h a t  the  imagined vis ion tu rns  i n t o  h i s  des i re .  Keats 's "LO!" 

e rases  time, accomplishing what a l l  Keats 's torments a t  the  passing of 
time could not do. The spontaneity of ten  a t t r i b u t e d  t o  the  composition 
of t h e  Romantic poem a r i s e s  i n  f a c t  from the  c a r e f u l  cu l t iva t ion  of tech- 
niques based on magic, f o r  the  poem te.l.escopes the  time between the  com- 
mand and a response frum the  outer  world. "Already with thee!" sighs 
Keets, a s  the  image beyond s l i d e s  over the  one within. 

The notion of t h e  e s s e n t i a l  s i m i l a r i t y  between magic and poetry develops 
from a t h e o r e t i c a l  study of anthropology, fo lk lo re ,  etymology, legend, 
and Renaissance occultism -- s tud ies  i n  which many Romantics indulged. 
But t h i s  notion a l s o  develops p r a c t i c a l l y  from observing t h e  very nature 
of metaphor, symbol, personif ica t ion,  a l lus ion ,  image, and meter. We 
can see t h e  magical aspects  of these  poet ic  elements a t  work i n  a rudi-  
mentary form i n  pr imi t ive  s p e l l s .  The divergence of s p e l l s  from a r t  
poetry w i l l  become c l e a r  a s  we proceed, but  t h e  germ of resemblance t h a t  
seems t o  have st imulated the  Romantics should a l s o  be v i s i b l e .  

The underlying magical q u a l i t y  of many poet ic  elements i s  explored by 
Northrop s y e - i n  h i s  sec t ion  of The Anatomy of Cr i t ic ism on t h e  l y r i c .  
Frye d igs  down t o  t h e  two opposing kinds of l y r i c  ly ing  a t  the  founda- 
t i b n  o f -a  complex and huge supers t ructure  of l y r i c .  He decides upon two 
fundamental ca tegor ies :  music and s i g h t ,  melos and -2 opsis  babble and 
doodle, o r  charm and r idd le .  Charms a r e  ta mele, explains B y e ,  t o  be 
chanted, as opposed t o  r i d d l e s  which a r e  t o  be seen. Frye makes it c l e a r  
t h a t  the  charm may have physiological  o r ig ins  : "the r a d i c a l  of melos i s  
charm: - the  hypnotic incanta t ion t h a t ,  through i t s  pulsing dance rhythm, 
appeals t o  involuntary physical  response, and i s  hence not f a r  from t h e  
sense of magic, o r  physica l ly  compelling power. The etymological des- 
cent  of charm from Lat in  carmen, song, may be noted. Actual charms have 
a q u a l i t y  t h a t  i s  imitated i n  popular l i t e r a t u r e  5y work songs of various 



kinds ,  e spec ia l ly  l u l l a b i e s ,  where t h e  drowsy, sleep-inducing r e p e t i t i o n  
shows the  underlying oracular  o r  drezm pa t t e rn  very c lea r ly .  "9 Frye dozs 
not  l i m i t  t h i s  magical power t o  t h e  charm, bu t  ins tead he suggests t h a t  
a t  bottom both melos and opsis  a r e  magical: " jus t  as the  charm i s  not 
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f a r  from a sense of magical cornpusion, s o  the  curiously wrought object ,  
whether sword-hilt o r  i l luminated manuscript, i s  not f a r  from a sense of 
enchantment or magical impris onment . " lo  

In  s o  d ividing the  l y r i c ,  Frye implies t h a t  the re  i s  something s e l f -  
generat ing about these  charmed and r i d d l i n g  sounds, f o r  they r i s e  up i n  
the  ch i ld  and i n  t h e  primitit-e spontaneously, making the  whole system of 
l y r i c a l  forms b u i l t  on top  of them the e labora t ion of these  two innate  
ur-forms. It i s  possible t h a t  the  Romantics used the  charm as frequent- - 
l y  a s  they did  because of a presumption s imi la r  t o  Frye 's  -- t h a t  i s ,  
t h a t  the  chzrm was an o r i g i n a l  expression of the  s t r u c t u r e  of a univer- 
s a l  mind uni ted  with fee l ings ,  manifesting the  uni ty  of t h e  head and tha 
hear t ,  the  r a t i o n a l  and the  i r r a t i o n a l .  Because it seemed t o  a r i s e  frcm 
a unif ied  mind r a t h e r  than from a purely a n a l y t i c a l  " level"  of mind, t h e  
charm may have seemed t o  be t h e  pe r fec t  vehic le  f o r  f l e e i n g  the  eighteenth 
century and re tu rn ing  t o  a Romantic universa l  poetry, combining t h e  nazve 
and t h e  sentimental.  

The notion t h a t  t h e  s p e l l  or  charm i s  an o r i g i n a l  form from an imaginary 
time when t h e  mind and the  physiology were united helps t o  explain one 
of the  paradoxes of magic. This paradox i s  t h a t  the  much pra ised omni- 
potence of thought i s  embodied i n  mindless forms. Ra t iona l i ty  operates 
through the  medium of i r r a t i o n a l i t y .  But with the  myth of the  charm a s  
a n  ur-form, t h e  Romantics a r e  enabled t o  r e t u r n  t o  primit ive,  ch i ld i sh ,  
a n d t h e r e f  ore supposedly unif ied  s e n s i b i l i t i e s .  Seeing the  s p e l l  a s  
"primal" poetry, they hoped t o  gain  power through i r r a t i o n a l i t y  and the  
occul t  correspondences which seemed t o  systematize t h i s  i r r a t i o n a l i t y .  

I r r a t i o n a l i t y  r u l e s  the  s p e l l  from the  c rea t ive  process which overtakes 
t h e  magician t o  the  weirdness of the  l i n e s  themselves t o  the  hypnosis of 
the hearer .  I n  composing h i s  s p e l l  the  magician s e t s  a s ide  h i s  reason 
i n  order t o  permit t h e  invasion of what seems t o  be a supernatural  
powera1l He a n t i c i p a t e s  a similar response i n  h i s  hearers ,  who a r e  sup- 
posed t o  re l inqu i sh  t h e i r  c r i t i c a l  f a c u l t i e s  under t h e  impad* of the  
s p e l l ' s  rhythm u n t i l  they f ind  themselves i n  a subdued and malleable 
s t a t e  -- a "wil l ing suspension of d i s b e l i e f e "  

I n  bewitching i t s  audience the  s p e l l  i s  intended t o  r e l e a s e  i r r a t i o n a l  
f ee l ings ,  both t r i b a l  and i n f a n t i l e ,  group-oriented and pre-logical .  
Hypnotic sound, heavy-handed and r e p e t i t i v e ,  approaches nonsense and 
pulver izes  meaning. Like t b e  r i d d l e ,  the  nonsense rhyme and t h e  nursery 
rhyme, t h e  o r i g i n a l  non- l i te rary  s p e l l  c l i n g s  t o  i t s  pr imi t ive  character ,  
f e a r i n g  t o  re lease  a new and un t r i ed  e f f e c t  by changing es tabl ished fo r -  
mulae. A s  poems t o  be chanted, s p e l l s  emphasize words a s  sounds more 
than words a s  meanings, intended t o  reach us ( l i k e  E l i o t  ' s  audi tory  
imagination) a t  some l e v e l  below reasoned discourse.  Since the  poet 
claims t o  have re t r i eved  these  sounds from the  depth of a dark dream- 
l i k e  i r r a t i o n a l i t y ,  they are t o  touch us the re  a l s o ,  eroding the  boun- 
d a r i e s  between f a c t  and fancy, meaning and nonsense, senge and sound. 

