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ABSTRACT

In the present study. the method of phenomenological reductioni
was used to describe the salient featurés of subjects' reported
expekience of reading poetry and, in this way, to provide a "funda-
mental description" (Colaizzi, 1969) of that experience. This pro-
cedure enabled analysis of what subjects considered salient in their
e;Berience —— with minimal interference from the investigator's pre-
conceptions of what their experience might be. In addition, quanti-
tative analysis of answers to a questionnaire (which, of course, did
reflect the investigator's preconceptions) was used to study the
specific aépects of imagery, emotion, unification, and Edward Bullough's
concept of I'-psychica1 distance." Changes in these variables and in
their relationships to each other were examined as a function of re-
peated readings. Psychical distance wag also looked at in reference
to introversion and extraversion, as measured by the Myers-Briggs
Type Indicator (1962i, to see whether the tendency to lose distance
is related to these dispositional variables, j.e., whether there is
a tendency among extraverts to over-distance and among introverts fo
under-distance.

Both the phenomenological and experimental findings showed that
the general poetic experience progressed from confusion to increased
understanding, from fragmentation to increased unification of parts
and events, and from an initial personal reaction to a reaction that
becomes increasingiy more impersonal as the poem 1& learned. The

phenomeno1ogica] results also suggest that there js an increased inte-

gration among the different psychological modes (i.e., conceptualization,

iv.



imagery, feeling, and style) with repéated readings, but the experi-
mental results showed that, even if this occurs, there is a corres-
ponding decrease in the cooccurrence of imagery and emotions. Finally,

though "psychical distance" did achicve the status of a major variable,

'no significant findings were found to be attribut:iole to introversion-

extraversion.
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INTRODUCTION

STATEMENT OF THE PROBLEM

o

Within the domain of psychology, there are no general descrip-
tions of the experience of poetry. There are a few unrelated experi-
ments dealing with iso]atgd aspects of the poetic experience, but
theng is no coherent description of the experience as a whole and no
basis for relating the work already done. Tﬁé purpose of the present
investigation is to derive a broad general description of the experi-
ence of poetry, through the us® of phenomenological reduction in con-
junction with more rigorous quantitative ana]&éis, i.e., traditional
experimental and statistical procedures. The aim is fo provide a
coherent description of the salient features through phenemenological
reduction and deal more rigorously with certain key variables such as

ager , emotions, unification, and "psychical distance."

METHODOLOGICAL ORIENTATION

So far, poetry ha- been studied through the methods of introQ‘
spection, behavioristic experimentation, phenomenological philosophy,
and philosophical aesthetics. Each of thes- methods has unique
advantages and disadvantages that make it applicable  to restrictive
aspects of poetry. A fifth method is also possible -- phehomeno- ‘
logical reduction. This method, recently describéh by Van Kaam
(1969), Giorgi (in press), and Colaizzi (1969), combines some of the

advantages of each of the other methods and seems especially apt for
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exploratory research.. To understand the relationship between pheno-
menological reduction'and prevailing methods, a brief review of

methodology is required.

Ihtrospection

Iﬁtrospectionists who have studied poetry, such as Wheeler
(1923) or Valentine (1924), analyzed the verbal reports of trained
subjects in terms of specific preconceived hypotheses of what consti-
tutes poetic experience. Two things distinguish this method. First,
subjects were not. taken from a representative sample of the general
population -- they were not "naive" -~ but.were either péop]e with
special training or people se1ected‘f&r their verbal ability. Whee- -
ler's subjects all hag training in the formation of images. Va]éntine
gave a special emphasis to the‘reports of "several most reliable sub-
jects." Second, these investiéators selected specific rating scales
and open-ended short-answer questions to which the subject responded
in describing his experience, but open—ended:questions were’ana1yzed
in terms of specific preconceptions. For exémp1e, Valentine (1924)
asked subjects "whether they found the poem very pleasing, p]easing,
| slightly pleasing, indifferent, slightly unpleasing, unpleasing, or
very unpleasing,” and then asked them tc describe "the reasons for
their judgments." From the verbal descr1pt1ons of their reasons, he
merely extracted the frequency with which the subjects reported
1magery,‘1n 1ine with his original hypotheses.

Introspection, as used in these studies, has the advantage of -

dealing directly with experience. These experiences are well



“described, becanse introspectior relies on the reports of people who
‘ are good at description, either through trainfng or selection. These
studies are to a certain extent replicable, vccause the reports are -
‘ahatyzed in terms of specificyquestions anq.these questions can' be
asked again. -

| But in dea]ing with specific questions, 1ntrospectiontsts have
| tended to segment phenomena by breaking up complex §tate$ and‘pro—
cesses into simple ones and ana]yiin1 these separately. This kind of
segmentation 1imits the kind of information obtaihed by (1) 1imiting
jnvestigation to those variables included in the reEearcher's pre-
conception of the poetic experience, and (2) pree1eding subjects'
reports of experienced re]ationships First, the use of only precon-
ceived variables means that the aspects of the poet1c experience d
wh1ch are salient for the subject but not the researcher are om1tted
from the»inquiry. In this way'essentiaJ features may be lost. Sec-
ond, the researcher rather than the subject relates these elements of
the poetic experiehce by the use ot statistical indices of co-
occurrence. Because of this, introspection has the usual problems
of correlational studies, i.e., not dealing with causal relations or
intervening processes. For example, Valentine (1@24) reported that
1magery and enjoyment tended to go t09ether, but the actual relation-
ship between imagery and enjoyment was not. researched 1.e., whether |
there was a causal relationship one way70r the other or whether hoth
imagery. and enJoynent were caused by a th]rd factor The subjeets‘
exper1ence of re]at1onsh1p is not cons1dered by these 1nvest1gators

~

A further limitation 1is that what is being described is not
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the experience as it "normally" occurs, but only as it is’ experienced
by trained observers or especially descriptive people. The impor-
tance of using the reports of ggixg_subjects'in making up a phenomeo-
logicz1 description was first pointed out by the gestalt psychologists
(Kohler, 1947; Koffka, 1935) in thefr arguments against introspection
and is ﬁOW generally accepted by both behaviorists and phenomenologi-
cal psychologists (Merleau-Ponty, 1963; Colaizzi, 1969; Van Kaam,
1969; Giorgi, 1970; and MacLeod, 1970). N

Finally, introspection, as- a method, lacked the experimental
and statistical rigor of behaviorism. In studying poetry, intro-
spectionists did not make use of controls or comparisons between con-
ditions. This was not a fault of the method per se, but merely one
of historical precedence. Controls could have been used, but intro-
5 ~ction preceaed the ‘use of more controlled techniques within psy-
~ho gy, as well as the use of mo-e STDhisticated.statistics. How=

-

eve ~, there is nothing inherent within introspection that would pre-

vent the use of correlation, or even factor-analysis.

Behavioristic Experimentation

Examples of studies of poetry made within the behavioristic
framework include: Whijtely, 1928; Leopold, 1933; Patrick, 1939;
Gunn, 1951; Britten, 1954; and Kamman, 1966. These expérimenters

have attempted to operationally define both the independent and de-
" ' N

pendent variables by tying them to empirically perceivable qualifiers,
j.e., retention tests, tests of appreciation, rating scales, content

analyses of verbal descriptions, etc. (Because poetry is not expected

&



to elicit an overt physical response, no attempt has been made to
define the response to it in terms of physical behavior.) In these
studies, the poetic experience itself is treated as an intervening
variable or a hybothetica] construct (MacCorquodale and Meehl, 1948),
depending on how closely it is tied to dctual empirical variables.
This method, without doubt, has a gréat many unique advantages.
A11 terms and concepts are well defined operationally, usua]]y'as
mathematically scaled variables. Variables are empirically verifi- .
abie, i.e., through percepéion, and this sepms to be the superior |
form of verification, both in terms of conéensus and repeatability.
Behavioristic method is, also, experimentally rigorous, because it
makes use of éohtrol groups, wiéhin and between comparisons, and all
measurements can be statistically compared. Through these methods,
specific issues can be handled in a reliablé, replicable way, and
these procedures, un]ikeAintrospection or phenomenology, are not
limited to verbal experience; but may include tacit components of
experience as well, as long as Fhese represent themselves in behavior.
But, since behaviorism deals only indirectly with experiential
variables, it is an especially poor method to usz in a field like
poetry, where experience is the major factor ur er cons- deration.
Behavioral measures are usually indices or marlers of the sub-
ject's e¥periengs, and, consequently, the direct report of the sub-
ject's exper{ence as he intends to describe it is missing from the
behaviorist's data. Overlooking the direct report of the subject's
experience may lead to a decrease in ."'validity" (i.e., the experiment

is not measuring what it is supposed to be measuring), which shows

'



up statistically as either a high variance or a Tow correlation.

" Inflated variance may lead to the conclusion that there ié no sig;
nificant difference between groups, when in.fact there is one (Type
Il error). Low cqrEéTation implies thatltwo variables are not re-
lated, when in fact they may be.

Seedﬁd]y, this method is, 1ike introspection, analytic. It
segments a phenomenon into elements and relationships, in the hope of
putting it back together later. For this reason, behaviorism may
.1ack d1rect1on if it is not quided by either a comprehens1ve theory
or at lTeast a full description of the phenomenon in quesES;E? Both
of these have been lacking in the study of poetry. There is_]itt]e
or nothing to tie any two studies in poetry together, except the fact
that they are occurring in the same general domain. |

Finally, behaviorism is not exploratory, and this is why it
must be based on either a comprehensive theory or a comp]ete’pheno—_
menological description.” Like introspection, behavioristic investi-
gations rest on specific preconceptions; these preconceptions are the
hypotheses to be tested. Between experiments, tﬁe behaviorist may
look for new explanations in the face of disconfirming evidence, but
the process‘of data gatheripg itself is not addressed to discovefing
novelty or the unexpected.' It can never find new aspects of a phe-
nomenon or misconceptions amoﬁg subjects,‘But is iimited to testing
..an original hypothesis through disproving its "null" or showing cor-

rélations.

Pﬁenomeno1ogica1 Philosophy

Since the reading of poetry is a psychological actfvity,\it
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can be approached through what Colaizzi (1969) has called "individual
phenomenological ref{;ction." This is not a new concept. Actually, -
it is the basis for phenomenological philosophy and fs what such
people as Sartre, Heidegger, and Merieau-Ponty, as we]i as certain
psychologists such as Jung or Werner, have been doing all along.
is simply the reflection of a single person upon his own éxperi
Phenomenology is descriptive rather than explanatory and is directly
tied to the phenbmenon in question. When Sartre says that he is com-
paring "this cup that I hold in my hand" to an image of a Cup, he is
"~ conveying a sense of immediacy that does not occur when, for example,
Bullough gives an anecdotal example of someone who under-distances
by referring to a jealous husband watching "Othello."

It should be possible to collect and analyze the works of these
individuals through the method of phenomenological reduction and
arrive at a "fundamental description” of the poetic experience. Un-
fortunately, no phenomenologist, to my knowledge, has ever dealt
specifically with poetry. But each has mentioned poetry at one point
or another and all have dealt with related experiences such as.
language, feeling, empathy, ahd imagery.

Phenomenology as a method of individual inquiry has the advant-
age of Beipg reasonably thorough and extremely well destribed. It‘
also deals directly with experienee,and if the descriptions are
understood, they are immediately verifiable through their presence
or absence in one's own experience. Finally, they provide a partia1
description that can be‘elaboréted, extended, and used as a source

for further inquiry. These descriptions, as long as they remain open
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u

to further elaboration, can be used as a template for analyzing the
phenomenological reports of subjects in a psychological investigation.
Such individual contributions represent important additions to

the understanding of the poetic experience, but in themselves can
never be taken as a phenomenological description of that expefienpe.
As MacLeod (1970) has pointed out, such analyses, though appealing,
go far beyond description and interject a specific philosophical
viewpoint between the observer and the phenomenon being described.
Furthermore, since it is in the realm of philosophy rather than
science, phenomenological philosophy lacks experimental control, and
the method itself can never be verified either empirically or mathe-
matically unless .it is operationalized and put into experimental
terms. Colaizzi (1969) feels that "individual phenomenological re-
flection" is an important first step in any phenomenological study;
but it is not necessary if one proceeds along the Tines used by Van
Kaam (1969) and may even hinder because it increases the number and
rigidity of the preconceptions. But even if such analyses represent
an important first step, they can never achieve a full "fundamental
description," because this:

presupposes that an individual investigator, sheerly

by his own powers of reflection, could generate and

then describe the total richness and complexity of

all that is or can be involved in an experiential

phenomenon; but even for an investigator endowed

with unbelievable capacities for empathy and imag-

jnation, the presupposition that he could have

access to all possible phenomenal variations of the

investigated phenomenon seems at the least a highly

audacious and unwarranted presupposition, which

therefore provides ample reason for dismissing the

need go undertake this operation (Colaizzi, 1569,
p- 31).



Philosophical Aesthetics

Phi1osobhy, in general, differs from phenomenology in that it
is speculative rather than des;riptive and is at least one step
removed from the phenomenon under investigation. It does not des-
cribe immediate experience,.but works at a theoretic level and
attempts to relate a range of separate phenomena (e.g., over-distan-
'cing, under-distancing, etc.) within a single conceptual framework
(e.g., the "psychical distance" continuum). Desériptions are in terms
" of molar concebts and references to real situations are made through
hypothetical examples.

Because speculative philosophy is worked out at a theoretical
Jevel, its major contribution to psychology is in providing theories.
These can be used to organize seemingly unrelated data, to provide a
framework in which empirical generalizations can be conceptualized
in terms of underlying processes, and to provide direction-for empiri-
cal research. Theories can, of course, be tested on logical grounds;
.but, to be useful to bsycho1ogists, they must be verified by making
predictions through hypothetical deduction and testing;these~predic¢
tions through experimental methods. In many cases, the hypotheses
derived from philosophical theories cannot be hypdthetica]]y deduced
or operationalized, and the theory is known as a weak theory having
no meaning for psychology as a science.

Another problem is that, since philosophical aesthetics is
derived from speculation rather than direct observation or experi-
mental studies, it is much more susceptib1é to subjective error

than empirical studies, both because it lacks controlled procedures
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and because it is dealing with mental rather than physical events.
Finally, philosophy also is not describing the "typical" experience,
but is merely describing the experience of the philosopher, which-

can never be complete and may not even be representative.

Phenomenological Reduction

The final way in which the fié]d of poetry can be studied is
through the method of phenomenological reduction. This is an analysis
of tHéfeésentiaT components in the verbal descriptions of a sample of
ggjgg_%gbjectsf These-descriptions are analyzed both in terms of
their“éxplicit and implicit content. When reduced, the common fea-
tures of these descriptions are taken as a "fundamental description”
of the phenomenon in question -- in this case poetry.

A]though a'number of methods are possible and the choice of
methods depends on the phenomenon, under investigation, a modification
of the method laid down by Van Kaam (1969) was used in the present
study. According to Van Kaam, phenomenological reduction (e*p]ica—

o) consists of six operations:

(1) - Listing and preliminary grouping,

(2) Reduction,

3) -Timina “on,

“mothet®~al identification,

‘5, Azplicat.. . and
‘3 “inal ‘identification.
In “he fi.,:> oper. ion, the written descriptions of a random selec-

tion of subjec*s are put into mutually exclusive categories. The
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researcher analyzes every descriptive expression and lists theﬁ,
expanding the categories when new statements come ub which do not
fit into old categories. During the second operation, the cqncrete,
vague, intricate, and overlapping expressions that occur within the
categories are reduced to precise descriptive terms that describevthe
essential aspects of all incidents occurring within each category. -
"Elimination" is concerned with the removal of déscriptibns that are
not direct]y‘concerned with the experience in que .ion, e.g., des-
cription of the situation, etc. The operatiohs of classification,
reduction, and element-elimination culminate in a "hypothetical
jdentification," which is then applied to a random sample of the des-
criptions and tested for goodness bf.fit ("app]icatiqn"). “The form-
ula at this time is expanded to include further categories not pre-
viously found and results in a "final identification." This is
simply an enlarged descfiption Tisting all mutually e*c]usiye'aspects
and relationships. The "fundamental description" is then derived by-
going through each protocol and marking the categories‘hsed, thus
providing a Tist of all of the sa]ieﬁt features of fhe experience
fogether with their frequency of occurrence. | |

Phenomenological reduction deals directly with experience. It
is an especially valuable method when "experience" is the main or a
major factor under coﬁsideration, as in the poetic e*perience. It is
an important first step in the study of any phenomenon, because it
retains the unity of the experience and provides a molar description
of it, which can be used to guide future research.

Furthermore, phenomenological reduction proceeds with a minimum
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number of preconceptions. It is.impqssib1e to proceed without any
preconceptions (MacLeod, 1970), but in phenomenological reduction
those -that cannot be eliminated are made explicit. In addition,
these preconceptions do not make phenomenological reduction a closed-
‘system, because it can discover categories within the subject's des-
criptiéns that are not part of the preconceptions with whi 1 it
started. For example, in "Apﬁlication," the description derived
through the previous fﬁur operations is applied to a set of randomly
selected sample cases.and the formula is elaborated, if nesessary, to
fit the actual descriptions: "1In this way a researcher usfng phenome-
nological reduction can come up with categories that he has?never
dreamed of and maybe does not even experience. Because of this,
phenomenological reduction is exploratory in.the highest sense of
the wod. | |

Another advantage of phenomenological reduction is that it can
work within the traditional exﬁerimenta] situation. Laboratory con-
ditions and the independent variables can be as highly structured
“and contfo]]ed as in any behavioristic situation (e.g., Colaizzi
[1969] studied the experience of learning nonsense sy]]ableé across
trials). If unanimity is not required, that is, if it is not neces-
sary that each of the categories of the "fundamental description” is
implicitly or explicitly prégent in the report of each subjécf, then
each aspect is reported in té?@s of either freduency or percent.
Whén a phenoménon‘can manifest&itse1f in a number of ways (e.g.,
poepry), then multiple-group stuéies can treat these frequency ratings

as raw data and make across group comparisons using statistical
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analysis. As far as the experimental situation is concerned, the
only necessary differe..ce between phenomenological reduction and
behavioristic experimentation is that in phenomenological reduction
the depehdent variable is the experience itself.

But phenomenological reduction is by no means the perfect tech-
nique —; the panacea for all psychological jllnesses. It can deal
only with exp;rientia1 responses, and 1£ can only deal with thosé
aspects that can be verbalized, stressing verbalization at the expense
of the preverbal, the-imaginative, etc. Unconscious, subconscious,
and reflexive behavior can only be tested indfréct1y through aspects
of these behaviors that can be made conscious -- implicit references.
Because phenomenological reduction deals with experie :e, it lacks
some of tﬁ? rigor of empirical studiés. It has to ass 7= that sub- -
Jjects have described.their experiences both honestly and thoroughly.
Finally, the analysis based on this method is more cumbersome than
behavioristic studies, because it requires insight from the experi-
menter in reading and explicating implicit statements.

In short, phenomenological reduction is not a cure-all for

- ..rimental psych01ogy. It is an important first step. Whenever
possible ft should be followed by more rigo;ous behavioristic met-
hods, which can deal more specifica]1y~with individual features. But
these individual features can be studied in the light of the total
phenbmenbn, because this total phenomenoﬁ is just what is described
from the start through phenomenological reduction. In the absence
of a comprehensive theory, this mo]af'description can be used to

relate individual features, tie masses of data together, and provide
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a direction for later empirical research.

PURPOSE AND EXPECTATIONS

The present experiment used two methods -- phenomenological
reduction and an extensive apalysis of specific questions and scales,
based on a more traditidna] behavioristic approach. The ﬁhenomeno—
Togical reduction of written protocols provided "fundamental descrip-
tions" of the poetic experience in terms of itslsa1ient features.
These descr{ptions included a general description,band spécific des-
criptions of the role of imagery, feelings, and unificatiop;

The second part of the experiment was designed to deal mofe
specifically with the main categories under consideration: (1)
imagery, (2) emotion, (3) unification, and (4) "psychical distance."
For this part; preconceived categories and spécific hypotheses were
translated into specific questions and ratinQRSca1es, which could be
handled quantitatively through corre]ationai and otﬁer statisticai
methods. This part of the experiment was designed to get at impor-
tahf but less obvious aspects of the poetic experience -- features
that might have gone unreported without direct quesfions to bring

them to subjectsf attention.

Changes in the Experiemce as a Function of Repeated Readings

ft was anticipated that tHe experience of a poem would change
as the subject read and, Tater, reread the poeﬁ, and that the nature
of this change is to some extent predictable. Initially, the basic
units of a poem are‘probab]y_sma]1‘units of approximately the same

size. Max ertheimer's "Law of equality™ (in Werner, 1948) states
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that, "When dealing with ‘'ambiguous’' figures, other conditions
remaining equal, that figuration will be established which contains
a maximum equality of parts (p. 22)." This law was devised to ex-
plain configural groupings in the visual world, but may have impor-
tant implications for the study of poetry. If carried over into this
domain, it predicts that a poem may be seen as such a configuration
so long as it remains "ambiguous." Wallin (in Wheeler, 1923) has
noted a similar phenomenon in sbeech and has called this an “expira-
tion group," a small psychological unit with a duration of about a
second and a half. .whee1er (1923) has shown how this concept can be
applied to poetry by using'the fo]]oﬁing examp1e froq'fhdmas Gray's
"Elegy Written in a Country Churchyard:" L

The curfew / tolls the knell / of parting day /

The lowing herd / wind slowly / o'er the Tea, ,

"~ The ploughman / homeward plods / his weary way /

And leaves the world / to darkness / and to me. /
Each of these occubies one beaf‘of attention (wheelef}w]923). It
should be emphasized that when used in this way“éhﬁékpiration group
is a unit of meaning rather tﬁan'one of meter. When a poem moves at
a much faster pace, the expiration group can be much Targer in terms
of the number of words within it, as can be seen by a second example
using a Hursery‘rhyme (Wheeler, 1923): .

Sing a song of sixpence / a pocketful of rye, /

Four and twenty blackbirds / baked in a pie /

When the pie was opened / the birds began to sing /
Oh wasn't that a dainty dish / to spread before the king. /

As the reader becomes more familar with the poem, these orig-
inal units become more closely tied to other units according to the

poet's original intention. On the one hand, they become conceptually



16

tied togethef through an understanding of what the poem means. Dut
they also become interconnected through the process of "integrative

| ambiguity" { plin and Kris, 1948), where clusters of meaning inter-
connect  to define and specify an original cluster. This process,
according to Merleau-Ponty (1962), is responsible for the “dynamic”
quality of poetry -- poetry contrib;fes.to the éhanging meaning of
words, rather than relying on accepted, ready-made meanings. On this
basis, it wéé predicted that, with repeated readings, the basic units
of the poem would become more variable in §ize. There may still bé
small units, but interspersed between these sma]]er units will be
larger units which cannot be subdivided without drastically altering
thefr meaning.

"Word mﬁsic,” rhythm, rhyme, alliteration, etc., should be less’
.prominant on the initial reading for the same reason. Breaking the
poem up into expiration g.ouups could destrby the natura] fhythm of
the poem. There is po necessary corréspondence between éxpiration
groups and meter and the expiration group is the more dominant unit,
because it is the one in which basic meaningful un1t§ are grasped.
Later on, as basic units afe conbined fnto larger units, word muéic“
can be seen as occurring within these units and should'be seen‘as a |
more prominent feature. |

| In the initial reading, conceptual understanding might be
Timited for the same reasdfi. Although expiration-groups are used in
an attempt to.érasp meaning, it was predictedfthat_theylwou]d actually
break up the unity of the poem and, in this way, %Qterfere with under-

standing. Images and feelings should be affected less, because they

-
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can occur within an expiration group, whereas meaning relies on the
context of the poem as a whole. For this reason, as well as others,
it was predicted that meaning would not be grasped initially, and
would play.a-smaller part in the unification and enjoyment of the
poem than either imagery or feeling. |

With repeated readings, it was also predicted that images would
become more specific and c)ear, because they become more specified in
terms of the increasingly meaningful context of the poem. As the
meaning and context become clearer, these images will become more
specific. For the same reason, feelings are apt to be more vague and
general on the first reading, and should increase in clarity and
specificify with repeated readings.

This lack of clarity and specificity of images and emotions on
the initial reading is also partly attributable to the likelihood
that both are more personal during the initial reading, e.qg., one's
father may be seen as "the man" described in the poem. The poem is
apt to be interpreted to fit the image rather than specify it. |In
this way, both images and emotions probably hinder enjoyment and
understanding more‘on the “ntial reading, because the poet's descrip-
tionéyand one's persona} images

, -_
cilable. ‘ ‘ .

and emotions are not always recon-

Images and feelings should be less closély tied together
initially than on subsequent readings. Both arise periodically from
the context, but not always simuTtaneously. Lines can be emotional

‘without inducing a clear image --
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This is the way the world ends,
This is the way the world ends,
This is the way the world ends,
Not with a bang but with a whimper.

