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Meaning with Musie: William Collins’s *The Passiong’
Dr, YousuF Al

Abstract

Poetry is perforee metrical, for it is composed of versified lines. Unlike
e modem or postmodern poetry, poetry in zeneral speaks with a rusical
soice, using metre, riythm, rhyme, etc. The poets, fior the most part, also
endeavour to articulate their thought and feeling in their poems in & paefic
manner contrary 10 1 prosaic pouring forth. Classical poets cultivale a
eer adherence to rigorous forms and style of writing poetry. However,
The Pre-Romantic poets who are thought of as the harbingers of
Romanticism show a shift from the peduntic classicism, and a technical
shasticity in their poetical works. This seems (o have encouraged the
Bomantics & bit to showcase a more experimental and enlivened poetry
of great beauty interms of its theme and configurative qualities. Although
e romantics, following the trodden path of their precursors, pegale the
seader with their poetical pomp, the precursors of pomantic périod
monctheless afford to entertain us with no ordinary poems. Notably, ane
thing, among other aspects, is common to the poems of both the romantics
gnd the precussors of romantics, and that is the musical cadence, [t is
=ue that the romantic poetry is more telling and impressive about iis
segular'thythmic composition. But William Collins's poem namely “The
Passions” also has the petentiality 10 lull our ears with its melody. In
fact, the poem is a commendable collage ol 'words and sounds that jointly
mean in the brain through music in the ear, In this peper, [ shall, therelore,
argue for the brilliant expression of meaning seasoned with musical or
Byrical 1ilt in the poem cited above.

Key Words: meaning, music, lyrical, poetry,

The space of poetry can be hamessed as a vehicle to transport a message
from the poet to the reader. Poets ofien do this. Howewver, the poeis,
who wordhip poetry 88 an art having no purpose other than the “end in
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itself” (Cuddon 11, may oppese this usage owing to their inclination (o
the classical conventions and cultivations of the poetic art. They may be
identified with the followers of *Art’s for art’s sake™, and sccordimg!y
tend to clothe their poems with sensory beauty without amy recourse to
maral, didactic or philosophical meaning. Again, modem or postmoder)
poetry seems to have hammered its mould to be bare of aesthetic beauly
with the primary aim being to mean and not 10 seothe the sensuousness
As a result, such poetry can scarcely sound music to the ears. But
Romantic poetry with all its rhythmic beat and rhapsodic rhyme create
anexuberance, a poetic frenzy about it Moncover, it has a philosophical
tone as well for which one likes 1o read Wordsworth, Coleridge, Byron,
Shelley, Keats, cte. Several decades have passed, people siill love to
read themn o experience o romantic taste, o get rid of the monotony of
lifee. It is also true that the romantics got a favournble backdrop that not
anly inspired their poems but also shaped them to a great extent. So il i
quite obvious that these romantic poets would sing ol a relatively casy
climate both poetical and societal. On the ether hand, the pre-romaniic
poets or the precursors of the romantic peried faced a difficulty in their
practice of poctry because the poetic tradition of thear time did not evoke
any romantic setting as such. The classicism was still there o exercise
influence on the poets. Therefore, being at such a juncture which would
not spell a satisfying spur for the poets of the time to go against the tide,
if some poets could manipe to portray a bright landscape with a new
kind of brushwork tinged with hues so colourful, and venture 1o speak
with s voice uned with a beautiful melody charged with a philosophic
note, then it4s something ingeniouws, rare and remarkable. Indeed, posts
like William Blake, Thomas Gray, Robert Bums, lemey Thompaon,
William Collins deserve acclpmation. However, Willin Collingis generally
considered a3 a miner poct sinee his poems lack the richness of Blake o
the natural spontancity of Gray, “We feel sometimes that he |Callins)
was between two worlds and sometimes that he worked wo hard a
belng 3 pocl” (Daiches, 674). Bul one of his peems “The Passions™ or
otherwise entited “The Passions: An Ode Tor Music™ is noteworthy for
its brilliant use of style which is not altogether classical for being e
firem thes rigid rules of form. To quote Albert, “Collins’s ode The Passios
{1747} are amang the best of the type.” (275). Indeed, the poem is
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famious for its quality of expression both musical and meaningfil with an
imgenious fomm.

“Ihe Passions” primarily deals with the theme of music and of
haman passions, emotions such as love, fear, hope and despair. ete, and
depicts how these emotional aspects inflmence our life and experience,
Although the poem wis written at a time when classicism dominated
the poetic arcna, bul it shows some considerable degree of departure
from the classical convention of Collin®s time. Truly, the poem registers
some noleworthy ingeniousness in terms af its thematic treatment and
poetic style. The way it portrays music as its subject of discussion, it
comes oul 1@ be a great piece of poem with all its lyrical liltmade out of
the rhythmic beat and the thyming cadence together with the melady of
a pood deal of liquid consonant sounds.