The genera l  i r r a t i o n a l i t y  of the  ur-form of the  s p e l l  i s  increased by 
t h e  way t h e  elements a r e  packed t g e t h e r .  The s p e l l  i s  thought t o  gain  
power by omitt ing connections, measuring i t s  potency by i t s  densi ty.  



Potency measured by density i s  a principle t ha t  applies t o  the  r epe t i t i on  
of poetic elements on all l eve l s :  iie2sity of analogy, of al lusion,  of 
meter, of imperatives, and of names, a l l  contributing t o  a mysterious and 
compulsive tone. The dens i t i es  of sound and correspondence frequently 
override a c lear  statement of meaning and seem t o  hypcotize th: reader 
out of expecting one. In  the  magical s p e l l  these repeated poetic ele-  
ments e r e  so  exaggerated t h a t  they seem t o  ex i s t  for t h e i r  own sakes, 
overwhelming the  hearer with often meaningless sound. This density i s  
common t o  primitive spe l l s  collected by Malinowski and Bowra, Lo Angl-o- 
Szxon spe l l s ,  t o  fo lk lo r i c  spe l l s  collected i n  the  Romantic e r a  from 
Scotland and Germany, t o  Scc t t ' s  " ~ a y  of the  Last Minstrel." I n  order 
t o  create  an au ra l  experience so sensory t h a t  the  hearer niust abandon h i s  
pr ivate  w i l l ,  analogies a r e  indiscriminate, rhythms emphatic, repe t i t ions  
shameless. The l i s t e n e r  i s  mesmerized by commands, 1.ulled by l i s t s  cf 
magical i n g r e d i e ~ t s ,  bewitched by a l l i t e r a t i o n s ,  and subjected t o  a meter 
a s  viscere,l a s  a heartbeat. 

A t  l e a s t  three  poet ic  techniques i n  par t i cu la r  seem t o  draw t h e i r  effec- 
t iveness from the philosophy of magic, which they i n  turn reinforce.  
Metaphor, personification,  and symbol have a s  t h e i r  common pr inciple  the  
transference of i den t i t y  through analogy. All three depend upon a recog- 
n i t i on  of analogies between nature and. human l i f e ,  and they aim t o  exploi't; 
these  analogies t o  enhamce one or  the  other analogue. Belief i n  universe1 
sympathies and "part icipations --a magiques " ( t o  use Levy-Bruhl ' s formulation) 
t i e s  i n  with Fracer ' s  *mders tanding of contagious and sympathetic magicei2 
The sympathies operate across time and space, through v i s ib le  and invis-  
i b l e  resemblances, through the  s imi l a r i t i e s  between past  and present, 
through the  coincidence of dream or isea with some s l i g h t  f a c t  of obsera.~- 
ed r ea l i t y .  A s  events happen i n  similar or contiguous s i tuat ions ,  j u s t  
s o  i n  the  magical view they w i l l  come t o  pass f o r  the  s i tua t ion  a t  hand. 
By appealing t o  p a r a l l e l  events, the  tnagici.cn brings t o  bear the  force 
of precedent; he pa i r s  the  s p i r i t u a l  energies behind a cer ta in ty  with 
those t h a t  should ac t iva te  an uncertainty. Allusions a s  well  a s  physical 
resemblances accomplish t h i s  pairing. A s  Malinowski discovered, "mythicai 
allusions...when ut tered unchain the  powers of the  past  and cas t  them in- 
t o  the future.  "I3 The importance of coincidence and l ikeness f o r  the  
magical view cannot be underestimated. Nor need t h e i r  importance be 
l imited t o  primitive thinking: the  omens i n  physical and h i s to r i ca l  re-  
semblance, i n  contiguity, and i n  synchronicity a r e  dreaded or welcomed 
i n  c iv i l i zed  l i f e ;  and cer ta in ly  these pr inciples  of beneficent or male- 
f i cen t  l ikeness abound i n  poetic thinking. 

That magical analogies impel incantation i s  c lea r ly  i l l u s t r a t e d  i n  the  
Cheremis charm t h a t  Thomas Sebeok examines. Sebeok uses t h i s  t e x t  t o  
suggest t h a t  charms holdVthe ingredients of poetry. "'4 Conversely, the  
poems a r e  i n  turn of ten composed of magical elements. I n  t rans la t ion  
t he  charm reads: 

A s  the appletree blossoms for th ,  
J u s t  so l e t  t h i s  wound heal! . . . . . . . . 
When water can blossom for th ,  
Only then overcome me. 

I n  t he  f irst  couplet the  magician appeals t o  the  cer ta in ty  of an apple 
t r e e ' s  blossoming t o  assure the  h e d i n g  of t he  wound, a s  i f  by r e l a t i ng  
healing t o  a na tura l  organic process, the  wound would "understand" t h a t  



it had no choice bu t  t o  hea l  i n  t h e  same way t h a t  the  seemingly b l ighted 
winter t r e e  has no choice i n  spr ing but  t o  blosoom. Here, then, the  t r e e  
i s  t o  be an example t o  t h e  wound, which i s  t o  mimic the t r e e ' s  r e s to ra -  
t i o n .  

I n  the  second couplet,  however, the  magician appeals t o  8.n inpossYoi l i ty  
ins tead of t o  a ce r ta in ty ,  and reverses  the  d i r e c t i o n  of t h e  magical com- 
mands. The magician l i n k s  the  f a t e  of t h e  wounds i n f e c t i o n  with the  f a t e  
of water, and devises a r idd l ing  formula (reminiscent of those i n  G r i m m ' s  
f a i r y  t a l e s )  according t o  which t h e  p a t i e n t ' s  death would be as impos- 
s i b l e  as t h e  blossoming of water. 