Simf]ar]y,.some images might not have emotijonal connotations.Z With-
out an over-riding sense;of the meaning of the poem, images and emotions
may not always be reconcilable. This is not to say that images and |
emotions are always unified by conceptuaT meaning. They are not.

But conceptual neaning may play an important part when they occur
periodically out of sequence.

When images and emotions are related, further imagery may
emerge through a process which Valentine (1924) has called "creative
imagery activity." A feeling accompanying an image arouées a number
of secondary images associated with the feeling rather than the poem
itsé1f. Secondary imagery probably occurs more frequently during
the initial reading{ because during this reading the primary images
themselves fall within separate unrelated groups. The jmages are
apt to be seen as more fso]ated and will allow more free—associétion.
Therefore, the images will seem more personal. At a later stage,
images will be specified both in terms of the context of the poem
and in terms of their relationship to other images. They are likely
to allow less free p1ay and be seen as more closely tied down byvthe
poet's oriQina] intentions. | '

Finally, the physical aspects‘of the poem are expected to con-
flict with both imagery and fee]jngs, and there probably is an inverse
relationship between them. When the reader's attention is drawn to
the words as words, he will be unable to attend to the referents

behind them. According to Valentine's (1924) "Law of compedsation
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or rivalry," "visdﬁ] imagery is reported to displace, or be dis-
placed by, audftory imagery, or by emphasized attention to rhythm,
sand or meaning (p. 190)." -Hevner (1937) found that when explicit
meaning and narrative context are ab;ent, meter is the most strongly
and clearly experienced factor. In short, a reader can attend to
either the words or their emotional, imaginative, and/or conceptual
referents, but not to both words and referents simultaneously. For

this reason,."word music” (rhythm, rhyme, alliteration, etc.) is

/
expected to accompany a decrease in emotion, imagery, and even under-

standing.

- Psychical Distance

Another factor under consideration is the relationship between
Bullough's (1912) concept 'of "psychical distance" and Carl Jung's
(1971) concepts of introversion and extraversion. According to
Bullough, when we view (or read) a work = art, we see our "affec-
tions" as somewhere along a subject-object continuum. The ideal
viewing distance is near the middle or as close to undeeristancing
as possib]é without loss of distance. Distance can be lost by either
over-distancing or under-distanciég. Under-distancing occurs when
someone becomes too subjective, he feels the work of art as too much
a part of himself, and it appearS "crudely naturalistic," "harrowing,"
or "repulsive in its realism." When someone is too objective (a .
common fault of critics), he is over—distancjng, and the work of art

"produces the impression of improbability, artificiality, and empti-

ness, or absurdity."i Bullough feels that under-distancing is a

-
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failing of the subject; wheréas, over-distancing is most frequently |,
due to the work of art itself. Psychical distance has been identi-

. fied before by Kant, Schopenhauer, Bergson, and others (Kreitler and
Kreitler, 1972), but is ho< been most fully developed by Bu1jough.

Two criteria were used in the present experfment tormeasure .
"psychical distance." First of all, content analytic procedures were
used to measure subject-centeredness jn the subject's description of
his experience. “Subject-centerednéss" (Kuiken, 1973) is defined as
"the extent to which the communicator is explicitly represented in his
communication {p. 1)." The second distance measure waé a direct staté-
ment by the subject of where he felt that his emotions and images were
located in reference to himseif (as part of the poem or part of him-
self). These measures were correlated with the scores received by the
subjects on the Introversi6n-Extraversion scales ‘of the Myers-Briggs
Type Indicator (1962) to see whether psychical distance is more a
function of a lasting dispositional attitude or'varies.from poem to
poem. It was‘expected that there would be-a common tendency among
introverts to under-distance and among extraverts to over-distance.

Introverts and extraverts may also differ in tre way they view
their poems. Introverts are pfgSably more aware of the poem's physi-
‘cal aspects, not only "what"/ﬁs said, but "how" it is expressed. Both
feelings and images arg_lifé]y to be seen as mo}e personal, and intro-
verts probably produce more secondary images. Secondary images may
never occur among extraverts. Their emotions and images are prob-
ably more directly related to the poem's content, and because of this,
imagery and emotion should seldom detract from either their enjoyment |

or their understanding.



METHOD

DESIGN

The experiment consiséed of a 6 x2x 2x 2 design: six
poems, introversion-extraversion, male-female, and trials (repeated
measures). The design is completely balanced so that of the twe]vg -
subjects reading each poem, three were male introverts, three wef;‘
male extraverts, three were female introverts, and three were female
extraverts. During the first trial, each subject read one of six
poems once, and then described his experience of the poem in a gen-
eral way, answered several open-ended questions dealing with imagery,
emotions, and unification, ana completed a number of scales dealing
with. very specific aspects of the poetic experience, e.g., 1iking,
understanding, attention to physical features, etc. (See Appendix C).
During the second trial, which took place at the same hour two days
later, subjects reread the poem several times before making a final
reading and then answered the same questionnaire, including additional
questions about general reactions to the experiment. A control group.
was used to assess “testing effects" (Campbell and Stanley, 1963).
According to Campbell and Stanley, testing effects are "the effects
of taking a test upon the scores of a second test (p; 175):“ The
control group was not given the compiete questionnaire on the first
trial. They merely read a poem ("The Hollow Men") and then, in a
general way, described their experience of it. On the second trial,
they completed the eﬁtire questionnaire, as did the experimental

subjects.
21
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Poems

" Six poems were used in the present study:

1) - T.S. Eliot: "The Hollow Men" (1925)

2) T.S. Eliot: "Journey of the Magi" (1927)
4) Lewis Carroll: "Jabberwocky" (1871)

5

(1)
(2)
(3) William Butler Yeats: "Sai]iﬁg to Byzantium" (1927)
(4) '
(5) Percy Bysshe Shelley: "The Cloud" (1820)°

(6)

6) William Shakespeare: "Like as the Waves" (1609) .

These poems represent a wide, but by no means exhaustive,
range of themes and verse forms. It has been assumed that no sample
of six poems could cover the entire range of poetry, and that all
attempts at generality would be accompanied by a loss of depth. By
using "literary giants," it is possible to avoid differences that
have been found when poems of variable or inferior quality were

used (Patrick, 1939; Britten,_1954).

"The Hollow Men" and "Journey of the Magi" were chosen in
order to compare responses to the same author. They have the same
metaphysical base and were written at about the same time, but they
differ in theme and narration. "The Hollow Men" is told by a nega-
‘tive shadow fiqure. Its theme "is a return to sanity by way of re-
ligion (Baldridge, 1954, p. 134)." The “"Journey of the Magi" “is one
of four "ariel poems" published between "The Hollow Men" (1925) and

"Ash Wednesday" (1930). Its narrator is the initiated hero, who has
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returned to reality at the point at which one era is ending and
another is beginning. He has to make the hard adjustment of living
with and communicating what he has learned to those who have not been
initiated (Heading, 1964).

Yeats' "Sailing to Byzantium" was selected és a contrast to
Eliot's poems because it was writteh from another metaphysical per-
spective, ohe which ié likely to seem less familiar to most subjects.
Yeats' writings fall into two periods -- before and after 1917. In -
the later period, he turned from a style that was primarily intuitive
to a more explicit use of methodological devices and allegory, all
part of an underlying metaphysical system, which he later outlined in
A Vision (1925). His‘two Byzantine poems'dea1 with his romantic
yearning to step out of time and become one with art (Seiden, 1948)
and also have connotations of transmigration, which was Yeats' theory
of 1ife after death. Eliot ;onsidered Yeats the "greatest poet of
our time," but he pointed out that their doctrines were vastly diff-
erent (Eliot, 1948).

"Jabberwocky," from Lewis Carro]]'s Through the Looking Glass

(1871), was choéen as the major representative of nonsense poetry.
Nonsense poetry, because it lacks a conceptual scheme, is apt to be
reacted to on a physical rather than a conceptual level (Hevner, 1938).
This tendency is likely to be increased even more because the poem |
rhymes. Rhyme seems to high]ight'the physical aspects at fhe expense
of the conceptual (Wheeler, 1924). Another way of perceiving a
nonsense poem is to impose a personal scheme onto it in order to make

sense where there is none, i.e., projection. This should lead to a
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greater number of secondary images.

"The Cloud" was selected because it represents what people
normally think of when they think of poetry. It is in many ways
the "typical" poem. It rhymeé. Its topic and content are fairly
straightforward, and it may be reacted to on a surface level. Be-
cause it is a nature poem, it may b]ease the reader, but it does not
require an emotional commitment. Imagery seems to be its most im-
portant feature.

The final poem, William Shakespeare's "Like as the Waves,"
was chosen because it is a sonnet. The sonnet is the most rigidly
controlled form of verse, with the possible exception of the Japan-
ese "haiku" and certain:se]dom used fixed poetic forms, e.g.,
villanelle, sestina, régéei, etc. Sonnets are always written in
iambic pentameter, have fourteen Tines, and rhyme according to a
prescribed scheme (in this case ABABCDCD EFEF GG). In addition to
these structural characteristics, Shakespeare in "Like as the Waves"

also makes use of onomatopoeia - the poem's rhythm and sounds convey

the rhythm and sounds of waves. l

The poems themselves, in the form in which they were given
to the subjects during the actual experiment, are presented in

Appendix A. ' N
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TEST MATERIALS

The Introversion-Extraversion scale of the Myers-Briggs Type
Indiéator (1962) was used to test the dispositional components of
over-distancing and under-distancing. Knapp (1964),'us1ng this scale,
has found a preférence for realistic and fantastic (surrealistic)
paintings by extraverts, and geometrical abstract and expressionistic
paintings by introverts. Similar differences have been reported by
Barron and Welsh (1952), Cardinet (1958), Eysenck (1941), Knapp and

Green (1960), and Ralston (1961), using other indicators.
| The Myers-Briggs indicator is based on the Jungian typology

and is certainly closer toithe Jungian mode]nthan any other scale
purporting to measure introversion-extraversion. A1l other scales,
most. notably Eysenck's three tests (Maudsley Medical Questionnaire,
Maudsely Personality Inventory, and Eysenck's Personality Inventory),
measure extraversiqn as if it were equatable to "sociability". The
Myers-Briggs includes sociability compbnents, but these are more
related to the Jungian feeling function or feeling and extraversion in
combination. Ihtroversion-Extraversion scale is based on a number of
factors other than sociability, and is supposedly derived from Jung's
original conceptioﬁ. The only other test taken directly from the
.Jungian model is the Psychological Type Questionnaire (Gray and Wheel-
wright, 1946), which has a markedly 1owef split-half reliability. The
reliability of the Myers-Briggs has been well documented by Ross (1961)
and Stricker and Ross (1962; 1963), as well as Briggs (1962). Jung's

definitions of introversion and extraversion are used, because they
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correspond very closely to Bullough's concepts of under-distanciné

. . 3 o . » s
and over-distancing.™ Introversion is defined as a "looking inward."

Extraversion is defined as an orientation towards the gutside world.

4
SUBJECTS

Eighty-four subjects participated = « nresent experiment.
Twelve subjects read each of the six poems nu subjects actéd as
controls. Poems were randomly assigned to su. ‘eci. but each cell
was matched for both sex and introversion-extravc :ic-. Introverts
and extraverts were selected from a samp]e of 326 su. ~c.s through
the scores obtained on the Myers-Briggs Type Indicator (1962). A
median split at 106 was used as the cut-off point rather than the
standardized mean of 100. If 100 had been used, there would have been
twice as many introverts (n = 217) as extraverts (n = 109), a pro-
portion too large to be attributable to chance alone. The median
split, on the other hand, divided the types into groups of equal size.

Because the task was primarily linguistic in nature, only
Eng]ish-speakiﬁg_bccﬁdenta]s were used. For homogeneity, all data
derived from pérsons over 30 was deleted. Thus, the entire sample
was made up of Caucasian college s{qgents between the ages of 18 and

30 matched for introversion-extraversion and sex.

PROCEDURE

The experiment was conducted in a comfortable, non-sterile
_environment. The room was amply furnished, but all decorations were
selected for their lack of meaningful content, so that they did not

induce their own meaning into the experience and, therefore, the



27
descriptions of the subjects.

There were two trials in the present experiment. During the
first trial, subjects were given a poem and asked to read it through
‘once, "without spending too much time with it or going over any part
of it a second time." When they had completed this initial reading,
experimental subjects.were given the questionnaire. Control subjects
read their poem oice, but were not given the questionnaire én the
first trial. They.were merely asked to describe in a general way
their experience of the poem. |

The second trial took place at the same hour two days later.
The subjects were told that they would be doing pretty much the same
thing but that they would be spending more time with the poem this
time. To adjust for poem length and indivfdua] differences in read-
ing speed, the time spent on Trial 2 was derived by multiplying the
time each individual §bent on Trial 1 by four. So that the subject
did not have to concern himself with time, an elgztrica1 timer turned
on a blue light when the allotted time was up. Then the subject was
asked tc make one final reading and report on his experience of the
final reading. During this trial, both experimental and control
subjects were given the complete questionnaire.

The poems were presented without footnotes or the names of the
authors. The absence of the poet's name probably removes or lessens
the image of the poet behind the poem (Wheeler, 1923) or identification
with the author (Kreitler and Kreitler, 1972), but tﬁe bias induced
into the perception of the poem by knowing the author's‘name is also

eliminated. This bias covers more than the poet's image, and has
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been amply demonstrated by Farnsworth and Misumi (1931), Solomon Asch
(1948), plus a barrage of recent experiments dealing with credibility
and persuasion (e.g., Aronson, Turner, and Car]smith, 1963). The
subjects were onTy told that the poem was written by a well-known poet.
Subjects were left alone during the experiment, but the experi-
menter was just outside the room to answer any questions that might

have come up.

QUESTIONMNAIRE
In the first part of the questionnaire subjects were asked to:’

Try to recall your experience of the poem as you read
it. Please describe that experience. Describe the
poem itself, its meaning, or its content only when
this 'is necessary to elucidate your experience.

In addition to this broad general description, subjects were asked
whether they éxperienced images or emotions. ' If they reported that
they had, they were asked to Tist them in rank order according to
their importance or prominence and to put either the notation “(poem)"
or "(myself)" behind each, "(poem)" if they saw the images or emotions
as part of the poem itself or "(myself)" when the images and feelinas
seemed to come primarﬁ]y from themselves. They were also asked ‘to des—_
cribe the part images and emotions played in their experience of the .
poem.

In addition, the questionnaire included eight-point scales
dealing with the frequency, specificity, and clarity of both images
~and emotions, tacir contributions to enjoyment and undersfandiné; and

the fkequency and contributions of secondary imagery. -Scales were
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also used for other aspects such as, attention to physical features,
word music, 1iking, and understanding, as well as the contributions
of images, fée]ing and meaning to unification and enjoyment.

Unification was assessed by asking the subjects to go fhfough
the first part of the poem and circle what seemed to them to be "the
natural meaningful units of the poem." After this was done, they.were
asked to describe how they had formed these units and to describe any
-other form of unification that they noticed.

During the second trial, the'questionnaire”inc1uded én additional
page, in which the subjects evaluated the experiment, the time allotted
to the second trial, and the contribution of the experimental situa-
tion to their experience of theipoem. The actual questionnaire is
presgnted in Appendix C; instructions given prior to the questionnaire

are presented in Appendix B.
PSYCHICAL DISTANCE MEASURES

Two measures of psychical distance were used in the present
investigatioh. The first, "subject-centeredness" (Kuiken, 1973), is
a six-point content-analytic scale designed to n isure experiential
1mmediacy by scoring the extent that the communicator is explicitly
represenfed in his communication. A score of "1" is ‘given yhen a
unit of.analysis includes explicit réference to the subject only
(e.g., "I am lonely"). A score of "2" is given when the unit in-
cludes a reference to both the subject and an external object(s) but
in which the subject remains .the central focus of the communication
(e.g., "I dislike the poem"} A score of "3" is given when the unit

refers to the subject and an external object or person in parallel ‘
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action or mutual relationship (e.g., "We [Yod and 1] were talking").
A score of "4" is given to units in which the subject is present in
a communication, but is not the central focus (e.g., "The poem con-
fﬁsed me"). A séore of "5" is given when the subject and an external
object are inc]uded jointly as the object of the communication (e.g.,
"The poem confused us"). And the score of "6" is given to units in
which the subject is not explicitly included at a{j (e.g., "Water is
wet." "Philosophers are fools"). An averagé score js obtained for
each subject by dividing his total scorezby the number of units written.
Low scores repfesent moré immediacy; highjscopes representAincreaéed
distance. )

’ The second measure was formulated exp]ic1t1y for the present
experiment in an attempt to measure "psychical distance" in relation-
ship to images and emotions. Subjects were asked to rank order their
images and emotions and_report whether each one seemed to come mostly
from the poem or from themselves. The distance score was tabulated by
giving one point to the 1eas% important, two to the next, three to the
third, and so on; and then subtfécting'thé total number of points
allotted to personal images (or emotions) from the total number of

points allotted to images (or emotions) from the poem. The average

distance score was calculated by dividing this distance score by the

total number ~ images (or emotions) according to the following ula:

Average distance score =

Number of'Points for Poem - Number of Points ‘for Myself
Total Number of Images (or Emotions) '

The average distance score represents a point on a continuous index

representing the amount of distance involved.
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Thus, a person reporting only one emotion and reporting that
it came mostly from the poem would -have an average distance score
of +1.00. Someone reporting two emotions from the poem would have

a score of +1.50. The following configuration:

3 Hate (Poem) -
2 Boredom (Poem)

3 Despair (Myself)

would have a score of +1.33; (3 +2) -~ 1 = +1.33. Note that the
. 3

number was reduced by 0.17 from the previous example because a third
personal emdtion was added.

The whole procedure represents a rather direct measure of
psychical distance and seems especially applicable for emotions,’
since emotions are mére easi]y‘ranked.;écording t6 importance. A
rank ordering of images is more difficult in that thé basis for the
rank is often obscure even to the person himself. But images do seem
to vary in importance and whatever the basis (or bases) for the vari-
ation, the order is still detectable by the individual and p]ayé;a
part in the distance of the poem. It should be pointed oht, hbwéver,
that Bullough's original concept of "psychical distance" applied
only to ehotions, not images. For this reason, the distance scale

]

should be considered a measure of emotions derived from an aesthetic

RN N \ ‘-:!
experience. In all other cases, it can be considered as the amount
of subjectivity or the distance placed between a person and an °

object for a given mode of cognition.



RESULTS

PHENOMENOLOGICAL REDUCTION IN THE PRESENT EXPERIMENT

In the present investigation, subjects' written descriptions of
their experience of poetry were reduced to "fundamental descriptions"
through a four step process: (1) preliminary listing, (2) grouping,
(3) constituent definition, and (4) quantitative analysis. Through
a fifth step, these fundamental descfiptions are resynthesized into
a meaningful whole. 1In the first part of this section, an attempt
will be made to explicate these operations, and a sample description
will be used for illustration. After this, the fundamental descrip-
tions will be presented. These will include the constituents derived
from the main descriptions on each trial and those derived from the
subjects' descriptions about the specific roles of imagery, emotions,

and modes of unification.

The Phenomenological Method Used

L]

During the preliminary 1isting, each protocol was read and
~broken down into independent meaningful units. Each thought contain-
ing a separate idea was treated as a separate unit ana these thoughts
were transferred to a preliminary Tist. In most cases, the thoughts
were transferred direct]y:with only minimal changes in the original
‘wordfng, but when a central idea was expanded at length so that there
was a great deal of redundant peripheral information, only the cen-

tral theme was transferred and the peripheral information was omitted.

32
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Similarly, all redundant descriptive expressions and descriptions
- ]
that did not pertain directly to the poetic experience (e.g., detailed

descrﬁptions of the poem itself) were eliminated during the initial

Tisting. /
Explication or "reading between the 1ines," which forms part of
" the most traditional phenomenological studies, was not used in the
present experiment because it seemed impossible to proceed without
potentially biasing philosophic, aesthetic, and psychological precon-
ceptions; so the logical alternative was to reduce the possibility of
subjective error to a minimum. The reduction of error imposed on the
data through preconceptions is especially important while doing ex-
ploratory research in a field where there is a host of philosophic
and theoretic speculations - such as the poetic experience - and it
is made even more necessary when an experimental analysis is carried
out simultaneously. Preconceptions form the very backbone of experi-
mental psychology, since they are the hypotheses to be tested, but
they are detrimental to phenomenological studies whose ultimate aim
is "preconceptionless” description. For these reasons, only explicit
statements . or ideas were used to form the preliminary list.

To show how preliminary listing was carried out, a sample pro-
tocol will be taken from a subject's description of her experience
of "The Hollow Men" after a single reéding (Trial 1).

- At first I thought that people aren't stuffed men,

then as I read the poem it confused me, I couldn't really

understand some parts of it, since, when I read poetry I

usually read a poem four or five times to get the meaning.

I thought: "What a confusing mixed-up poem, doesn't even

make sense, talking about dead people and then about life

‘and a kingdom." Just couldn't comprehend his ideas, what

were his ideas, it is still puzzling me. I didn't really,

enjoy it secause it didn't seem to have any real beauty to
it. ~ -
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This description contains six independent ideas, which are Tisted in
abbreviatéd form.during the 6peration of preliminary 1isting.

1. Initial rejection, then confusion.

2. Léck of understanding of some parts.

3. Usually readlpoetry four or five times to aget the meaning.

4. Questions asked ("What were his ideas?")

5. Poem as puzzling.

6. Poem as lac’ ‘ng beauty and therefore not enjoyable.
Abbreviation is an important part of this pre]imiﬁary process, espec-
ially when a larye dr complete sample is used in deriving the pre-
liminary categories, but the context for the abbreviated statements

should be remgmbe}ed. Causal and temporal ré]ationships (e.q.,
| initial rejection, then confusion) should be retained, because two
related ideas are phenomena]]j different than the same two ideas in
jsolation (e.g., rejectionland'confusion).

Preliminary 1istihg represents a first order reduction and
cu]minate§ in a rather lengthy disorganized list of basic meaning
units. In the present investigation, more than a thousand indepen-
dent ideas were included in the initial lists. The next step was to
reduce these.categories to a more workable form. This was accomp—’:
1ished through the process of "grouping." .

During the stage of grouping, the categories derived through
preliminary 1isting were grouped with related categories which seemed
to contain the same essential meaning. This is a dialectic process
which involves, on the one hand, identification of the essential

themes and, on the other hand, an expansion of these themes as new
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cases are included within a group. Identification is only finalized
after a complete group has been formed, but the formation of a group
is only possible after an'essential idea‘of "sameness" has emérged.
With an idea of similarity in mind, the essential constituents are
derived from the preliminary list. This constitutes a second order
of reduction. | |

Although grouping occurs only after a cohp]ete preliminary list
has been derived from'thé descriptions of ai] the subjects, the bases
for grouping can be exemplified by theyaescription used above. For
example, the categories of "lack of understanding of some parts" and
"poem as puzzling" occur in the same group and help to make up and
define the constituent that will later be rather broadly labeled as
“lack of understanding.” "Initial rejection, then confusion," "poem
as puzzling," and "questions asked" help make up and define the con-
stituent "cuf%osity aroused (suspension)." The statement that she
"usually reads poems four or five times" is .an evaluation of, her
present experience within a task éituatioh - "attention to task."
The description of not being able to enjoy the poem because it seems
to lack any "real beauty" makes up part of the constftuent which
later becomes "dislike." Thﬁs, broadly speaking, the sﬁbject's
experience during the reading can be characterized by a lack of
understanding, dislike of the poem, attention to task, aqd a suspen-
sion of an emotional commitment rather than an out-right rejection.

The above example shows an jmportant characteristic of the

“grouping procesé - group overlap. The statement that the "poem was

puzzling" conveys both the idea that it was not understood and that
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it arouses curiosity. It contributes to the final'defjnition of two
separate constituents. Because the constituents were derived through
a process of reduction in which a s%ng]e Gestalt is being described
and because several ideés can be expressed yjth a single phrase, such
overlap is not uncommon. At the elementary level, the constituenfs
remain relatively independent in spite of such overlap, e.g., lack
of understanding Eonveys a different idea than "curiosity aroused."
At a higher 1eve1,lthe constituents are all related through their
contributions to the general poetic experience. When the bver]ap is
complete and all of the'categories of a given constituent are in-
cluded as a subpart of a more conclusive constituent, the subsumption
of the lesser is included in the tables.

These first two operations of preliminary listing and grouping,
are presented in Appendices D and E, using the.main description of
Trial 1 as an example. The'entire process is eX¥stplified in Appendix
D using four of the constituenté derived from the main descriptions:
(1) Tack of understanding, (2) emotional empathy withouﬁ Qnderstand-
ing, (3) character identifitation, and (4) images as the main reaction.
_ Here the preliminary categories are presented with the actual written
statements from thch they were derived. These four. categories help
. form part of a more complete Tist of groups presented in Appendix E.

Appendix E includes all of the grouped.categories derived from
the subjects’ descripfibn of their experience of the poem during the
initial reading. It shows the extensiveness of the grouping step
and exemplifies the process of grouping in general.