The poem opens with an alliterative line—"When Music, heavenly
msaid, was voung,”— wherein the repetition of “m” of (m/ instantly scts
the Iyrical strain of the poem, meeting the reader’s expectation as the
aften-used secand half of the title of the peem—"An Ode for Music™—
evokes in the reader. So the sense of music evoked in the second half of
the title is properly regaled ot the very start ol 1 poem with the use of
alliteration and that 1oo with a scnorant eonsenant that is very high in
- creating cadence, Again, the word “Music” here seTves B special purpose
af striking an imaginary ringing of sounds in fhe reader’s mind, which is
further augmented by the rhyming word of the line 1hat follows.
Furthermore, the use of seccessively twa unaccented syllables in the
third foot of the ficst line provides the line with galloping speed in order
to accentuate a heavy anapaestic beat on the nexl monosyllabic siressed
word “maid™ which is the personification of music, Another point 10 be
noted here is that almost all the sonorants—w/, fm/, /nd, 100 (v ¥, (R
 (ngl—are present in the very beginning line of the poem. This generates
a pleasing resonance. And this, al the very outsel, adds 1o the Iyrical lilt
i be heard across the stanzas, More importantly, here the voice of the
speaker metapherically expressing his thowghts about music gnd passions
' does not dic down amidst the sonority of sounds. A close reading of e
first few lines may be el like striking the strings of the [yrical chord of
the poem. The lyricism is simply unavoidable; unescapable is also s
lexical meaning:
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When Music, heavenly maid, was young,

While et in carly Groece she sung,

The Passions oft, o hear her shell,

Threng'd around her magic cell

Exulting. trembling, raging, fainting,

Possest beyond the Muse’s painting; (1-6)
—as 18 evident in the employment of the forced rhyme in the words
“young” and "sung” which the poet cannot but surmender to the mould o
music with an end in view to imperting sonority to the lines, and therehy
securing the marching movement of the poem, The use of tetrametre In
all the lines shove speaks of its brisk movement that goes well with the
deminant iambic beat, although the variations of anapaest and trochee
{the fourth line; first foot of the sixth line) are well designed w bring
Farth variety 1o the rhythm. The thyming words “shell™ and “cell” ring
the resonanee of a thyme riche since both the initial “s/'c™ and the end *)/
I”* rhyming consonant sounds are same. Besides, while all the five liney
are end-giopped or caesura since there is punctuation mark, mostly comima
and o semicolon at the end, bul the fourth line does not stop even afler
thie line ends with the word “cell”, Il conlinues with the following |ine
This is called enjambment or run-on line, The poet here purposciully
Ingorporates such pattern in order to comtinue the musical 11l which seeims
to be multiplied with the repeated use of “-ing”™ form of all the words in
the line that follows the previous line ending with *eell”. Again, the las
rhyming words “painting” and “fainting™ beat more musical lke drum
due 1o their double rhyme: fainting—painting, which is also ealled &
feminine rhvme perhaps becawse of their sesthetic perception. Therefone,
il enhances the musical aestheticism of the poem. The lagt two lines
have feminine endings, for the [ast shyming syllnble of each of il (wis
lines “ing™ receives no siress or accenl. Actually, it is well schemed by
the poel so that he can quicken the brisk movement of the poem aml
also have a desired emphasis on the next strong syllable “Poss-" of the
word “Possest™. On the oiher side, words like heavenly, naid, young,
ahe, sung, magie, exulting, Muse—unfailingly capture the meaning thal
the poct wants to convey through a metaphorical analogy between musle
aiul the heavenly maid; between passions and a person geing 1o érjoy
the magical voice of music, fainting yet interested and enthusinstiy