In  each case t h e  d i r e c t  commands a r e  preceded by p a r a l l e l  n a t u r a l  s i tua -  
t i o n s  which govern t h e  ef fec t iveness  of the  commands by underl ining t h e  
analogies a,nd sympathies i n  the  animate universe. The f i r s t  s t r e s s e s  t h e  
s i m i l a r i t y  of manner ("AS the  apple t ree  blossoms"); t h e  second, t h e  tem- 
p o r a l  conjunction ("When water").  The s y m e t r i e s  of t h e  charm i t s e l f  
correspond t o  t h e  symmetries i n  nature and the  l i v e s  of men. One a c t i o n  
i n f e c t s  another;  events a r e  never separa te  and d i sc re te ,  bu t  a r e  t r ans -  
muted by those juxtaposi t ions  t h a t  language hal f -crea tes .  

Metaphor, discovering previously unnoticed congrui t ies ,  t r i e s  t o  use the  
resemblances of two th ings  t o  br ing them together.  P a r a l l e l i n g  each 
o the r  (and thereby l i g h t i n g  each other  up) t h e  "extremesf1 of a  metaphor 
a r e  ab le  t o  def ine  an a r e a  of f e a r  or d e s i r e  which has as y e t  no known 
language t o  express ite15 I n  t h e  s p e l l ,  t h i s  i l luminet ion i s  intended 
t o  be not  merely enlightening f o r  the  reader,  but  t o  be i n s t r u c t i v e  t o  
t h e  p a r t s  of the  metaphor themselves: they a r e  t o  l e a r n  each o t h e r ' s  
ways . 
On a l a r g e r  sca le  than the  verbal  rnetaphor the  two "extremes" of a dou- 
b l e  p l o t  serve l ikewise  t o  extend each o t h e r ' s  meanings, working on those 
p r i n c i p l e s  of correspondence s o  b a s i c  t o  the  theory of magic. W i l l i a m  
Empson i n  Some Versions of Pas to ra l  b r i l l i a n t l y  suggests t h a t  t h e  whole 
idea  of double p l o t s  i s  magical i n  much t h e  same way t h a t  metaphor it- 
s e l f  i s  magical. From t h e  example of Shakespeare 's Troi lus  and Cressida 
he ventures:  

The two p a r t s  make a mental comparison t h a t  illumin- 
a t e s  both p a r t i e s  ( ' love and war a r e  a l i k e  ' ) and t h e i r  
l a r g e  s c a l e  i n d e f i n i t e  juxtaposi t ion  seems t o  encour- 
age pr imi t ive  ways of thought ( ' Cressida w i l l  b r ing 
Troy bad luck because she i s  bad').  The power of sug- 
ges t ion  i s  t h e  s t r eng th  of the  double p l o t ;  once you 
take  the  two p a r t s  t o  correspond, any character  may 
take  on mana because he seems t o  cause what he corres-  
ponds t o 7  

Juxtaposed f o r  t h e  purpose of cas t ing  l i g h t  on each other ,  the  two p l o t s ,  
l i k e  t h e  two extremes of  the  metaphor 'Love i s  war, ' extend each o the r ' s  
meanings and t h e  range i n  which each can operate. A new sphere of power 
opens up f o r  each, and a t  the  same time they  i n f e c t  each other  by magi- 
c a l  influence.  

Not only do t h e  " e x t r e ~ e s "  of a metaphor define an a r e a  of unknown and 
i n v i s i b l e  " r e a l i t y , "  but  the  vehic le  of the  metaphor extends t h e  iden- 
t i t y  of the  tenor ,  and, by d i s t r i b u t i n g  it, ann ih i l a tes  i t s  s o l i d i t y .  



The iden t i t y  of thz th ing i n  question begins t o  belong t o  other things 
and t o  partake of them. In  t h i s  d i s t r ibu t ion  of a t t r i b u t e  and name, sub- 
stance i s  scat tered,  and things seem t o  pass from one resemblance t o  an- 
other. Love i s  a rose;  anger i s  a t r ee .  I n  each exchange love becomes 
more rose-l ike,  anger more t ree- l ike ,  and the r e a l  nature of these emo- 
t ione (whatever t h a t  may be) i s  f a l s i f i e d ,  because it i s  changed. Ever 
more protean, these inexplicable emotions begin magically t o  assume new 
shapes, t o  conquer new areas of possible meaning. As they a re  metamor- 
phosed by t h e i r  metaphorical names, they par t ic ipa te  i n  the  nature of 
other  things, and i n  tu rn  animate these other things. I n  t h i s  way the  
words of a poetic metaphor a c t  t o  change the  substances of feel ings  or  
things by ident i fying them with other things. Like the  magical universe, 
t he  poetic one i s  f u l l  of par t ic ipat ions ,  sympathies, and transformations. 
I n  both worlds the  magical word enacts i t s  rearrangements i n  defiance of 
d i sc re te  i den t i t i e s ,  and by applying new names betrays these i den t i t i e s .  

The magician a l s o  personifies the  n a t t t ~ a l  world, f o r  it appears t o  re- 
spond t o  human lamentation or joy i n  a t r u l y  remarkable way. Personifi- 
cation,  then, a l s o  has i t s  source i n  magical thinking. The magician who 
sees  the  weather a s  dreary and depressing when h i s  mood i s  such, i s  re- 
inforced i n  h i s  be l ie f  i n  magical sympathies. Trees t h a t  seem t o  weep 
a s  he does become emblems of h i s  sorrow and e f f i g i e s  of it. A f i e l d  of 
daffodi ls  seems t o  laugh and dance i n  a joyous analogy t o  h i s  mood; or 
owls hoot and mastiffs  s t i r  when he himself senses the  presence of ev i l .  
This p a t h e t i c h U a c y  is  sympathetic i n  the  magical sense; the  poet or- 
ganizes the  animate nature around him, and i s  the  ax is  of i t s  multiple 
sympathies. 

Action symbolically represented i n  the  s p e l l  i s  intended t o  re lease  the 
emotion surrounding future  action. The magical words become the  symbol 
of an act ion t h a t  i s  anticipated.  To the  l i s t  of poetic elements t h a t  
a r e  inherently magical, we thus add "the symbol." To explain the  use 
of symbols i n  magical thinking, Malinowski gives the  example of the  sav- 
age "whistling f o r  the  wind. " Whistling re l ieves  the  anxiety of wait- 
ing f o r  the  wind t o  rise, and i n  t he  gust of whistl ing the  breath simu- 
l a t e s  the  very wind t h a t  it wants.17 I n  Coral Gardens and t h e i r  Magic, 
volume two, Malinowski examines spe l l s  t ha t  by t h e i r  symbolic act ion 
organize the  l i f e  of the  planting culture.  The words stand f o r  r ea l i -  
t ies  t ha t  they i n i t i a t e :  "the magical word," says Malinowski " i s  co- 
eva l  with t h a t  aspect of r e a l i t y  which it has t o  influence. "16 The 
magician, f o r  example, enacts i n  advance the  harvesting of the  crop t h a t  
i s  as  ye t  not even sown. Similarly when he elucidates a long Panaman- 
i an  s p e l l  f o r  chi ldbir th ,  Claude ~ 6 v i - ~ t r a u s s  i n s i s t s  on the importance 
of the  symbol f o r  magic. The words of the  s p e l l  concretize a chaotic 
event. The spel l  i s  "the coalescence and prec ip i ta t ion  of di f fuse  
s t a t e s .  "19 For ~ 6 v i - ~ t r a u s s  the  symbol i s  not so  much aes the t ic  a s  
psychologically therapeutic:  