After the data had been grouped, the next step was to define
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these constituents by drawing from the ideas contained within a group.
The categories contained within a given group were translated into
a more general descriptioﬁ, which accounts for each specifié instance.
This is a description at what Giorgi (in press) calls the "general
level," but if the process is to remain truly descriptive, these
expanded definitions should include only ideas explicitly contained
in the group it defines. Nothing should be added by the expérimenter
in an attempt to expand or redefine these constituents. (The accuracy
of this step in the present experiment can be tested by cohparing the
general constituent definitions of Table 1 to the categories from
which they were derived, which are included in Appendix E.)
| The final step in the reductive phase, "quantitative analysis,"
is not a necessary one and is usually omitted in phenomenological
studies, because phenomenology is more concerned with "qualitative"
aspects of experience. Quantitative analysis is simply a frequency
count made by going back to the initial descriptions and summing the
number of times that é constituent recurs. In the present experiment,
it also involved a rank ordering of the constituents according to
their frequency of occurrence. This step was included in the present
study because a frequency count can be used as a‘partia1 index of the
iﬁportance or salience of a given constituenf within the general
experience. It can also serve as a means of comparing the derived
constituents to the actual protocols, so that a check can be made on
whether each meaningful unit had been accounted for. It is important
that eveéy indeﬁendent idea be covered by at least one constituent

or an aspect of the experience will have been missed.



38
The four steps of phenomenological reduction (preliminary

listing, grouping, constituent definition, and quantitative analysis)
culiminate in a "fundamental description," which is simply a ranked
1ist of constituents and genefa] descriptive statements about these
constituents, together with their frequency of occurrence. Once this
reductive phase has been completed, the next step is to reformulate
the derived constituents into a coherent general description which
characterizes the ekbérience as a whole. The first step in this re-
synthesis is to separate the general characteristics from those con-
stituents which represent unique perspectives,‘e.b., specific orien~
tations assumed by some of the subjects but not by others. It has
been assumed in the present study that the most important features of
the genera] poetic experience are those ideas reported most often by
the subjects themselves. A second feature of genera] characteristic
is that they should be limited to constituents that are not directly
contradicted by other constituents. General characteristics are,
~then, frequently reported non-contradictory constituents. The final
product of this resynthesis is a general description which includes
both essential features and takes into account constituents unique to
! various perspectives. The presentation of this resynthesis will be
deferred to the "Discussion" section, where it will include not only
aspects of the phenomenological study, but the supportive information

obtained through experimental analysis.

Phenomenological Results: General Descriptions

The "fundamental description" of the poetic experience after the

first reading is presented in Table 1. This table includes a ranked
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list of the constituents according to their frequency of occurrence

{
and a general description of the constituents based on the prelimin-

ary categories from which they were derive&i Minor cases of over-
lapping constituents are not noted, but when the overlap is complete
so that one constituent forms a subpart of another, thejsubsumption
of the lesser is noted in the table.

The most salient features of the poetic experience after the
initial reading are a general incomprehension of the poeh's meaning,
an understanding limited to personal association, and an &ttempt to
establish or imp = a meaning onto the poem through a singTe'approach,,
i.e., conceptualization, emotions, imagery, or sty1e. THe first of
these features, a general incomprehension of the poem's meaning, is
represented by one of the most frequently reported constituents, "lack
of understanding," but it is also implicitly included in a number of
less frequently occurring constituents. For example, "fragmentation"
implies that there is no overall unifying grasp of the poem. "Mixed-
emotions (conflict)" suggests a similar lack of unification, but it
also stresses the fact that different parts can be in direct oppo-
sition. "Curiosity aroused (suspensfon)" indicates that enough of
the poem has been Tearned to arouse interest, but a portion of the
poem is seen as vague and remains to be learned before a final de-
cision can be made. Even "lack of involvement" and "non-empathy"
suggest that fhé meaning intended by the author is not reaching the
reader. All of these constituents point to the fact that>a Targe
part of the initial éxperienée involves a general Tack of under-

standing, which can manifest itself in a number of related ways.
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When understanding is reported, it is usually limited to those
aspects of the poem which can be're$d11y incorportated into:what
~one already knows, e.g., the poem make§ sense because people relate
to it personally. The personal nature of the poetic experience
dur%ng the injtial reading is reflected in the Targe peréentage of
people who report "daydreaming," and the use of these dream images
to establish dr impose meaning onto the poem ("Attempt to establish
or impose meaning, through imaging"). This is also supported by the
fact that“;hen the author becomes present, it is usually bécause his
ideas do not correspond with what the reader already thinks. But an
even more direct statement of the personal nature of the initia1\ -

poetic experience is the reports of those who identify with the poem

through associating it with their own similar experiences - "personal

o

identification." For these people, the on1y part of the experience '
which makes sense is the personal memories which it has caused them
to recall. Finally, a small number of people also inject themselves
»into the situation presented by the poem, but briné nothing to the
poem in the way of personal memories ("character identification").
Their experience is opposite,tp that reported above since they ex-
perience the events of the\ﬁoem directly, unaffected by personal
memories, daydreams, étc. "

The attempt to establish meaning is not only personal .during
the first réading, it is usually "sing1é minded" as well. Every
possible cognitive approach - thinking, feeling, sensing, and imag-
ing - is used by some of the'subjects, but they are frequently u§ed

in isolation. One mode, presumably the preferred mode of each
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individual, is uséd'to the exclusion of all others. Thus there are
emotions without conceptual understanding, images without meaning or
feelings, and attembts to interpret the poem in terms of a single
concept or abstract idea. The simultaneous use of two or mor des
was not reported in Trial 1.

Another common feature of the initial poetic experience is \\
attention to varjous aspects of the situation which are not directly
related to the poem's content - attention to physical features, the
poet, or the task gg£\§g, "Attention to physical features" requires
a separation between words as referents and words as objects'in .
themselves with focal attention to the later. A similar separation
is required when the author is viewed as an enity having an existence
outside of the poem.- But the greatest separation, and the one most
detrimental to the experience itself, is the separation of the task
of reading from the poem itself. The later is detrimental because
it seems to be directly related to "lack of invo1vemént," i.e., it
is because one has "trouble concentrating" that his mind wonders to
the task per se and, conversely, concern or apprehension about the
task or situation can sometimes lead to a minimal experience of the
poem.

Finally, evaluation of the poem during the initial reading seems
to be made at a global Tevel, i.e., the specifit poem is seen as 2
general instance of all poetry and is "disliked" if the person dis-
Tikes poetry in general. Even when the poem is "Tiked," this enjoy-
ment seems to be based on a general acceptance of\ihe poem and not

directed toward any specific aspect.
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Table 2 présents a fundamental description of th poefic ex-
perience after the subjects had spent some.time with thefir poem and
then made a final reading. More specifizallzi\jj;jj/g/déscription
of their experience during the final reading. This table shdw5“2hat
the experience has changed considerably from the 1n1t1a1,/9aﬁing It
has become more meaningful, less personal, and more complex in nature.

The increased meaningfulness is shown, first of all, in the
constituent "increased understanding,” where the subJects have re-
ported that new aspects have emerged, and that there 1s,greater detail
and less confusion about individual words or parts. Bdt it is not
only at the molecular level that understanding 1ncreasas, the poem
also becomes mokF un1f1ed "Unification" means that tﬁe 1ndividua]
parts, which have become more meaningful in thehse]ves,éhave emerged

| /
into a coherent meanihgful whole through a common conceptual, emo-

tional, or imaginal bond. Whéreas some subjects reported thaf both
conéeptua]ization and imaging aided establishing meaning during the
initial read1ng, they now. make exp11c1t statements about how these
d1fferent modes br1ng un1ty to the poem. The key to unification, )
for most subJects, seems to be a genera] conceptual idea of the

poem'§ centra]vtheme, but a general emctional atmosphere or an emo-
tional quality of the main character's disposition is seen quite
frequently as holding the poem together. A central background image
or the juxtaposition of opposihg ideas can also be used for, unifica-
tion, but these are used far less frequent1y F1na1]y, another form

of Tinking’ 1nd1v1dua] aspects is "f]u1d 1nvo]venen€“‘ Here the’

aspects are not unified by a central means, but, on the contrary,
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coﬁtinua]]y change as one emotion or image flows into, transforms,
and is replaced by the next in what is seen as an ordér1y and mean-
ingful sequence.

As underétanding increases, the meaning becomes less personal
and is felt to be more c1ose1y related to the meaning intended by
the poet. The general trend/ié increased imagery and attenuation of
emotions as both appear more and more a product of the author's
creation. In some cases, there is an active attempt by‘the subjects
to reevaluate the meaning of a previous image and change if to suit
the poet's description.” There is an increase in the tendency to
witness rather than "experience" the poem and this is often accom-
panied by a decrease in the intensity of an originally intense emo-
tion, so that the poem becomes less frightening, less sad, less
humorous, etc. Some apply the poem to themselves through the
attempted resolution of specific questions ("self-application"), but
this is usually after the fact and not during the reading itself. Per-
sonal reactio”  such as "daydreaming" or "personal identification,"
though still present to some extent, are reported less frequently,
i.e., "daydreaming" dropped from 20 to 10 percent; "personal identi-
fication" decreased from 18 to 14 percent. | |

But the experience not only becomes more meaningful, it becomes
more meaningful on several Tevels at the same time. Thbughts, emo-
tions, images, and physical features come to be more closely inte-
grated, and the single-minded approach, characteristic of the initial
reading, gives way, in many -cases, to a more complex approach in

which two or more psychological modes merge into a more complex mental
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process. Thus the emotions without meaniné ine way to meaningful
emotions, and unemotional images give way to images which are all
Tinked to a single unifying emotion, such as "the cloud's sense of
power."

Not only do central aspects of the experience change, but peri-
pheral aspects change as well. "Attention to the task" or sjtuation
gives way to a higher order reflection which is directed toward the .
“task of reading" rather than the poem, the person himself, or as-
pects of the situation in isolation. "Presence of the author" gives -
way to presence of the "narrator." Whereas the initial dialogue was
always reported as between the subject and the author, usually be-
cause the author's views were unacceptable, with repeated readings,
fhere emerges, in many cases, a well defined narrator or author-
narratof through which the dialogue is conducted. Whether this is
the "Cloud," the old man who ﬁarrates "Sailing to Byzantium," or the
speaker in the "Hollow Men" who includes the reader in the category
"We," the new narrator is "in" the poem rather than "behind" it,
j.e., qualified by thé poem's content rather than reacted to on a
global level. Finally, “attention to physical features,” which is
reported about the same, becomes more varied, and more detail and
diversity is reported. There is also an increased tendency to relate
specific emotions to structural features so that, for example, spe-
cific feelings are associated with the sound of words.

Finally, evaluation of the poem changes as well. Non-empathy,
which actually increased as a response, is no longer based on an

inability to incorporate the poem's meaning, but a specific rejection
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"of that meaning after it has been understood. But more often there
is "increased involvement," usually because the poem has become

- more meaningful or an original noxious emotion has decreased in
intensity. But the nature of the enjoyment also changes, in many
cases, from a global acceptance to a delight in specific aspects.
This is not always the case, however. Whereas no individual differ-
“ences based on amount of understanding appeared during the first:
trial; there now emerge clearly defined levels of learning which
exclude and sometimes stand in direct opposition to each ofher. For
some the poem cannot be learned no matter how often they read it
("lack of understanding”). For these subjects, obvious 1ines are
seen as alternating with lines without meaning, the experience re-
maing “fragmented," and they become frustrated or bewildered. Others
learn the poem fairly early and become bored or frustrated as they
have to continue redding without picking up any addjtional informa-
tion ("dulled effects"). For these people, the imagery and meaning
become "disintegrated;" they become 4un1nVo1ved," see Tess ingg;y,

and come to view the poetic experience as nothing more than a "read-

ing assignment."

Phenomenological Results: Imagery, Emotions, and Unification

In addition to the main general description, three other aspects
of the poetic experience, imagery, emotions, and unification were
stydied in some detail. In a previous pilot study using phenomeno-
lTogical reduction alone, it became evident that these features played

a major part in the poetic experiencé and it was decided to pursue
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their role to a greater extent by doing an individual reduction on
each of them. Table 3 represents a fundamental description of the
specific role of imagery on the first reading. Subjects were asked

«at images played in their experience of the poem and Table 3

~'§h]%ing product of a phenomenological reduction of that

“ONE ¢

_-gﬁhédamehta1 description of the part played by émotions on
st triaﬁlis‘presented in Tab]é 4. Table 5 represents the
d{Fﬁgient-modes that subjects used in unifying the poem. This tab]l
is the pfoduct of reducing statements about "how" the poem was uni-
fied, both at the primary and secondary 1eVgls; Subjects were asked
to cfrc]e the "natural meaningful units of the éoem,“ then asked to
describe how they had formed these units. After this, they were
asked if they had "noticed any other type of unification." The basis
for the circled units was taken to be the first order (primary) uni-
fication; the "other type of unification" represents a second order.
A1l three tables support gnd extend many of the general findings
included in Table 1, but they aiéo highlight many pecu]iarities.iﬁ
individual responses based on divergent uses of different mental
processes. The first thing to notice from Tables 3 and 4 is that
images and emotions are experienced far more often than cou . c=
_ inferred from the main descriptions. Whereas only 30% described
imagery as a part of their experience during the main description;
when asked specifically whéther or not they'had seen any images,
93% admitted that they had and described this'experience in some
detail. Sfﬁ{1ari1y, 36% reported some kind of "emotional experience"

in the general description, but 79% reported having emotions when
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asked point-blank whether they were present or not.

Like the general poetic experience, images and emotions are
experienced as "personal" during the initial reading (37%, 53%).
They are drawn from or associated with past experiehces or memories;‘
and, because of th{;, they "aid involvement" (51%, 40%) by allowing
the reader to play an active rather than a passive part in the poem's
development. But they "aid understanding" (24%, 10%) far less and
may even be seen as "det?imenta] to uﬁderﬁtanding" (16%, 16%). 1In
fact, emotions are reported as detriﬁentaf to_understandiﬁg (16%)
more often than they are reporied as hefbfu] (10%5.. Thgre seem to
be three reasons for this. First, the personal nature of images énd
emotions is not always reconci]eb]e with thg hints of meaning con-

i

tained in the rest of the poem‘hhd they elicit multiple and sometime
conflicting experieA;es. Secondfy, in the attempt to grasp meaningy
a primary imagé or emot{on emergihg out of the first feQ Tines often
dominates the rest of the poem and prevents the emergence of other
images or emotions that may have developed (”primacy effect").
Finally, many of the emotions during the initial reading are '"fask
oriented" (25%),'directed.%oward the‘situation rather'than’fgg}poe@v
itself, and these break up the continuity of the poem afid prevent ‘
an understanding that may have otherwise deve]éped.

| In adaition to the general trends, there are-also some divergent
and/or hipolar con-tituents included in Tables 3 and 4. For some,
images and emotions are linked to.each other eyen.during the initial

reading (20%, 25%). but images are Tinked to conceptual meaning far

less often (9%) and emotions. were never = “ed as linked with

a -
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conceptual meaning. These people are a significant exception to the

single-minded approach deri!sd during the reduction of the main

_ description. For them, some form of "integration" occurs even during

the initial reading and it usually occurs as an integration between
images and emotions But other constituents reinforce the general

findings, by‘p01nt1ng out cases where imagery and emotions are over-

emphasized to the exclusion of other approaches, i.e., some see

imagery as the "most important" part of the inifia] poetic experience
(13%) and experience the poem as visual throughout; others regard.
the emotional experience as "most important" and see it as the basis
for the experience as a whole (12%). But, for others, imagery,
though present, plays a rather trivial role in how the poem is taken
(12%); and for a few (7%), emotions add 1ittle or nothing to their
‘experience.., Some experience a temporal flow of emotions throughout
the poem so that a number of emotions are experienced in sequence
("transition," 12%). Emotions are internalized by others and lead to
"self-awareness” (18%). Though imagery is usually visual, some re-
port sensory images of a "non—visna1" nature, such as sounds,'sme11s,
or‘speciffc feeling of coldness (12%). For a few (7%), fmagery,

even from the starti is experienced as a passive product of the poem

frather than tJe fruit of their own imagination (impersonal). These

Tast const1tuents represent different and somet1mes conflicting

approa;hes anJ highlight the fact that, even at the "general" 1eve1

iy 3-"
there are numerous individual differences in the way poetry is ex-

perienced.

Table 5 represents a ranked Tist of the different primary and
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secondary modes used to unify the poem during the initial reading.
The modes themselves do not represent different constituents, -but
alternative approaches to&ards unifying the poem. ‘In other words,
people describea one mode of unification to the exclusion of all
others. (On Trial 2: a unification of modes does occur but this rep-
resents an entirely new approach.) The first thing to notice”is that
two modes, conceptualization and imagery, are used as the primary
source of unificatfon by 78% of the subjects. Only 15% used emoﬁions
during the initial reading, 4% used style, and 2% used narration. In
passing, it should be noted that no one reportég-using two of more
modes together. This supports the notion that "integration," though
present to some extgnt through the linkage of iﬁages and emotfons‘

(Tables 3 and 4),'§§§’not reached a Tevel where two modes in conjunction

unify the poem together, i.e., the tendency is to use one approach to

the exc]usibn of all others. Secondary unification does not mean‘that
the secondafy source of unity is integrated with the primary source.
Altogether 48 subjects; or 67%, used some form of secondary unifica-
tion, with stylistic components being by far the most common (38%).
Both conceptualization (27%) and narration (21%) were usggbquite fre-

quently, but images (8%) and emotions (17%) were used less often.

Tables 6, 7, and 8 represent the features.of imagery; emotions,
and unification, respectively, on Trial 2. Like the general experi-
ence, these aSpec§$ have changed coﬁsiderab]y with repeated readings.
Images and emotions have‘become more "integrated" (42%, 18%) not so

much with each other (24%, 11%), but most nqtab1y with conceptual
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" meaning (20%, 8%) Their contr1but1onsqto involvement and under-

-standing have reversed, i e , they now aid understanding more and
¥ ' .
involvement less than on the first trial. Images-"aid understand-

ing" about as often as they did during the Tnitia] readtng {20%, -
‘24%), but they are now less frequent]y detrimental to understand1ng

(7% as opposed to 16%) . whereas disintegration, the1r persona1

.;nature. and the»"pr1maoy effect" a11 prevented understand1ng during

N

2 Trial 1, the so1e bas1§ufor theWr detract1ons is now a ]ack Qf 1nte-

g grat1on between them anggemot1ods or oonceptua] mean1ng (”d1sunte-

grat1on‘) - the‘tpr1macy eftéet“ has d1sappeared and their personal
. i
nature is no 1onger 1rreconcﬁlabﬂe Dur1ng Trial 2, there wgs no
. N k~ h]

report of emot1ons be1ng detr1menta1 to understand1ng, but now they

\_\"v“‘

. are reported as’ “a1d1ng understand1ng” tw1ce as often (20% as opposed

Cto 102 dur1ng T@@aﬂv1 On the other h nd both images and em0t1ons o

, reported that images aided 1nvo1genent;

@

)

J

A’f
now "aid 1nv613emé%t” far less often, ie., t

...»'\.,*

number of peqp]e who

. 'dropped from 51% on Trial
i . W . .
1 to 29% on Trial 2 and emotions decreased from 4 % to 21%. Part of

v

the reason for th1s is that” 1mages and emot]ons a1d 1nvo1vement by
a]'lowmg the person to#re]at@ %o the poem in what seems a umque and

persona]“ way, but images and emot1ons Jon- Tr1a1 2 appear. far 1ess

persona] and are seen more and more as a pass1ve product of the ‘

,.

author s creéation, outs1de of the reader's contro] The number of .

people reporting persona?,1magery" has decreased from 37%,to 23%;
whereas, the cases of'"impersodai agery" had increased from 7% to

207 Even more drastic, the frequency of people reporting pe¥sonal
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% emotions has dropped from 53% to 5% and the constjtuent "impessonal
emotions" has emerged for the first time. '

In add1t1on to be1ng more 1mperson%§ and 1ntegrated there Js
a]so increased un1ty among images and emot1ons, and the key to this
un1ty %an ‘be e1ther an overr1d1ng emotion (17%) or a specific back-
ground 1mage or story Tine (157 , 1.4, unification has emerged for

) the f1r<c t1mgwas a sa1t§nt aspect of the poetic experience and

1mages ‘and @9

~n¢§ two ways of achieving this unity.
Y

As with the centra] exper1ence (Tadle 2) ,,gepeated readings

RS

ol
“have 1ncrggsed the diversity among 1nd1v1dua1 types of responsesq

For eXample, "task,oglented” emotlons remain, but they now take one P

‘v",-_“ ““_J";_';.‘ ) @? ‘ 6; . . “ . .::,‘ “;;‘
of two divergent forms. Some'subjects have now become "taSk°gtiented”
*5} “‘;a

- -
R

o s1mp1y because they have spent too much time with thefr poem.. Thé1r

:~ %xperlence 1s that of contempt bOredom or fr&ﬁ*rat1oﬁ because they

a]nqgny add1t1ona1 1nformat1on w1th repeated read~

have failed to g

4ngs - "dulled &

Focts” (10%). -A significant number of others‘(18%),
" however,.are nOW-capab1e of detaching themselves from theaqenera] B
. expemence and "reflecting” on it from th1s detached pos1t10n 1t

e

shou]d\Be\noted that they are no 16nger mere]y distracted by the \
‘s1tuatmoh QB that the1r mind osc11Tates between attend1nq to 1t and
attend1ng to the poem They now focus their attent1on on the-"ex

- perience” 1tse1f and many claim that th1s ab111ty contr1buted to
getting a mean1ng from the poem or passing a logical judgement on
the justice of 1ts theme. It 1s just this sort of detachment which

has allowed severa] subjects (1] ) to become aware of a clearly

defined temporal sequence among i other mental processes



W . . I

("order effect"}eThe general sequence 1s the emergence of 1mages
R . q N

s %Y

within the poem, initiated by the poem but

from meaningfqui&"
completed by the reader,‘}hen the production or c1arif1tation of an
'extended meaning or emotion after the image has appeared,
There now also emerges a significant number of people who view
-the poet as one of the images elicited by the poem (20%) and, -with
this, a group of people who reject the‘poet because of a disagreement
with the poem‘s centra] “theme ("non—empathy,“ 12%). In contrast tc
these, there are péop]g%rho 1dent1fy directly w1th the Bfenyzather

<
through the recall of similar’ persona] exper1éﬁ%es ("personal identi-

f1cat1on,“ 16%) or through ”becom1ng a central characten or-the
author himself through p]acement in the s1tuat1on as 4 who]e ("char-
acter identification," 6%), and there are those whose emot1ona] réﬁ
] 1at1on to the poem prodyges aadeeoer comtemplation of their own
Tives and leads to questdons or doubts about various issues ("self-
application,” 8%2. There are still those who ﬁrefer?One cognitive
.mode over another. - Some see,emotions as the\‘noéf’important" pant
of the noetic experience (11%); for a few others, images become

. c]eaner,-mere vivid and ndmerous ("intensification,” 5%) and may“

~ even oe seen as tne basic ang “most\?mLOrtant” part o%’thempoem (6%).
For some fee]1ngs become Tess strong and’ come to pFay a smaller

PR S 4-

role: in the exper1ence as a who]e (! un1mportant,”'4%) ”fbrwotth;,
" imagery is "unimportant" (1 ”) or becomes ”fragmented“ {7%), Jd1s
integrated" (7%), or attenuated” (2%), sometimes to the‘point where
it may even to¢a11y disappear w1th repeated readings. As with the

genera] experience, the range and dir ty of individual responses



78

has increaséd considerably. N

Nowhere is this diversity more evident than in the various
modes used to unify the poem durihg the second tr1a1 - Table 8. In
addition‘to the five general approaches carried over from the first
trial (conceptua112at;on, imagery, emotion, style, and narration),
subjects neworeport four new types of unification, each reflecting
the general increase in unification or integration tharacteristic

. of Trial 2. "Integrated imagery," e major source of’uhitxlwhich
exceeds the ;se of either "narration" or "style" at the primary
1eve1,¢reft22ts the ab111ty to use two or more modes at the same
tighe . Qgﬁgo]ydat1on" shows the ability of some subj y ise a

ol v 4
'ﬂest “Unifica-.

A~

subpart of the poem to g1ve mean1ng and un1ty
tion through the Juxtapos1t10n of -two oppos1ng 1déas ("contrast"),
an approach reported once .in the 1n1t1a1 reading, is now used quite |

frequently at both” the primary and secondary 1eve1¢ “Temporal con-
(\ B r
,tinuity,“ which/ encompasses the category "fluid inyo]vement" of

;ab]e 2, ref]ects the ab111ty to tie the poem together through the
" \ L N <
use of a tempora1 sequence of events,.emotions- or ideas within the
™ -
- poem.: ' N : &
\ N~ . . . .

