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AN lliQUIRY INfO THE METRIC OF NAMES: SOUND AND RHYTHM OF 

NAMES IN HARr CRANE Is WHITE BUILDlliGS 

John T. Shawcross 

The use of nanEs in literature generally seems to fail into 

four categories: those which denote a specific perSon or place, 

those which are allusive, calling up associations of the past or 

symbolic relationships as well as literary, political, ideational 

contexts, and those whose etynnlogies S\lggest further 100anirig for 

a work, often through \rord-play. FUrther, mures are signifiCant 

in literature as historical coordinates, often unknown to the author 
' 

hin:self, or as psychological predicators, frequently unintentioned 
·" 

by the author. An author has control over 'including or not including 

a denotative mure, is a.lnost always purposive in using allusive and 

symbolic nanEs, and may at tiiOOs be aware of the etynnlogies he is 

raising. What I should like to examine here is the effect of na:m9s 

in poetry through their contextual sounds and rhythms, overlooking 

for the IIDst part, these inportant onomastic hinges of 100aning. 

The competent author is, I am sure, aware of the effects of nanEs 

1 



LDS 15 

.sb.awcross 2 

and employs specific names to achiev� desirable effects. Basically 

I ask tpese.ques�ion�: what effect does t4is particular name have 

on the line of poetnr and the poetp? what \\UUl.d be the effect if a 
"' 

different name were used? what \\Uuld be the effect if a word that is 

not a name were used? 

I choose a poet whose use of names is often denotative, though 

frequently allusive--one who is not particularlY. noted for using names 

syrnb0licallf, though.he does---and a collection of poems with not a 

great many names in it so that we can deal with many of them. By 

"synbolic" use of names I IIEan the way in which, say, T. S. Eliot in 

"Gerontion�'t� of "Mr. Silvero I With caressing hands, at Linoges," 

with. its ethnic slur int,ended against allegedly greasy, libidinous 

Italians, whose supposed vulgarity and physicality contrasts sharply 

with the the.refinerrents of France. These names serve a n1..1IIber of 
• •. •. '1 

purposes in the �ines, of course, but at least one use is as synix>ls. 

FUrther, I wanted a poet whose poetic unit was often the line, since 

conside�ations of syllables and accent would then not be dictated by 

a preCC!ncei ved IIEtric schema. Fot contrast, however, there should be 
,. 

IIEt�red and patt�!fied lines and stanza.">. And so I choose White 

Bu.il_dings, the first published voltune by Hart Crane, which carne out 

in 192? and \\ilich includes twenty-three poems , one of which is a 

sequence of six poems . There are �hirty-six occurrences of thirty-one 
' 

nruoos in these poens. 
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First, we should note that six of these names appear only in-

titles and thus offer no evidence for the rretric of names under inves-

tigation here. But· they are nnre than denotative, being syzrbolic, 

ironic, or allusive. "North Labrador" adds soroo symbolic quality, 

which could have been evoked by another geograpjlic name suggesting 

cold and ice, land and ocean. It is the poem that develops the par-

adox of the frigidity of .the liDther, sea. "Lachrymae Christi"--the 

tears of Christ--prE;par�s the reader dlor the syrrbolic nature 'of th� 
,PQe:re and for certain references. The allusion to Christ gives rreaning 

to the "Inmac�ate venom," for ins;tapce, and, his tears jTOnically 

conm::mt on the "eyes galvanized by perjuries." "For the .Marriage of 

Faustll$ and Helen" alludes to the ep� goal for whieh � soul .was 

sold to. the devil. But the story is symbolic, Crane reminps, ,us, and 

is played over and over in t:i.Ioo. Like a Faustus CrfUle adlmnishe�: 

Laugh out the rreager penance of their days 

Who dare not share. with us the breath released, 

'!be sub�tance drilled and spent beyond rep�ir 
. 

:Fbr goldeB, or the shadow of gold hair, 
' . 

