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“An old ghost’s thoughts are lightning,
To follow is to die”.
“The Spirit Medium”, W. B. Yeats.

That there were points of contact between Auden and Yeats was not
~ unrecognised by contemporary writers. In November 1937, a double-issue of
New Verse was published dedicated to a discussion of the work and influence
" of the then thirty-year-old Auden. Among the shorter contributions were
those from Dylan Thomas and Graham Greene. In their enthusiasm for Auden
~ they both make comparisons with Yeats, though the purpose is markedly
different. While Greene is eager to show how highly he rates Auden’s
achievements —“[WT]ith the exception of The Tower, no volume of poetry
has given me more excitement than Look, Stranger” (New Verse 1937: 30)—
* Thomas means to condemn Yeats, whose poetry is, he says, in comparison
to Auden’s, “guilty as a trance” (New Verse 1937: 25). Thomas elides two
aspects of Yeats’s personality: his interest in spiritualism, and his flirtation
with fascism and political isolationism. While the former marks him out as a
poet of the 1890s, the latter echoes the deep sense of disappointment poets of
Thomas’s generation must have felt with a number of artistic father-figures,

. becoming every day more apparent.*

: Yet even while Thomas is drawing these distinctions, his mischievous
+ “P.S. Congratulations on Auden’s seventieth birthday” blurs and complicates
. the perceived differences between the two poets. At the time of its
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amongst them Yeats, Eliot and Pound, whose right-wing sympathies were
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publication, Yeats was seventy-two years old. Perhaps Thomas seven ves
Auden’s junior, is firing a warning shot from a still younger "’Cne 1 yea
R . ) . S Tation
poets across Auden’s bows, suggesting that, given the accolades now b,
heaped upon him, his three-score years and ten must be drawine to a lemféth
with the gathered acolytes come not to praise but to bury him. close,

Central to an understanding of Auden’s poetic relationship with Yeats s
the intertextual borrowings from, and references to, Yeats’s work Wshiam
sustain the structure and argument of Auden’s great elegy “In Memo ¢
W.B. Yeats”. Written in the immediate weeks after Auden’s arrival ipn tﬁ’ '
United States, the poem is an implicit response to Yeats’s doubts and se1f§
questioning in “[The] Man and the Echo”: “Did that play of mine send out}
Certain men the English shot?” (Yeats 1992: 392). Yeats is referring, of
course, to events in Ireland during Easter 1916, and the possibility that ’his :
nationalistic drama, Cathleen ni Houlihan, had played some part in
determining the actions and subsequent deaths of the leaders of the uprising
But Auden’s poem can only have been read in the context of more immedia?é
political upheavals and the imminent threat of another European
conflagration. ’

Like Yeats, Auden was a public figure. His poems and plays were reaq
by his contemporaries as voicing their own thoughts and experience, while
the Establishment showed its recognition of his importance by awarding him
the King’s Gold Medal in 1937. Auden was, therefore, in a unique position
to understand the anxieties Yeats voiced about the tensions between a poet’s.
duty to speak out and the possible repercussions and responsibilities of his or* -
her so doing. '

Stan Smith has provided arguably the clearest and most detailed account
of the nature of these textual exchanges (Smith 1994), charting their advent
with the publication of Yeats’s “[The] Man and the Echo” in The Atlantic
Monthly and The London Mercury in January 1939, the month of Yeats’s
death, through to Auden’s elegy written the following month and first
published, without what we now know as the middle section of the poem’s
triptych, in the New Republic on 8 March (with the revised version
appearing in The London Mercury in April), and culminating in Auden’s
prose obituary “The Public v. the Late Mr William Butler Yeats”, which
appeared in the Spring edition of Partisan Review. Smith begins his essay
by quoting an extract of a letter Auden wrote to Stephen Spender in 1964,
letter which clearly shows Auden’s acknowledgement of Yeats as a poetic™: "
father-figure while at the same time demonising him, in Smith’s words, as
the “devil of rhetoric and political propaganda’: '
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I am incapable of saying a word about W. B. Yeats because through
no fault of his, he has become for me a symbol of my own devil of
unauthenticity, of everything which I must try to eliminate from

iy ownpoetry; —false —emotions; —inflated—rhetoric, —empty

sonorities{...] (Smith 1994)

at Smith does not comment on, however, is the significance of the word
mbol” in this paragraph. Not only is Auden admitting the fact that he still
ols it necessary to struggle with aspects of Yeats’s influence, but the very
cms in which this struggle is described are, to all intents and purposes,
emselves an implicit acknowledgment of the importance he attached to
ects of Yeats’s art. Consciously or not, Auden is admitting that he has
od the figure of Yeats as a symbolic foil for his own daemons, just as
Yeats used figures such as Maud Gonne, Lady Gregory and James Connolly
in the symbolic drama of his poetry. This is clearly the case in “In Memory
of W. B. Yeats”, where Auden uses the occasion of Yeats’s death to voice
‘those anxieties which so powerfully ahimated his own poetry at this time.
The elegy is not an isolated example -of this process. While it clearly
integrates themes and images from Yeats’s poetry, it also points the reader
back in the direction of Auden’s “Spain”, written in early 1937, to the group
of poems Auden wrote prior to arriving in the United States in January 1939,
and to those written in the immediate months after his arrival. If, as Stan
Smith suggests, the relationship between Auden and Yeats is oedipal, with
Auden playing the role of Oedipus to Yeats’s Laius, then Spain and fascism
is the crossroads at which they meet, with “In Memory of W. B. Yeats”
functioning as a signpost. Published in 1940, Another Time can therefore be
read as Auden’s cohesive and imaginative response to the political crisis in
Europe, the artistic crisis prompted by Yeats’s death, and the crisis of his
own exile to the United States. Central to all three concerns was Auden’s
developing fascination with how human beings determine the ways in which
they live in relation to one another. And his symbol for this, as it was for
Sophocles, is that of the “Just City™.
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“He’d done his share of weeping for Jerusalem”.

“Voltaire at Ferney”, W. H. Auden.