But ig spite of these'new approaches, "eonceptua]igatmggf,sti]]

‘remains the most common form of Unitication at the primary level

-

" (40%) and. ”sty]e,” though dropp1ng from 38 to 26%, has remeined the
‘ most common mode at the secondary level. Emotijons (24 ) are now used
more often thah’“images” (20%) as a primary source of unity, which

is a reversal from Trial 1, and "narration," in'keeping with the

increased. number of people reportigg the "poet's image" and "non-

)
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Gati
R

empathy," has become more salient at the primary level (1ncg§asing

from'd@ to 10%) and Tess .of a second order. form of unity (decnea51ng

from 21% to 11%).

£

summary of Phenomenological FindinﬁsA: -

A]though to summarize the phenomeno]og1ca1 findings py nresent-

’

ing gross trends in ?so1at1on is to omit many individual approaches
A o A

'“%V and great]y pvers1mp11fy What “s actua11y an extreme1y comp]ex

phenomenon, ‘such a s7mp]1f1cat1on, because it br?ngs unity.tv what

m1ght remain a mass of: unrelated const1tuents is necessary if a

P ¥

hi order ‘more mo]ar comprehens1on of the poetic exﬁ%r1ence is

e

to be ach1eved gngﬁfﬂas reason, it was dec1ded to h1gh11ght the
: dom1nant changes 1n the poetic exper1ence that occur as a result of
repeated readinues. These changes usually 1nc1ude

)
A Increased understanding. During the injtial reading, the .

general meaning of the poem is.often missed and the p?em appedrs
both fragmented and confused. Because of their persona] nature and

T _
the "primacy effect," images and emotions contribute very little to

understanding and detract from it avout as often as they aid under-
‘standiné. After a_ few read1ngs, understand1ng 1ncreases Jfor most’
subjects. They report that new aspects havé{emerged, and that shere
is greater deta11 and less confusion about individwal words or parts.
Because the pr]mac; effect has disappeared and thejr persona1 nature
is no longer irreconcilable, 1mages and emot1ons now contr1bute

’ positively to this increased understanding.

2. Increased unification. ‘Whereas the initial experience is

e - : »
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2

ot

L ' . e . |
characterized by a lack of cohesion between individual sections or

~events, with repeated readings, individual parts are related to each
v | > |
'other ‘through the use of an‘underlying conceptual meaning, a general

‘ atmOSphere? ar a centha] background image. Conceptual meaning 1is

@

the key to unity for most SubJeCtS, but the emotional atmosphere

k becomes 1ncreas1ng1y 1mportant as the poem is 1earned

"3,i Increased 1ntegrat1on /The 1n1t1a1 attempt to give meaning

and un1ty to. the poem is offen character1zed by a s1‘81e m1nded

approach where one mental mode, usua11y conceptua11zat1on or day—

. drsaming% is used to the exc]us1on .0f all others. W1th repeated

read1ngs thoughts, 1magess emot1ons and phy§1ca1 features come too

v

be more c1ose1y integrated, and the single-minded approach, char-

acter1st1c of the initid] reading, gives way, in many cases, to a

more comp1ex approach in which two or more psvcho]og]ca] modes are
I i

" used s1mu1taneous1y ﬁi

4. Increased "psychical distance.” During the initial reading
P

tmages and emo¥ions are dhawn_from're1ated per%ona1:experiences‘

'and ﬁémories, and the-poem itself seems to make sense on]y insofar

as it can be incorporats to what tfie reader has a]ready exper1ence
With repeated readings, rimagés, emot1ons, -and’ the - poem 1tse]f come to
be)experienced more and more as/the product of the author's creation
and less as unden one's persona1 control. This is often accompanied
by an increased emotional detachment, and a tendency to "witness"

rather than experience the events described. °

v

,
pd

d.
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analyzed, but to a much 1esser extent. A]so, since poem differences,

R
o 81
EXPERIMENTAL RESULTS

The experimental re?u1ts will be described in two parts. : The
first part includes resu]gs which pertain directly to specific
hypotheses formulated prior to the experiment, i.e., tr1a] effeots
and differences based on introversion-extraversion. The second part
is concerned with s1gn1f1cant other findings which were not part of
the initial predictions. These include sex differences, s1tuat1ona1
effects, and the degree of "psychica1 distance" as it relates to

imagery, emotions, and unification. _ ' ‘ \

E ypotheses

- fﬁ% hypotheses formulated prior to the exper1ment (see Purpose
and Expectat1ons, pp. 14-21) are concerned most]y with general
changes in. the poetic experience that occur as a resu1t of repeated

readings. D1fferences based on introversion-extraversion are also

generally speak1ng;-ne1ther add to nor qu ]}ﬁy the general trends in

any s1gn1flcant Ways they are mentioned only to qua11fy compar1sons
f~?%5
based on the hypotheses A full descr1pt1on of poem dlfferences may
N\ s . . |LL*L

‘be found in Appendix E. Y

| ; . SR . -
1 57. ) )
» o

Trial Effects \'- e,

= X ,
It was predicted that, during the initial attempt to grasp

meaning, the poém'wbu]dvbe‘d1v1ded into small ”expiration groups" of
approx1mate1y the same size; but, with repeated read1ngs, theras1c

mean1ngfu1 un1ts of the poem wou]d become 1arger and more var1ab1e
“N

\
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in size. Because of their size and lack of correspondence to either

meter or contextual meanings, expiration groups were pred1cted~&§<§p

the cause of two nger developments. First, they would dest
natural rhythm of\the poem, and, for this reason, "word mus1c‘§iﬁ§ﬂ§
rhythm, rhyme, alliteration, etc., should be less prcm1nant on the
initial reading, and only become c]ear]y apprehﬁé&ed affev the basic
units were expanded to correspand more closely to the poem's meter.
Secondly, a]though éxpiration groups are used in an attempt to"orasp
meaning, 1f was predicted that they would actually break up the unity
of the poem and, in this way, interfere with conceptual understand-
ing. Images and feelings shou]d be affected less, because they can
occur within an expiration gro:P, whereas meaning re11es on the
context of the poem as a whole. v For this reason, it wa§ predicted
that conceptual meaning would not be grasped initially, and would
play a smaller part in the unification and edjoyment of the poem

than either imagery or feeling. |

* To test for the presence of expira = groups and thé claim
. .

that the éize of meaningfu1 units would inc. case andfbecome more vagi-

able as the poem was ]earned, sub]ectsqwere asked to circle what seemed

-

to be the 5bas1c mean1ngfu] un1ts"‘of the poem dur1ng Trials 1 and 2.

The average number of words conta1ned within a c1rc]ed unit was
- 3

“taken, as a measure of un1t size, Whereas, unit var1ab111ty was mea-
shred-by computing a ‘standard deviation among-units for each subject.
The prediction'waé ﬁa;tia11y substantiated by an analysis of variance
-of the combined data for Tria]s 1 and 2. Unit size increased .from

a mean of 9.05 words to a mean of 12.73 words (F = = 2.80, df = 1/72,

-l



p < .10). The Standard deviation increased from 3.70 to 5.41 (F =
3.91, df = 1/72, p < .06), and this change was especially noticeable

among male subjects where the increase was from 3.46 to 6.89 (Sex by

Q

Trial Interaction: F =4.17, df = 1/72, p < .05). Thg failure to
reach significance with unit size can be partially accounted for,
however, by the increa;ed variability on Trial 2 whichgags part of
the initial prediction. "~

Since the size of the basic units does become more variable as

the poem is learned, these findings provide marginal support for the
application of Max Wegtheimer's "Law of Equatity” to the field of
poetry. &ut there 1§tt1e or. no support for Wheeler's a]]eqahon
that theé%éﬁﬁ%ﬂc units Whuld take the form of. "expiration groups."”

[t

Wheeler had claimed that the unlts would be qf about a second and a

)\

.ha1f duration, which would allow a maximum of four or f1ve words, but
s

the average size of these initial units was actually greater than

nine words (i;sﬂa?Q.OS). Thus the very concept of "expiration groups"

“as a means of graépingﬁmeaning\remaihs questionable, but the idea .~
» A N o~ A : . o

.=

_ . * By -
that these units which are sma11er and 1ess variable during the

{

1nTT1a1 read1ng, could thder word mus1c and conceptua] meaning, e

- ey

while leaving 1mages and emot1ons unaffected, rema1n§ to be shown
" N
The,pred1cted increase in, "word music® as the poem was learned
[ A2 . 4 . .
-

;ﬁ%s eVé]uated by askiﬁg subjeﬁts to rate on an eight-point scale how
often théy‘nbticed "word music,". a 1yr1ca1‘qua1ity a&ong the words} ‘
An analysis of variance ;howed that word music increased for intro-
verts bdt not for e*travgrts (Type’by Trial Iﬁiéraction: F= 10.55,
= 1/72, p < .01). This is not a]together sufprising, since one of

A

‘ .
¥ N
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the predictions based on type differences was that “introverts are
probably more aware of the poem's physical aspects, not only 'what'
is said, but 'how' it is expressed (p. 20)." Thus, for introverts,
‘increases in-unit size and variability is accompanied by a corres- .
ponding increase in word music. ,

To test the third hypothesis, that conceptual meaning would

ﬁ =

not be grasped during the first'reading, and would play a smaller ;?

part in the initial unificatidﬁ and enjoyment of the poem than either ﬁ}

<.

imagery or feelings, two méasures were used to evaluate the relative _ .
. a -l
1mportance of 1magery, emotlons and conceptual meaning - one for

enJoymentgﬁone for un1f1cﬁ€qnh.4 F1rst 15¢uects were asked to choose
the psychological mode (t e'\'fkagery le5t1ons, or conceptua] mean-
ing) which contributed most to their enjoyment of the poem The

| average values for each mode are presented in Table 9. An analysis
of - variance of the.mean_frequency ; yace"shows that,  as bredicted
imagery (.32) and emotionsj(. 31)*were more frequent1y chbsen than

"a 3enera1 knowledge of what the poem was about" (.06) dur1ng the
first trial (F = 9. 13 Laf = é/360 p < .005). An?across.trial com-
parison shows that, a1so asepred;ZEeg conqeptua] understand1ng plays™ ‘
a significantdy larger role in enfoyment with repeated (eadlngs SRR
- (Trial by Mode Interact1on F = 7 84, df = ?/360 p < 005) o

But contrary to pred1ct1on, conceptual mean1ng seems to p]ay

1)

~a larger role in the un1f1cat1on of the poem than e]ther 1magery or
) ) ) At e . ‘
emotions on both trials (see Table 10). When asked to rate on an

. eight-point scale the extent that conceptual meaning, imggery, or

~ feelings "contribute(d) towards the unification of the poem,"
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7 . Table 9

85

Relative Contributions of Imagery, Feelings, and Conteptua]

Understanding as "Most Important to Enjoyment"

Modes m :

Imagery Feelings Conceptual Unde;ﬁtanding
Trial 1 .32, .31 .06
Trial 2 .43 17 .18 '
.. *{""‘:‘"".’A .
" ”\'v~ [N LN
hat ° . ) Tab]e ]O LN ° .,

B

Relative Contributions of Imagery, Feelings, and Conceptual

Understanding to Unification -

E B

v
* lX

[ “‘“?ﬂ;;‘_
-, - . %\ Modes B Lb
Imagery ~ Feelings ConcepréT‘Uhder§tanding :
Trial 1 4.64. | 4.ssé 5.50
Trigle - 422 4.83 5.85
) L
¢
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conceptua1 meaning received a higher average rating than either

1magery or emot1ons on both trials (F = 10.39, df = 2/360, p < .001),
‘\

But, @s pred1cted the contr1but1on of conceptua] meaning to unifi-

cation increased with repeated readings (Trial by Mode Interaction:

= 3.51 = 2/360, p < .05). ~
: Even’hough hypothes1s three was supported on three of its

- four™ c1a1ms, a c]oser exam1nat1on of the data shows that the changes

in’ the pqpt1c exper1ence are not as s1mp1e as the initial pred1ct1on
had suggested While, as pred]cted, t’nere 1s a qu1te substant1a1 %‘
1nerease in (conceptua]) understand1hg (F = 78 37, df = 1/72, p <
LOﬁ?),‘thejamount of  imagery (F = 9. 05, df = 1/63 p ¢« .00%) and the
frequency of emotions (F = 4.17, df - 1/39, p < .05) also increase

Swith repeated‘read1ngs Second]y, even though the contr1but1on of

conceptua1 understand1ng to enJoyment increases with repeated read—
» S

1ngs, surpr1s1ng1y enough the contr1but1ons of 1magery to enJOyment

“increase equally as much (fr m .32 to .43), with emot1ons dropp1ng

accordingly (Tria11by Mode Interaction: F=d. 34 df = 2/360, p <
v
005) . F1na]1y, even though there is the pred1cted 1ncrease in the

ro]e of conceptua1 understandwng to un1f1cat1on, there is 3 corres-

pond1ng unpred1cted 1ncrease in the use of emot1ons for un1f1cat1on

(Tr1a1 by Mode Interaction: 'F 3 51, 2/360 p < 05) ‘This

1ast interart1on is fully substanttated by the prev1ous phenomeno1og1—

;'”ta1 findings (see TabJes 5 and~8); where 43% of the subJects reported

usﬁng conceptual meaning to unify the poem dur]ng the first reading,

35% reported us1ng 1magery, and 15,a used emo§1ons During the second"

reading, the percentage of peop]e using some form of conceptualxzat1on .

*

g
(;{.:J
L

1
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) _
(1. e , conceptua]1zat1on contrast, . or conso]1dat1on) increased to
51%, emotions increased to 24%, and imagery dropped to 20%. Thus,
the changes in the relative contributions of the different modes is
quite complex. The role ot conceptual meaning tncreases forjbotﬂ
enjoyment and unification. BUt the emotions experienced during the
second trial aid enJoyment 1ess, but contr1bute more to the un1f1ca-’
tion of the poem; and, converse]y, the 1mages that. appear after

# epeated readings contribute a greﬁt deal to enJoyment, ‘but play a

W.
y

'%ﬁ% | re]at1ve1y small ro]e Jn the unification of the poem.
a A fourth hypothes1s, c]ose]y re]ated to the concept. that the

'context .of the poem js absent during the 1n1t]a1 reading because of
a 1ack of conceptua] understand1ng, was that images ‘and emotions, ghj“l
though“present dur]ng thev1n1t1a1 reading, woqu aid understandﬁng 5 |
relatively 11tt1e. Two poss1b1e exp]anat1ops vere postulated to” :
account for this effect. ,The first, wh1ch.35 d1rect1y related. to
the concept of "exp1rat1dﬁ'groups;“ was that ‘imagés and emot1ons
wou]d be genera1 and vague because they 1acked a meaningful connec-

't1on w1th the poem's context but wou]d become clearer and more

@

‘bspec1f1c as the cohtext was 1earned The‘second exp]anat1on was

that the\pemsonal nature‘of 1mage$ and emot1ons during the’ 1n1t1a1

- read1ng wou]d htnder undergtandlng and poss1b1y enJoyment because
the. poem wou]d be 1nterpreted to f1t the images and emotions rather
than specwfy them, and the- poet S descr1pt1ons and one's personal -
images and emot1ons wou]d not ahWays be reconc11a5ﬁe -Thus, 1t was )

)

'predwcted that 1mages and emot1ons wou]d aid understand1ng and

4

poss1b1y enJoyment re]at]vely 11tt1e during the 1n1t1a1 read1ng -and

g
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the reason for th1s was either thejir Tack of specificity and c]arity
because of their lack of connection with the poem's meaningful
context or their personal nature which was irreconcilable with ‘the
poet's actual descriptions. \

To test the basig.assumption.thaf images and emot{ons would i
contribute more to understanding and'possib]y enjoyment with repeated
readings, subjects were asked to rate on an eight-point sca]e how -
much their 1mages and emotions aided understand1ng and enqument
These scales ran from "added to your understanding (enJoyment)" to

get in the way of understand1ng (or enjoyment)." An across trial
comparison of these two factors shows that although both images and,
emotions contribute more to understanding with repeated readings,
there is no evidence for an increaﬁe in their contributions to enjoy-
ment (F's < 1.00). The mean contribution of emotions to understanding
increased from 4.67 to 6.00 (F =287, df = 1/36, p < .05). This
finding is supperted by fhe phenomenological stud} (Tables 4 and 7);
where, during Trial 1, 10% of the subjects reported that their emo-
tions aid v '»rstanding; by the,end of Trial 2, this percentage had
increased :» 0%. The evidence for imagery aidingaqnderstanding to
‘a greater extent with repeated readings is more marginal. There was
" a slight tendency for images to aid understand1ng more-on Trial -2
(F =2.78, df = 1/60, p < .10). The”actua] increase was from 5. 91
to 6.38, and this nonsignificant finding is partially substant1ated
by a h1gh correlation between the extent that images aided under-
standing and how well the subjects thougnt he knew the poem (r] =

-50, rp'= .51, p's < .001). Thus, the basic assumption is clearly
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shown for emotions and marginally wupporuer! for imagery.

w

To test the first exp]anat on’ Lw76ted‘to\account for- this .
’phenomenpn, similar eight-point r+ting sQrfes were used to assess )
changes in c]érity pnd specificity. C]ar%ty was ﬁeasured_by having
the subjects rate on an eight-point scale whether they saw their
images and emotions as vagué or c]ear;‘specjficity was analyzed by
evaluating an eight-point scale that ran from general tp spepific.
No pvidence was found to support an incréase fn clarity for efther
images (F < 1.00) or emotions (F = 1.45). Simi]af]y, there was no
increase in specificity pmong emotions (F < 1.00) and only marginal
support for an increase in specificity for images (F = 3.36, df =
1/62, p < .08). On the bases of these findings, no support can be
attributed to the claim that increases in the contributions of imageé
and emotions to understanding are due to contéxtuai clarification
‘and corresponding increases in p]arity and spetificity among images
and emotions. o

The second explanation, on\the other hand, that the jnitia]
small contributions tq\understandinglwere due to the personal nature
of the images and emotions, was well substantiated by almost every
measure used, i.e., there is.c1ear and well substantiated evidence
that both images and emotions become more iﬁpersona1 with repeated
readings. When the subjects' descriptions of their emotions were
ana]yzed using the subject-centeredness scale (pp 30 38), the mean

score increased from 3.80 to 4 43 (F = 6,202, df ]/39 p> .02).

The psych]cal distance scale (pp 31-32)-did not change s1gn1f1cant1y

(F < 1.00), but this increase in distance among emotions is supported
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by the previous phenomendlogica, investigation, where 53% of the
subjects reported their emot1ons as personal on Tr1a1 1 but only
5% reported them as personal by the end of Trial 2.

With images the support is even stronger. The subject-centered-
ness score- increased “from 4.01 to 4.43 (F = 4.71, df = 1/60, p <
.05); the psych1ca1 d1stance sca1e increased from 0.50 to 1.16 (F
8.45, df = 1/63 p < .006); and, as with emotions, these results are
supported by the phenomeno]ogica] findings (Tables 3 and 6). vhere.
372 of the subjec%s reported personal imagery and 7% reported imper-
sonal imagery on Trial 1, but only 23% reported personal imagery on
Trial 2 and the percent of those reporting impersonal imagery
increased to 20%. Thus, the basic phenomenon postulated in hypothesis ~
three was shewn to exist, but of the two explanations postulated to
account for it, only the idea that personal images and emotions
(which are more prevalent during the initial reading) are detrimenta]
to understanding wés substantiated. This finding recejved further
support through é comparison of imagery as a whole and "secondary
imagery." |

"Secondary images," which were defined as "images assoc1ated
‘ w1th your feelings rather than the poem 1tse1f " are simply a sub-
class of personal images. They are the product of free-associative
daydreaming that is stimulated by a personal emotional reaction to
the poem, and, for tﬁis/reason, may not have any relation to the
poem's context. It was predicted that secondary images, because of
their perigggj nature and lack of meaningful connection to the
| context??f‘the poem:,wou1d ajd understanding and, possibly, enjoyment o

e .

|

l
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to a smaller extent than imagery as a whole. fhése differences were
assessed through having the subjects rafe on an eight-point scale

how much both imagery as a Qho]e and secondary imagery aided enjoy-
ment and understanainq. As was pr. dicted secondary imagery was found
to be less help to both enjoyment and understanding on both trials.
On the first trial, imagery a§ a whole aided understanding an average
value of 5.78; secondary imdgery received a va]ue'of 4.96 (F = 14.34,
df = 1/48, p < .0005). By the§end of Trial 2, imagery as a whole
received a score 6f 6.80, as opposéd to 5.94 for secondary images

(F =22.71, df = 1/39, p < .00004). But not only were there differ-
ences in the contributions to understanding, secondary images (Mean1 =
5.68; Mean2 = 5.84) also aid enjoyment less than imagery as a whole
'(Meap] = 6.63; Mean2 = 6.85) on both Trial 1 (F =.7.53, df = 1/48, ]
p < .009) and Trial 2 (F.= 24.87, df = 1/39, p < .00002). Sigce

imagery as a whole is made up of both primary and secondary images,

it could be assumed that a direct comparison between secondary and
primary imadery would yield even greatér qdifferences.

The context of the poem was also seen as a means of tying
images and emotions together. Thus, it was predicted that images
and emotions would be less c]osé]y ﬁied together during the initial
reading becad;é the context would be re1;tive1y fragmented, but would
become more closely associated as the context was learned. This
trend toward intearation, however, was offset by a second prediction,
j.e., a relative decrease in the number of secondary images as the

poem was learned and the images became tied down by its context.

Since there is a necessary relationship between emotions and secondary
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imagery because secondary images are defined as those arising from

_emotions, but no necessary connection between feelings and images

.-

3

elicited direzt]y by the poem, a decrease in the frequency that
images and emotions occur together would naturaT]y follow a relative
decrease in the amount'of secondary imagery. Thus, it was predicted
that repeated readings would give rise to two oﬁposing tvends: (1)
integration between imagés and emotions based on increased conceptual
un{fication, (2) disintégration based on a decreaséjin secondary

|

imagery.

The second trend proved to be fhe more dominant of the two.
There was a significaﬁﬁ decrease in the cooccurrenfe of images and
feelings with repeated readings. When asked to rate on an eight-

point scale how often their images had been "accompanied by feelings,"

"a mean score of 5.72 was obtained for the first trial; on Trial 2,

this mean had aropped to 5.07 (F = 12.21, df = 1/63, p < .001). This
decrease in/éooccurrence was especially noticeabTe with Yeat's ‘
"Sailing to Byzantium" and Lewis Carroll's ﬂJabberwocky“‘(Trial by
Poem Interaction: F = 4.426, df = 5/62, p < .002).

Afé]oser examination of the change in”seéondary, personal, and
impersoﬁdl iimages shows. that thys general trend toward "disintegration"

was dué te z relative rathervthan an absolute decrease in the number

of personal and secondary images. Neither the frequency of secondary

images nor the number of personal images decreased significantly with

repeated readings (F's < 1.00), but the number of images seen as
coming directly from the poem increased from an average of 2.27 dur-

ing the initial reading to an average of 2.98 on Trial 2 (F=17.36,
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= 1/60, p < ,01). RS
These findings appear to be at variance with the phenomeno-
1ogicé] findings (e.q., Tab]es 3 and 6), which suggested that,
although images and emotions occurred together qdite frequently
during Trial 1 (24%)‘and there was no subsequent increase on Trial 2
(again 24%), the general trend was toward "integration" (42%) with
disintegration being a less probable alternative (7%). This discrep-
éﬁcy diminishes, however, when the variables are examined more closely.
In the experimental section, the question was "How often wére images
acﬁompanied by feelings?" Thus, the relationship was simply one of
cooccurrencel For example, if the subject was bored throughout by
the poem, then every image he saw would be accompan1ed by a ”fee11ng
of boredom," and the frequency of coéccurrence would be 100% (i.e.,
“8" on an eight-point scale). "Integration," as phenomenologically
defined, implies that, for those experiencing it, each image is Tinked
n a meaningful way to an emotional aspect of the poem, so that, the
two are experienced as inseparable. For example, oneusubject re-
ported that each image seen while reading “fhe Cloud" was Jinked to “
the cloud's ﬁnder]ying sense of power. Seen {ﬁ this way, it is not
" inconsistent that, for many, the general experience i$ an increase in
integration (because-images and emotions become meaningfully connected)
but a decrease 1in the actua] frequency of cooccurrence of images and
femot1ons (because of a re]at1ve decrease in images arls1ng d1rect1y
out of a personal emotional experience, i.e., secondary imagery).

The final general hypothesis, based in part”on Valentine's

"Law of Compensation," predicted an inverse;relationship between

t
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attention to physical features or word music and the frequency of
images or emotions reported., This prediction received meager support
in the present/experiment. There were no significant correlations
.between emotions -and attention to physical features or word music,
and the correlations with imagery were in opposite directions. As
predicted, reported attention to physical features,»defined as "words
as physical objects without reference to their meaning" was inversely
related to the frequency of reported imégery on Trial 1 (r = -,24,

=71, p < .05), indicating that, on the initial reading, there is
more attention to physical features among those not seeing images. ‘
Thi§ relationship disappears, however, on Trial 2. "Word music," on
the other hand, which was defined as "a 1yrjca] quality améng the words"
was directly related to the frequenéy of reported imagery on both
trials (ry = .39, n; = 65, p; < .002; r, = .40, n, = 68, p < .001).