Doroo other seafarer \\Ould no'f;: ha...ve done for, ':At Mel ville's Tanh," 

even though the denotation of the name �eems uppermost. Most of us, 

directed tq think of Mbby-?ick or W?i�� Jacket or sore other work 

pitting man against the supposed evil in n�tvre and particularly against 

his own nature, read the lines with added rreaning: 
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Their m.mi>ers [the ciice of drowned men's bonesf as he watched, 

'·Beat on the dusty shore and were obscured. 

- .} ; "' 
·· Compass, quadrant and sextant contrive 

No farther t±des' . 

Thi� fabutous shadow only the 'sea keeps. 

We suspect' that Crane recognized M:llville's latent honosexua11sm, 

pa.rt.icularly when we remalbber Mel ville's words on Hawtnorne, and that 

tfie poem 'could not have referred to someone eis&--a Richard Dana, a 

·�c'?s. Fbrrester. The poem is i.nlootliately followed in White 'Buildings 

.· 'by
·· 

"Voyages, " Crane' s poetic sequence' to honnsexual love. 

One other nane apPearS as a ti'tle, 'but in an adject�val form, 

"Chaplfnesque." "My poem is a sympa-thet'ic attempt to put in wordS, " 

Cr� wrote to Gorham Mim.son on October 1, 1921, "soroo of the Olaplin 

pantomime, so beautiful, and so full of eloquence, and so nodern." 

The $)erson was the inspiration, and the poem is, controlled by Crane's 

view of the person: s::m.ti.Ioontal, tragic, eccen.tric, homely, brilliant. 

WithOut the title clue we might not know what the poem is all about 

(realiy' of course' it is Crane himself).; it received vi-lification 
.. 

from s6me critics of' its separate printing app�ritly b�use they 

didn't reCognize the purpOse of the sentimentality and the eccentricities. 



LOS 18 

8hawcross 5 

This little survey of title names in Crane indicates their 

li teraty significance as allusions, contexts, and syrrbbls. Names 

have the i.nnediate effect of directing the reader to his associ

ations with of' knowledge of the person or p1.ace or a person of that 

name. Suah significance would be further evidenced in the use of 

other names within the poetry, but let Ire turn to the question of 

the metric of names. 

In "My Grandm:>ther' s Love Lettersi• Cran� ealls her by her given 

harne, "Elizabeth," whicli constitutes a single� line. It is denotative, 

and whatever etynology (it is Hebrew, meaning "God has 8\\0rn") or 

allusion (such as to the nother of John the Baptist) it might yield 

is beside the point. The passage reads: 

There is even room enough 

Fbr,the letters of my mother's nother, 

Elizabeth, 

That have been pressed so long 

Into a corner of the roo,f 

That they are brown and soft, 

And !iable- to melt as snow. 

To delete the narne does nothing to the sense of the passage; it is 

not necessary, and it is the only narne in the poem. There is ·no 

stanzaic patterning that requires the line. Did Crane include it 

just to be specific? Would he have included it if the nrure were 
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''Glacdys'1? or- "Veronica!'? Well,. of cop.r�,. r ¢ not know, but 

1 tOI�P.�" 1 witlr -its 1 two syllables, a tro�hee, and fipal chopped sound 

jarsj rey ear :j..n this· line. '!he .on).y e,choing sound. is the "s, rr. for 

· the "1" is-lost :i,rr. corrbination witJ:r. the "g."" "Veronica" IJas· the� 

sane.:.nlJillb�r of syllable� in �· doubie iani:>, b�t the "\r" and�-''c'� and 

I 
the� vowel ending �using R kind 0.f hiatus also .jar my ear:·. 

7fie a:ctual nane picks up the liquid "1," echoes�the "z"· sound of· 

"is"t.and P.lays �st the "s!1 sounds,� sottens the_ "b," and allows 

• the final sqund t9, trcd.l off while at. the sarre t� it rrerges with 

the ensuing· SE>unq ,in n'Ihat." The nanE pennits a. dwelling on :thEf 

SQeciffc word, creating- an atnDsphere remini�?celilt. of rnem;>ey' ,bY not 

being abrupt, by trailing off, .and by softness 0f tone. 'lbe t\ro 

ianils "Elizabeth,'' with a slight pa,use.. after "liz," contrasts with 

the inmediately preceding two trochees -'1m;>ther' s JIDther, '' with its 

slight pause after "ther' s." As a single line the narre acquires 

irrportance and focus. Crane did not have to include the narre, but 

he did so because he was able to employ it in such a way that it 

enhanced his poem in rhythm, sound, and tone. 