The only new poem of Auden’s to be included in the double-issue N
was “Dover”. Written in August 1937, the town becomes j hew Verse
loqus fqr ambivalent feelings, a watery crossroads of arrivals : 5 e 2
of 1c_leahstlc hopes and the onset of harsher realities. The town :1 departurs,
remlr}d us of historical intersections between England and contj o
as evidenced by “the dominant Norman castle” and “Georgian holzlesnt%’I Jrope
sense Dover is only the latest incarnation of those ugubled angs [ one
la_ndscap(?s that haunted Auden’s poetic imagination a decade earlie ﬁoubllgg
dlffercflt is that these earlier locations —mine shafts and dams1 p Wh%t .
floors” and treuznlines—— though they might be man-made ;Ve:v aSh‘mg_
abandoned or uninhabitable. Auden is now more specifically fi : o
utrl?anlaf'ld how we construct an environment in which toyli\?guiic(i)rz? atzg
ethical lives.
cniea es. He has come down from the valleys and entered the polis. Or
The opening stanzas of “Dover” provide a view i
would be experienced from the groum? but as it woulc;) {);h;;s ‘Ercl)rgcﬁl i
The eye of the poet moves at a tremendous pace, first showing ue ?hu
apprqaches to the town —*“Steep roads, a tunnel through the downs”b— bscf .
hurrying on to a “ruined pharos”, a “constructed bay” and an “almost eleg Ois
seafront. The tone of voice —cool, detached, descriptive— might have gan
from one of the documentary films Auden had worked on duri;g the thir?‘Ine
as might _the camera-like movement of the poet’s eye. Like ml§SE
dogurr{er}tanes of the time it works hard to build up an illusion gf
0b_]e<;t1v1ty, an objectivity that convinces us of the authority of the speaker
not just because of the tone of voice but the fact that s/he seems to be
spea}klng at a clear remove from the events described. Countering this
re_eﬁism, hqwever, are details alerting us to the fact that Auden is concerned
::/)10 t”.exposmg a reality which, like the town itself, has “a vague and dirty
) Throughout Fhe poetry Auden wrote in the 1930s he provides insights
into the economic realities of a contemporary England in steep econoamic
decline arid about to become the world’s first post-industrial nation. Dover.
though a consFructed bay”, now manufactures nothing. It is a place of faded
elegar'lce and diminishing economic importance. Any short-term use it may
have is to help shore-up a British empire already in retreat:

T e
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Here live the experts on what the soldiers want
And who the travellers are,

Whom the ships carry in-and out between-the-lighthouses
That guard forever the made privacy of this bay

Like twin stone dogs opposed on a gentleman’s gate:
Within these breakwaters English is spoken; without

Is the immense improbable Atlas. (Auden 1986: 222)

The vision of England granted to Auden is, like Gloucester’s in King Lear,
one of preparedness for war, of spies and civilian informers, of disputed
inherited wealth, and fear and ignorance of the world “without”. Only at the
peginning of the fifth stanza does the poet show us the view from ground

level:

The eyes of the departing migrants are fixed on the sea,

To conjure their special fates from the impersonal water;
An;i ﬁlled w1th the te;ars of thé beat;en or calfn witﬁ fame;

The eyes of the returning thank the historical cliffs:
“The heart has at last ceased to lie, and the clock to accuse[.”]

The images and the point of view are significant. The roll-call of foreign
countries Auden visited between 1934 and 1939 provides us with a list of the
world’s political hot-spots: Belgium and Czechoslovakia in 1934, Spain and
France in 1937, and, in 1938, Hong Kong and China. A pattern emerges in
Auden’s travels, one that sees him gravitating to places where the political
map was being redrawn by the re-emergence of repressed historical
grievances, and this at a time when he was looking to redefine the boundaries
between his personal and public self, and to negotiate for himself as a poet a
course between the two. “Dover” can therefore be read as charting the decline
of England as a world power, figured in the image of the aeroplane
superseding the ship (“Above them, expensive and lovely as a rich child’s
toy,/ The aeroplanes fly in the new European air,/ On the edge of that air that

makes England of minor importance”), an image which I will return to later.

The poem also functions as a symbolic arena for the struggle between
Auden’s idealism and his awareness of pragmatic reality: between, as Auden
portrays it, the migrant convinced that his or her fate will be special, and the
wiser tears or thanks of the returning traveller, only grateful that “The heart
has at last ceased to lie, and the clock to accuse”.
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stood for. However, Louis MacNeice in his important 1941 study of Yeats’s
oetry, while prepared to acknowledge these differences, argues that there
¢ deep affinities between writers of the younger generation and the Yeats

Auden’s personal experience of these two contr

a painful one. Other than a brief visit to Paris in ai};iﬁi tf;;&:/as ° Jecent apg
journey abroad haq been to Spain to join the International Move o Previous
right-wing opposition to the democratically-elected gove e again
?;actly Auden did While in Spain is subject to conjecture. 'Ifl?;nent‘

ife he h1m§elf remained reluctant to discuss the experience, b Shghout his
had upon his poetry was to become more and more clearly déﬁ u1(:i the effect i

. Inaletter to E. R. Dodds on 8 December 1936, Andon .
dislike -everyday political activities that T won’t dc; the
something I can do as a citizen and now as a writer,
dependants, I feel I ought to go”. “Pleasé”, he added, “do,

this”™. :
relljied:DOdds wrote back asking for further explanati

wer A :
of this period:

The earlier Yeats had been too remote from [the younger Englishv
poets of the Thirties], subsisting on fin de siécle fantasies. But
now he had broken into the twentieth century; se had been through

the fire.

It must be admitted that there was a certain snobbery in our new
admiration, a snobbery paralleled in Yeats’s own remark: “I too
have tried to be modemn.” The word “modern” is always relative.
What did Yeats’s modernity —a quality which in his youth he had"
violently repudiated— consist.in? As far as content goes [...]
Yeats was “modem” in the following respects. He had widened his
range [...], was now dealing fairly directly with contemporary
experience, some of it historical, some of it casual and personal.
As well as admitting contemporary matter into his poetry, he was
also admitting moral or philosophical problems. And he was
expressing many more moods, not only the “poetic” ones. He was
writing at one moment as-a cynic, at another as an orator, at
another as a sensualist, at another as a speculative thinker. [...]
But on the whole it was Yeats’s dryness and hardness that excited
Aud us. T. E. Hulme, in an essay on Romanticism and Classicism

uden’s reply can have left inli . £ written some time before the Great War, prophesied an era of dry

his going tF()) YSpain were leslz Ciidzfl)n‘ilitt%esdoubt that the primary reasons for o hard verse in reaction against the Romantic habit of “flying up

his needing an opportunity to test himself uPI_’OTtlng tEC Republic than with into the eternal gases.” Yeats, who had flown up there himself, had

to discover a social justification for hi against t_he supreme masters” and managed —on occasions, at least— to come down again.
J n for his role as a writer. Therefore, we admired him. (MacNeice 1967: 156)

- Yfeats $ response to the dt?epening European crisis was, to say the least
pricious. In his infamous introduction to The Oxford Book of Modern’

€0 Wrote: “ gq
m, but here is
’and as I have no
n't tell anyone about
On, to which Audey

i zu'réJ not i)ne' of those who believe that
e directly political, but in a critical peri

beh‘e.ve that the poet must have directpknc(:vcxlllesclilgel isf (;ﬁrs, I-do
political events. It is possible that in some periods, the et Jox
absorb and feel all in the ordinary everyday life’ peﬂfmet b,
supreme masters always can, but for the secor’ld orggs the
pamc_ularly t.oday, what he can write about is what hr o
experienced in his own person. Academic knowled e o Das
enough. (Carpenter 1983: 206-207) g 18 mot

poetry need or even shoylq

;