Thus, a disfinction should be made between "words as physicL]

objects without reference to meaningf - attention to physical features -
and "a lyrical quality améng the words" - word musiq. Valintine's
"Law of Compensatiog" holds enly for the first and then only during
the inttial reading(s). Duriﬁg the initial reading there is an
inverse relationship, and possibly an antagonism, between attention

to physical features and the presence of imagery,

Introversion-Extraversion

The‘psycho]ogica]Itypes of introveréion-extraversion, as mea-
sured by the Myers-Briggs Type Indicator (1962), correlated poorly

with both “"subject-centeredness™ (r's = .07, -.18) and the "psychical
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distance" scale for emotions (r's ='-.10, .12). Because of these
poor corre]at1ons, there 1s no evidence to support the claim that
Bullough's _concept 0j psych1ca1 distance (i.e., over-distancing and’
under—d1stanc1ng) can be accounted for by d15pos1t10na1 att1tudes

On the contrary, it has already been shown that psychica] distance
changes quite radically as a result of repeated readings. Stil],

in spite of this lack of evidence, the dispositional components df_
psychical distance cannot be tota]]y dismissed, since introversion-
extraversion, which was expected to correlate w1th not only ”psychi-
cal distance" but attention to physical features, secondany images,
-and the amount that images and emotions aided understanding and .
enjoyment, did not correlate significantly with anything prédicted on
either trial, i.e., none of the correlations between it and the
other variables tested significantly differed from zero. In fgéﬁ;
only one correlation out of 98 reached significance and oh1y one.
finding based on analysis of variance included introversion-extra-
version as a significant variab]e (i.e., the previously mentioned
type by trials effect pretaining to "word music").4 Such poor per-
formance can probably be attributed to the choice of test, especially
when 'such divefse ﬁeasures as "subject-centeredness" and the devised
"psychical distance"'scale correlated with each other, when, on
Trial 2, people had had a Tittle practice differentiating the'1oci
of their emotions (r = .34, n = 68, p < .02). To-conc]ude that the
experiencé of the poem by introver;s and extraverts do not differ in
any way seems highly unwarranted; the most that can be concluded is

that, given the measures used, few differences were found.
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Other ngnificanf Findings -

Although a humber of individual results and 1nteract1ons’
reached s1gn1f1cance as would necessar11y be t! case when more than
50 variables were analyzed using a 2 x 2 x 2'x 6 design, this - ction

is concerned only with main effects and general trends, i.7., blocks
’of findings which relate to ‘the same key variables. These trends
include differences based on: (1) sex (2) "psychical distance" as it

re]ates to imagery, emotions, and un1f1cat1on,\and (3) situational

determ1nants.

¥ Sex Differences

ATthough introversion-extraversjon proved to be a poor measure
of experiential differentiation, many difference's were found to be
based on sex differences. In genera} females tended to be more
emot1ona]1y open to the1r poems than males were. Emotions aided en;
Joyment (F = 5,19, df = 1/39, p < 03) and understanding (F = 5, 26,

= 1/38, p < .02) more often with females than with males. Females,
also, used feelfngs to unify poems more fhan males (F = 7.53, df =
1/72, p < .01) and felt emotions to be most important to enjoyment
more often than males during the initial reading (Trial by Sex: F =
3.77, df = 1/72, p<.06). In fact, dur1ng the initial reading, |
.emotions were considered most important to enJoyment by 60% of the
fema]es tested, as opposed 56/35;\}or images and 4% for meanfng
Ma]es, on the other hand, saw fee11ngs as most 1mportant to enjoyment
only 33% of the time (and images 54%). Females also distanced the

poems Tess than ma]es-(Subject—centeredness: F=3.78, df = 1/72,
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p < .06) so that the emotionéwthgt thex;egpek:énce were éxperienced

as more persona] \j’"]g AN

Images, too, were reported mor& frequently by fema]es than males .
(F = 5. 16 df = 1/60 p <\ 05) Fema]és ‘experienced more personal
'1magery (F = 5. 56 df 1/60 p < .05) and secondary imagery (F = 5.81,
df = ])60, p < .05) and experienced imageg and emotions together more

often (F = 8.65, df =.1/60, p < .01). Finally, females spent more

time with their poems (F = 18.6, df = 1/72, p < .007) and reported

1/72, p < .05).

word music more often (F = 5.01, df

"Psychical Distance” as it Relates to'Imagery, Emotions, and Unification

One of the most interesting 1ngidental resu]ts'of the experiment
was that 'different psychological modes are distanced to different ex-
tents. This finding was neither anticipated nor searched for; but arose
as a consequence of using separate disfance measures on the three main
areas under consideration: imagery, emotions, and unification.

First of all, there is quite substantial evidence to show that

enntions are experienced as more personal than images. When the sub-

jects' descriptions of 1maoes and emot1ons were analyzed using
"subject-centeredness" (pp 30-31), the scores obtained for imagery -
(4.08, 4 54) are higher than those obtained for emotions (3.75, 4.10).
This is true for both Trial 1 (F = 16.47, df = 3/106, p < .000001)
and Trial 2 (F = 5.45, df = 2.48, p < .006), but is especially notice-
ab]e_during‘the'initfal reading when images and emotions are both
more personal. .

This finding is fully substantiated by the fact that the “psychi-

cal distance" scores for images'(.58, .78) are much higher than those
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for emotions (-.22, -.24), again during both Trial 1 (F = 15.26, df =
1755, p < .0003) and Trial 2 (F = 16.55, df = 1/46, p < .0002). 1f

a score greater .than zero may‘be ﬁntérpreted és‘objective énd o score
less than zero is subjective, then the negative scores fo}’emotions
imply that they are “;ubjéctive;“iwhereas, the positive scores given
to iﬁagery imb1y an "objective" exper{ence.

But even if imagery is expérienced as more objectivé than emo-
tions, "unification" is more "objéctive" sti11. When the subjects'
descriptions of unification wére analyzed in terms of "suggect-, |
centeredness," the scores obtained, 4.93 and 4.90, are even higher
than those for imagery (F, = 16.47, df = 2/106, p < .000001; F, =

> Interpretation, however, is a bit more

- 5.45, df = 2/98, p < .006).
difficult with unification, since it is not a psychological mode but

a process that can stem from the.use of any one of a number of psychoj/
logical approaches. One would like to aécounﬁ this relative ”1mper;
sonality" to the fact that unification is usually based on conceptua;
lizatior but  his intgrpretation is cdmﬁpunded by the fact that it
éan also be based on a number, of other modes, including 1hagery or
vfee]ings. One thing is clear, however. Unificafion is experienced

as more "out there," hore a_property of the poem than either images

or emotions. Emotions are the moét personal; then images, whi;h seem

to occupy a middle ground between personal and impersonal; then Jast

~of all is unification, which is the least personal of the three.

Situational Determinants

In addition to the genefa1 trends which occur as a result of
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changes in poetic experience.itse1f, there are numerous factors
affecting both internal and external validity. The most.important’
of these are testing effects, over-learning,. and prior familiarity
~ with the poem. A1l of these were not only suspected, but anticipated,
and provisions were made for assessing their effects.

To see whether subjects considered their experience of the
. poem as representative, subjects were asked if "the experimental
situation changed toe way in which you would have normé]]y.viewed
the poem?" If they responded "yes," then they were asked to elabor-
ate on the nature of this change. Their elaborations were‘ana1yzed
in much the same way as the phenomeno]ogicat data. Thirty-six sub-
jects (out of 84) reported that the experimental situatfon had .indeed
changed the nature of their experience. For most, the change was of
a positive nature: 12 subjects reported that the experimental situa-
tion increased understanding by forcing a detailed analysis that
would have not norma]1ybbeen made; eight reported that the experimental
situation'made them concentrate more on the poem and increased in-
volvement$ three reported that it increased understand1ng by allowing
more t1me for study; and three saw the comfort of the sett1ng as
helpful. But for 13 other subjects, the exper1menta1 s1tuat1on was
seen as detrimehta] to the poetic‘experience: eight of these saw the
setting or the controlled conditions as hindering a higher level of
involvement that would have otherwise been obtained; two said that
anticipation of the questionnaire was a distraction'during the initial
reading;zand three reported that having seen the oueétionnaire

affected their experience during Trial 2.
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Testina effects (Campbell hud.Stan]ey, 1963), the effects of
taking a tost'upon the results of ﬁ sceond test, were studied by
comparing experimental suibjects who had read "The Hollow Men against
control subjects who were also qiven, "The Hollow Men" BUt were nbt
given fhé questionnaire during thelinifia1 trial . #A conparfson bet-
ween these two qroup. showed that foﬁting effects were directly re-
lated to the integra:ion among images and fee]ingsl(t = 3.90, n =
11712, p < .002), the prominance of a single backaround image (f =J
2.48, n = 11/12, p < .03), and the degree that emotions qfded under—‘
standing (t = 3.32, n = 8/11, p < .OT). In other words, images and
emotions were more’irtegrated and emotions contributed.md?é to under-
standing for cdntro]s, who had not been given the complete question-
naire on Trial 1. These confro]s,ga]so, reported a single unifying
background image mofe often than experiménta] §ubjects withvthe same

Ny

poem.

Factors affecting;interna1 va]idity éou1d takepone of two
forms: (1) over-exposure, or (2) familiarity. It was expected that
the time allotted to the second reading might be too Tong for some
subjects and this in turn might change the nature of thefr experiencé.
To test this, subjects were asked just that question, i.e., if "the
time allotted to the second reading had been too long?" A correla-
tional analysis between those reporting "yes" énd‘those reporting -"no"
showed that "over—fearninq" was inversely related £O'tﬁe number of
images (r = -.37,'n = 68, p < .bOZ)_and emotions (r=-.36,n=72,
p < .01), emotioha]f&hification'(r =‘—.27, n=72;,p < .02), the

perception of word music (r = -.30, n = 72, p < .01), and liking

LY
»
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(r = -.26, n=72, p < .03). Thus, over-learning decreases the
enjoyment: imagery, emotions, and word music, and diminishes the use
of emotions for unification.
In addition, it was expected that prior fami1iarity might affect
the 1n1t1a} exper1enee when increased fam111ar1ty was one of the main
factors unaer cons1der§t1on. Fam111arity, having seen the poem be-

\

fore effected only one var1ab1e - the amount that emotions aid en-

i Joyment dur1ng the initial reéa1ng (r = .32, n=172,p < .01), i.e.,
emotions contributed more to enjoyment if thé subjects had seen the
poem before. Unfortunately, even this. finding remains inconclusive,
since familiarity was-high1y compounded with the poem variable. Of
the seven expekimenta] subjects who had seen their poem before,.six
of these had been given the "Jabberwocky." | |
For the most part, situational effects simply attenuated

develnpments in the ﬁoetic experience, but did not signi?icant]y
al.er ti general trends. For example, fhé general poetic experience
1< cha.ac erized by s1gn1f1cant 1ncreas*f *~ the number of fmages
and <« ~' ons with repeaFed readings, but "over-learning," which is
negatively correlated with both, prevented this €ncréasé from being -
even larger than it already was. Simi]ar]y,‘Utestind;éffehtg" dim-
inished the already significant increases in the degree that emotions.
a1ded understanding and the number of subjects report1ng a s1ng]e
background image (which 1ncreased from 48.3% to 73.3% [F = 3.89,

= 1/60, p < .06]). But "over-exposure" may have also been a
significant contributing factor in the fact that, except for the

&

introverts, increases in word music failed to reach significance.
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And testing effects seem to account for at least part of the decrease
in cooccurrence between images and emotions. These last two trends,
Mhich may haoe been present in some degree with every.subject, may
have significantly altéred the general trends and confounded the
types of inferences that have been drawn from the data. They at

Jeast form significant qualifications to the general findings.



DISCUSSION

| The discussion section w%l]ﬂcover two main areas. First, there
will be the resynthesiS’of‘the poetic experience based primarily on
the phenomenological findings, but also including supportive, extend-
ing, and sometimes. conflicting experimental findings. The second
part will involve a critique of the phenomeno]ogicé] method used in
the present experiment. Since this method was formulated and adapted
explicitly for the domain of poetry, such a critique‘may clarify the

nature of the derived constituents.

RESYNETHESIS BASED dN PHENOMENOLOGICAL AND EXPERIMENTAL FINDINGS

As was mentioned earlier, "phehbmeno]dgica] reduction", as
used in the present experiment, is a five step process (pp. 32-38).
The first four steps culminate in a 1ist of fundamental constituents
(Tables iz8), but this in itself is not enough. The ultimate aim of
phenomenological reduction is not reduction but synthesis or re-
synthesis, since what starts out as a description of a s{ng]e
éxperience is finally put back into a completed form. it is not -
_enough to break a phenomenon down into its essential featureg. This
~reduction must be carried out in such a way that the strucfural
re]atfonships among the constituents are retained. In the present
study, the ultimate resynthesis was postponed until the experimental
findings were presented. Experimental findings, since they are more
bcohcerned_with a rigorous analysis of spetific questions, cannot |

form the basis for a resynthesis, but can support, oppose, or extend

103
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a resynthesis drawn from phenomenological reduction by c]grifying
and extending specific re]ationshfps. For this reason, a resynthesis
based on both phenomenological and experimental findings\must take
the same essential form as the original phenomenological findings
and involves the same key developments: (1) increased understanding,
(2) fncreased unification, (3) increased integration, and (4) in-
creased hpsychica] distance." | |

| For the sake of“simp1%city and separation the éttempt at re-
synthesis will be divided into three subparts. First, the four major
‘developments, increases in understanding, unification, integfation,
and psychical distance, will be presented in an extended form through
the cémbination of phenomenological and experimental findings. Al-
though constituents and relations show a éreat deal -of individual
variance, the description of these developments will be Timited to
general trends and deviations from these general trends will be
deferred to a later section. In the second part, the four areas
presented in the previous section will be integratgd ihto a more
meaningful whole. This will be dope by showing that thesé areas do
not occur in isolation but actua11y.act and interact with each other
in such a way that it is difficult or impossible to conceive one
area Without tHe_others.. For egample, an attempt will be ma&é to
show fhat'lack of understanding, on the initial reéding, is based
on a corresponding Tack of unification, integration, and the per-
~ sonal nature of image$ and emotions. This attempt at integration
will be continued until all six of the possib]e interaction§ ére

covered, i.e., (1) understanding-unification, (2) understanding- -
o8 .

o
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integration, (3) undérstanding—p§ychica1 distance, (4) unification-
integration, (5) unification—psychiga1 distance, and (6) integration-
psychical distance. Finally, an attempt will be made to describe
deviations from the general experience. Here, the emphasis will not
be on capturing the total richness of all the possible individual ‘
approaches to poetry, but, rather, on showing the constituents éﬁd -
variables involved in the two major deviations from the generat

poetic experience: (1) over-exposure, and (2) failure to gain addij-

tional information with repeated readings.

Genera] Trends

As mentioned earlier, changes in the poetic experience usually
include the following four developments: (1) increased understanding,
(2) increased unification, (3) increased integration, and (4) increased

"psychical distance."

1. Increased Understanding

That there was a substantial increase ‘in understanding with
repeated readings was shown by both the phenomenological findings
ang the cross trial compariéon of the degree to which the subjects
'saia\they knew the poem. Subjects reported that the initial experi-
énce\is both fragmented and confused, and the experimental study
showed that this initial fragmentation rifu1ted in a division of
the boem into small units of about the same size. This type of
division provides marginal support for the hypothesis that fragmenta--
tion is not a mere passive product of lack of understanding, but an

active or perceptual attempt to break the poem into small units of



106

about the same size in an effort to form a “good Gestalt" from an
ambiguous arrangement of words (Max Wertheimer's "Law of Equa]ity").
According to this exp]ahhtion, this aftempt is_aimed at understanding,
but the subject actually breaks up the.unity of the poem which, in
turn, causes the initial lack of understanding. Consistent with

the above are the phenomenological and experimental findings which
show thét concepéua] understanding plays a relatively smaller fo]e in |
enjoyment and unification during the 1nitia1‘reading.

In what may be an attempt to partially compensate for the -
relative lack of conceptual understanding during the initial reading,
many subjects reported that they responded to the pdem through free-
associated daydreaming. Here, the initial attempt to derive meaning |
by relating it to the reader's pérsona] experiences and memories
fes&]ts in a higher level of invo]vehent But both subJects ratings
and reports indicated that the images and emotions derived in this
manner though very important for enJoyment and involvement, contri- -
bu%e relatively little to understanding. Not only did images and
HLt1ons contribute relatively 1ittle on Trial 1, but images were
réported to detract about ‘equally often, and emotions were reported

s'detracting more often than they ajded understanding.

Subjects attributed this inftia] Tack of conceptual under-
standing to three different factors. The first and probably most
important was that the personal nature of images and emotions during
the initial reading was often seen as irreconcilable with the snatches
of meaning derived from the rest of the poem. The discoVery'of this

initial antagonism between understanding and under-distancing was
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the product of phenomenological reduction, but the relatively greater
personal nature of imagery‘and;emofions during the initial reading

is a finding that was well substantiated by a]]vof the experimental
measures used‘to measure "psychical distance." Furthermore, experi-
mental compar1sons between secondary imagery and imagery as a who]e
showed that, when the }mages were derived from the emotional experience
rather than the poem itself, as was the case with ";econdary imagery,"
'their total detachment from the poem's content was detrimenta] not
only to‘understanding but to enjoyment as well. The second reason
why 1mages and emotions aided understanding less during the in1t1a1
reading was that, in this attempt to grasp meaning, the initial- -
evocation of a dominant image or emotion often prevented the e]iei?a-
tion of further imagery and emotions that may have developed. This
”primaty effect?” which was described quite frequently in régards

to emotions, was suppdfted by an experimental finding which showed
that 31% of the subjects reacted to the poem through a single emotion
during Trial 1, but that only 13% of the subje;ts reported a single
-0t c1 by the end of Trial 2 (F = 4.77, df = 1/39, p < fdh). Fin-

2] ;zots reported that many of the emotions experienced during
ge reading were oriented toward the task rather than the
po: 2t these task-~riented emotions tehded to bfeak up the
contir the  sem by c’s*racting attention and causing whole
cagme CoL . red. |
Aiti. -.=ated readings ., .nderstanding inéreased for most sub-
jects. Az ment’o - earler, this trend toward increased understanding

s supported by bot- phenc. -nological and experimental studies.
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Concurrent with this incnease in understanding was an expansion of
the initial "basic meaningful units" into units that were now both
larger and more variab]e in size. This change in unit size suggests
that the,initiai attempt to form a "good Gestalt" has given way to '

a subdivision of parts that resembles more c]oée]y the meaningful
units intended by the author - unijts which are nnw derived from

rather than imposed on the meaning of the poem. With this increase

in unit size and varlab1]1ty came a relative increase in the contri-
butions of conceptua] understand1ng to enjoyment and uni.ication
(Tables 5, 8, 9, and 10). Subjects reported that new aspeets have‘
emerged, for the first time and that there.was, in general, greater
detail and less confusion about individual words or parts. Some
reported that the poem was understood for the first time, or was
understood in a way that is entirely different from the initial
experience. Because the primacy_effect disanpeared (i.e., was no

" Tonger reported) with repeated readings and because there was a sub-
stantial increase in the number of images and emotions reported coming

d1rect1y from the ‘poem, images and emotions now contr1buted positively

to this increased understanding.

2. Increased Unification |

There is some exbefimenta] evidence to support the application
~of Max Wertheimer's "Law of Equa11ty" to poetry. If this is true,
then the initial experience is not merely "fragmented" but is actua]ly
an active attempt to segment" the poem into managable units of

approx1mate1y the same size. The average size of these units was
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about nine words, but there was a great deal of individual variance, :
and one could speculate that with the deletion of articles, this mean 
might approach Miller's "Magic Number" sev;n, the average number of
’uqits cababie of being assimilated at fhe same time. Thus.the initial
experience of fragmentation may be more than a passive product'of an
inability to grasp meaning, i.e., it fs an active attempt'to.derive
~ meaning. {

| Supporting this claim is the phenomenological finding that the
two psycho]dgica] modes used. most during the initial attempts to gain
unity, conceptual meaning and imagery, are the modes which seem most
;compatible with a segmented approach. Eaéh "basic meaningful unit"
cén have a separate meaning or elicit a separate image, but it would
be unlikely that each unit would evoke a separate emotion and virtu-
ally impossible for each unit to be seen as the product of a differeﬁt
. narrator. That ﬁhe number and diversit& of the initial emotional
response is Jimited was backed up by the fact that 31% of the subjects
reborted that they experienced a single emAtion during Trial 1. Thus
"the primary modes used predominantly wefe those which seem'compatib1e
with an active attempt at segmentation. N.

With repeated readings, however, subjegts-reported that indi-
vidual parts were related to each other through the use.of an undef—
lying conceptual meaning, a»genéral atmosphere, or a centra] back-
ground image. Thus, the molecular.approach, which attributed a |
separate and sometimes conflicting meaning or image.to each individual

section, has given-way to modes of unification that draw on the

similarities contained within the sections and use these similarities -
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to tie the separate units together. As this occurrgd, the use of
fee]ings for unification began to exceed the use of imagery. Imagery
was still used, but, when it was, subjects usually reported that-it
”tqgk>the form of a single central background image, and such a back:
;ground image has the same unifying potential as the central theme
or a general atmosphere. This transition from the initial use of
conceptualization and imagery to the predonﬁndnt use of conceptuali-
zation and emotions was supported by both the phenomeno]ogica] find-
ings (Tables 1, 2, 5, and 85 and the Trial by Mode Inferacfion for
unification derived from the experimental analysis ﬁTab1e 10).

As unification occurs the acrosé trial comparison showgd‘that
the size of the basic meaningful units also increased and became more
variable. Phenomenological analysis ofﬁthe different approc:hes to
unification showed that the'initia] empHasis oh conceptua]izftign
and imagery gives way to increasinb1y more comp]éx modes of unifica-
tion (Table 8). Conceptualization remained the principle source of
unity, but the new approaéhes included fhe use of a conceptually or
emotionally integrated image, tﬁe consolidated use of subparts to
givé meaning and unity to the rest of the po;h, the juxtaposition of
two op.~>.ng ideas, or the use éf\gn orderly tempora1-f1ow of events,
emotions, or ideas.

“Style," which was seldom reported as a primary source of
unification on either trial, remained the major sohrce of secondary
uniffcation. It seems to be yséd in conjunction with the other -

modes, but always in a subserviant way; and, for this reason, it

might be hypothesized that the main distinction between poetry and
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prose is not a blatently obvidus difference-in physica] structures,
but the use of structural features for a‘secondafy form of unifica-
tion, with "meaning" being the most common mode of unification for
both at the primary level. Th1s 15 especially evident on Trial 2,
where no one chose structura] features as the pr1mary form of unifi-

cation, but 26% used it as a secondary mode.

3. Increased Integration

A]though the experimental and phenomeno]og1ca1 data are -some-
what at odds “on this point, the general trend seems to be an increase
in the use of two of moré psycho]oéica] modes in conjunction with a
coffesponding*decre?:e in the actual cooccurrence of individual
images and emotions. Phenomenological reduction shoﬁed that the
initial attempt to é}asp meaning was usually Timited to a single-
min&ed approach where one mental mode, uSua]ly conceptualization or
daydreaming, was used to thé exc]usioﬁ of all 6thers. Even though
‘these two approaches were reported most often (78%), every possib]e
cognitive approach (i.e., thinking, feeling, seeing, imaging) was
reported by at least some of the subjects, but one mode, presqmably
the prefer}ed mode of “each individual, was frequently reported as
being totally isolated from the other modes. Thus there were reports
of" emot1ons without conceptua] understanding, images w1thout meaning
or fee11ngs, and attempts to interpret the poem 1n terms of a s1ng1e
concept or abstract idea. In any case, there were no SUbJECtS who

reported the simultaneous use of two or more psycholog1ca1 modes

during the initial readings.



112

With repeated readings, however, this sing1e—miﬁded apbroach
appears fo give way, in many cases, to a more complex approach in
which two or more modes are used together. The key to this increased
integration, fof most §ubjects, Seems to be imagery. fhus uhemotioné]
“and mean{ngless images increasingly give way to images directly 1inkeq
to an emotional aspect of the main character disposition, a central - -
theme, or various physical aspects of the poem's structural form.
§ubjects reported that these aspects were experienced as iﬁseparabTe
from the corresponding images which they accompanied, and "infegratjon
imagery" formed a major source of unification witH repeated feadings,
exceeded only by the major sources of conéeétua1ization, fee1ings,
and central or background imagery (Table 8).

These phenomenological findings-are partially qualified, wa—
ever, by the experimental findings which show that there was a ually
a significant decrease in the rated frequency of "cooccurrence" of
imagery and emotions with repeated readingé. The difficulty, dimin-
ishes, however, if the distinction between "integration" and "co-
occurrence” ié made clear. "antegration" implies not on]& cooccur-
rence but the meaningful inseparability of the cooccurrencing modes.