woy
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Therefore, the poem delinestes music and passions insuch g manner
which is at once lyrical and lexical; in other words, musical o] mesningfl
At times Collins seems to be dialogic. Although it goes agninsi
the concept of Iyric proper hecause it ought to be subjective and
spontanesus. but the way he has uttered his thoughts and leelimgs, it
-appears that he has negotiated with the implied reader while writing the
poem; he has undertaken efforts to make the reader comprehend thise
thouphis and feelings the way he thinks and feels, In other wowds, Collins
wants the reader to grasp the thoughis and feelings which are exactly
within him. He also tries 1o cater 1o the musical hent of the reader
Accordingly, the same vein of music is carried forward in the next fwo
incs as well: “By turns they felt the glowing mind/Disturh'd, delighted,
reis"d, refin’d:™ {7-8), Apart from the strain of alliteration in the secand
line here sprung from the consonants “d/d™ and “rr™, the timely use of
liquid consonants or consenant sounds —17, “r or 1/, /r'—in both the
lines is remarkable in that they create cadence in both ways, Again, in
the lines quoted below he does not only portray the freseey of music
through persanification, but captures its rue exulting spirit by referring
I @ concrete object m order that the reader cun faney the rapture by
visunlizing the concrete:
Till onee, *tis zaid, when all were Gr'd,
Fill"d with fury, rapt, inspir'd,
From the supporting myriles round
They sratch’d her instruments of sound, (9-12).
Here too, the alliteration—"fill'd with fury"—helps the rhythm
reverberate along with the ongoing musical exuberance evoked in the
explanation of music itself. The phrase “supporiing myriles” operates
here as an objective correlative. The dance of the myriles makes the
Fader understand the musical madness which is rightly expressed with
he word “fury™. Besides, the rhyming words: “round™ and “seund”,
both are monosyllabic snd stressed, and they thyme each other very
ell. This called perfect rhyme or masculine rhyme, and the ending
peing the masculine one. Collins here infroduces this “full rthyme™ or
“true rhyme™ or masculine rhyme so as to lemd & more manly sonority
Ao the musical effect,
- As the poem grows and develops, it shows the variety of mood of the
e, 11 starts with an enthusiastic spirit of the personified music; it
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spordee followed by ismbic metre inthe beginning of the second ||
the stanza—"Lo
W3
Velen sou
nds/....” carries forward that feeling expressed at the start of the provk
stanza, Buteven in describing the mood of despair he has used alforil
rhymes and the dominant fambic tetrameter to maintain the clivt i o
cadence. The alliterations “with-woetul™, “suller-soumnds”, “solig
strange™ are well brought owl in order that the poet can make It |
musical to the reader’s ear. But here Collins is conseious enough, |
gingerly fetches Torih the theme of despair at the surface again vy 1
cmd of the stanza by reiterating *"Twas sad”, “'twas wild” so
hopelessness does not get overlooked, so that the melancholic volis slden™—al! contribute to the beautification of this jurcture. As the
not engulfed by the Tyrical lilt ahogether, The repetition ™ Tras™ is t starts here speaking of hope which is a positive thing so he tries to
0 sccentuate the sense of despondency in & balanced wav in arder (g st ize the colouring to paint a hapeful, an eptimistic picture, which
meaning and music, sound and sense go well together s the reader 4 sense of pleasure—the plessure that i3 promised in
~As ._...__...__.::w has a purpese 1o dwell upon a varicty of mood g third line. Anather point to take copnizance of is the repetition of
PASSIONS, EMOUDNS S0 he does not want ta linger much on a partioul i 4™ a1 the beginning of fourth, sixth, eighth and ten lines also generales
emelion in the poem. Again he does not want o be more Pl | sl that pleases our car, for repetition provides the teader with
than that his scheme of the poem bargains for. Otherwise, his despall gasure. To quote Terry Eagleton, *There is pleasure tir be reaped from
will pale into depression which will fail him a5 an enjoyable and univessl o™ (131). Indeed, pleasure is there to be harvested from such
poet. Consequently, he leaves aside the bleak brush, and takes up N prnposition, and the poet is lso conscious of this. Simply because here
_m__.__._n-__..__:.u._.a eolourful brush to paint o livelicr Fanckscapse thiat. Teasis wn b explains that hope is something that drives away the darkness of
eyes. This variety is again musical and manifold. From despair, it Lk | - 1t brings peace in the mimnd, sl when the mind is peaceful, one
to hope; from speaking of “sullen sounds™, it moves to muttering of an enjoy the kandscape with eyes tear-free, and feel the music in e
:_n_.qE:muﬂ_ pleasure™. The stanza i perhaps the most significant and e i, A sene of music is hinted at by the words “strain”, “echo™, “song”,
brighiest passage in the poem. In fact, the entire poem is a maRslerpeleod %e. The musical cadence is also brought about by the chyvhm and rhyimes
that speaks of Collins’s poctical genius as David Daiches rightly stules, o the lines. Tambic tetrameler, pentameter and hexameter are st 1
although in a critical way, . ponsolidate the metrical beat. Previously, nowhere Collins has employed
“I'he perfection of this finely carved piece mikes ore tameter or hexameter in versifying the poetic lines until this stanza.
wonder whether the kind of thing Collins did in such a poern Perhaps he has used this technique to wish for the Jongevity of “Hope™
a5 “The Passions: an Ode for Music™ was not the result of Mhat is so telling here afier the descriptions of anger and despair. The
applying in doctrinaire theories of poetry that were not really poet also uses eye rhyme “chose-close™ in the penultimate and antl-
_ congenial 1o his ewn creative gpenius.™ Vol 3: 6721 penuliimate lines to season the variations, indicating the shift in the mood
Truly, the poem merits a number of qualities. However, the mest beauti ] f the poein and the speaker. Again, the inclusion of trochaic tetrameter
part of the poem pethaps lies here— the third line also adds to the variety of the poem. The use of figurcs
But thou, O Hope, with eyes so fuir, f speech also grace the stanga appropriately. In the (ifth line, he employs