; AR “Dryness and Hardness™ the mixing of poetic registers and modes of
Xgizsgfvelgjéser?s ViVsell ?s $smss1ng the p,f)ets of the First World War discourse, the admittance of the personal and the political, the contemporary
fo the politics, an c?b flO ta eme for poetry”), he made slighting reference and the historical, and a willir}gness to try to keep his poetic feet on the
oM is theinDeX ension the poetry, .of Auden and his followers: ground. Interestingly, MacNeice’s summary of Yeats “the Modermn™ also
encling, bat ookt eus ex Machina, their Santa Claus, their happy serves as a description of Auden’.s techniques in a poem like “Doyer”. Where
548) ?I"he ant%ol ng g%al poet I prefer tragedy to tragi-comedy” (Coote 1998: the two men fundamentally differ, however, is in their reading of and
mméinalise himOgydlh' ittle to endear Yeats to those looking for reasons to response to historical events. According to Yeat§’s apocalyptic vision, war in
influonces Weretharlg | l\SN poetry, amongst them writers whose primary Europe coul_d only bring abgut ‘fHeaven blazing intq the head:/ Traged‘y
2ty cxiticis of e First 'orld War poets and a political situation in which wrought to its uppermost”, with history a stage on which all “perform th.e1r
Yeats’s stewards h?omglltﬁnlsm could be read as tacit support for fascism. tragic play” (Yeats 1992: 341). It is the artist’s role, Yeats believed, to pick
in markine 11 ip of the anthqlog}{ would seem, therefore, a critical point up the pieces and begin again from scratch, and to do so joyfully: “Out of

ng him out as the antithesis of everything the Auden Generation Cavern comes a voice/ And all it knows is that one word “Rejoice™” (Yeats
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1992: 340). Though not without i iguiti

3 u its ambiguities, Auden’
much less “lofty”. Along with the tens ofc thousands or’f} SOt;eSponse was
X/l?;?f;l ew}l;: maci? thedjourney, Spain offered him the Oppeorrt;ne‘Il
rsonally, and to do i L wri e
nterve something not only as a writer but ast

8. Both poém and painting divided their critics and caused some
viously admired both artists to question these latest developments
k. One of the acutest of those who responded positively was

- October 193
who had pre
their WOI

in
Stephen Spe
icked up on the fact that Gide saw the failure of “Guernica” in terms of its

having become “excentric, it breaks away from its centre, or has no centre”
Cunningham 1986: 220). Spender had isolated a similar eccentricity in
Auden’s work a year earlier when, in “Oxford to Communism”, his
contribution to the Auden issue of New Verse, he offered a quizzical reading
of Auden’s work based, as the essay’s title suggests, on the tensions between
Auden’s middle-class, High-Church Anglican background and his intellectual
and political convictions. The energy of Auden’s poetry, Spender claims, is
fuelled by these opposing tensions, with his great gift being the ability to
find a vantage point that allows him to see and judge both clearly:

a

1

“He seeks the hostile unfamiliar place,
£t is the strangeness that he tries to see”.
The Traveller”, W. H. Auden.

“FAMOUS POET TO DRIVE AMBUL
. ANCE IN SPAIN”. ;
have b;en forgiven for wondering whether the editor of the Daige;(/i:rrskem ‘ot
notbgiemded to move the situations vacant column onto the front or pad
ambiguous was the morning headline of 12 January 1937. What it nf@bef -
B%hto’ ho?’evef; is the banality of Auden’s first-hand experience o? eiﬂs
“Theatre o War‘. Pe‘rhaps the nearest he came to describing these banaliti :
11; verse 1s contained in “Musée des Beaux Arts”, where Yeacts’s tragic s
% human suffering be;comes tragi-comic in “the dreadful martyrdomz:mu\s:smn
iv s1 tﬁo&l}rsp/ ci"myhova in a corner, some untidy spot/ Where the dogs uorgn :
ona treS’I (Aofdgy lifgesgng ;2;: Egrturer’s horse/ Scratches its innocent I:ehing
€n : - Not only are human action :
the redemptive power of Yeats’s “tragic joy”,> § not endowed with
. Jjoy”,” but they are removed fi
scene completely. This technique is “similar to Tolstoy’s in hi rom the
“Kholstomer”,* where the narrator ostoy’s in his short story
) is a horse, from i ; -
events such as the senseless and cruel whipping of av:ilrc%szrf OdI:Stcri%idVﬁ [ as it was to be in “Dover”, but time or, more properly, history. Carpenter
lgr:;si_)undelfstood_ Maneice’s insistence that poetry be willing to take its s also states that one stimulus to Auden’s writing the poem was his having
e ey s Mt bt ey 0| 0 ST e ey 199 G
. o ich 1s the subject critic 1 er Cau , ‘ . W
stan;;l 1“513[3ruf:ghel s “The Fall of Icarucs”. Ject of the second discusses in the book the radical changes affecting the modern world as a
wint fusee des Beaux Arts”, written in Paris and Brussels during the : result of economic forces. “These changes”, he wrote, “do mnot- happen
relarll'sr 0 f1938/3?, can be read as Auden’s considered reflections on the : “automatically”, for history is made by men’s actions, although their actions
: mnielgisa?e lngt; inrse ﬁgirﬁolmtomgi?; dre-spcf\ise ;V?Sg ?:;Spain”. Begun almost Ey ElO means tz;lways have the e%egt tgley are intemied( éo havte. Tlllg 8r§:su12ti 7c;f
N g to Eng in Marc , the poem was first istory are by no means willed by any men arpenter : .
E’;l?ﬁffsf; llqnolgagqnp(?letlfzrrél by Faber on 20 May, with its royalties donated Caudwell clearly pre-empts the central concern of Auden’s elegy for Yeats,
edical Aid in Spain. that “poetry makes nothing happen”, but in March 1937 Auden, like Yeats,
TI}ere are some 1nteresting parallels to be drawn between th was still concerned with the belief that poetry could and should effect change.
Auden’s poem and those which met Picasso’s painti A Th h hard choices to be made —“The consci x
Guernica when it was oxhibitod o 1casso’s painting of the bombing of ere were, however, hard ¢ 01ces”to e made —"“The conscious aci?eptgng?
> RbiCinEngland at the New Burlington Gellery O e amanant i *The conscious soueptascs of St i1
o (=) o

The subject of his poetry is the struggle, but the struggle seen, as
it were, by someone who whilst living in one camp, sympathises
with the other; a struggle in fact which while existing. externally is

1937: 10)

The one poem above all others which most clearly articulates this position,
says Spender, is *“Spain”.

Like Spender’s description of “Guernica”, the poem is “certainly not
realistic [and] is in no sense reportage”. It begins, as Humphrey Carpenter
notes, with one of Auden’s “hawk-like” views, the subject being not a place,

e

nder. Replying to, André Gide’s criticisms of Picasso, Spender

also taking place within the mind of the poet himself.] (New Verse -
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the fact of murder” (my italics) and, in 1965, the poem wag Omitted
altogether from Collected Poems, the fact remains that on hig return o
England Auden saw the war in Spain as a decisive point in Wester
one which would determine how the past could be read and the future shapeq,
and saw too that the decisive influence in this “struggle” would not pe the
appearance of some Deus ex Machina but active human involvement-

The stars are dead; the animals will not look:

We are left alone with our day, and the time is short and
History to the defeated

May say Alas but cannot help or pardon. (Auden 1986: 212)

The problem lay in determining what exactly was being fought for. The
ideals of the young were easily manipulated, and reports of events in Spain
were not exempt from being economical with the truth. Indeed, as Valentine
Cunningham says in relation to Auden’s poem, Spain became “all things to
all men (and women), it respond[ed] to whatever subjective needs the observer
[brought] to bear on it [becoming] very like Hamlet’s cloud formations, in
fact, very like a whale” (Cunningham 1986: xxxi).