" "Cooccurrence" is a more inclusive term which sfmp1y means that two
événts are going on at the same time. Seen in this way, it is not
inconsistent that the number of cooccurring-dtsintegrated images
might decrease with repeated readings, while the number of images
meaningfully integrated with conceptual meaning and emotions actually
increased.. Thus; subjects' phenomenological reports of_increasgd‘

/ :
integration and their rated decrease in cooccurrence of images and
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emotions are not incompatible resu]ts.7

4. Increased "Psychical Distance"

Unlike "incr .ed integration," there is consjstent evidence
that the:poetic experience proceeds from a personal reaction to an
1ncreasing1y‘more.impersona] response as thg poem is learned. 'This
is actually the most clearly substantiated trend in the study, since
if is supportéd by a number of separate phenomenological reductions
(e.qg., Tables 3, 4, 6, and 7) and-two very divergent measures of
psychicé] distance, i.e., "subject-centeredness" (pp. 29-30) and the
"psychical distance" scales (pp. 30-31).

| During the "initial readings, subjecté reported that their

images and emotions were drawn from related personal experiences and
memories;v Whgn understanding was reportéd, it was usually limited
to'those.aépecga'of-the poem vwhich could be readily incorporated
into what one aTready<knows, i.e., the poem made 'sense because it
destribgd events similar to thosé the.reader had already experienced.
The per;onal nature of the poetic experience during the initial
reading‘Was reflected in the large percentage of people who report
"dayd}eamiﬁg,“ and the use of'ihesefdream images and "personal
jdentification" to estabW\jsh or impose meaning onto the poem. This
‘;i:j:::\nature‘wés supported By the fact that the subject-cénte}edness
scores and the psychical distance scores-for\imagery End-emotions
were significant]j 16Wer during éze initial reading. |

Subjects reported that the personal. nature of tﬁe images and

emotions during the initial reading usually contributed significantly
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to involvement in the poem, because they allowed the reader to play
“an active part in the poem's development. But because they gave
host to multiple and sometimes conflicting experiences and were often
irreconcilable with the hints of meaning contained in the rest of the
poem, they were offen experienced as detrimental to understanding.

Both phenomenological and experimental results showed that,
with repeated readings, the images, emotions, and meaning were
experienced as more impersonal and were felt to be more closely re-
lated to those intended by the poet. This was sometimes accompanied
by an active attempt to reevaluate the meaning of a previous image
and change it to suit the poet's description. There was a reported
increase in the tendency te witness rather than "experience" the
poem and this was often accompanied by a aecrease in the intensity
of an originally intense emotion, so that the eoem became, for
example, less frightening, less sad, less humorous, etc. Personal
reactions, such as "daydreaming" or “personal identification," though
still present to some extent, were reported less frequently during
Trial 2. |

The experimental data, ho “ver, showed that this increase in
distance, was not due to a decrease in personal imagery or emotions,
but an increase in those images elicited directly from the poem.
.Thus, it appears that the initial images produced threugh free- ‘
associated daydreaming during the initial attempt to grasp.meaning
are maintained even after repeated readings, but with them there

emerges an increasingly greater number of images elicited directly

from the poem.
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with this increase in. "impersonal" }magery and emotions, there
was a corresponding increase in the degree that images and emotions
aid undefstanding. Whereas the initial images and emotions contri-
buted greatly to involvement but added relatively little to under-
standing, with repeated reading, both contributed more and more tb
understanding. The phenomenological findings suggested that along
with their increasing.contribution to understanding, there was a |
corresponding decrease jn their contribution to involvement, but this
was not supported by the éxperimenta] data - i.e., there wés no sig-
nificantidécrease in the extent that images or emotions were rated
as aiding enjoyment. That the personal nature of images and emotions
is itself responsible for the re]étive]y small contribution to under-
standing during the initial reading was supported by a direct com-
parison between imagery as a whole and secondary imagery, which is
a special class of personal images. Secondary iméges were found to

aid both understanding and enjoyment to a lesser extent than imagery

as a whole on both trijals.

Integration of the General Trends

A quick Took at the above general descriptions shows that thesei
four developments do not occuf ip isolation, but are intricate]y tied
to each otﬁer so that it is'difficu1t if not impossible t; describe
one without reference to the others. For example, it has been shown

that one of the main contributing factors to lack of understanding
on the initial reading is the lack of unification. Whether this is

an active or passive result of the attempt to grasp meaning, the
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resulting product is a division of the poem into isolated and some-
times conflicting meaning units of approximately the same size. As
the poem is Tlearned these units become increasingly interconnected
and unified at a higher level, and with this there is a correspoﬁdihg
increase in understanding. |

Similarly, the personal nature of the image. .nd emotions are
often experienced as detrimental to understanding during the initial
reading, because they‘are seen as irreconcilable with the snatches
_of meaning contained in the rest of the poem. This conflict between
the personal images and emotions and what is seen as the poet's actual
intention or descriptions shows that, if the subjects' experience.of
causality is to be respected, this initial lack of distance not only
hinders understanding but is detrimenta] to unification as wel”
During the initial reading, peréona] imagery and the poet's images
are irreconcilable and this irreconcilability prevents them from
being»unified at a higher ]éve]. At this point it should be noted
that thé.maih'obiective 6f thif study was a deta- snalysis of the
subjects' experience, including their experience of causality. .Ihe
subjects stated that they experienced the persogé{ nature of imaé;s
‘and emotions as being detrimental to understanding, but an alter-
'naFive explanation might be that withouf understanding personal
images and emotions were the only reéponses avai]ab]e. "True
“causality" is an achievement that is beyond‘the aims of the present
investigation. _

Finally, the initial sihg]e—minded approach to the poem meéns

that, even if the poem is understood, this understahding is Timited

2
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during the firét reading to one psychological mode, usually con-
ceptualization or imagery. But with fepeated readings, there is
increqsed‘integratibn across‘modes and understanding can be based

on several modes at the same time. For example, there can be a
simultaneous emotional and concentual understanding, which sugéests
that understanding is not only greater with repeated readings Qut is
usually richer as well.

Thus, increased understanding imp]iesta sihu]taneous increase
in-unification, integration, and psychical distance. . Similar inter-
_actions can also be shbwn for the other developments. It has already
been suggested that increased psychica];ﬂistance leads to increased
unification, because irreconcilable personal and poetic imagery are
increasingly modified and replaced by more imagery coming directly
from the poem, but a major source of unification with-repeafed read—'
ings is not only poetic imagery but poetic imagery that has been
increasingly integrated with other psychological modes. With re-
peated readiﬁgs, "integrated imagery" becomes a major sourgé of .
unifiéation at bqth the primary and secondary.1eve1. Thus, the trend
toward increased unificaf%bnldepends in part on the elicitation 0%
iﬁiges coming:pirqtt1y from the~ppem and integration of thesc images
wffh other psychoTogiga] modes. ‘x‘ |

The final interaction, thétrbétween integration of the diff-
erent psychoTogica] modeg and psychical distance, is slightly more
difficult to evaluate since few éubjects reported experiencing these
together and no experimenta]-provisions-were made for testing this

relationship specificly. Three aspects of this phenomena are fairly
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clear, however. First, during the initial reading there was both -
‘relatively Tittle psychical distance and 1ittle (or no) integration
among psychological modes. With repeated readings, both integration
and psychica]ldistance increased. But, when learning proceeded too
far, as was the case with dulled effects due to over-exposure, there
was both a tendency to over-distance and a repdrted disintegration
among imagery and Conceptua] meaning. Subjects who had spent too
much time with their poem reported that they experienced images with-
out meaning or meaning without images, and one subject eveﬁ reported
'that his imagery totally disappeared and was replaced by thought
chains concerning possible meanings. As will be seen in the next
section, these subjects also reportedwfewer.images and emotions, and
less word music. From these findings, it seems fairly clear that
there is a curvilinear relationship between psychical distance and
integration, i.e., a meaningful integration between 1magefy and other
psychological modes is dependent, to a certain extent, on an adequate
degree of psychical distance, but lack of intearation or -disintegra-
tion occurs if this critical degree of distance is lost in either
direction.

- S0, the Gestalt is comp1¢te. Not in the sense that it has been
exhaustively covered. That part of itlhas only begun. 1t is com-
pleted in the sense that the poetic experiencé has been made "whole“
again. There is now a network of interaction between each and every
majof development, and the poetic experience can be seen as unfolding
in a unitary way, not through the mere simultaneous deve]opmeﬁt of

four "parallel” trends. There are not four experiences - but only one.



119

Deviations from the General Trends

After repeated readings, the experience of the poem changes
considerably, but the nature of this change can take one of three
directions. First, the poem may be understood sufficiently, in which
case the poetic experience proceeds somewhat along the lines of the
general trends. Secondly, the reader may continually reread the poem
without understanding it or agquiring any additional inform&tion.
Finally, he may learn the poem relatively early and again fail to
gain any more information with repeated readings.

If the poem is repeatedly read and still not undefétood, then
lack of underStanding remained the principal constituent of the
poeti : experfence. Obvious Tlines éppeared to alternate with lines
without meaning, giving rise to feelings of personal inadequacy which
were extended to poetry in general. The poem was often fejected as
vague or meaningless. The experience seems predominately due to an
overemphasis_on conceptual meaning with an inability fo‘exténd this
meaning any further. Emotions, when present, were attenuated. ' Images
were segmented and disintegrated.

If thé poem was 1eérned.re1ative1y early, then no aéditiona]
information was gained, the experfence reported on Trial 2 was that
of dulled effects due to over-exposure. The phenomenological- find-
ings show that this stage was characterized by lack of -involvement,
attention to task,3fragmentation, disintegration, and non-empathy.
The poem was often seen as hollow or shallow; the experience vas
seen as a "reading-assignment," a task to be completed. Imagery

and emotions, when present, were frequently attenuated and disintegrated
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and some totally disappeared. (Over-exposure accounted for both
cases of imagery attenuation, two out of three cases of reported dis-
integration, and two out of five cases of unihvo]vement.)

The experimental data support the phenomenological findings by

showing that those who report the time ai]otted to the second trial

was too 1ong,.experienced fewer images (r = -.37) and emotions (r =

. /
-.36); liked the poem less (r = -.26); and experienced less emotional
unification (r = -.26) and word music (r = -.30). An analysis of

unit size showed that these people still experienced or returned to
a segmented approach and experienced "basic meaningful units" that
were significan;1y smaller (mean = 8.83 words) than those éxperienced
by the other subjects (mean = 13.97 words) (F = 5.16, df = 1748, p <
.05). Thus there is both phenomenological énd experimental support
for a trend toward fragmentation, imaginal and emotional attenuation,
and dislike with excessive exposure. |

dyer- and under-learning are the product§ of a structured
exﬁeriment, operationally defining the condftions rather than stan-
dérdizing the "situation" (Giorgi, 1970B). They are, in effect,
different degrees of learning which have occurred within a standar-
dized time 1imit. It now becomes evident that a more appropriate '
method would have been toallow the subject to read the poeﬁ untilt
"he thaught he knew it" andlthen describe his experience-of a fina]
reading. Subjects who could not learn the poem would be dropped from
t;e study. This would be a standardization of the Jsituation" and
would control for not only poem length anQ‘individua1 differences in

reading speed; but also poem difficulty and indiyidua1 differences
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in learning. Such a correction would place the evaluation of his
progress on the subject rather than on an a priori assumption by the

“experimenter.
CRITQUE OF THE PHENOMENOLOGICAL METHOD (AS USED IN THE PRESENT STUDY).

In criticizing the phenomenological méthod no attempt will be
made to exhaustively cover all the advantages and short-comings of
this method or deal in a meta-level analysis of its general applica-
tion. What is stressed are qud]ifying statements and conditions that
'pertain directly to the results obtained in the présent study, es-
pecja]]y the product of the first. steps oﬁ/reductidn, i.e., the.
"Fundamental Descriptions" (Tables 1-8). “Since poetry is not a uni-
‘.tary_phenomenon - since it can manifest jtself in a.number of ways -
four aspects of the fundamental descriptféns need to be pursued in
some detail: (1) exhaustiveness, (2) recurrance of constituents
across tria]s,,(3) mutual exclusiveness, and (4) generality.

As was mentioned earlier, (p. 13), phenoﬁeno]ogy relies heavily
on the reasonable thoroughness of the subject's descriptions, but
in fhé present experiment, an exhaustive description of fhe poetic |
experience was probably not obtained. For this reason, the frequency
with which a constituent occurred within the general descriptions
should not be taken as the frequency of occurfence within the sub-
jects' actual experiences. This can be seen more clearly by con-.
trasting Tab]es.1hand 3, where Table 3 is a ranked 1ist of the con-
stituents involved in the process of imagery - the effects of imagery

during Trial 1. When asked to describe their experience in a general
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way, on]i 30% described imagery as a part of that experience. When
asked specifically whether or not they haa seen any images, 93%
admitted that they had and described this experience in some detail.
Similarly; 36% reported emotions or empathy Within the general des-
cription, but 79% reported them when asked point-blank whether they
were present or not (Table 4). This shows two things. First, the
percentage that a constituent occurs in the general descriptions is
~probably much lower, for thé‘most part, than its occurrence within
the phcnomenon. Secondly, the corréspondence between its occurrence
in the;destrjptions and the phenomenon is not a strict one-to-one

" correspondence. In the above examples, emotjons were\feported more
often than imagery in‘the general description even thougﬁ they
occurred less often in the experiences themselves. This is probably
becaﬁse emotions, when evoked,'arg more salient than images and are
more likely to be described. It seems reésonab]e to assume that
people describe aspects of their experience that seem important to
them and omit what they consider less important. For this reason,
the rank of a consitutuenf, and its actual percent 0c§urrence, shou]d'
be considered a possible index of the importance of the constituént
within the "general phenomenon," not its actual percentage of
occurrencé. It should be emphasizeq that phenomenological inquiry,
in general, is mofe concerned with qualitative aspects of an experi-
ental phenomenonﬁ In the present experiment, quantitative aspects,
though important, were handled more exhaustively in the experimenfal
-section.

Second, although many constituents occur on both trials, they

&
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should not always be taken as identical. Constituents occur as
single aspects of a Jarger phenomenon - parts of a whole - and\cannof
be viewed apart from the total without loss of meaning; For instance,
a "lack of understanding" after a single reading is a common occur-
rence and is pretty well taken in striqé by most people, but a*h1ack
of understanding" after the poem has been reac ~or six times is
a different phenomenon and usually involves fru n, feelings of
personal inadequacies, and/or rejection of the poc ' as . “upid or mean-
ingless. Even more common constituents such as image or.emotions
changed drastically wifh repeated readings, so that init:>1 -ages or
initial emotions are quite different from the images and emotions
experienced after a few feadings. J

_ This brings up a third point. 'Although these constituents can
be seen as mutually exclusive on the one hand - images are clearly
distinguishable from ehotions and disliking a poem is very different
from not understanding it - still many constituents occur with each
other more often than they occur with other constituents. Emotions
and images do seem to cooccur quite frequently (r = .20, n =72, p <
.05) and a lack of dnderstanding is frequently accompanied by a dis-
like of the poem (r = .20, n = 72, p 5..05). This can be accounted
for by keeping in mind the fact that the boetic experience is not a
sihg]é unitary phenomenon. This cannot be overstressed. There are
many possible reactions to poetry, many reactions to even a single
poem, a single line, even a single word. Yet the possibilities are
not 1imitless, at least not at the general level. The experience is

somewhat orderly, and most reactions can be largely accounted for
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through the four general trends.

Finally, the "éenera]ity" of the constituents shqu]d be quali-
fied. The constituents are hot general in the sense that they are
a]ways'present in every poetic experjence. They are not. Not even
the general trends Qere consistently present in every poetic experience.
There are both individual and recurrent deviations from the'generaf
trends. Many represent opposing and conflicting reactions; some are_
simply a]ternatives for others. The different constituents simply
represent salient featurés "possible" within the poetic experience,
not “necessary" components of that experience; Empathy, non-empathy,
character and persgnal identification, even conflict represent possiblé.
emotional reactions - but.a]ternativé reactions. A poem can be re-
acted to emotionally, conceptually, or through its images of structural
features, but all of these are not necessarily present at the_same~timg{

The categories appear to be general in the sense that they are
not specific to poem, sex, or psychological fype (introversion-extra-
vers1on) To test this, the const1tuents were grouped into psycho—
1og1ca11y mean1ngfu1 units for the purpose of stat1st1ca1 ana1y5158
and an analysis of.variance was run on the grouped data. The purpose
was to assess homogeneity by determining whether there were signifi-
cant hifferences among the diméhsioné. An unconservative within
treatment9 was chosen so that even very small differences would show
up if there was‘thé's]ightest trend. Out of 176 analyses in which
poem, sex, and type were tested, on1y 9 reached significance at the
.05 Tevel. 1If the 0.05 Jevel of sfgnificance is used, 9 of 176

aﬁ%]yses should be significant by chance alone. Although the null
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hypothesis can never be proven, the above indicates that, in the
present case, it is probably correct, i.e., there are no significant
differences' among the constituents based on poem, sex, or typé
differences. |

These four aSpécts of phenomenological reduction are to a cer-
tain extent inherent in the reductive process and are not easily
overcome by a correction or improvem;nt of the existing methodo]ogy.‘
The first of these, exhaustivéness, might be improved to a certain
extent by asking the subjects to expand upon the descriptions of
their experience when there is a possibility of underdevelopment 6rA
omission; but such an interrogation, though used,quite frequently in.
phenomenological reduction, has the disadvantage of directing the
subject's description along the lines or toward the objectives of
the experimenter. The second feature, recurrance of constituents
across trials, is a deficiency inherent in our use of Tanguage. For
example, an "emotion" is an emotion, whether it is evoked on the
initial reading or after repeated readfng. The fact that the injtial
emotion can- be phenomena]]y different.fh:a number of ways from the
subsequent emotion is attributed to the latitude allowed within the
generic expression "emotion." Until a'more precise term is developed
the identical use of a given expression for different phenomena will
have to be continued, and clarification of the differences will have
to depend on the context in which the term (or tennS) is used., The
.third feature, mutual exc]usivenesg, is a problem rélateg to Tevel
of reduction. Where redu. cion stops is in part arbitrary, but, since

what is being described 1is actually a single phenomenon, constituent
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overlap is toisome extent unavoidable.

_Fina]]y, the problem of generality, which can be corrected, to
a certain extent by a more detailed separation of "essential" from
"particular" constituents, is always compounded by the immense num;
ber of unique and individual deviations from the general experience.
This problem increases proportionately with the complexity of the
phenomenon. For simple phenoména, it may almost totally disappear; °
but for complex phenpmena, like the experience of poetry, the task
is enormous and the most that can be hoped for is a closer and
-closer approximation.

But this increasingly closer approximation was all thafvwas

ever promised. Phenomenological reduction is a dia1ectic (herme- L
neutic):process that continually builds from its own foundation, and
even the founding fath;r of phenomgho1ogica1 reduction, Eahund

T

Husserl, made it clear that he was no more than a "perpetual beginner."”
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FOOTNOTES

0

enomeno]ogical reduction" is the term used by Giorgi (1970).
method has been referred to by other names: phenomeno—
p11cat1on (Van Kaam, 1969), "existential phenomenology
965), psycholog1ca1 phenomenology" (MacLeod, 1970), "phe-
cal psychology" (Colaizzi, 1969) or simply "phenomenology,"
g The terms
Togy" and "existential phenomenology" are too general and
stinguish between phenomenological philosophy and phenomeno- *
psychological method. The term "existential phenomenology"
dundant, because, as Colaizzi (1969) has pointed out, all
agy is "existential" phenomenology. “Phenomeno]ogica]
and "psychological phenomenology" make this distinction,
o specify the operations involved. "Phenomenological
n" specifies one operation, explication, but this operation
important than the one of "reduction.” So the term "phe-
cal reduction" will belused throughout this paper, because
es the area in question, distinguishes between phenomenology
psychology and phenomenology as used in philosophy, and
the essential operation of the method -- reduction. In
ogical reduction, the essential features of the phenomenon
d from a complex mass of verbal descriptions. It should be
nd that, even though the phenomenological method has never
ly estab11shed, all of the above terms are referring to

essentially the same type of operation.
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the other hand,(1t may not be possible to find an image
me emotional connotation. Sartre (1963) believes that
always accompanied by an "affective reaction," that is a
Talking about creative imagery. he postulates that images
uct of a desire to posit an affective equivalent -- "the
an image is a definite want; it takes shape as a cavity
963, p. 179). Since secondary 1mages are created, they
e integrated with feelings than primary images, wh1ch are
ived. If this is the case, then there may be increased
tion with repeated read1ng, since fewer secondary images
ed.

g's conceptions of introversion and extraversion, a]so,-
se affinity with the following classical dichotomies, as
t by Jung, himself, in Psychological Types (1971):

Spittler' and Goethe's Prometheus and Epimetheus.
Schiller's sentimental and naive (idealistic and realistic)
Nietzche's Apollonian and Dionysian

WOrr1nqer s abstraction and empathy ’

William James' tender-minded and tough-minded (p]us a

host of secondary Jamesian dichotomies)

The b1ographer Whilhelm Ostwald's classic and’ romantic
Jung's concept is also related to two other dichotomies

not mentioned by Jung:

/
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1{7 ‘\\
(G) Dostogevski's mice and bulls from Notes from Underground
(1961
(H) Sartri's masochist and sadist from Being and Nothingness
(1966

(But in all fairness, it should be pointed out that Jung's equa-
tion of his with Nietzche's types does not quite fit. Jung's types
are polar concepts. Dionysian and Apollonian are complementary
aspects of the same thing -- Greek tragedy. The Dionysian, far from
being equatable with the extravert, as Jung sees it, is identified
with "intense subjectivity, the spirit of irrationality and even
‘drunkenness,' and the dissolution of the lucid distinction between
self and outer reality, which characterized the Apollonian [ Knapp,
1964]." After-the conjunction, "Apollo found it impossible to live
without Dionysus [Nietzsche, 1956].)

’ 4To top it all off; when a factor analysis was done on the
variables used in the study, introversion-extraversion showed up as
an independent factor on both trials. :

5The “psychical distance scale could not be used for unification,
because no list ceuld be formulated. For this reason, the distance
measure was limited to the content-analytic method of "subject-cen- -
teredness." ‘ '

6Since the experimental procedures followed the traditional
methodology, they contain all and only those advantages and disad-
vantages of the traditional method and, for this reason, a critic
of the experimental study would add little to what has already been
said. Such an attempt would resemble rather closely the previous
description of "behavioristic experimentation" (pp. 4-7).

Mhere is some within trial evidence showing that the decrease
in cooccurrence is not a result of learning but a consequence of s
repeated readings per se. While there is a drop in cooccurrence
across trials, within trials, the frequency of cooccurrence is
positively correlated with the subject's experience of knowing on =
both trials (r] = .30, r, = .32, p < .05).

8Hsu and Feldt (1969) have found that the use of an F test on
a bionomial population is sufficiently robust if two conditions are
met: (1) the number of subjects assigned gﬁ each treatment must be
-at Teast 11. (2) the proportion of those reporting a given phenome-
non, (P) must be in, the range from 0.25 to 0.75.

To meet the second requirement many of the constituents had to
he grouped into units with a higher proportion than the individual
.onstituents. For examples, types of positive empathy, "empathy,"
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"character identification," and "personal identification," were
grouped into’ the general category of "empathy;" "attention to task,"
"day-dreaming," and "lack of involvement" were put in a general group
called "inattention," Many constituents could not be further reduced
and were left as is. After grouping, any group or individual con-
stituent with a P smaller than 0.25 or larger than 0.75 was disre-
garded.

9The error term used to demonstrate the null hypothesis was
far less conservating than that used throughout most of the éxperi-
mental part to disprove it. In the present case, the residual error
was formed by subtracting all main effects (poem, sex, and type) and
second order interactions for sex and type from the total mean square.
In most experimental analyses, the residual error was based solely on
the main effect under consideration. To serve as a check, MSy = PQ
was also used, where P stands for the proportion of the sample re-
porting a given group and Q is the proportion n reporting it.
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APPENDIX A

Poems



THE HOLLOW MEN

Mistah Kurntz - he dead. A penny for the OLd Guy

We are the hollow men

We are the stuffed men

Leaning together

Head piece filled with straw. Alas!

Our dried voices, when

We whisper together

Are quiet and meaningless

As wind in dry grass

Or rats' feet over broken glass

In our dry cellar

Shape Without,form,“shade without colour,
Paralyzed force, gesture without motion;

Those who have crossed

With direct eyes, .to death's other Kingdor
Remember us -- if at all -- not as lost
Violent souls, but only

As the hollow men

The stuffed men. -

Eyes I dare not meet in dreams

In death's dream kingdcm

These do not appear:

There, the eyes are ,
Sunlight on a broken column

There, is a tree swingig

And voices are

In the wind's singing

More distant and more solemn

Than a fading star. :

Let me be no nearer .