The shaman provides the s ick  woman with a language, 
by means of which unexpressed, and otherwise inex- 
press ible  psychic s t a t e s  can be immediately expressed. 20 

The spe l l ,  then, c l a r i f i e s  a s e r i e s  of actions and rehearses them on a 
symbolic l eve l .  The "symbolic actiont1 of magic, l i k e  the  symbol of 
poetry, embodies an outside "reali ty" t h a t  i s  vague and complex; it con- 
centra tes  the  diffuseness,  and, i n  doing so, draws it i n t o  the  area  of 
t he  comprehensible. "It always partakes of the  r e a l i t y  which it renders 



i n t e l l i g i b l e ,  " explains Coleridge himself; "and while it enulc in tes  t h e  
whole, abides i t s e l f  a s  a l i v i n g  p a r t  i n  t h a t  uni ty  of which it i s  t h e  
r e p r e s e n t a t i ~ e . " ~ ~  A s  the  "v i s ib le  s ign  f o r  something inv i s ib le , ' '  o r  
"the outward s ign  of an inward s t a t e , "  the  symbol i s  a l s o  the  present  
s i g n  of a f u t u r e  state, and, a s  such, i s  an augury as wel l  a s  an ins t ruc -  
t i o n  -- a symbol and a 

The symbolic ac t ion  of the  pr imi t ive  s p e l l  i s  b e s t  i l l u s t r a t e d  i n  one of 
t h e  "predatory" s p e l l s  col lec ted  by C. M. Bowra i n  Primit ive Song. The 
magician const ructs  a hunting s p e l l  which w i l l  accomplish the  deed i n  ad- 
vance. To be caught a t  a l l ,  t he  animal must f i r s t  be caught i n  the  
mind's snare. Because of t h i s  p r a c t i c a l  purpose, these  s p e l l s  a r e  pre- 
c i s e ,  observing, shrewd; they f requent ly  imi ta te  not only the hunter ' s  
own projected ac t ion ,  but  even the  sounds of h i s  prey. The s p e l l s  a r e  
f u l l  of sharp images and phonetic e f f e c t s  tha.t aim t o  reproduce the pre- 
sence of t h e  prey, not i n  remembrance, but ,  by a te lescoping of time, 
i n  advance. To t h i s  synibolic a c t i o n  the  r e a l  hunt i s  an anti-climax: 

You b e l l y  f u l l  of pock-f l in t ,  
Great-toed one, who with your fea the rs  say  tsam-tsam, 
Who e a t  the  hea r t  of melons, 
Give me one of your fea thers .  

Ostr ich,  r i s i n g  and f ly ing ,  
Long-necked and big-toed, 

Belly f u l l  of rock- f l in t ,  g rea t  b i r d ,  
Wide-mouthed male os t r i ch ,  
Flying, running, g rea t  b i rd ,  
Give me one of your t a i l - f e a t h e r s .  

Ostrich, with dusty f l a n k  
Running g rea t  b i rd ,  f l u t t e r i n g  fea the rs  here and the re ,  
Bel ly  t h a t  says khou-khou, 
Running, walking male os t r i ch ,  
Give m e  one of your tail-feathers. 

Male o s t r i c h ,  looking up, 
Belly t h a t  says khar i ,  khari ,  
Ostr ich,  whose bowels alone a r e  not f i t  t o  e a t ,  
Give me one of your leg-bones, ostr ich! 

He who has two bones, which say hui-hui, 
Male o s t r i c h  who has wonder marrow, 
Who with h i s  face  says gou-gou, 
Might I possess you, my 0 s t r i c h ! ~ 3  

The magician seeks d i r e c t l y  t o  enchant the  os t r i ch .  He seems t o  watch 
c lose ly ,  as i f  c i r c l i n g  around, ever more fami l i a r  and int imate,  ever 
more possessive- A t  f i r s t  t h e  o s t r i c h  i s  discovered p i l l a g i n g  melons, 
f l u t t e r i n g  fea the rs .  Then s t a r t l e d  by the  observer it races  away; the  
pace of t h e  verse  acce le ra tes ;  the  magician-hunter seems t o  be near 
enough t o  see i t s  mouth wide i n  outrage; then, i n  s tanza  th ree ,  the  b i r d  
i s  i n  a fronzy, l o s i n g  fea the rs ,  covered with dus t ;  and t h e  magician, 
hear ing i t s  rocky stomach growling, emboldens h i s  requests .  As t h e  
magician a n t i c i p a t e s  h i s  v ic to ry  h i s  p r a i s e  of t h e  b i r d  becomes more 
culinary.  He has mentally transformed the  g rea t  beas t  i n t o  dinner by 



s h i f t i n g  the  r e f r a i n ,  closing i n  on d e t a i l s ,  e sca la t ing  h i s  demands. 
Imagery, r e f r a i n s ,  onori~topoeia, d i r e c t  address, and the  an t i c ipa t ion  of 
p rec i se  fu tu re  ac t ion  s u b s t i t u t e  f o r  a s e r i e s  of r e a l  ac t ions .  The s p e l l  
as a whole with a l l  i t s  poet ic  e f f e c t s  determines t h e  outcome of t h e  hunt. 
It stands a s  a proof t h a t  the  hunt w l l l  succeed. It symbolizes and or- 
ganizes a proposed a c t u a l i t y .  

Although the  elements of poetry (analogy, metaphor, personif ica t ion,  sym- 
bo l ,  image,onomatopoeia) seem t o  appear i n  magical s p e l l s  i n  a par t icu-  
l a r l y  dense form, t h e  meter of the  s p e l l  i s  notor ious ly  dense. When t h i s  
meter reemerges i n  consciously wr i t t en  art poetry we may suspect an 
imaginary design t o  evoke supernatural  powers or  t o  accomplish dark and 
magical deeds. 