To you I'm the

Yes-man, the bar-companion, the easily-duped:

I am whatever you do; I am your vow to be
Good, your humorous story;

I am your business voice; I am your marriage.

“What’s your proposal? To build the Just City? I will.
I agree. Or is it the suicide pact, the romantic

Death? Very well, I accept, for
I am your choice, your decision: yes, I am Spain”.

As these lines unfold, one motivating force predominates. Just as “Dover”
shows a town that is the focus for all manner of repressed emotions (“the
trains that-fume”, “the vows, the tears, the slight emotional signals”, and the
“Soldiers [...] in their pretty clothes,/ As fresh and silly as girls”), so Spain
becomes a focus of frustrated sexuality.’ The image Auden uses to gather
these disparate emotional threads together is that of the “Just City”.
Cunninghan writes:

histor /7 -
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[1]f Spain’s necessities, tested thirties writers in their lives, it also
provided tests for their writing. Bluntly put, thirties writing’s
preoccupation with questions of war, action, pacifism and the

to life in Spain. [...] Auden, for example, found it difficult to go on
praising bombing planes and helmeted airman after his Spanish
experiences. (Cunningham 1986: xxv)

There is every chance that as a “FAMOUS POET”, Auden was protected
from seeing much real front-line action. His experiences in Spain, therefore,
might not have been such to cause the change in his poetry Cunningham
suggests. What must undoubtedly have shaken him, and made him re-
evaluate his use of the kind of imagery mentioned by Cunningham, was the
aerial bombing of Guernica on 20 April 1937 by German Junker 52s and
Heinkel 111s. Used, as Goering admitted in 1946, as a “testing ground”
(Thomas 1964: 419), Guernica proclaimed the future of modern warfare: the
systematic terrorisation and destruction of civilian populations. If the “Just
City” remained an ideal, Guernica, a small market town with a population of
some 7,000 people swelled by upwards of 3,000 refugees, demonstrated the
latest threat to its fragile existence.

Auden’s poetry continued to show a fascination for towns and cities.
Between finishing “Spain” and writing “In Memory of W. B. Yeats”, he was
to write poems about Dover, Oxford, Hong Kong, and Brussels. Images of
the city also appear in other poems, and always associated with the figure of
the artist. Rimbaud is located in a landscape of “railway-arches”,
A.E. Housman linked to both Cambridge and North London, and Voltaire
with Ferney. In “Matthew Arnold”, it is the poetic “gift” itself that is “a dark
disordered city”. This relationship between the poet and the community in
which he or she lives, works and writes, was analysed by Auden in “The Poet
and The City”. Some of his conclusions are amongst the most iconoclastic
he ever wrote: :

A society which was really like a good poem, embodying the
aesthetic virtues of beauty, order, economy and subordination of
detail to the whole, would be a nightmare of horror for, given the
historical reality of actual men, such a society could only come
into being through selective breeding, extermination of the
physically and mentally unfit, absolute obedience to its Director,
and a large slave class kept out of sight in the cellars. (Auden
1975: 85)

~———possibility-of-heroism-f:-}-came-suddenly-very sharply and mastily
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In the light of what we know about his interest in eugenics, it is difficult poy
to read this passage as an implicit reference to Yeats, for whom aesthetic

considerations were wont to become confused with procreational. An example ..

of this is found in his foreword to Essays and {ntrodugtions (1961). “a
poet”, Yeats claims, “is justified not by the expression of himself, but by the

public he finds or creates”. He goes on to apply this rather Frankenstein’s.

monsterish argument to G. F. Watts and Dante Qabriel Rossetti _and their
choice of unconventional female models: “Two painters created the}E public;
two types of beauty decided what strains of .blood would most Pr?vax} ’ (Ye'ats
1961: 4). Yeats’s thinking may have been 1nﬂuepced by Darwin’s 'dISCllSSIOIl
in Descent of Man of the role played by aesthetics during the mating season
for animals and birds. But as the thirties progressed and hq further deyeIOped
his conception of tragic joy, one aspect of‘wh1ch was p]_aysmal perfectlon and
the full exercise of all one’s faculties, his 'contlnued 1nt§rest in and active
support of eugenics, most fully articulated in O.n The Bozl?r (1939), played
into the hands of the Fascists. That he also assocmteq eugenics with the ne?d
for a world war only further problematises the relaE1onsh1p between Yeats’s
ideal of the “Just City” (or “Just Ireland”) anq Auden’s. .

Auden’s distrust of artists and their Utopian dreams also occurs in one of
the aphoristic paragraphs that make up The Prolific and the D’ev(')urer, written
in the spring or summer of 1939, and which marks Al}deil s first attempt at
working out the ideas that were to be later develgped in “New Yeari LeueF
and, to some extent, “In Memory of W. B. Yeats”. :l‘he pgok, unﬁmshed, is
another example of what Spender meant by‘ tﬁ?l(lien tsh al}alhty to live in one

ile simultaneously sympathising wi e other. .
CampTI:illtitIe, taken from ]'zlal}ée’s The Marriage of Heaveié ancfh tH eill, is us;i
n to explore the relationship between artist an politician in

13’0&:1;1 ?Norld, aﬁd the contribution both make to the building gf aBliESt
City”. Rather than resolving the conflict betweer} tk}e two, Auden, 11}f<e ke,
sees the necessity of their opposing views existing 1n a kind o lgrgapve
tension or friction. The proper function of both the artist and thc? po lél‘cia?’
he proposes, is to “seck to extend their experience beyond the. imune 11? e ;i
oiven”. (Auden 1986: 396). Later that year, A}lden was to do th1_s ;ﬁ ali l\?rw
svayv by emigrating from England to the United States. He arriv bmh e
York, via Paris and Brussels, on 26 January 1939 and was greeted by egvgfl
snow and ice blocks floating on the Hudson. The afternoon of his aﬁr{rwts
brought the news that Barcelona had fallen to Franco. Two days later, Yeal
died in the South of France.
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“Tears fall in all the rivers. Again the driver
—————PRulls-on-his-gloves-and-in-a-blinding—-
snowstorm starts

Upon his deadly journey; and again the writer ;
Runs howling to his art”. i
“Journey to Iceland”, W. H. Auden. ‘ L

i

With its stark vision of a city in the grip of winter, the opening section of
Auden’s elegy for Yeats immediately alerts the reader to the fact that, like
“Spain”, the poem means to be neither realistic nor simple reportage. What |
is striking about the opening stanzas, as with “Spain”, “Dover” and, to a !
lesser extent, “Musée des Beaux Arts”, is the poet’s physical detachment
from what is being described. Where exactly is the poet speaking from, we i,
might ask, able to comimand this sweeping view of brooks and airports, |
public statues and evergreen forests, rivers and “fashionable quays”? This
aloofness can in part be seen as dramatising an objectivity on Auden’s part,
one that withdraws from an emotional response to Yeats’s death and therefore
allows him to consider the event in the light of its wider significance. e