Similar is "Bill" in "Sunday Morning Apples." '!his is William 

Si:ml)?r, the artist. The IWIE appears in the last line of the poem 

to Separate '�the apples" repeated: 

£r haye ,seezt the apples there �hat toss you secrets,-

Beloved apples of seasonable .madness 
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That feed your inquiries. .with aetciaJ. wine. 

Put them again beside a pitcher with a knife, 

And poise them full and ready for explosion

The apples, Bill; the apples! 

'lbe single syllable divides :the t\\Q, phrases,. breaks the line into 

t\ID and creates a tone of anticipated discovery, and plays with the 

plosives "p"f.''b" ,and echoes the "1 's." No nruoo in the line creates 

a longer pause and .renrives a sense of" inmediacy· anp actuality whioh 

the nruoos produces. li different IlBilE---say l ·Jack---does ..not allow 

for the scnmd duplication or the sruoo tone. Whatever Crane might 

have <kme if this had been addressed instead to Max Ernst or sooa:>ne 

ruures Jack, we cap not guess. But the nrure "Bill" in the litle 

creates a sotmd and rhythm that no other nruoo ·or la:ck. of nruoo �uld 

have; thel" \IDuld have created a different sound and rhythm, whicb too 

might have been effective--but different.· "' 

J,tr point, of .course, is that name>.s do have JOOtric effects in a 

poem. There is rhythm, ebund, tone, even a sens� of meaning arising 
) 

.fl'OOI that rhythm, sotmd, and tone. An author may be limiteg by the 

denotative naroo, but he is not limited in the way in which he en:ploys 

it, and indeed the way in which he anploys it may offer � key to 

technique and to reasons for wccess or failure pf the poem. 

"Possession" refers to Bleecker Street in Greenwiqp Village in 

New York City; the main reason for its appearance_ in the poem is 
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undoubtedly allusive, calling td mihd a street, of 'mixed, though 

then primarily Italian, � tures,. ·of artists and eccentric types, 

and pritmrily for the poem of its·danim.:>nQfr male inhabitants. It 

is still, Chme says, "trenclu:lnt'in a void"; but Cannine Street ' . 
"'-

(sruoo .n1.1l'lqer ·of syllables and SanE .s'tlress) ur 'lbotrpson street or 

sc::m:hother 'might passibly have tserved a:s wel-l,. though they do not 

� the pun on ''bleak." . For··the sexual world depicted is -bleak 

except the bright' stone beCome 'Jthe · pure possession!) or "the inclu-

sive c�oud I Whose heart is fire. II .(Note the allusion. to the pres

eQ,ce bf the godhead';in ''cloud " and "fire:") Here the specific Il3I'OO 

"Bleecker Street" achieves ·a double phonically nigh and sustained 

"ee," 4zld· � harsh smmds. of "Bl'' and "ck" and "Str" and "t!' 

· talp� with the "st" and "l.,' end "tr" and "ch"· and, "nt" i.nnediately 

f6l�owil:tg in the·'l!lne :· "In" Bleecker ·street, still trenchant in a 

void." The rhythm is aJ.nost· duplicate irr·the two halves of the 

lin�� short,· long, short, long; and shant·, long, short, tv.t> fast 

slto:rts.,. lon}?;. The-.pauses after '!street"· and "void'' create voids; 

the harsh and sibilant· sounds are thernsel ves trenchant. "Carmine 

.. Street'"" or '"lllon:psc:m Street" sin:Ply ci>es not achieve all the "Bleeckr:.r 

street'' does o •• 

!'Hades't ocCurs iii "Repose of Rivers" with· 'a anall letter: 

Flags, weeds o And' �ranee of steep alcoves 

� Where 'Cypres�es sb.area the noon's 



LOS 22 

Shawcross 9 

Tyranny; they drew me into hades alnnst. 