In death's dream kingdom

Let me also wear

Such deliberate disguises

Rat's coat, crowskin, crossed staves
In a field » ' ,
Behaving as the wind behaves ‘
No nearer -

Not that final meeting
In the twilight kingdom.
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This is the dead land A-2
This is the cactus land

Here the stone images

Are raised, here they receive

.The supplication of a dead man's hand
Under the twinkle of a fading star.
Is it 1like this

In death's other kingdom

Waking alone

At the hour when we are

Trembling with tenderness

Lips that would kiss

Form prayers to broken stone

The eyes are not here

There are no eyes here

In this valley of dying stars

In this hollow valley

This broken Jaw of our lost kingdoms.

In this last of meeting places

We grope together ’

And avoid speech

Gathered on this beach of the tumid river

Sightless, unless

The eyes reappear

As the perpetual star
Multifoliate rose

Of death's twilight kingdom
The hope only : .
Of empty men.

Here we go round the prickly pean
Prickly pearn prickly pean

Here we go hound the prnickly pear
At five o'clock in the morning.

Between the idea
And the reality
Between the motion
And the act
Falls the Shadow
For Thine is zthe Kingdom



Between the conception
And the creation
Between the emotion
And the response
Falls the Shadow
Lige 48 very tong

Between the desire
And the spasm
Between the potency
And the existence
Between the essence
And the descent
Falls the Shadow
For Thine is the Kingdom

For Thine is
Life is
For Thine is the

This is the way the wontd ends
This is the way the workd ends
This 4is the way the worned ends
Not with a bang but a whimpen.



THE JOURNEY OF THE MAGI

'A cold coming we had of it, -

Just the worst time of the year

- For a Jjourney, and such a long journey:

The ways deep and the weather sharp,

The very dead of winter.'

And the camels galled, sore-footed, refractory,

Lying down in the melting snow.

The summer palaces on slopes, the terraces,

Aud the silken girls bringing sherbet.

Then the canel men cursing and grumbling

. And running away, and wanting their liquor and women,
And the night fires going out, and the lack of shelters,

And the cities hostile and the towns unfriendly

And the villages dirty and charging high prices:

A hard time we had of it.

At the end we preferred to travel all night,

Sleeping in snatches,

With the voices singing in our ears, saying

That this was all fo. .

Then at dawn we came down to a temperate valley,

Wet, below the snow line, smelling of vegetation;

With a running stream and a water- ill beating the darkness,

And three trees on the low sky,

And an old white horse galloped away in the meadow.

Then we came to a tavern with vine-leaves over the lintel,
Six hands at an open ‘door dicing for pieces of silver,

And feet kicking the e.pty wine-skins.

But there was no information, and so we continued

‘And arrived at evening, not a moment too soon

Finding the place, it was (you may say) satisfactory.‘_

All this was a long tive ago, I remember,

And I would do it again, but set down

This set down '

This: were we led all that way for

Birth or Death? There was a Birth, certainly,

We had evidence and no doubt. I had seen birth and death,
But had thought they were different; this Birth was
Hard and bitter agony for us, lixe Death, our death.
We returned to our places, these Kingdoms,

But no longer at ease here, in the old dispensation,
With an alien people clutching their gods.

I should be glad of another death.
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A-5
JABBERWOCKY

'"Twas brillig and the slithy toves
Did gyre and giwble in the wabe;
All mimsy were the borogoves,
And the mome raths outgrabe.

"Beware the Jabberwock, my son!

The Jaws that bite, the claws that catch!
Beware the Jubjub bird, and shun

The frumious Bandersnatch!"

He took his vorpal sword in hand:

Long time the manxome foe he sought -
So rested he by the Twatum tree,

And stood awhile in thought.

And, as in uffish thought he stood,
The Jabberwock, with eyes of flame,
Came whiffling through the tulgey wood,
And burbled as it came!

One, two! One, two! And through and through
The vorpal blade went snicker snack!

He left it dead, and-with its head
He went galumphing back.

"And hast thou slain the Jabberwock?
Come to my ari:s, my beamish boy! S~
1

0 frabyous day! Callooh! Callay!
chortled in his joy.

''was Lrillig, and the slithy toves
Did gyre and gimble in the wabe:
All mimsy were the borogoves,
And the mome raths outgrabe.



SAILING TO BYZANTIUM

That is no country for old men. The young

In one another's arms, birds in the trees
--Those dying generations -- at their song,
The salmon-falls, the mackerel-crowded seas,
Fish, flesh, or fowl, commend all summer long
Whatever is begottemy -born, and dies.

Caught in the sensual music all neglect
Monuments of- unagelng intellect. ’

An aged man is but a paltry thing,

A tattered coat upon a stick, unless

Soul clap its hands and sing, and louder sing
For every tatter in its mortal dress,

Nor is there singing school but studying
Monuments of its own magnificence;

And therefore I have sailed the seas and come
To the holy city of Byzadtium.

0 sages standing in God's holy fire .
As in the gold mosaic of a wall,

Come frem the holy fire, perne in a gyre,
And be the singing-masters of my soul.
Consume my heart away; sick with &e51re
And fastened to a dying animal -

. It knows not what it is; and gather me
Into the artifice of eternlty

Once out of nature I shall never take

My bodily form from any natural thing,

But such a form as Grecian goldsmiths make
Of hammered gold and gold enamelling

To keep a drowsy Emperor awake;

Or set upon a golden bough to sing

To lords and ladies of Byzantium

Of what is past, or passing, or to come.
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LIXE AS THE WAVES ~

Like as the waves make towards the pebbled shore;
So do our minutes hasten to thei: end, '
Lach changing place with that which goes before,
In sequent toil all forwards do contend.
Nativity, once in the main of light,

Crawls to maturity, wherewith being crowned,
Crooked eclipses ‘gainst his glory fight,

And time that gave doth now his gift confound.
Time doth transfix the flourish set on yeuth
And delves the parallels in beauty's brow,
Feeds on the rarities of nature's truth,

And nothing ktands but for his scythe to mow,
And yet to tﬂpes in hope my verse shall stand,
Praising thy worth, despite his cruel haﬁa.
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I bring fresh showers for-“the thirsting flowers,
From the seas and the streams;

I bear light shade for the leaves when laid
In their noonday dreams.

From my wings are shaken the dews that waken
The sweet buds every one,

When rocked to rest on their mother's brfast,
As she dances about the sun.

I wield the flail of the lashing hail,
And whiten the green plains under,

And then again I dissolve it in rain,
And laugh as I pass in thunder.

I sift the snow on the mountains below,
And their great pines groan aghast;
And all the night 'tis my pillow white,
While I sleep in the arms of the blast.
Sublime, on the towers of my skyey bowers, ¥
Lightning my pilot sits; :
In a cavern under is fettered the thunder,
It struggles and howls at fits;
Over earth and ocean, with gentle motion,
This pilot is guiding me, :
Lured by the love of the genii that move
- In the depths of the purple sea;
Over the rills, and the crags, and the hills
Over .the lakes and the plains,
Wherever he dream, under mountain or stream, i
The spirit he loves remains;
And I all the while bask in Heaven's blue smlle,
Whilst he 1s dissolving in rains.

The'sangulne Sunrlse, with his meteor eyes,
And his burning plume's cutspread,
Leaps on the back of my sailing rack,
When the morning star shines dead;
As on the jag of a mountain crag,
Which an earthquake rocks and swings,
An eagle alit one moment may sit
' ' In the light of its golden wings.
And when Sunset may breathe, from the 1lit sea beneath,
Its ardors of rest and of love, Co
And the crimson pall of eve may fall
From the depth of Heaven above,
“h wings folded I rest, on mine alry nest
As still as a brooding dove.



That orbéd maiden with white fire laden, A-9
Whom mortals call the Moon,

Glides glimmering o'er my fleecelike floor,

© By the midnight breezes strewn;

And wherever the beat of her unseen feet,
Which only the angels hear,

May have broken the woof of my tent's thin roof,
The stars peep behind her and peer;

And I laugh to see them whirl and flee,
Like a swarm of golden bees,

When I widen the rent in my wind-built tent,
Till the calm rivers, lakes, and seas,

Like strips of the sky fallen through me on high,
Are each paved with the moon and these.

I bind the Sun's throne, with a burning zone,
And the moon's with a girdle of pearl;
The volcanoes are dim, and *he stars reel and swim,
When the whirlwinds my banner unfurl.
From cape to cape, with a bridgelike shape.
Over a torrent sea, ’
Sunbeam-proof, I hang like a roof --
The mountains its columns be.
The triumphal arch through which I march
With hurricane, fire, and srow,
When the Powers of the air are chained to my chair,
Is the million-colored bow;
The sphere-fire above its soft colors wove, .
While the moist Earth was laughing below.

I am the daughter of Earth and Water,

' And the nursling of the Sky;

I pass through the pores of the ocean and shores;
I change, but I cannot die.

For after the rain when with never a stain
The pavilion of Heaven is bare,

And the winds and sunbeams with their convex gleams
Build up the blue dome of air,

I silently laugh at my own cenotaph,
And out of the caverns of rain,

Like a child from the womb, like a ghost from the tomb,
I arise and unbuild it again.



146

APPENDIX B

Instructions: Trial J

This experiment is concerned with your experience of poetry.
You will be asked to read a poem through once briefly, then fill out
a questionnaire concerning your experience.

When you read the poem, read it-at your normal pace, but don't .
go over any part of it a second t;.ne and don't spend too much time
contemplating any one part. Just read it through once briefly, then

bring it out to me.

The questionnaire, for the most part, consis%s of very specific
questions and scales. These should be no problem, but therk are four
or five very general questions in which you will be asked to describe
your experience of the poem. The first is concerned with your exper-
jence of the poem as a whole. The others are concerned with various

aspects of your experience - you'll see them as they come up. For
these, the best thing to do is just be as honest and complete as pos-
sible. There are no right or wrong experiences, and this is not a
test of intelligence or poetic ability or anything of that sort. What
I am basically trying to find out is how the essential features of the
experience of a great number of poeple - I'm running 84 Ss in all -
changes from one condition to' another. So just be as honest and com-
plete as possible. (You may not 1like oc -v and you may particularly
dislike the poem that you have been given, rut you will still have an
experience of some kind and it is tis 2xr-rience that I am trying to
get at.) v
The poems are given without the names of the authors, bbt*tﬁé}
are all by well known people. In fact, you may have come across the

A

.poem you have been assigned before.
One other thing. I will be timing you on your f1rst trial. You

are not working against the clock. The on]y reason’I am timing you is

so I can set the time to allot you on your second trial. But for this

reason, it is very important that you bring the poem out to me as soon

as you are finished with your f1rst reading, so I can stop the clock.
Are there any quest1ons?
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Instructions: Trial 2

Today, you will be doing pretty much the same thing as the day
before yesterday. The only difference is that you will be asked to
spend some time with the poem before reading it for the last time.
You won't have to worry about the time,'becadse a timer will be set
and a blue light will come on when the time is up. Read the poem
through, go over it as many times as you like, study it any way you
want, but when the blue Tight Eomes on, stop wherever you are and
read it through one final time - just Tike you did on the first trial.
It is this final reading that you will be reporting on in the ques-
tionnaire. , |

The questionnaire is essentially the same as before, the only
difference is that there is one additional page.
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APPENDIX C

Questionnaire

(Question3 is different for each poem. In this questionnaire,
question 3 is for the poem "Sailing to Byzantium." For other
poems, the task is to go through the first 12, 16, or 20 lines,
depending on where the natural break occurs. The final page,
question 7, is an evaluation of the experiment and is not given
until the second trial.)

GENERAL INSTRUCTIONS

This questionnaire consists of open-ended questions, specific

questions, and scales.
1. Opensended questions are to be answered in a general way. You

should concentrate on your own experiences and describe them as

fully as possible.

2. Specific questions can be answered by choosing one, and only
oné, answer from the list of alternatives. :
3. The scales should be thought of as a continuum with two extremeé.
When you are presented with a scale, you should check the place
on the continuum that best describes your own experience.
For example:

Do you like the paper that these questions are printed on?

Like it very much x Dislike it very much

- If youﬂwere almost tofally indifferent, but liked the paper more

than you disliked it, you would mark the space that I have marked

with an "x".

Please answer all questions except those which you may omit for

reasons provided in the instructions.



149

Try to recall your experience of the poem as you read it. Please
describe that experience. Describe the poem itself, its eaning, or its

content o when this is necessary to elucidate your experience.
; ¥y
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l. While reading the poem, did you notice any images (e.g. mental pictures)?

___ Yes.

No.

A. If "Yes", please list them in rank-order, from the most prominent
or important to the least Praminent or important.

B. Go back to part A and put one of the following notations behind
each image:
(Poem) -- If you saw the image as part of the poem itself.
(Myself) -- If they seem to come primarily from you personally.

C. DNow, please describe what part images played in your experience
of the poem. "
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1-D. If you noticed any images while reading the poem, please complete
questions number 1 through 6. If you did not skip this page and

proceed to the next.

1. Did you see images:
Very frequently Very infrequently

‘2. Were your images: . .

Vague Clear

General Specific

3. Did these images:

Aid your understanding Get in the way of
your understanding

Add to your enjoyment Get in the way of
your enjoyment

L, Was there a single prominent image which helped to unify the poem?

Yes.

No.

If "Yes", what was it?

5. Were your images accompanied by feelings:

A3l of the time Never

6. Did you ever notice the presence of "secondary images", that is

images associated with your feelings rather than the poem itself?

Yes.

No.

a. If "yes", how often did these occur?

Very frequently Very infrequently

b. If yes, did these secondary images:

{ide R4 ng Gt in the way of
. your understanding

Add to your . Get in the way of
enjoyment ' your enjoyment




2. While reading the poem, did you feel any cmotions?

Yes.

No.

A. If "Yes", please list them in rank-order, from the most prominent

or important to the least prominent or important.

B. Go back to part A and put one of the following behind each emotion:
(Poem) -- If you felt the emotion as part of the poem itself.
+ (Myself) -- If you felt that it came from you personally.
C. Now, please describe what part these feelings played in your

‘experience of the poem.
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'-D, If you felt any emotions, please answer questions 1 through 4,
If not, skip this section and proceed to question 3 on the next page.
1. Did you experience feelings:
Throughout the reading Only during a little

of the poem

of the poem

«
4
Clear
General Specific
4. Did your feelings:
Add ‘to your . — Gét in the way of
understanding ' your understanding
Add to your ' Get in the way of

enjoyment your enjoyment
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Did you ever notice the words as physical objects without reference to

their meaning?

¢

Always Never

—— ———— bt

Did you ever notice any "word music", a lyrical quality among the words?

Always Never

How much did each of the following contribute toward§ the unification of

the poem?
1. Images, ' . J
Very much Very little

2. Feelings.

Very much Very little

3. Conceptual meaning(a .general knowledge of «ha: the poem was about).

Very much Very little

Did the poet ever stand out as an aspect of your reading of the poem?
Yes,
No.

How much did you like the poem?

Like it very much Dislike- it very much

—

If you llked the poem, which seemed to have played the most important

part in your engoyment of it?

___ Images.

Y Feelings.

__ A general knowledge of what the pcem was about.

In general, do you think that you know the pbem: : _ —

Very well Hardly at all

-

&
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;. Go through the first part of the poem again( the first 18 lines), and

circle what to you seem to be the natural meaningful units of the poem.

i, How did you form the natural units described in question 3 above.

Did you notice any other type of unification yhen you reflect back or,

\
.

your reading of the entire poem.




7. A. Did you like the experiment? .

Yes DI No

B. What did you see as its purpose? .

C. Did you feel that the time allotted for the second reading was too .
long?

Yes.

No.

—_—

hey "Yes", how did this change the way th;k you viewed the poem?

D. Do you~feel that the experimental situation thanged the way in which
you would have normally viewed the poem?

Yes.

o Tf; No.
© . It "Yes", please elaborate.

-

E. Have you ever seen the roem before?
___ Yes. ‘jy
___. No.
If "yes", how familiar with it are'you? 4 ‘ -
Very ?amiliar . ' i __; Slightly familiar

~
¢

&

+ R
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APPENDIX D

Preliminary Listing and Group1ng ExempYified Using Four

Constituents from the Reduced Description of tfib
Poetjc Experience, Trial 1 (Appendix E).

'

LACK OF UNDERSTANDING

oo o >
g Nt Sa® N Nt

m

Difficult to understand

"It was very difficult to understand and I did pot ..derstand

St fully.” .

"I found it very difficu1t to understand."”

"I really didn't unders..nd the first and last verse."

"I really didn't Jers. nd the first and last stanza."

"As for understancing it #ell, the only thing I can say is thét
I didn't. (I can t even,understand the t]t]e )" P )

Feeling that there < Tittle mecning 3. 1t

"As for the poem's meaning, outside the context of th1s 1mage,
there was very little meaning to it."
Pnr .oL‘ .

&

Mean1ng difficult to understand.

"I réa]]y could not understand the meaning beh1nd 1t "

"What it's meaning is or what it supposedly means I can't
really say."

"The full meaning of the poem seems to have escaped me."

"I didn't rea]]y get much meaning from this poem....The first
stanza didn't make any sense whatsoever to me."

"I didn"t understand what some of the lines actua]]y m-ant or
alluded to." / o S

Poem as puZz]fng. _qf\<;ef

"It is still puzzling me." Fwﬁ;

Poem as baffling. ' ¢;4? 'v

"I was comp]ete]y baff}ed as. to what the poem was about."
Poem as d1ff1cu1t to grasp. |

"Hondered what exactly the point or main subJect of'1t was
about....Finding the poem rather ambiguous."

"The rema1nder of the poem as vague, less comprehensible."
"1 fa11ed to fu]]y grasp the meaning-in the poem." . =
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11.

12.
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Hard to read

"I found it-hard to réad; in that the second and third stanzas
were written probably with some meaning behind them that I
couldn't see."

W

Little recollection of the poem

"I read the poem.through,once and as a result have 1it "~
recollection of what it'Wes about....This could be partly due

v to my reading through without pausing to sort out what was said."
"My experience is very limited, in that' I mean after reading

once through ijt, I remember very little."

- Difficulty in‘concentrating‘on meaning

"I found it very hard to contentraté on the meaning."
“The rest of the poem I could not really concentrate on and do
not really understand." :

Experienced ‘confusion 3

"It confused me, I thought: 'What a confusing mixed up poem,
doesn't even make any sense.'" Y

"1 experienced confusion." :

"At first in reading the poem I felt confused."

"What I really felt was confusion. I kept, reading more words
that I couldn't get the idea of." .

« ~2ing this poem was quiet different, a little confusing."
"Luuie confusion trying to relate comparisons given - confusion
when I tried to understand what the poet wanted to say." S
"My experience was at first confusion as to what the author was
talking about."

Dialect as confusing
"The dia]écf-con?ﬂ%ed me.,"

Failed to understand symbolic meanihg

"I did not understand the symbolic meaning of it."

- 13.

14.

.¥21t unsure R
"While reading the poem I-felt kind of unsure."

Frustrated ("knotted up") due to inabi]ity‘to‘grasp meaning.

"I found it a difficult poem to grasp any meaningxfrqm; It was

*difficult for me to understand what the author was describing.
‘Therefore, I felt somewhat frustrated, sort of "knotted” up
Anside because I didn't understand." - , . '

- - .

°

W
i
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C)

D)

D-3

15. Last stanza as ambiguous,

"The 1asc si:nza seemed ambiguous."
, v
'.t .):51"’:!'
-3 »

VIIT. EMOTIUi.. cXPERIENCE, WITHOUT CONCEPTUAL Uﬂ?éRQIANDING

1. Feeling of sadness, only reaction.

' K )

2. Feeling that "there was something wrong going on," etc. S

A) "I had a feeling of sadness; sort of like theré was something S
wrong going on." (Nothing else described.)

B) "My foremost experience of the, poem was related to witnessing
something bizzare and haunting. Perhaps this is because I failed
to fully grasp the meaning of the poem....I finished the poem
with an uneasy feeling of uncertainty, as a result of seeing
something weird." ot &

i : | ‘
k3.%w£erie feeling (without understanding). ag

. ” bi
"It is difficult to describe my experience of the-poem because
I really could not understand the -meaning behind it. However,
the poem did-give me rather an eerie or empty feeling, as it
seemed to be conveying a death-like idea." ‘

Emotional experience, withéyt understanding.

o he poem brought about a }ee1ing of desolation and desertion,

a feeling of death. I found it very difficult to understand....
It definitely aroused curiosity but I didn™ find the answers -
during one reading." - o, o

"The full meaning of the poem seems to have escaped me, but I

did get the impression that the author was unhappy with his
suppounding and was too dreaming of a better place."

"Hopeful - weary - aching - disappointing.

What was' the purpose of the Jjourney?

Connection between birth and death?

Who's or what birth?

Magi? Wise men? Why? '

Where were the men from? Where did they go?

Where did they return to?"
"My experience of the poem was that of sadness;...[xdonft enjoy
or understand poetry too much....I didn't understaﬁd what some
of the Tines actually meant or alluded to...."

5. #Feeling that the poem conveyed a sense of calm (quietness) even

though it wasn't understood.
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B)
C)
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.1 couldn't experience much at all. One thing I found,
though was that it was very quiet, and quiet type(s) of read—
ings are sort of soothing. As far as understand1ng it well, the
only thing I can say is that I didn't. (I can't even remember
the title.)"

"I did not experience the poem in depth. It nonetheless con-
,veyed a sense’ of being at rest, in a postﬁsgn between conquest.
""Poem had a calming, re]ax1ng effect which¥ rather than demand-
ing an interpretive or insight mode of th1nk1ng, tended to direct
my thoughts toward an "escape" type of experience where escape
‘was to a happy spring-like place."

CHARACTER IDENTIFICATION

A)

a SO

Identification through placement in the s1tuatf0n as a whole
(description of events). :

b4
As I was reading the poem, I tried to picture myself in the -
situation or event. And it came out, as if I was some Arab
soldier of some kind, there were other so]d1ers with me (a com-
plete army). Our destination was,to find someone; we traveled
across the desert and stopped at twc:p]aces, the f1rst one was
with some other travelers who had pitched a tent and had a wild
drunken party, with rough men and qu women; we, didn't find
what we were 1ook1ng for and so continuéd on, and came tqQ a town,
stopped at the tavern and left shortly unsatisfied, the three
places we got to, we found our man, but he was dead The phrases
in the poem, using birth and death, could be relatéd to the find-
ing of the man equalanent to birth, and the discovery of his . __
death, (Our travels were in vain) was the death a dlsappo1nt- \
(ment) of the men and I."
"I imagined the hardships felt along the way as described by the
flrst part of -the poem, then p1ctured the scene in camp." :

Gh

Transformat1on, based on 1dent1f1cat1on ' : egg?

"My experience in reading the poem was one of gloom; a strong
sense of cyncycism about this existence I find myself in. It
(the poem) tended to make me question why I was here."

"I felt very empty and hollow, as if I had no mind, thinking
processes, only in shape, my body. The glory and expectations
Tife holds flow out of me. I feel meaningless, not only to

- others, but to myself. 1 feel a horror of being alive, what is

there to live for? My iife seems equivalent to a f11cker1ng
star, what value is my Tife then? I felt a need to escape
rea]ity, a]though I didn't want to. He uses the word e eyes as
if someone is always watching you. I felt frustrated reading
the poem, the poet gives us nothing to live for  Broken,

s
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prickly, dried, whimper, flickering, dreams, shadows, It's as
if I need to hide my identity. People have no emotions, they
simply exist. I could die righgpnow, what difference would it
make, I could live forever, what differcnce? Who are We? Where
are we going? What do we have going for us? Certainly not child-
hood fantasies (prickly pear] or religion (for thine i5). The
poem made me analyze my existence as a human being. It makes me
feel depressed and defeated. But somehow the poem doesn't ex-
press the real me, because I feel that being alive is more than
Just merely surviving, living, and dying. However, on a more
universal sca]gk_QhQ“aoem makes me think about the total value
of my Tife up f%?fhi§“point. I really hate to think of myself
as being one of the hollow men." ‘

"The further I read into it the more I was sucked into the types
of feelings he was describing and found myself identifying. with
it....I found myself gradually drawn in ti11 the sadness I was
feeling included sadness for myself as well as the hollow men.
The more I read the more I placed myself into the place of these
men. At the end of the poem when the poet started using phrases
Tike "between conception and creation," etc. etc. I beaan getting
a fear of the unknown. Like some type of three dimension or
Timbo that was part of the supernatural. This type of fear I
found fascinating as he added more and more of these type of
statements. When I finished the poem my mood had changed to

one of satisfaction as I was reminded of all the "mysteries of
Tife" and how Tittle I know or have experienced. Having never
felt such a severe depression as what was explained in the first
half I had enjoyed reading about it and placing myself in that
position."” , :

Sympathy to a specific character within the poem.

"I felt that the poem put me in a half happy, half sad state. I
felt like the man in the poem, on one hand feeling good and on
the other hand feeling old and useless."