The effect of these opening stanzas is remarkably similar to the i
experience described by Auden in his essay “American Poetry”, where,
analysing the differences between Buropean and American writers, he focuses
on the changed relationship between the individual and landscape, a change,
he suggests, which can best be judged from the air:

It is an unforgettable experience for anyone born on the other side i‘:;‘
of the Atlantic to take a plane journey by night across the United ‘
States. Looking down he will see the lights of some town like a i
last outpost in a darkness stretching for hours ahead, and realize il
that, even if there is no longer an actual frontier, this is still a i
continent [..] where human activity seems a tiny thing in I
comparison to the magnitude of the earth[.] (Auden 1975: 358) i

The city with its surrounding countryside described in the opening section of i
“In Memory of W. B. Yeats” is a strange amalgam of primeval forests and il
the contemporary world of airports and suburbs. Like the figure encountered
by the poet in Eliot’s “Little Gidding”, Auden’s vision of the city and its
surroundings is “a familiar compound ghost/ Both intimate and
unidentifiable” (Eliot 1969: 193). The city has become a necropolis, and the
poem, in its movements through, over and around that city/ body, assumes
the clinical air of an autopsy. The disinterestedness of the poet is also similar
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to the poise of the airman in Yeats’s elegy for Robert Gregory, who
“Somewhere among the clouds above”, looks down and declares: “Those thaE
Lfight T do not hate,/ Those that I guard I do not love” (Yeats 1992: 184). 1t
is not difficult to imagine Auden sympathising with the airman’s stateq
reason for taking part in the war: “A lonely impulse of delight/ Drove me tq
this tumult in the clouds”, and that this image from Yeats may have
prompted the images of helmeted airman that occur in his own poetry.

News of Yeats’s death and the fall of Barcelona seem to have fused in
Auden’s imagination. The vision of the dying man’s stricken body as a city
beset by rumours, by the failure of electrical supplies, by emptying squares
and silent suburbs, had a very real correlative in the experience of Barcelona,
Guernica and other Spanish towns and cities. While what is most often
remembered about the elegy is the phrase “poetry makes nothing happen”,
the significance of this is only fully understandable if we recognise the fact
that many of the writers who fought in Spain believed the exact opposite,
that their being in Spain would indeed make something happen by helping
secure the elected power of the left-wing government. Though Auden’s
political ideals may have been irrevocably shaken by his experience, Spain
remained, as he had written in his letter to Dodds, an opportunity for him to
do something as a citizen and a poet. The Fascist victory may have confirmed
Auden’s growing doubts of ever successfully resolving the tensions between
the two, in which case “In Memory of W. B. Yeats” becomes a record of his
determination to continue writing but also to be free of the illusion that the
activity of itself could make any significant political or social changes. Spain
had also shown that the youthful dream of “poets exploding like bombs”
could happen all too literally and still fail to make the desired thing happen;
while Lorca’s murder in July 1936, only two days after the outbreak of the
Civil War, was a brutal warning that the poet could no longer take it for
granted that he or she had any part to play in the constitution of the *Just City”.

Three times within the ten-lined second section of the elegy, the word
“survive” appears in connection not with Yeats, who has yet to be mentioned
by name, but with poetry in general. Threatened by “physical decay”, “hurt”,
“madness”, “isolation” and “grief”, poetry retreats “to the valley of its
saying” and becomes “A way of happening, a mouth”. While Auden offers us
the example of a poet alienated within a landscape that contains the
possibility of tragic suffering, it is also one he firmly locates within an
economic, and therefore political, climate. The poet’s experience of “the
parish of rich women” is balanced by the wider world of the first section of
the elegy, where “the poor have the suffering to which they are fairly
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accustomed,/ And each in the cell of himself is almost convinced of his
freedom”. J

__In his biography of Auden, Richard Davenport-Hines describes the.poet’s
mood during the early months after his arrival in the States as “a mixture of
apprehension and zest” (Davenport-Hines 1996: 182). The elegy for Yeats
would seem to confirm this. Balanced between affirmation and disavowal of
the poet’s role, Auden knows he has escaped the stifling, negative influences
England had come to represent for him but, like the free man at the close of
“In Memory of W. B. Yeats”, he is still at the stage of needing to learn “how
to praise”.

It is possible that Federico Garcfa Lorca’s “Lament for Ignacio Sénchez
Mejias”, his elegy for the death of a bullfighter friend, may also have played
a part in influencing Auden’s elegy. It seems highly likely that Auden was
familiar with Lorca’s work by early 1939. Both poets had been published in
New Writing,® and Stephen Spender had translated several of Lorca’s lyrics,
amongst them “Adam” from Poet in New York. We can imagine Auden
being interested not only in Lorca’s treatment of homosexuality in this poem
but in hearing of the formative influence New York played in shaping his
political and artistic sympathies. Auden may also have borne in mind the
deep sense of unease and alienation that pervades Poet in New York while he
was himself deciding to leave England.

This is a matter for conjecture. If we compare the two elegies, however,
some interesting parallels do emerge. “In Memory of W. B. Yeats” begins
with specific mention of the time of Yeats’s death —*“the dead of winter”,
where “dead” might also mean “dead-centre”, the exact middle— while Lorca’s
opening stanza insists that the reader be aware of the exact time of the
bullfighter’s death:

At five in the afternoon.

Exactly five in the afternoon.

A boy fetched the white sheet

at five in the afternoon.

A basket of lime made ready

at five in the afternoon.

The rest was death and death alone

at five in the afternoon. (Garcia Lorca 1992: 189)

“At five in the afternoon” continues as a refrain throughout the opening
section of the poem, just as “O all the instruments agree/ The day of his
death was a dark cold day” is repeated at the end of Auden’s first and last
stanzas. There are other incidental similarities between the opening sections,

|
%
|
|
1
\
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specifically the images both poets use to build up a picture of a city: Auden’s
suburbs invaded by silence become, in Lorca’s elegy, “Silent groups op
corners”; and Auden’s “the importance and noise of tomorrow/ When the
brokers are roaring like beasts” has its possible equivalent in Lorca’s “the
crowd was breaking windows”. ,

Admittedly, Auden’s poem is in three sections and Lorca’s in four. Both,
however, are governed by a structure which moves from the urban to the
rural, a movement which signals a return to the classical topos of elegy with
its traditional setting of a pastoral landscape. What is also striking is that
both poems end with the poet contemplating the absence of the dead person
or, more properly, the nature of what it is about them thaF iIs now missing.
For Lorca’s devout Catholicism, the answer is simple: it is the soul that is
absent. For Auden, it is more complicated: Yeats is no longer even regarded
as a body, becoming instead a vessel “Emptied of its poetry”. .