And nmmnth ·turtles climbing sulphur dreams 

Yielded, while sun-silt rippled them 

Asunder . . .  

Should we call "hades" a nama or not? It is here roore a comron noun 

for hellish surroundings or mental condition. But therefore Crane 

might IIDre logically have written "hell" or "tonnent" or "holocaust, "  
. 

because "hades" does set up specific reference for us. Yet "hades" 

says all these things and emphasizes as even "hell" does not that it 

is a \\Orld populated by the dead in body and spi:rit, a \rorld that 

"cypresses" metaphorically connoted just before. It has its saniotic 

reasons for being in the line. The number of syllables--one, two, or 

three--in the word used does not matter, for there is no metrical pat-• l ' 

tern. "Hades" is t\\0 syllables, like "tonnent , " and both are trochaic; 

but metrically what the \\Ord used does is, first, rraintain the "s" and 

"d" sounds of the poem. There are 53 "s" sounds in it and 44 "d" 

sounds, and the 'last t\\0 words of the 23-line poem are significantly 

"steady sound." Second, the vowels of the word, a and e, enhance 

the play of vowels in the line: i, -;,, e, a, 22_, �� i, oo, !!:_, �� aw, 

o. The sounds are al.Iwst chiasmatic. "Hades" nn.1ch better than "hell, " 

or "tonnent, " but not "holocaust, " contributes to the open feeling 
• 

of the vowel sounds. In fact, it seems that "alroost" is placed last 

in the line to emphasize the word very much roore than in nonnal posi-
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,, 
tiorr, but also to close the open feeling of the rest of· the line: 

"Tyranny; they· drew roo into hades �st." 

crane a1eo \mlte rmtered verse, ttbst often the four-line stanza 

in a .not-relentlessly iani:>ic pentruooter. Three nruoos appear in 

"Voy�s," II: "San Salvador," "Carib," and "paradise." The last 
. 

is hEtt'e only a COOIIDn noun with a small letter. While the choice of 
. 

the first t\\U itruoos was limited by the geographic area of the 

"Voyages," we might v.ontl.er why the first rather than sorre other is-

land.and why the particular form of the second. 

in wl\ich the first ·appears: 

And onward, as. bells off Srur Salvador 
.. 

Salute the. crocus lustres of the stars, 
- 'r .� .... 

To take the lines 

In these poinsettia meadows of her tides,--

Adagios of islands, 0 my Prodigal, 

Cbmplete the dark confessions her veins spell. 

One mason why San Salvador is used here is its meaning, for Crane 

is talking of salvation out of "this great wink of eternity" into 

the "spindrift gaze toward paradise.rr (There is also an identifica'""" 
. 

tion1of San Salvador with a lost v.orld beneath the sea. ) .The bells 

suggest the tolling bells of death. But furthefl the lines are deca-

syllabic and the nruoo constitutes the last two iani:>s of its line. 

'!he word "San" is rretrically unstressed, but it has sorre stress in 

the line, for we do not want to stress "off" after "bells" has received 
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a strong accent: "And onward, as bells off San Salvador. " �with 

"Sal-" following "San" there is a progression of similar sounqs and 

an increased stressing. · "Salvack:>r" is thetl followed by "Salute" 

with son:e on the. first syllable, ..although it is metrically tm-

stressed. 

The reechoing sounds of "s, 11 "1, " and "d" occur fr�uently in 

the poem; but interesting is the sounding of "v": "vast," "veins," 

"wave," "vortex," "grave,'! plus .. nine instances of "of. " While "s," 
,. 

"1," "d" and such sounds develop a :r.DOd consonant with the subject 

and treatment (that is, a soft, slowish; languid mx>d), "v;" its 

vioceless form "f," "which occurs eleven. times, and "w," which occurs 

thirteen times in the poem,. create a physical effect as one reads 

aloud, the lips pushed forward, the breath expelled through, a thin 

opening-all sexually suggestive. The three sotinds occur in this 

line: "And onward, as bells off San Salvador. " "San Salvador,,, 
G. 

therefore, .contriputes to a physical metaphor created within the 

act of reading the poem aloud. It is a metaphor of :;;ensuality; for 

example, notice the effect of "laughing the wrapt inflections of our 

love. " Crane'.s attention to sound, I·would '�&ue, here and elsewhere, 

is one of the masterstrokes of his poetry. 