The meter of the  magical s p e l l  makes b l a t a n t  the  p r inc ip le  of recurrence 
on which meter a s  a  whole depends. Individual  words pound and shout, 
c rea t ing  an unsophist icated emphatic meter which might we l l  be ca l l ed  
"isochronic . " ( ~ v e n  Wimsatt and Beardsley i n  t h e i r  a t t acks  on l ingu i s -  
t i c  analys is  of isochronism concede t h a t  it may apply t o  so-called 
"primitive verse. 24 ) Repeated p a r t s  of words (assonantal ,  a l l i t e r a t i v e ,  
and rhyming) force  the  l i s t e n e r  t o  a t tend t o  t h e i r  sound and disregard  
t h e i r  sense. These r e p e t i t i o n s  connect words t h a t  should impinge on 
each other ;  a f ree-for-a l l  of emphasis ensues, pitched s t r i d e n t l y ,  l i k e  
a s e r i e s  of exclamations. 

The a l l i t e r a t i o n  and r e p e t i t i o n  r e c a l l  t h e  s p e l l ' s  or ig ins :  i n  England, 
t h e  accentual  four-s t ress  t r a d i t i o n  t o  which the  s p e l l  i s  s t i l l  t i e d .  
Here, f o r  example, an Anglo-Saxon s p e l l  agains t  a  wen displays  t h e  con- 
s t a n t  s p e l l  elements: 

Wenne, wenne, wenchichenne 
her ne s c e a l t  bu t imbrien, ne nenne tun habben, 
ac  &u s c e a l t  nor th  eonene t o  Ban nihgan berhge, 
ker  bu saues t ,  ermig, enne brober. 
He he s c e a l  legge l e a f  e t  heafde. 
Under f o t  wolues, under u e h r  earnes,  
under earnes c lea ,  a k'u geweornie.. . . 25 

An old High German spe l l  betrays a s imi la r ly  heavy-handed meter: 

E i r i s  sazan i d i s i ,  sazan hera duoder, 
Suma hapt heptidun, suma h e r i  lezidun,  
suna clubodun, ambi cunoniouidi , 
Inspr inc  haptabudun,  inuar uigandun. 26 

It is  not d i f f i c u l t  t o  recognize i n  t h e  Anglo-Saxon s p e l l  the  o r ig in  of 
t h e  s p e l l s  of t h e  weird s i s t e r s  i n  Macbeth. The background i s  Germanic, 
not l a t i n a t e .  These s p e l l s ,  too, repeat  whole words, p a r t s  of words, and 
an emphatic four - s t ress  meter, ty ing  i n  these a u r a l  resources with re-  
sources of analogy, metaphor, symbol, personif ica t ion,  image, and fore-  
shortened time and space =- t h e  r e p e r t o i r e  of sympathetic magic as it 
dea l s  with the  unknown or  approximates i t s  voice: 

F i l l e t  of a fenny snake, 
I n  t h e  couldron b o i l  and bake ; 
Eye of newt and t o e  of f rog,  
Wool of b a t  and tongue of dog, 



Adder 's fo rk  and blind-worm ' s  s t i n g ,  
Lizard 's l e g  and howlet 's wing, 
For a charm of pow'rrul t rouble ,  
Like a hel l -broth  b o i l  and bubble. 27 

I n  the  Anglo-Saxon, German, and Shakespearean s p e l l s  in t imat ions  of dance 
a r e  evident. The associa t ion of incanta t ion,  motion, and music may ac- 
count t o  some degree f o r  the  unabashed r e p e t i t i o n s  and may a l s o  suggest 
a l a r g e r ,  more physiological  aspect  of t h e  magician's power over h i s  
audience 's c o l l e c t i v e  in te l l igence ,  l i k e  a snake charmer charming a snake. 
Indolent  and Zmpassioned, involuntary and voluntary, the  s p e l l  rouses t o  
ac t ion .  

The meter of the  s p e l l s  i n  Macbeth expresses the  dark powers of the  under- 
--- 

world, r a t h e r  than t h e  promethean asp i ra t ions  of The Tempest. The wild 
and whir l ing  words a r e  as compelling as a nightmare ; f o r  t h e  dark powers 
administer  "the insane roo t  t h a t  takes the  reason prisoner.  " Thus i n  
Macbeth t h e  heavi ly  accented meter and the  r e p e t i t i o n  of words and whole 
phrases serve t h e  submerged forces  of e v i l  t h a t  r i s e  t o  t h e  surface  i n  
t h e  ac t ion  of t h e  play. On t h e  other hand, Shakespeare br ings  magic in -  
t o  t h e  r a t i o n a l  sphere i n  The Tempest and t h e  rhythms change accordingly, 
keeping a l l  t h e  while t h e i r  c l o s e r e l a t i o n s h i p  t o  music and motion. I n  
The Tempest Shakespeare follows t h e  a l t e r n a t e  t r a d i t i o n  of the  I t a l i a n  
Renaissance magicians; Macbeth and The Tempest present  t h e  y i n  and the  
yang of magical p o s s i b i l i t i e s ,  the xa rk  s ide  and the  b r igh t .  

I n  "Magic i n  t h e  Tempest," Hardin Craig explains Prosperots  r a t i o n a l i t y :  
"a master magician l eads  a s p i r i t u a l  exis tence  i n  t h e  realm of a l i m i t -  
ed idea  existence. . . . Ideas a r e  t h e  only examples of perfec t ions ,  but  
they  a r e  only ideas  (o r  dreams). . . . Prospero operates through A r i e l  by 
means of t h e  agency of the  mind. Since A r i e l ' s  powers a r e  music, poetry,  
and spectac le  as wel l  as f e a r  and t e r r o r ,  he can do whatever mind can dc 
and t h a t  i s  everything t h a t  can be conceived. "28 Prospero 's s p e l l s  a r e  
appropr ia te ly  r a t i o n a l ,  and y e t  forever  i l l u s o r y .  The expression of 
idea ,  they never theless  prove t h a t  magic i s  a s  disconnected f r m  r e a l i t y  
as dream. While Macbeth explores t h e  subconscious aspects  of magic -- a 
kind of black magic t h a t  forces  r a t i o n a l i t y  t o  y i e l d  -- The Tempest ex- 
p lo res  t h e  h e r e t i c a l  aspects  of white magic, i n  which t h e  magician plays 
a t  god, exerc is ing the  imagination's control .  Prospero's s p e l l s  a r e  
more s y n t a c t i c a l  but  no l e s s  a u t h o r i t a t i v e  than t h e  witches ' ;  f o r  i n  
each play  t h e  s p e l l s  (whether from t h e  unconscious a t a v i s t i c  depths or  
from t h e  conscious arrogant  reason) i n s t i g a t e  the  ac t ion.  