The ambiguous nature of the “vessel” Yeats’s body has, in death,
become, suggests ritual funerary rites and the burying (_)f .amphora stocked
with grain and wine, or a ship to help the departed on their journey across to
the New Life on the Other Side. Read in this context, the emptied vessel can
be seen as referring to the painted sarcophagi in which Yeats admitteq a
youthful interest, while the poet’s grave becomes the Cavern out of which
“Old Rocky Face” speaks in “The Gyres™:

For painted forms or boxes of make—up_

. In ancient tombs I sighed, but not again;
‘What matter? Out of Cavem comes a voice
And all it knows is that one word “Rejoice™.

Auden’s imaginative sympathy with the dead poet is now such that he echoes
Yeats’s use of the “voice/ rejoice” rhyme used in both “[The] Man and the

Echo” and “The Gyres™:

Follow, poet, follow right
To the bottom of the night,
With your unconstraining voice
Still persuade us to rejoice.

The significant difference in the two poems in which Yeats uses this
particular thyme is that while “The Gyres” shows the poet greeting the
destruction of civilisation with shouts of encouragement, “[The] Man and the
Echo” is full of doubts and hesitations which show the poet, as Daniel
Albright has commented, in a mood of “dismal self-interrogation” (Yeats
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1992: 838). In his use of this thyme and its implicit acknowledgement of
both of Yeats’s poems, Auden is highlighting the thin line separating

exuberance and despair. Though the poet’s voice has.the capacity to-free.us, —

doubts remain and we are in constant need of being persuaded to rejoice. Just
such ambiguities are acknowledged by Lorca in his essay on the duende.
Great art, Lorca forcibly argues, is only possible when the artist is acutely
aware of the presence of death:

The duende does not come at all unless he sees that death is
possible. The duende must know beforehand that he can serenade
death’s house and rock those branches we all wear, branches that
do not have, will never have, any consolation. [...] With idea,
sound, or gesture, the duende enjoys fighting the creator on the
very rim of the well. Angel and muse escape with violin and
compass; the duende wounds. In the healing of that wound, which

never closes, lie the invented, strangest qualities of a man’s work.
(Garcfa Lorca 1980: 49-50)

These parallels should not lead us to conclude that Auden was in any way
simply rewriting Lorca’s masterpiece. He may well have used it as a model;
he may well have recognised similarities between his own present situation
in New York and Lorca’s a decade earlier; he may even have begun the
process of reassessing Lorca’s brutal assassination in the light of subsequent
events in Spain, culminating in the fall of Barcelona, and Yeats’s refusal to
engage in any significant defence of the Spanish government or rebuttal of
fascism. What is indisputable is that for almost two decades Yeats’s poetry
had provided, in Rilke’s words, a “practised distance, as the other’” for Auden
in a way that parallels Lorca’s association of himself, the poet, and his
friend, the bullfighter.® By physically removing himself from the Old World
to the New, Auden may have hoped to discover a distance which would
enable him to slough off Yeats’s influence. But to do so meant immersion in
Yeats’s poetic personality to such an extent that, as Joseph Brodsky has

commented, the elegy’s very structure became “designed to pay tribute to the

dead poet [by] imitating in reverse order the great Irishman’s own modes of
stylistic development” (Brodsky 1986: 361-362).

As Brodsky says, the intertextual references that litter the elegy are not
limited to individual lines alone. With its structure like a time-lapse film run
backwards, “In Memory of W. B. Yeats” can be seen as a reconstruction of
Yeats’s corpus through the re-integration of isolated examples of his poetic
style. Having become his admirers and been “scattered”, like the pieces of
Orpheus’s dismembered body, “among a hundred cities”, Yeats’s poetry is
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reassembled by Auden to create a modified form of meaning, one which
allows the poet, again like Orpheus, to continue singing even after death
And in this assimilation of what Ian Gibson calls “the mythical view”,
Auden is once again imitating, or modifying, an aspect of Yeats’s art. Evep
in death, it must have seemed to Auden, Yeats was dogging his footsteps.

\Y

“They sang, but had no human tunes nor words,
Though all was done in common as before,

They had changed their throats and had the throats of birds”.
“Cuchulain Comforted”, W. B. Yeats.

Auden wrote in “Yeats As An Example™

A poem such as “In Memory of Major Robert Gregory” is
something new and important in the history of English poetry. It
never loses the personal note of a man speaking abouthis personal
friends in a particular setting [...] and at the sametime the occasion
and character acquire a symbolic and public significance. (Callan

1983: 163)

One of the things Auden admired about Yeats’s verse was that it restored
gravitas to the occasional poem, and in doing so re-enabled the poet to speak
about public people and social events. He developed this theme in “The Poet

and the City™

All attempts to write about persons or events, however important,
to which the poet is not intimately related in some way are now
doomed to failure. Yeats could write great poetry about the Troubles
in Ireland, because most of the protagonists were known to him
personally and the places where the events occurred had been
familiar to him since childhood. (Auden 1975: 81)

The third and concluding section of Another Time is called “Occasional
Poems” and contains, as well as the Yeats elegy, a re-written “Spain” (now
entitled “Spain 1937, as though to highlight the provisional nature of thS
original), elegies for Ernst Toller and Sigmund Freud, “Septeprer 1, 1939

and “Epithalamion”. It is, to say the least, a remarkable grouping of poems,
and shows Auden fully engaged with the issue of the poet’s right to speak
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out on behalf of fellow citizens in times not only.of personal grief and

.celebration but of political and cultural crisis. :
Though the structure of Another Time shows Auden acknowledging his

debts to Yeats, it also contains a measure of rebuke. Yeats’s Last Poems
were published posthumously in 1939 and the collection ends with
“politics”, prefaced by an epigraph from Thomas Mann: “In our time the
destiny of man presents its meanings in political terms”. Yeats includes the
quote only to dispute Mann’s belief, arguing that: “How can I, that girl
standing there,/ My attention fix/ On Roman or on Spanish politics”. It
seems highly unlikely that Auden would not have read Yeats’s poem without
some wry amusement. Mann was of course Auden’s father-in-law, Auden
having married his daughter, Erika, in 1935 so as to enable her to. gain a
British passport and to escape Nazi Germany. The Manns were also among
Auden’s closest friends when he arrived in the States and they introduced him
to a wide range of other European exiles and immigrants.

In November 1939 Erika’s sister, Elizabeth, married Giuseppe Antonio

‘Borgese, an event Auden celebrated by writing “Epithalamion”. Just as

“Spain” makes connections between sexual frustration and war, so
“Epithalamion” draws a parallel between Elizabeth Mann’s marriage to her
Italian husband and the altogether less peaceful concord drawn up between
Nazi Germany and Fascist Italy. Individual lives, Auden seems to be saying,
are related to, if not coterminous with, wider political events, with marriage
acting as a microcosm for all social relations, including those between
neighbouring states. There is a sense, therefore, in which “Epithalamion” is a
direct refutation of the emphasis Yeats places on human behaviour in
“Politics”, where the sexual and political must be kept apart. “In Memory of
Ernst Toller” sustains and extends the critique.