The. substantive form "Carib" ,.used as an adjective allows t\ID •· 

i.nmediate feelings to emerge: a heightened tone continuing the epic 

evocation of "0 minstrel galleons" and an emphasis by pausation, for 

/ 
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we m.tSt Shift our rvocal reproduction to ·IID'\te from 1'b" to "f" 

t"Ca:r:ib· .fire"), and "thus·� stress all three sYll1ili],es rutru:;ugh 

'the •first and 'tHiTd arlly are netricaJ:ly stressed. ·'The ordi:nar.:iness 

·of '"Caribbeah"-i-t would fit into 'the 'line with Elision -anti by 

elitling "ga!l"eens"--would run .counter 'to the -epic intention oi -the 

poeunanfr sequence. The epic of mui' s strugg�es 'against the � ,  !as 

syniJol �.and souree o:f l:i:fe and 'death, :pf his bri-ef noment in '\the' 

-eternal. sea of '1i1:e, of the pf?Ychomachia playe(f ·out in humah -reJ:a

tionShi:ps-this :is the 13Ubject and genre of the poem -and ·sequence. 

'Ihese 't\\U ttanes-San Sal wdor and Cat:±b, which n,aans '11 cannibal'' :and 

has 'JU-eudian ·overtones .. in this 'honnsexual poan-si t ·as opPosites 

of -epic· si-gnificance, for· the :body ·collSUIOOd by 'fire "frees ±he . spirit 

:to 1IDve toward 'Salvation �d 'Paradise,, the third nmoo in the poem. 
� 

'Ihe \lr>rds "minstrel" and "galleons" ud±yate the connonalty of rohe 

herc>el3 of the· poem (the author and .his lover, ;a .different klr:d m 

Adam and Eve') , and the lowe!""-case paradise ·stands ·for the COliiiDll. 

man''.s hope ·for paradise·Qn -Earth. This is a green \\UI'ld of "'Crocuses, 

'POinsettia neadows ,  a floating 'flower. '!he sounds 'Of the ·\\urd 

!�paradlse'�-"p," "r·J·" "d," "s"-are all ·elseWhere in the line: ".!he 

seal'.s wide. spindri-ft .gaze towa.J.V ·paradise. " 'The line i"S s�owetl by 

the 'liDnosyll-abic .. inportance of the words preceding "toward paradise·": 

"sea.Y' s , "· ''Wide';" "spinarift" (whith cones across ·a:s i'f it -were two 

�te ,words), ' "gaze11 ...... �d then ·the rush to 'the last ::urJ.lwl"e 



LOS 26 

Shawcross 13 

''-elise.'' 'Ihe final, sound goes on, ooes not stop the reading ab-

ruptly. 'Ibe rhythm of the \\Urd, produced by t\\U short vowels and 

a long diphtoong, contrasts with the deliber�teness of the heavy 

accents of "0 minstrel galleons of Carib fire. " "Belle Isle, " 

enployed twice in "Voyages, " VI , and symbolizing "paradise, " con-

trasts in the same way by its two accented, deliberate syllables, 

once ending a line, once beginning a line: 

Still fervid convenant, Belle Isle, 

--unfolded floating dais before 

Which rainbows twine continual hair--

Belle Isle, white echo of the oar! 

'!he "s '1 "1 " and "d" sounds are here again and the "v's," "f's," , , . , 

and ''w' s." But now the nama acts as accomplished fact (the achieved 

paradise) by its strong, definite t\\U single syllables, for as "The . . 

imaged Word" (with its Cllristological reference) it "is the unbe-

trayable reply I Whose accent no farewell can know.'' The. capital 

letters of. this paradise .... indicate the differep.ce from the IID� can

mn and mre tentative paradise of "Voyages," II. (And we should 

note! too a paradoxic pun in "Belle Isle" on the tolling bell of 

death. ) 

The three namas in "The Wine �agerie," which is the roster 

of animal visions induced by inebriation, are conjured by the an:-

guished wit of the author as it speaks forth to i tse:J.f: 
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"Rise from the dates 'alld -crunbs. And walk away, 

Stepping over IJolofernes' shins-

Beyond the wall, whose severed head. floats by 

·with. :Saptist John's. "lheir '\\hi�r.ing begins .. 