The meter c h a r a c t e r i s t i c  of s p e l l s  i n  Macbeth i s  modified i n  such i m i -  
t a t i o n s  as Jonson 's magical Masque of Queenes. The voice of malevolent 
i r r a t i o n a l i t y  seems t o  become l e s s  threatening i n  such examples as t h i s :  

The Owle i s  abroad, the  Bat, and the  Toade, 
And so  i s  t h e  Cat-a-Mountaine: 

And Ant, and t h e  Mole s i t  both i n  a hole 
And Frog peepes out o '  t h e  fountaynem29 

The expert  modulation of aseonance and a l l i t e r a t i o n ,  t h e  manipulation 
of quant i ty  and pause, a r e  testimony t h a t  con t ro l  supersedes madness, 
and i n  t h e  decorat ive stanzas of Campion, Dryden, and Gay, not  dread, 
bu t  elegance, enchants: 



Choose t h e  darkest  p a r t  o '  the  grove, 
Such a s  ghosts  a t  noon-day love. 
Dig a t rench,  and d i g  it nigh 
Where the  bones of Laius l i e ;  
Altars r a i s e d  of turf o r  stone, 
W i l l  t h '  i n f e r n a l  pow'rs have none. 
Answer me, i f  t h i s  be done? 

'30 'Tis done. 

I n  t h i s  " ~ p e l l "  Dryden i s  l o y a l  t o  the  truncated t rochaic  l i n e  t h a t  
Shakespeare perfected,  but  he makes it unswervingly regular ,  without 
any of the  sudden breaks t h a t  occur i n  Macbeth. Here, then, t h e  pecul iar  
s p e l l  sound of f oregrounded corrnands, heavily-accented four-beat (or  
three-beat)  meter, heavy a l l i t e r a t i o n ,  and frequent  r e p e t i t i o n s  -- the  
he r i t age  of t h e  Anglo-Saxon and Germanic magicians -- fades i n t o  the  
urbane iambics of the  Restoration. It becmes a p layfu l  v a r i a t i o n  of 
t h e  poe t ' s  customary voice. The constant s p e l l  rneter thus undergoes 
some var ia t ion  i n  t h e  neoclass ica l  period, but  with Coleridge on occa- 
s i o n  it re tu rns  abrupt ly  t o  i t s  o r i g i n a l  form. This sound i s  t h e  unique 
aspect  of magical s p e l l s ;  t h e i r  other d i s t i n c t i v e  fea tu res  a r e  t h e  nor- 
mal elements of  poetry i n  grotesque disguise ,  car ica tured because t h e i r  
in ten t ions  a r e  b la tan t .  

And y e t ,  even a f t e r  seeing the  e s s e n t i a l l y  magical nature of analogies,  
p a r a l l e l  p lo t s ,  metaphors t h a t  exchange corresponding q u a l i t i e s ,  sym- 
bo l s  t h a t  serve a s  prognosticalione, and heavy-handed meter, we can cer- 
t a i n l y  make object ions t o  any broad appl ica t ion of magical theory t o  
poetry. While the  E-form of the  charm i n  a l l  i t s  i r r a t i o n a l i t y  and 
l u s t  f o r  power may work along magical p r inc ip les ,  sophis t ica ted  verse 
does not r e a l l y ,  no matter how consciously it may aim t o  imi ta te  the  
s p e l l ' s  form and e f f e c t .  Notably, it d i f f e r s  from magical verse because 
it is  unique. It does not  recur.  Similarly,  it i s  f r e e  and spontaneous 
r a t h e r  than r i g i d l y  formulaic. It i s  of ten  an expression of personal i ty  
(even when a r t f u l l y  designed) r a t h e r  than a t r a d i t i o n a l  construct  aiming 
t o  work automatical ly on t h e  universe. 

I n  addi t ion ,  more s p e c i f i c  object ions should be made t o  t h e  magical na- 
t u r e  of individual  poet ic  elements. Metaphor i n  most sophis t ica ted  
verse  does not permit a complete submergence of the  i d e n t i t i e s  of tenor 
and vehicle.  The vehic le  does not r e a l l y  abol ish  the  t e n o r ' s  t r u e  na- 
t u r e ,  f o r  we a r e  aware most of the  time of a tens ion between the  two, 
and of the  presence of an aloof consciousness d e l i b e r a t e l y  making the 
analogy, and thereby reminding us t h a t  t h i s  analogy i s  a f i c t i o n ,  and 
t h a t  therefore  no occul t  powers can t r u l y  pass from one s ide  t o  the  
o ther ,  o r  from t h e  name t o  the  th ing,  or  from the  ins ide  t o  the  outside.  
There i s  ins tead a poet who i s  doing t h e  comparing, and who i s  proud of 
h i s  s k i l l .  Blake's " ~ o i s o n  ~ r e e "  seems t o  be a good example of t h e  
t ransference  of i d e n t i t i e s  between t h e  t r e e  and love, and then the  t r e e  
and hate. The t r e e  becomes an e f f i g y  of f ee l ings ,  giving substance 
wi th in  it t o  the fur ious  rages of i n s u b s t a n t i a l  emotion. But while the  
t r e e  i s  an e f f i g y  i n  a magical sense, the  metaphor i s  not  t r u l y  an iden- 
t i t y ,  but  r a t h e r  a hypothesis,  a t e n t a t i v e  way of working with these com- 
plex  emotions, and a representa t ion of p a r t s  of them only. There i s  a l -  
ways a dis tance  between tenor and vehic le ,  always a sense t h a t  the  love 
may have other aspects ,  and t h a t  the  poet i s  t ry ing  out a l l e g o r i e s  t o  
f i t  it. 



Transference of i d e n t i t y  through metaphor seems t o  be t r u e  f o r  t h e  famous 
l a s t  s tanza of Yeats ' s  "Among School children.  " I n  the  metaphor " ~ a b o u r  
i s  blossoming," labour seems a t  f i r s t  s i g h t  t o  have no other  l i f e  of its 
own; it i s  a l a rge ,  a b s t r a c t  word absorbing many unspecified meanings 
(work, growth, and child-bearing);  it g e t s  i t s  r e a l  s p e c i f i c  l i f e  from 
"blossoming," and becomes a s  e f f o r t l e s s  a s  the  productions of spring.  
But then even t h i s  i d e n t i t y  i s  uadercut by t h e  next word "or," where 
again we l e a r n  t h a t  the  assigning of these  vehic les  i s  only contingent 
and hypothetical ,  f o r  blossoming could a s  e a s i l y  be dancing; and dancing 
and blossoming, desp i t e  the  ease and grace and wholeness characSer i s t i c  
of both t h e i r  movemeats, a r e  not the  same. The p o s s i b i l i t y  t h a t  blossom- 
ing  equals l a b u n  i s  further  sca t t e red  i n  the  next th ree  l i n e s  where 
Yeats enumerates the  kinds of a c t i v i t i e s  which could be construed a s  
labour -- sou l  work, t h e  work of becoming beau t i fu l ,  the  at tainment of 
wisdom. A l l  these  e labora t ions  of t h e  tenor prove t h a t  it has more of 
a r e a l i t y  than i s  shown f ~ l l l y  i n  i t s  vehic le  blossoming, and t h a t  blos- 
soming, with i t s  l a t e r  c a l l  f o r  the  t r e e ' s  i n d i v i s i b i l i t y  of pas t ,  pre- 
sen t ,  and fu tu re  (or  of body, hea r t ,  and sou l ) ,  i s  only a shot  i n  t h e  
dark, one of s e v e r a l  v a l i a n t  e f f o r t s  t o  describe the  complex s t a t e  of 
the  un i ty  of the  s e l f ,  and t h e  imposs ib i l i ty  of separa t ing transcendent 
ideas  of it from t h e  body out of which these  ideas grow. Yeats i s  advo- 
ca t ing  uni ty ,  but  not  making it i n  the  i d e n t i t i e s  of h i s  metaphors; they 
a r e  always a p a r t ,  and while the  l i n e s  a r e  "enchanting" i n  t h e i r  sound, 
and a s  unforget table  a s  a charm, the  tenor  has not been transformed i n t o  
a vehic le ,  but  has kept i t s  dis tance  because of i t s  complexity. 