Whal was thy delightful measure?
Sl it whisper™d promised pleasure

And bade the lovely scenes ot distance hail!
Still would her teuch the strain prolong;

And from the recks, the woods, the vale,
She call’d on Echa still through all the song;

And, where her sweetest theme she chose,
A responsive voice was heard at every close, -
~ And Hope enchanied smiled, and waved her golden hair. {29-
1
fhe passage is replete with romantic images, Words and phrases E"m
i, “lovely scenes™, “strain profong”, “the rocks, the woods, the vale,
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oits the use of conjunctions. And this omission is deliberately done

the poet inorder to highlight the objects of'the line that fisrm the romsi i

landscape, and also 1o enhance the lyrical melody,

Collins goes on step by step delineati i
0es | ng revenge, Jealousy, melanehol
and lastly joy in the following stanzas, separately. However, his _m_....___;”

with melancholy hus an onomatopoeic effect. The expressions such as

“Pour’d through the mellow ham her pensive soul:”, “Bubhling runnely

loin"d the sound”, “In hallow murmiirs died away™ echi the sense with

music, Besides, one thing is noticeahle that when he finishes singing of

Joy at the penultimate stanza, he immediatel i
ol “usic™ into the forefront: “O Music! szgﬁgﬁ?gﬁwmﬂﬂ
of pleasure, Wisdom's aid!™ {96-06), The first line is jambic fetrancior
and the second one is trochaic catalectio in which it is assumed that
Eﬁdﬁﬁm syllable is dropped from the end. Collins deliberatel 5._:
1o avoid the weak syllable thar would disrupt the end rhyme: Law—nwﬂ:
In other .._.ﬁ__...”qm. he does so 1o orchestrue the desired m Eu.nr__ effect thal
.“EHE well with the subject of music jiselr: i
ey, therefore, be concluded th i
the _u_.:._mnz._ lines that, on one hand, ﬁ“__mwﬁﬁﬂzﬂnhﬁ.ﬂ .
producing the .h...__.a.h.ﬂ._ exuberance or “extravagance” _..Eu.,..n_ﬁmw_ mﬁwu.wp.ﬂ
H n.ﬂq sﬁ.ﬂﬂﬁrﬁ the _ﬂ..a“q._.iu_*ﬁsﬁ and relatively more evohved
: K extcal tapesiry exhibitin .
r_.ﬁm-.._ﬁ.qun.__. :.._ short, the poem is at onee n.____.EmWE i:.ﬁ_.."_.___”m_uﬂ__nﬂ_.__“”“_"
..._un_._u. i.m: meaning. The themes of music and of human .EE_...__G and
“HMHM ”‘.H_Hﬂg :”___ﬂ_ﬂm_ “mmﬂn _._%hn_ H.E:;mam,_ melancholy and joy are
g ; poemy, Collin®s use of ima
m“_ﬁ? the reader ‘s comprehension of the meaning unfailingly. an“_._uﬂ
__.M E:EMU_H&EE e mare engaging, comresponding the Iyriciam of
miﬁ_ﬂﬂ. o Eﬁ_ﬁ Collins is also a remarkahle poet whose “lrical
i il u_u recngnized by the fater poets (Rirch 237). The use o
il mast _u.u EVETY Stanen create a resonant effec) in the Pt
_m_m vanous rthymes; perfect rhyme or masculing rhyme, double thyme
Mq. Imimne 1@5.... eye rhyme, rhyme riche, alse produce melody that
oes not only interest the resder but sujss the variety of moods of the
Pochic persona as well. Colling aleo showcases his dexterity in tuning thi

fdeaning with Mushe: Willlam Colllee’s “The Passion™ SEE

iythm of the poem. The uses of iambic tetrametre instead of pentametre
the classicist and occasional anapaest coupled with some rhytlmic
finms of trochee—all account for the poet’s eraflsmanship with which
ces the poem, Moreover, thythmic variations are also meant 1o
s¢ @ connection with the poetic persona speaking in various moods.

. .=.== Caolling's “The Passions: an Ckde for Music™ (| 750} here proves

pling document, in offering an carly instance of the supple relation

cen thythmic varations amd voiced charmcier” (Glaser and Culler,

#). Besides, his scheme of catulectic line, well-timed spondaic feet,
fd elision of vowel w adjust the metrical regularity when required
antribute to the music of the poem. The subject being partly abowt

pusic with which the poem opens and closes finds expression in socha

ical manner that strongly advocates for the lyrical texture of the
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