Toller was a German dramatist and poet who Auden first met in Portugal
in 1936, and whose work he admired enough to agree to help translate the
lyrics to Toller’s satirical play No More Peace! From 1919 to 1924, he had
been imprisoned for his part in the Communist uprising in Bavaria and was
eventually forced to leave Nazi Germany in 1933. Finally emigrating to the
States, Toller suffered a brief unhappy stint as a scriptwriter in Hollywood,
before moving to New York. Convinced that his plays were now passé, he
hanged himself in his Manhattan hotel in May 1939.

Desperately unsure of how he would himself be received in the States,
Auden must have been particularly struck by Toller’s death. He may also
have known of Toller’s meeting with Yeats in London in October 1935,
when Toller tried to persuade Yeats, then Nobel Laureate, to support the
movement to have the imprisoned German writer, Carl von Ossietsky,
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awarded the Nobel Peace Prize. The award would almost certainly have
that Ossietsky would have been released by the Nazi authorities Yzant
refused, saying that he knew nothing about Ossietsky as a writer and .that it‘s
was no part of an artist’s business to become involved in affairs of thig kmdlt
(Coote 1998: 544). If Auden knew of this meeting and Yeats’s refusa] to add
his considerable influence to those trying to release the imprisoned man hi
use of the “voice/ rejoice” thyme in the elegy for ‘the disillusioned T;)u;
becomes a damning indictment of Yeats’s concern, in “[The] Man and the
Echo”, that certain of his actions as a poet may have lead to the murder of
Irish Nationalists.

Auden’s response to Yeats’s doubts in “In Memory of W. B. Yeats” is to
affum the poet’s role, however circumscribed. This “affirming flame”
however, is all but extinguished in the opening lines of the elegy for Toller:

The shining neutral summer has no voice
To judge America, or ask how a man dies;
And the friends who are sad and the enemies who rejoice

Are chased by their shadows lightly away from the grave
Of one who was egotistical and brave,
Lest they should learn without suffering how to forgive.

Whispering to Toller that, dead, he could enjoy a world where there was no
evil and therefore “no need to write”, Death intervenes. Only this time there
is mo voice straining from the tomb. The poet is silent. It is his enemies
who now rejoice.

Weather, so sympathetic to the poet in the Yeats elegy, is here “neutral”,
perhaps satirising Yeats’s professed neutrality in the case of Ossietsky. In
$is context, it is difficult not to read the sixth stanza as another side-swipe at

eats:

Dear Emst, lie shadowless at last among
The other war-horses who existed till they’d done
Something that was an example to the young.

Yeats’s example, Auden must have believed, was riddled with contradictions:
that while he was admitting moral or philosophical problems into his poetry
he was, in his private life, unwilling to take a decisive stand on an issue of
exactly this kind. And while Auden was willing to imitate Yeats’s example
artistically, morally and philosophically he had to turn his back on him.
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The figure of the exile and migrant dominates Another Time. Voltaire,

Rimbaud and Edward Lear find parallels in the contemporary world: Yeats

dying in France, Toller in New_York and Freud, “an important Jew who died

in exile”, in London. Amongst their number sits Auden, exiled like
Thucydides from the demos, “Uncertain and afraid/ As the clever hopes
expire/ Of a low dishonest decade”. It is therefore not surprising that his
thoughts return to the ideal of the “Just City”, a place where all men and
women can live in creative sympathy, a place where, as he says in
“Epithalamion’:

Though thé kingdoms are at war,
All the peoples see the sun,

All the dwellings stand in light,
All the unconquered worlds revolve,
Life must live.

It is a vision he goes on to associate with art and artists:

Vowing to redeem the State,
Now let every girl and boy

To the heaven of the Great

All their prayers and praises lift:
Mozart with ironic breath
Turning poverty to song,
Goethe ignorant of sin

Placing every human wrong,
Blake the industrious visionary,
Tolstoi the great animal,
Hellas-loving Holderlin,
Wagner who obeyed his gift
Organised his wish for death
Into a tremendous cry,

Looking down upon us, all
Wish us joy.

In The Prolific and the Devourer Auden wrote, more than a little tongue-in-
cheek, that one of the teasons why he knew fascism was bogus was that it
was “much too like the kinds of Utopias artists plan over café tables very late
at night” (Auden 1986: 405). The disparity between these Utopian dreams and
the vision with which “Epithalamion” concludes allows Auden to hand
responsibility for the creation of the “Just City” not to artists but to ordinary
“girls and boys” who, inspired less by the actions of artists than by the products
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of their art, will build the “City” for themselves. “Life must 1i

us joy”. Gathqred like fairy godmothers invited to bless S]tEIl:Z;é/ti Wish
wedding, the litany of musicians, poets and novelists look dowe Mann's
clouds,rm.d provide a counterpoint to the hawk-like airmen wlrll o
Auden’s imagination throughout the thirties, terrorised the ski0 pamteg

i - : es
Spain, and were even then preparing for war “in the new European aiy’ bove

There is a famous anecdote about Picasso handi -
“Guemi;a” to German officers who visited him in hliIslg s?ulgiop%Stc?rds of
occupation of Paris. Asked by one bemused officer “Did you durmg. ﬂ}e
Picasso is repqrted to have answered “No, you did”. True or not gl his?,
neatly summarises the complex issues involved in the relationsh’i be oo
art, pol’mcal action, and history. John Berger, in his inﬂuentialp Ste;Ween
Picasso’s e%rt, Successand Failure of Picasso, argues that “Guernica” i: ly of
'represe?’tatlon of modern warfare and “the specific kind of desolation to e;is .
it lea(?s than an allegorical painting which protests not against a Sw o
historical event.with specific historical causes and effectscbut a aiIr)le:lt‘i‘c
i massacre of the Innocents at any time”. The problem, argues Bergegr issth .
i Picasso abstracts pain and fear from history” (Berger 1965: 167-169) ’ *
‘h‘\ . Throughout the poems collected in Another Time, Auden Wc;rked t
strike a bal.ance between exactly these tensions. If he observed events fr :
too subjective a position, the historical causes would become blurred and ?llln
defined; assume 00 lofty a perspective, and he would become the author %
vague abstractions. One of the ways Yeats handled this same problem was ?o
\ batlance ﬁgures such as Cuchulain and Pearse, the mythical and the historical
| \ Dot only within the same poem but often within the same line: “Whex{
A :;H Pearse fummoned Cuchulain to his side,/ What stalked through ihe Post

Office? (Yeats 1992: 384). The significance of contemporary events is
“ therefore given meaning in their juxtaposition to the mythical.