Yet some t ransference  has taken place nevertheless.  Labour hardly 
e x i s t s  for u s  (except i n  l i n e  four as Blear-eyed wisdom out of midnight 
o i l )  outs ide  of the  soul-making of the  chestnut  t r e e .  And i f  labour 
could always have t h e  un i ty  of pa t t e rn ,  motion, body, and idea  of t h a t  
pecul iar  a r t  form ( t h e  dance) which only e x i s t s  i n  i t s  enactment, we 
would t r u l y  be Self-delighting.  Tree and dance stand f o r  us as i d e a l s  
of labour. Thus i n  a fu tu re  world, where we have a t t a i n e d  un i ty  of be- 
ing ,  labour and blossoming w i l l  indeed be an i d e n t i t y ,  and both w i l l  be 
i d e n t i c a l  t o  t h e  dance. Thus, the  analogy i s  hypothet ica l  now, but  
when a l l  i s  arranged, e i t h e r  by the  gyres of h i s t o r y  o r  by the phases of 
t h e  moon o r  t h e  soul ,  it w i l l  cease being hypothet ica l  and w i l l  become 
i d e n t i c a l ,  then. I n  other words, tanor  and vehic le  should become one, - 
b u t  i n  an  imperfect,  divided world they a r e  not.  We a r e  urged t o  t r y  
t o  make them one and the  f i r s t  s t age  of t h i s  persuasion i s  t o  make us  
t h i n k  of them i n  connection with each other a s  t e n t a t i v e l y  one. 

Certainly,  given t h e  i n f i n i t e  m u l t i p l i c i t y  of kinds of metaphors (as  
indica ted  i n  Chr is t ine  Brooke-Rose's Grammar of ~ e t a p h o r ) ,  we cannot 
look a t  one example and draw conclusions about i d e n t i t y  o r  tens ion i n  
metaphor. If w e  were t o  look a t  E l i o t ' s  famous s imi le  -- " t h e  evening 
i s  spread out aga ins t  t h e  skyllike a p a t i e n t  e ther ized upon a t a b l e "  -- 
we would decide i n  favor of d is junct ion.  Here a shock of d i s s i m i l a r i t y  
s t a r t l e s  us  i n t o  a t tending t o  t h e  poem; t h e  anes thes is  forms p a r t  of a 
consciously e labora te  design of numbness, and a l s o  becomes a projec t ion 
of t h e  na r ra to r .  We have t o  s t r a i n  a l l  t h e  f a c t s  of existence t o  ima- 
gine an evening (which has no exis tence  i n  space unless it be a s  a f l a t  
purply sky) a s  a lumpy body on an operat ing t ab le ,  and the  e f f o r t  de- 
f e a t s  us. The d i f f i c u l t y  of imagining t h e  two as one forces  us t o  as-  
c r ibe  t h i s  s imi le  t o  t h e  mind of t h e  impotent, numb, and passive speak- 
e r ,  who i s  reveal ing h i s  own problems exact ly  by h i s  c rea t ion  of a 
s imi le  which has no bearing on the  outer  scene. That the  t enor  i s  i n  



no danger of merging with the  vehic le  i s  an emblem of P r u f ~ o c k ' s  own iso-  
l a t i o n  from things  outside of h i s  mind. Even the  names he ass igns  t o  
th ings  do not  correspond, Li t h i s  example, then, the  tens ion between 
t enor  and vehic le  cannot be used t o  prove t h a t  metaphors never achieve 
i d e n t i t y  because t h i s  tens ion i s  p-rt of character iza t ion.  It ind ica tes  
a s p i r i t u a l  s ickness which prevents the  character  from discovering any 
healing i d e n t i t y  between h i s  own concepts and the  world beyond t h e  per i -  
phery of h i s  consciousness. lkufrock would be a d i f f e r e n t  "person" if '  
t h e  magical power of metaphor and of azsigning names worked f o r  him. 

It can be sa fe ly  sa id ,  however, t h a t  sometimes metaphors do attempt t o  
e s t a b l i s h  an i d e a t i t y  between tenor and vehicle,  even when they record 
i t s  f a i l u r e  o r  i t s  postponement t o  an i d e a l  fu ture .  Yeats 's poem 
 over ' s Song, " l i k e  Sebeok ' s charm, sllows influences and procegses mov- 
ing  from one p a r a l l e l  t o  another, and i n  Coleridge's " ~ i m e  of the  
~ n E i e n t  ~ariner" and Shelley's - gometheus Unbound --- IV these  magical iden- 
t i t i e s  and transformations not ~illy occur but  become subjects  of the  
poems and sources of wonder. 