Poem leading to a question of existence.

: . i . &
"My experience in reading the poem was one of gloom; a strong

- sense of cyncycism about this existence I find myself in. It
\(ihe poem) tended to make me question why I was here."

B)?"“I‘fe]t very empty and hollow, as if I had no mind, thinking

" précesses, only in shape, my body. The glory and expectations

Tifg.holds flow out of me. I feel meaningless, not only to

others, but to myself. I feel a horror in being alive, what

is there to live for? My Tife seems equivalent to a flickering
star, what vaJue is my life then? T felt a need to escape reality,
althouah Y didn"t want to. He uses the word eyes as if someone is

-always watching you. I felt frustrated reading the poem, the poet

gives us nothing to Tive for. Broken, prickly, dried, wh® ,er,
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flickering, dreams, shadows. It's as if I need to hideé:my
identity. People have no emotions, they simply exist. ‘I could
die riaht now, what difference would it make, I could 1ive for-
ever, what difference? Who are we?’ Where are we aoing? What
do we have going for us? Certainly not childhood fantasies
{prickly pear] or religion (for thine is). The poem made me
analyze my existence as a human being. It makes me feel depressed
and defeated. But somehow the poem doesn't express the real me,
because I feel that being alive is more than just merely surviv-
ing, 1iving and dying. However, on a more universal scale, the
poem makes me think about the total value of my 1ife up to this
point. I really hate to think of myself as being one of the
holtow men." ‘
"The further I read into it the more I was sucked into the types
of feelings he was describing and found myself identifying with
it....I found myself gradually drawn in ti11 the sadness I was
feeling included sadness for myself as well as the hollow men.
The more I read the more I placed myself into the place of these
men. At the end of the poem when the poet started using phrases
Tike "between conception and creation" etc. etc. I begin getting
a fear of the unknown. Like some type of three difension or
limbo fascinating as he added more and more to these type of
statements. When I finished the poem my mood had changed to one
of satisfaction as I wqi reminded of all the "mysteries of 1ife"
and how 1ittle I know gt have experienced. Having never felt
such a severe depressibh as what was explained in the first half
I had enjoyed reading*dsut it and placing myself in that posi-
tion." ; ugf . '

Sympathy to an "imagined" character within the poem.

"The! poem made me feel as though I was back in the time of King
Arthur, and the knight was saving the maiden by slaying the
dragon. Although I felt a threat presented at first, after the
creature was slain I felt a feeling of relief and mild happiness,
although a victory had been incured and the world was safe and
secure again. My main feeling was of security and contentment
and just general well being." .

-Identification with the cloud, feelinas of unlimited space, B

flights, externality.

"The main feeling I felt as I read the poem were of being in an
unlimited space. I felt free and calm and sometimes in flight,

a feeling of externity prevailed." : '
"While I read it it seemed soft and quiet. It was very beautiful
Just like a cloud is; and peaceful. As I read the poem, I got
into the*rhythm of it and I seemed to flow with it. My overall
feeling was one of quiet peace or rather, one of tranquility
although there was a feeling of power Turking near by.
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C) "In reading i is poem the personal experience elicited by the
poem involved only a picture of the power and events contributed
by a cloud and its experience in existence. This experience con-
tained parts of following a cloud along its sequence of events and
attempting to see and understand its attributes to its situation.”

XVI. IMAGES, AS MAIN REACTION

1. Reaction totally in terms of a pJeva]ent image, no meaning out-
side image.

"My reaction to the poem resulted from the prevalent image I re-
ceived during reading the poem. As for the poem's meaning, out-
side the context of this image, there was little meaning."

2. Destriptions as vivid, subject matter as playing a minor role.

"Its descriptions of various subjects were done so well that I had

a quite clear visualization of the subject matter in some cases.

The clouds,: fhough the subject matter seemed to play a minor role

in my experwence - the sun was a great burning ball of Tife....

The eagle floated in the.blue sky which was sparsely dotted with
soft billowing clouds. It'.spread its wings and jutted out its land-
ing gear and came to a graceful perch upon the life giving sun."

3. Description as vivid, reflecting similar experiences in own Tlife.

"The vivid descr1pt1ons throughout the entire poem reflect similar
experiences in my own life. As the poem described the bitting
cold my experiences related me to the first time that I came to
Edmonton, Alberta and how cold can be felt differently in two
separate occasions in different places. When the author described
the poem and_the men were on the cliff, I recall similar experi-
ences in my life when I was in the mountains and looking down

into the valley below."

4. Images as the only result.

oo

A) "About the only thing I did get out of it was a couple of images."

5. Identification with the cloud, fee11ngs of -unlimited space, flight,
externality (main.effects).

A) "The main feelings I felt as I read the poem were of being in an
" “unlimited space. I felt free and calm and sometimes in flight.
A feeling of externality prevailed."

B) "In reading this poem the personal experience elicited by the poem
involved only a picture of the power and events contributed by a
cloud and its experience in existence. This experience contained
parts of following a cloud along its sequence of events and at-
tempting to see and understand it: attributes to its situation.'
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APPENDIX E

Grouping of P¥eliminary List of Non-Redundant, Independent Categories

into Summary Constituent Descriptions

Lack of Understanding

SO O N O N D WON [

10.
1.
12.
13.

P

. Last stanza as ambiguous.

Difticult to understand.

Feeling that there was little meaning to it.
Meaning difficult to understand.

Poem as puzzling.

Poem as baffling.

Poem as difficult<to grasp.

Hard to read.

Little recollection of the poem.
Difficulty in concentrating on meanings.
Experienced confusion.

Dialect as confusing.

"Failed to understand symbolic meaning.

Felt unsure.

Disliked Poem

—

~NOoO D B WO =
e e e e e e

—
.

Disliked poem.
Poem as lacking beauty, therefore unenjoyable.

.- "Indifference" toward the poem from the start.
. ““Indifference" to its style.

Poem as lacking depth. ‘
Experience as less interesting because of lack of understanding.
Frustrated ("knotted up") due to inability to grasp meaning.

R

Lack of Involvement

N W N

Little experience.
Experience as very limited.
Trouble concentrating

No particular experience.
Didn't get involved. '

ﬂ\,“',?,,
Lt



IV.

Attention to the Task Per Se

N OO OO s W N

[o¢]

10.

"Usually read poems four or five times.
Noticed length first.

Wondered about the experiment.
Apprehension about the experiment.
Awareness of surroundings.

Concern about questionnaire.

Concern about questionnaire Teading to minimum experience of
the poem.

Suspicion about what was to follow, questions, etc.

Meaning imposed on the poem by surrounding and previous con-
versation.

Feeling of discomfort throughout.

Dislike of Poetry in Genera] Poem Seen as an  sential Instance

A B W N

-
—

of all Poetry BN

Dislike abstract poetry.

Unsureness about poetry in general.

Poetry, in general, as depressing.

Preference for more contemporary type of poems (blank verse).
Feelings of inadequacy based on general experience of boetry.

. Segmentation

0O N O D WO .

10.
11.

12.

Liked italicized verse best. iy
Initial rejection, then confusfon.

Last stanza as ambiguous.

Story implied from title..

Noticed length first, title second.

Poem as lacking continuity.

Different reactions to different parts.

Sympathy to opposing characters within the poem (i.e., boy and

Jjabberwocky).
Confusion trying to relate comparisons.
"Each part of the poem could have been a poem.in itself."

Feeling of‘dissociat1ng a part of self and send1ng 1t off to the

poem (author) - to empathize.
Sudden change in "content style."

V]
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VI. (continued)

13. Transition of emotions: First pity (for the author), then
identification resulting in severe depression, then at the end
satisfaction and a new perspective of life.

14. Periods of relaxation.

15. Retention limited to a part of the poem, with uncertainty about
the rest. - ,

i

VII. Curiosity Aroused

1. Feeling that there was a religious message (not grasped).
2. Feeling that "there was something wrong going on."

3. Eerie feeling (without understanding).
4. Poem as thought provoking.

5. Questions asked,

6. Poem as puzzling.
7
8
9

Curiosity definitely aroused. ,
Uneasiness because of doubts about the underlying meaning.
Found poem interesting, but wondered about its meaning.

10.' Feeling that the poem convéyed a sense of calm (quietness) even
though it wasn't understood. g

11. Unsatisfied because the poem hadn't meant much.
12. Felt need to read the poem more times.
13. Wish to read the poem again.

VIII. Emotirval Experience, Without Conceptual Unders tanding
1. Feeling of sadness, only reaction.

Feeling t©  "there was something wrong going on."

Eerie feeling (without understanding).

Emotional experience, without unders tanding.

Feeling that the poem conveyed a sense of calm (quietness) even
thought it wasn't understood. :

S A N
s = 8 g

IX. Emotional Exp%rience (With Role of Understanding Not Specified),
Subsumes Above

Seemed to reflect "life as it really is."
2. Depressing experience.
gsgp\‘Fee]ing of desolation, desertion, death.
[ People as lost or unknown, same feelings at end of reading.
5. Feeling of emptiness, 1ack‘8f Tgﬁning to Tife. o .
5 ¥
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IX. (continued)

6. Poem as describing "men's position in 1ife." (Feeling of emptiness)

7. Fear due to harshness of descriptions.

8. Increase in fear as poem progressed.

9. Poem as very real, believable. (shocked, bewildered, feeling of uneasiness),
10.  Sympathy with a'specific character within the poem.

11.  Sympathy with the author himself.

12. Emotional experience directed toward the author, based on
sympathy or empathy.

13. Peaceful feeling based on emotions.

14. Feeling of hopelessness, gloom.

15. Periods of relaxation.

16. Attempt to experience the emotions presented.

X. Non-Empathy ‘
&? Experienced the poem as "a valley of strange{:v-nts."
5
3
4

Rejection of the author's views and images presented.
Disagreed with the author.

Experience of daydreaming in which someone else "formulated the
grandeur." :

Poem as a picture of a deranged individual.

+ A desire to write poetry describing different feelings in a
similar style.

Witnessing something "bizzare and haunting."
Poem as written in a stress situation.
Pity for the author. ‘ /

10. Interpretation in terms of ‘meaning, but application is to other-
people. S

(S TS, ]
.

Mixed Emotions (Conflict)

1
1. Initial rejection, then confusion.

2. Different reactions to different paits.
3. Emotional change within the poem. ;
4

Feeling of dissociating a part of self and sending it off with
the poem.

5. Transition of emotions: First pity, then identification (severe
depression), then at the end satisfaction and a new perspective.

- Lo 'i”
- . )
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XI. (continued) E-5
6. Sympathy to opposing characters within the poem (i.e., boy and
jabberwocky). .
7. Thoughts directed toward escape, into the situation described.
8. Shocked and bewildered by the poem, but felt that it probably
reflected what happened.
XII. Presence of the Author
1. Rejection of the author's views and 1mages presented
Disagreed with the author.
Sympathy with the author himself.

Emotional experience directed toward the ~nthor based on
sympathy or empathy.

Experienced as a calling out br -he authur. ~ >

A won

Pity for the author.
Poem as written in a stress situaliun. s
Author as unhappy.

~N O o

oo

XII1. Character Identification

1. Identification through placement in the situation as a whole
(description of events).

Transformation, based on identificatijon.

Sympathy to a specific character within the poem.
Poem Teading to a question of existence. '
Sympathy to an ”imagined" character within the poem.

Identification with the cloud, fee11ngs of unlimited space,
flight, externality.

S OV AW N

XIV. Personal Identification ,

1. Vivid descriptions reflected similar experiences in own Tlife.
Empathy in terms of recalling personal experiences of traveling.
Empathy, specific feelings of coldness (-20°).

Images leading to a recall of specific personal experiences.
Flashes to the past based on identification.

G & W N

XV. Daydreaming, Subsums Personal Identification (XI1V)
Free-association from the word "camel." X
Let imagination loose, even-though it didn't conform to content.
Daydreaming in an attempt to understand the poem.

B I S N

Mihd waqdered.
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XV.  (continued)

5. Memories of childhood.
6. Flashes to the past based on a centra] image.
. Flashes of feudal times.
8. [Experience thoughts totally detagnec ¥ the work itself.

XVI._ Images >
XVII. Images, as Main Reaction

1. Reaction totally in terms of a prevalent image, no meaning out-
side image. : '

Pescriptions as vivid, subject matter as playing a minor role.
Descriptions as vivid, ref?ect1ng s1m11ar experience in own 1ife.

Images as the only result.

Identification with the cloud, fee11ngs of unlimited space,
flight, externality - main effects

N w N

XVIII Attempt to Establish or Impose Meaning on the Poem

Th—— R i
Through Imaging '

1. ket imagination 1 ose, even though’it didn't conform to content.
2. Generated a setti from imposed interpretation.

3. Daydreaming in an attempt to understand the poem.

4. Flgshes of feudal times.

B

. Loncegtua]]x

1. Feeling that there was a re11g1ous message (not grasped).
2. Feeling that italicized verse summed up Tonger passages..

3. Interpretation of conceptual meaning.
4

Interpretat1on in terms of meaning, but app1ication is to other
People. ~_

5. Interpretation in terms of man's inability to cope.

6. Interpretation in terms of a moral.

7. CGenerality from title. :

8. Attempt to interpret poem in terms of .an underlying mean1ng
9. Attempt to gemerate the mood of the poem

0

E%Pec§at1ons based on the title (disappointment of these expecta-
0ns),

117 EXperienéed only a general concept of the o]d.man.

\'"- . : {‘-}'

._‘.
H L

P

I
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B. .(continued)

Formed concept in first stanza that was used to und: . d the
rest of the poem.

£

Cmpathy in terms of specific application to one's self (a moral

Poem as d§p1ct1ng a natural phenomenon and br1ng1ng it down to

Expectations ed on title, useg to understand rest of poem
om g}tle .

»’

13. Interpreted literal meaning.
4. First reaction in terms of a general story.
15, Association to specific oth.r poéms.
16. Poem as a single metaphor,
17.

message).

18. Lines as having apparent religious connotations
19. Feeling that the poem represented a universal concept.
20.  Specific emotion based on overall concept,

1. General moral derived.
22.
a personal level.
23.
' 24. Story implied
XIX. Conceptua11zat1on4/gubsumes Above
1. Noticed symbolism kbut passed it by).
2.. Search for meaning.
3. Satisfaction with meaning found.
4. Understanding'as very important.
5. Primarily an attempt to grasp meaniiy.
6. Understanding. as necessary for en;oyment
7. Poem as lacking depth. ’
- XX. Attention to Physical Features
1. Liked italicized verse best.
2. Feeling that italicized verse summed up 1onger passages.

" 3. 'Fear due to harshness of descriptions.

4. Repet1t1on ‘of things in poem, a1d1ng understand1ng
5f Pleasant reaction to words’;” w1thout/1mages

6. Pleasure from the novelty of-the words.

7. Flow of verse as comfortable to follow.
8. Creepy feeling from first and Tast Tlines.

9.. Felt an easy flow of the lines.

W
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XX (contipued) \ -
10. Quiet within, based on flow of the lines.
11. Lines as rhythmic. RS * | e ‘§$
12. Poem as well written. g . g Ty
13. Feeling of rest based on structure aloqg, .

- 14.  Poem as soft and quiet.

15. Got into the rythmn of poem, flow:along.with it; (Calmin
" relaxing effect, rather than-demd@ﬂing an;interpretationcgi
¥ 16. Meter as smooth and continuous, with a ré]axing effeét;
17.  Sudden change in "content styTe." '
* 18. Dialect as confusing. . -

19. .

XXI. _Liked Poem

~1.- Liked poem. o R
2. Peaceful faeling. ’ '

3. Good fee]ing~at end. gf‘ o N

l
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APPENDIX F | -
5% Poem Differences %
‘h|;<?' o .n add1t1on to ‘the general tr1a]s effects, some d1fferences

N %
tween poems were also expected. In fact, poem d]fferences were al

9 responsible for and dictated to a certa1n extent the actual seTect1on
of the poems. Because the’ dlfferehces based on poems, serom s1gn1-d
E; : f1cant1y alter theatr1a]s effects when analyzed at a “generaT“ Teve]
they have been’ reTegated to .the append1x and not 1ncorporated 1nto

the general d1scuss1on uﬁaham\foTTows then is a &tatement of the 391-

- :~t1aT expectat1ons and pred1cé¥bns togé&her w7th support1ve or non-
supportive ev1dence fpr these predtctlons' : }
R . m 2l . &
e PO t ‘,,‘ ,‘._“4 .
T-,S. ETiot's."The HoTTow Men"v TR T s
“ A

It was antié1pated that T. s. ET1ot S "The HoTTow Men" woqu ‘
%

_‘probabe elicit a. strqgéiemot1on Tong before : 1s uhderstood -- one

o ) J A AL f/
' of generaT despa1r. ~T§ﬁ§'1s done Qy 1nd1v1duaT ;énesfthroughout the
\. “ T e .
poem (e. g ,,"We -are the hollow men / We, ate thﬁ raw men," etc.).

W -
Therefore, "The HoTTow Men" was. pred1cted to be un1f1ed by emot1ons

more than the other poems and to have a greater frequency of peopTe

. *reporting a smg]e domman‘t emot1on$?After repeated readings, 1nter—
y . R
connect1ons between T1nes shoqu become more apparent, and it was

s . -
. .

ant1c1pated that -a conceptuaT grasp~of the poem's content woqu aid. ¢

’

;o fee])ng in un1fy1ng the poem. | . ;e

The pred1cted initial emot1onaT reaction to "The HoTlow Men" «
proved to be true -for fema]es but not’ﬁwT . For fema]es, emotions . .-

contr1buted more to the unification of.“ThevHoTTow Men" on the init¥al



‘ s
o F2

‘ trwa] than they d1d for any other ] poem (Sex by Poem Interactwon
F = 3,41, df = 5/72 p < .01). S1m11ar1y, feelings were more 1mpor\”
tant to enJoyment than with any other poem (Sex by Poem Interact1on
F = 2 285, df = 5/72, p < 06) Also as pred1@@ed the emotional
response was in terms of a s1ng1e emotion. During the initial read-
1ng, 7 ouf of‘JZ subJects reported that they experienced an emotion .
of- only 'one 11nd" h1ﬂh "The -Hollow Men," the average for the other,
f1ve poems was 7.4 (F”* 9 49, df 5/68 ’picx 001).

A]thouqh theﬁ'
4

a1, 58y conceptua] meanlng p]ayed a sma11er parigdn the‘ﬁn1t1a1 uni-

‘poem effect was not significant (F

.ﬁfo,f1cat16n of "The Ho]]ow Men" than w1th any other poem By the end s
e R e . S
' of Tr1a1 £ the use of conoeptua1 mean1ng for un1f1cat1on exceeded
) 2 & 4,
the average for the other five poems F1na11y, 1macery a1ded en— T AR
Wy :
~uJoyment "Tess w1th "The Ho]]ow Men“ than ‘it d1d With any other poem
P T “X .
(F = 237 of = 5/5%, p=.05. P g

W RSN

¢ ) ] L - - ) .
T.S. Eh’ot"s "Journey Gk | o

For E]1ot S "Journey () the Mag1 " on the other hand, 1t wasd

x“fred1cted that the emot1ona] response wou]d ceme only after the poem -
lwas understood nd imagery, too, would remq1n vaaue‘unt1] clarified o
by a conceptua?wynder ‘ ing.' Like a1] of the poems, both’ under-
standing (F = 78.37 'df‘g 1/72, p < .0001) and emotmns (F 4, 17,
df = ]/37' p < 05) increased w1th repeated readIngs but thesa,

~effects were not part1cu1ar]y large for Journey of the Magi." 1In

fact \ncreased know]edoe, wh1ch was pred1cted to be the basis for an &

increase n the emot1ona1 response and the clarification of 1magery,

)
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was smaller thgp that for any other'poem Also contrary to the v
original prediction, there were no tr1a1 by poem effects for clarity

. T o
among images (F = 2. 3“) R B

A

William Butler-Yeats'_;Saiiﬁng tp Byzantium"

Because of its:metaphysica]‘perspective, it was. anticipated that
conceptual meaning would play a key role 1n both the unification and
enjoyment of Yeats' "Sa1]1ng to Byzantlum, anddthat the frequency of
'1magery and emotions would be less than w1th«any other poem. Concep—
‘tual meaning played a sma]1er part invthe unification of "Sa111ng tﬁﬁ
Byzant1um“ than with any other‘“pem Poem by Mode F.=»2. 48 U = ’
10/360, p < O]) . But, even though the d1fferences wgge 1ns1gn1f1cant
(F <.1. OO), 1t did play a 1arger role in .the enjoyment of "Sailing to
Byzant1um" than with the other poems. Also as predicted; images - .
(F 7 = 4.837, df = 5/63, p < .0071) and emot1ons were Tess frequent than -
w1th the other poems, but aga1n,the pbem effects for emotlons were

¥

nons1gn1f1cant (F =1.00). .

Lewis CarroH's "Jabberwocky" . /*

o ),r

' <t was expected that because Lewis Carroll's “Jabberwocky" is

S *

a, nonsense poem and.]acks expl1c1t mean1ng, 1ncr attention to
“~ -

phys1ca] features and the e11c1tat1on.of a great frequency of secon-

dary images wou}d be used as compensat1ons Neither o¥ these pre--'_

-a ."‘: o

d1ct1ons was supported by the data, i.e., there were no poem efﬁects;;‘J
- based on attent1on to physical features or secondary 1mages (F's <
1. OO) But "word music," a,category wh1ch Stresses the lyrical

-,

Q : :
aspect of physical features, was more, prevalent in the "Jabberwocky"
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on both trials than in any other poem (F = 5.11, df = 5/72, p <
.001) and "Jabberwocky" had the highest mean frequency of imaoery
again on both triaTsl(F = 4.84, df = 5/63, p < .001). This Xast
Tinding suggests that imagery, though not a necessary consequence on
nonsense poetry (only 9 out of 12 subjects reported imagery), when

present, is inténsified by thg lack of explicit meaning.

Percy Bysshe Shelley's "The Cloud"

"The Cloud," oh&the other hand, ‘was predicted to be the poem
in which imagery played by far the largest part. This predictiona
was well substantiated by a number of separate findings. It was the

- W

only poem in wnichJeVery subjeetﬁreported imagery on both trials. It

had the hiihest tgk 1. frequency of imagery and the secOnd,hidi*Qkﬁgfl-”
mean frequency of imageny ,.abehind "Jabbemocky" (F = am; 5/63

p < .001). Not on]y that but when peop]e were asked to ﬁ1st the
images which they had experienced; "The C]oud" received the h1ghest
mean. and total number of irmages reported (F ='3.37, df = 5/63, p <

B
.01). " But contrary to dred1ct1on, the response to "The Cloud" was

not 11m1E§d to 1 agery a]one Emot1ons p1ay a part1cu]ar1y 1arge

" role e the un1f'cat1on of "The C]oud " and . for mfales, "The Cloud” s

was un1f1ed throtigh feelings more than any other _poem (Sex by Poem: .

F = 3.408, of =5/7R, p < 01) Finally, word mus1c was greater w1§5§"

-
-~

“"The Cloud" than any other poem, except "Jabberwocky !

'va e ’:i"# .

'v~~ W1111am Shakespeare s'"L1ke as the Waves"

The final poem, Wiiliam Shakespeare's "Like as the Waves,"

was chosen because it was expected to elicit a noticable physica’

™
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response. Being a sonnet and using onomatopoeia, it was anticipated

v

that attention to physica]lfeatures and word music would be more

prevalent than with any otber poem, with the possible except10n @?— .

"Jabberwoéﬁy " Neither proved to be the case. There were no. s1gnxf1—

cant poem effects based on attention to phy51ca1 features and 1f there

W

had been "Like as the Waves" would have\been 1ast "

Word music, whlch was_ most preva]ent in "Jabberwocky,' was only
s]1ght]y above average w1thr"L1ke as the Waves." These fmdmg";";l
suggest more than any other that the "phenomena]“ response toa -
gﬁVén poem need bear 11tt]e [esemblance to a prescr]pt1ve ant1c1pa- )
tion of that response based on an "obJect1ve”‘ana1ys1s of a given

. ‘“J\‘*.\ oo

‘.M,

.

Poemvvar1at1ons rgpfesent maJor d1fferences in the poetic

;exper1ence For exai. le, it goes w1thout say1ng ‘that the exper1ence

of read1ng "The Cloud" s very different from the experience of N

reading "The Hollow Men." But when exam1ned more closely, it becomes,

L

: §
evident that poem dwfferences occur most]y at the specific“']eve];
and, when exam1ned 8t the deeper "genera1" Tevel, many of'thevobvi—

ous d1st1nct10ns disappear. Both "The- C1oud" and "The'Hollow Men"

_e]1c1t “emot1ons,? and " though the emotwons may be very d1fferents

they st111 make specific contr1but1ons to enaoymen%’and understand1ng,

and these contr1but1ons are much the same for both poems At this

©level, genera]“ d1ffe€%n€es based on poem d1fferences though pres-

¢

ent to some extent, are far less discreptants thén differences based

on trials effects.

Lo

28 .