‘“ Though Auden’s practice is rarely so stark, Another Time is a clear
example of the lessons he learnt from, and the debt he owed, to Yeats’s
‘ 1nﬂgence. As he himself said in relation to poems included in the final
i section of the collection: “These elegies of mine are not poems of personal
b i | gnef. Ereu‘d I never met, and Yeats I only met casually and didn’t particularly
like him. Sometimes a man stands for certain things, which is quite different
| “ frqm Wpat one fe;e_ls in personal grief” (Callan 1983: 164). Though hardly

| i unique 1n recognising the limited claims subjective experience has to bein.
- called Truth, Aud i i i ters in
I | 2 ruth, Auden stood alone amongst his generation of English writers in
e ; nil lﬁgit:; gecz tiv;ii prqpared to go to gain a vantage point from which history
. ‘ hu . nngl}t be recognised, read and interpreted. The effort was
\ not without its cost. Ultimately, we might say that Auden was condemned to

|

_‘ ]

m the
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4 position where all he could do was to look back and, like the prophet
Jeremiah, lament the loss and destruction of Jerusalem without being

physically able to do anything - to remedy it. #C°

NOTES

! Cunningham 1986: 56-57. Asked, in 1937, to “take sides on the Spanish
war”, Eliot responded by saying: “While I am naturally sympathetic, I still feel
convinced that it is best that at least a few men of letters should remain isolated,
and take no part in these collective activities”. Though less Parnassian, Pound’s
1esponse  was typically pugnacious: “Questionaire an escape mechanism for
young fools who are too cowardly to think; too lazy to investigate the nature of
money, its mode of issue, the control of such issue by the Banque de France and
the stank of England. You are all had. Spain is an emotional luxury to a gang of

sap-headed dilettantes”.

2 See Carpenter 1983: 215. ““He was unwilling to talk about his
experiences”, wrote Isherwood, who saw him immediately on his return, “but they
had obviously been unsatisfactory; he felt that he hadn’t been allowed to be really
useful”. Stephen Spender recorded much the same thing: “He returned home after a
very short visit of which he never spoke™.

3«The phrase “tragic joy” appeared in a 1904 Samhain, where it already had
the sense of unearthly repletion and detachment: tragic heroes “seek for a life
growing always more scornful of everything that is not itself and passing into its
fullness, perfectly it may be —and from this as tragic joy and the perfectness of
tragedy— when the world itself has slipped away in death™. For a fuller
discussion see Daniel Albright’s commentary in Yeats 1992: 768-771.

“The story is the subject of Victor Shklovsky’s “Art as Technique”, in which
he develops the theory of ostranenie (making strange). See Rice 1992: 17-21.

5 The theme of sexual and emotional frustration is examined elsewhere in
Another Time, notably in “Three Ballads” from the collection’s middle section:
“Lighter Poems”. “Victor” is reminiscent of Biichner's Woyzeck, telling of a
man’s sexual betrayal and insecurities, and how he is commanded by God to
murder his promiscuous wife. In “James Honeyman”, the affection-starved child
grows up to become an emotionally repressed “hero” who invents a deadly poison
which he sells to a foreign power, only to have it later used to kill civilians,
amongst them him and his family: “Suddenly from the east/ Some aeroplanes
appeared,/ Somebody screamed: “They’re bombers!/ War must have been
declared!”™ Auden’s tragicomedy continues in “Miss Gee”, the story of a woman
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who “.passed.by the loving couples/ And they didn’t ask her
sexuality denied, “her clothes buttoned up to her neck”, she develo

0 stay”. He
. S Ty s
as if there had to be some outlet/ For [...] foiled creative fire”) and d%es(.:aIlcer (Trs

® Auden first published “Lay your sleeping head, my love”, “Palajs

Beaux Arts”, “The Novelist”, “Refugee Blues”, “The Leaves of Life” (::1? Ses
.. Memory of Ernst Toller” in New Writing. Lehmann also published translationg ff%

Lorca’s “The Dawn” (trans. A. L. Lloyd) and “Song” (trans. Stanle Ri

: . . h
In his 1946 anthology, Lehmann has this to say about poetry and tﬁe clicviiirdson')'
Spain: ) varin

The Spanish War is a gloomy milestone for creative write

marking as it does the second descent of the twentieth century inrts,
the violence of International anarchy, a descent made the mo .
destructive for them by the warring ideologies with warr'ufe
erppires. Rare and lucky were the poets who could find the calm ang
leisure in the midst of such events for continuous poetic creation at
the deepest level; and yet these events, by the passions the

excited and the drama they manifested, involving the oldest beliefz
and allegiances and spiritual hankerings of our civilisation, were
material that most young poets would find it difficult to refuse i
any age. Our age, however, has been distinguished above all ages
by the tendency, in all fields of activity, to exploit whatever
comes to hand as immediately and intensively as possible
(Lehmann 1946: 5-6) '

7Rilke_1980: 147. The poem, “To Music”, contains these lines:

O you the transformation
of feelings into what? —: into audible landscape.

. . the most practised distance, as the other
side of the air:

pure,

boundless,

no longer habitable.

thuming, with this in mind, to Auden’s critique of Yeats’s “empty
sopontles”, we can see how “In Memory of W. B. Yeats” can be read as displaying
t1}11s absence, this'loss of voice in the image of the city gradually “invaded” by
silence.

*Time and again in “Theory and Function of the Duende” Lorca returns to the
example of the bullfighter when he wants to clarify what he has to say about the
nature of poetry. The death of Sénchez Mejfas quickly assumed, therefore, the
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status of prophecy for Lorca: “Ignacio’s death is like mine, the trial run of mine”,
he is reported to have said (Gibson 1990: 391). This extraordinary sense of

~ empathy for his dead friend and the circumstances of his death remained with Lorca
“for the Temainingtwo-yearsof-his-life—A-bullfighter’s -death;-he-explained,-had - -

pothing to do with sport but was “a religious mystery”, “the public and solemn
enactment of the victory of human virtue over the lower instincts [...] the
superiority of spirit over matter” (ibid.: 391). Such a “mythical view”, as lan
Gibson calls it, is not dissimilar to aspects of the final section of Auden’s elegy

for Yeats.
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Between June 11th and July 4th 1936, the New Burlington Galleries in
London played host to a further noisy assault on that cosy, common-sense
pugbear of the avant-garde, consensual representational reality —the
International Surrealist Exhibition. A green-haired André Breton and his
green-clothed wife opened the exhibition. Paul Eluard and Herbert Read
delivered their lecture on “Art and the Unconscious™ while perched on the
backrest of an increasingly unstable sofa. Salvador Dali was almost
asphyxiated after giving his paper clad in a diving suit whose helmet became
stuck. Among the others involved were a young woman carrying a false leg
and a bunch of roses in one hand and a raw pork chop in the other, and a
young man who offered visitors cups of boiled string, asking “weak or
strong?” The young man was Dylan Thomas. He later read his work at one of
the evening events along with Paul Eluard, Samuel Beckett and David
Gascoyne.! :

Thomas’s involvement in the 1936 Exhibition is frequently dismissed as
inconsequential by a bevy of contemporary critics unwilling to take into
account the modernist and, more particularly, surrealist elements in his work.
Lurking behind the margins of such readings, which often amount to little
more than a kind of bardological empiricism, are attempts to secure
Thomas’s canonical status by situating him in a metaphysical or romantic
tradition. Criticism of this sort has dominated Thomas studies over the past
thirty years or so, and even those dissenting voices keen to establish a more
positive relationship between Thomas and surrealism have tended to rely
upon the same monolithic model as those eager to play down its influence.
Paul C. Ray, for example, suggests that “of the major poets of our time,
Dylan Thomas was the one most influenced by surrealism”, but later claims
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