When images o r  metaphors become symbols, they begin t o  perform more 
s t r i c t l y  magical f e a t s ,  becoming t h e  th ing  they s i g n i f y  and a t  the  same 
time remaining thenselves i n  the  remarkable p r e s t i d i g i t a t i o n  most a p t l y  
described by Coleridge. The magical nature of symbols i s  g e t t i n g  more 
and more a t t e n t i o n  from anthropologists .  The symbols "which may be des- 
cribed a s  molecules of r i t u a l s  [with] g rea t  semantic r ichness" i n  Ndembu 
r i t e s  have recen t ly  been shown t o  be mult ivalent ,  spreading t h e i r  s igni -  
f icance  i n  the  d i rec t ions  of the  shaman, h i s  p a t i e n t s  (or  vict ims),  the  
universe a t  l a rge ,  pas t  events and present  onese31 To see  t h i s  multi- 
valence a t  work i n  t h e  poet ic  symbol we can look a t  wordsworth's "strange 
F i t s  of Passion I Have ~nown." When Wordsworth's lover  allows the  moon's 
f a t e  t o  s u b s t i t u t e  f o r  Lucy's, a supers t i t ious  t e r r o r  f l a shes  through him 
watching the  moon drop. The moon i s  Lucy; the  image of the  moon i s  dy- 
ing  i n  Lucy's s tead,  but  a l s o  p r e c a i n g  Lucy, s ince  Lucy's f a t e  i s  paired 
t o  the  moon's. Thus ~ o r d s w o r t h ' s  poem i s  both e f f i g y  and prophesy, and 
t h e  lover  i s  accordingly f i l l e d  with dread. But even i n  t h i s  remarkably 
pr imi t ive  poem, t h e  subjunctive reminds us t h a t  we a r e  i n  the  realm of 
p o s s i b i l i t y ,  not i n  the  realm of t r i b a l  c e r t a i n t i e s .  We become aware 
of a speaker th inking up p o s s i b i l i t i e s  which might very we l l  come t r u e ,  
and we a r e  aware, a l so ,  t h a t  t h i s  speaker i s  t e l l i n g  us something about 
t h e  i n t e n s i t y  of h i s  f ee l ing ,  and the  love he feels tu rns  him i n t o  a 
pr imi t ive  be l i ever  i n  omens and magic, e f f i g i e s  and prophesies. While 
t h e  i d e n t i t y  of Lucy with her  symbolkhe moon shows Wordsworth using the 
symbol magically, he i s  a l s o  saying beyond t h i s  t h a t  love i t s e l f  i s  magi- 
c a l ,  perceiving magical s igni f icance  i n  everything t h a t  concerns the  
loved one. Love makes magicians of us a l l ,  a s  P l a t o  and then Ficino 
long ago observed. 

Obviously, the  very precis ion of images f o r  th ings  recreated  from memory 
o r  imagined new i s  grounded i n  the  need t o  speci fy  p rec i se ly  the  object  
t o  be enchanted. The p rec i se  images of Keats ' s  "TO Autumn, " f o r  example, 
allow us t o  see the  q u a l i t i e s  of Autumn t h a t  Kea-t;s had i n  mind and t o  see 
Autumn as never before i n  " rea l i ty ."  Precision i s  necessary f o r  summon- 
ing,  and precis ion of place and time jo ins  paradoxically with the  des i re  
t o  transcend t ime 's  successiveness i n  a f u l l y  rea l i zed  moment; together 
they t y p i f y  Romantic technique. To summon t h e  exact ly  imagined scene i n  
memory and t o  make it permanent through c l a r i t y  a r e  the  aims of such 
poems a s   h he Eolian ~ a r p "  and "Tintern Abbey." 



But su re ly  it is  i n  t h e i r  meter t h a t  even the  incanta tory  poems of Cole- 
r idge  and Shelley d i f f e r  from the  weird, pounding, se l f -asse r t ive  primi- 
t i v e  s p e l l s -  Yet here,  again, we must make allowance f o r  a misinterpre- 
t a t i o n  of t h e  myth of what a s p e l l  i s .  Swirling, swaying, and c i r c l i n g  
i n  wide and undulating swathes of sound seern t o  have stood i n  t h e  Roman- 
t i c  i n t e r p r e t a t i o n  f o r  the  dark incanta t ions  and invocations of heavy- 
handed wizards. Instead of end-stopped, rime-packed, and r e f r a i n - f i l l e d  
s p e l l s  such as those we examined previously, t h e  Romantic s p e l l s  such a s  
" ~ u b l a  Khan" and ' ' ~ o n t  ~ l a n c "  move and wind, and i n  doing s o  ce lebra te  
t h e  f l e x i b i l i t y  of t h e  magician's words. F l e x i b i l i t y  has replaced r i g i d -  
i t y  as a s ign  of words' power. 

But, however o f t en  and however fe rven t ly  t h e  Romantics ca l l ed  t h e i r  paems 
s p e l l s ,  we must not succumb t o  t h e i r  influence.  We must be aware of the  
many ways i n  which even t h e  most "poetic" s p e l l  d i f f e r s  froin a poem. 
Poems d i f f e r  from s p e l l s  i n  the  recognit ion t h a t  tenor ard vehic le  w i l l  
never be fused i n t o  an i d e n t i t y  but  w i l l  always keep tens ion between them; 
i n  the  r e f u s a l  t o  be an e n t i r e l y  closed and s e l f - r e f e r e n t i a l  system, an 
a r t i f a c t  of inher i t ed  power; i n  the  pers is tence  of ordinary meaning and 
t h e  r e j e c t i o n  of weirdness and gibberish,  however potent;  and i n  t h e  
underlying b e l i e f  t h a t  t h e  poet ic  u t terance  i s  spontaneous and new, in- 
s t ead  of r i g i d l y  determines by pas t  successes and f a i l u r e s .  These fac- 
t o r s  s e t  poems a p a r t  from s p e l l s  as they a r e  found i n  t r u l y  magical situ8.- 
t i o n s .  But these  d i f ferences  between the  forms which a r e  c l e a r  t o  u s  
seem not t o  have been important t o  t h e  Romantics. The Romantics looked 
f o r  s i m i l a r i t i e s ,  r a t h e r  than f o r  d i f ferences ,  and t h i s  emphasis deeply 
influenced t h e i r  pract ice .  Thus our object ions,  and p a r t i c u l a r l y  our 
b e l i e f  t h a t  poems a r e  more r a t i o n a l  than s p e l l s ,  must be l a i d  as ide ,  f o ~  
t h e  Romantics were t r y i n g  t o  t a p  t h a t  very i r r a t i o n a l i t y  t h a t  we f ind  
a l i e n  and t o  incorporate it i n t o  t h e i r  own verse. Behind t h i s  w h ~ l e  e f -  
f o r t  t o  make an i r r a t i o n a l ,  ancient ,  and supposedly o r i g i n a l  form t h e i r s  
l a y  t h e  genera l  b e l i e f  i n  t h e  power of names t o  con t ro l  th ings .  

I n  shor t ,  t h e  s p e l l  i s  important because it promised much. It promised 
spontaneity;  it promised a re tu rn  t o  t h e  o r i g i n a l  voice of savage man; 
i t  promised an o b l i t e r a t i o n  of r a t i o n a l  sobr ie ty ;  it promised, through 
t h e  abor ig ina l  closeness of i t s  metaphors and symbols, some kind of d i -  
r e c t  interchange between the  mind's concept of a th ing  and t h e  th ing ' s  
physica l  body beyond; it promised, f i n a l l y ,  the  d i f f i c u l t  combination of 
r a t i o n a l  power with i r r a t i o n a l  energy -- "omnip.otcnce of thought" achiev- 
ed through mindlessness. It promised them all t h i s ,  but  gave them only 
i t s  form. 
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