'!"-And fold your exile, pn your :back .again.; 

Petrushka' s valen.ti4e pivots on it� ,pin." · 

I 

The narr.es Tange through chronological tines and spheres of action 

and "fihrough types of man <iestroyed by woman, one a general to 

Nebuchadnezzar .and slain by the Jewish heroine Judith, one a hol,y 

mm :Who ra;;ists the advances of Saloo:e only to be behe.aded, .ana. 

one a .rag cbll clown:, with cloth heart, brought to life and htmm 

loving only to be torn to bits and pieces, his sawdust strewn, 

after ranantic rejection. (There is also an allusion to the synix.)l-
�. r 

ic poet Orpheus whose severed head floated down 'to the isle of 

Lesbas after he was attacked.by frenzied women-�llowers of 

Dionysius. All of Crane's references have been destroyed by �.) 
\ . . . 

But DDre than these allusively profitable avenue8 for meaning., the 

names subtend metric effects. The line which the first ddninates 
. i 

iS defective; in which the second appears, is an exact imiilic 

peritaneter; ih which the third resounds, is hypei'TOOtric. The four

syllable nama in the first line perhaps makes tis unaware that the 

line 'is defective; its posi-tion stretches over the third, fourth. 
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and fifth feet. '!he tbree-:-syllable. name of the second li.J)e, p.ot 

in initial position·, 1s l.lSed in the :first ,tv.u feet, as l.s the t�

sylla.ble lUUOO bf, tM thi:rd line,, in initial·position,,. Each nalll3 

appears iii alternate. lines of the .last six lines of the poem, 

broken into tv.U stanzas, th<;>ugb. really constituting one·. Crane 

has cdntrastetl the metrical use of� the three names given .in close 

proxi.m1:ty, and he :Jl$ also thus· cbntrasted their .soundS: ''Holofemes", " 

"Baptist' Joblf' s, "' ''Petrushka '.s. " :Only the fina� poS,Se,:3s;i. ves echo 

as we IIDve from leg$_ to head to heart. The _soun'ds 8:l"e·· not pf!rt:i.cu

iarly pleasant', nor ..shduld the� tie in ·this menagerie,_o:( bellies,· 

manure, sweat·, black tu.sks., talons, bile.-

The author, of·.course, will not "Rise :from the d,ate;; and, 

crUmbs.· •Aiid walk away." , He will revel again ;tOIIDrrow i(.anQ. �b� n�� 

day and the next) in the martyrdom that the allusive .nameS: G:Qp.note. 

and in- the rmtsochi:stiC' harshness that the sounds o:e �Q.eSe: Il�� 

announce, for' the .snow will have ... wrought its treason in. a little 

while. ·�-The ChoicE! of names was conditioned by·mmy a;iJns ,  .one of 

whidl \vas s6ilnd, antl the' effects 'th�y create- were conditioned by 

the ·rhythms of tlieii- .. :tines. 

Finally-, !et.�.roo note t\\U nrures in the deservedly celeqrated 

"Black �urine·, " .. 'df which-Crane. wrote "to Gorham �59n .in _1921, 

it is a "d.escripti6n"'artd bundle of· insinuations, ·suggestio:q.s �aring 

on the.·Negro' s plaOO-"'SQIOOWhere between rmn and bea::>t. That is wh2' 
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II � ' • b'"""-l'i-rl!.- • t n The' +n..... :ll,.,...,..,... d 11. -4> • .=::ovp. 18· .�.vi.L&"'�' 1Il, e. C.,::-- .. 1..wv: 1J3lil9S" are �0\Jp an =+T�·. 

"'�e9op,!'· Beginning ;with a. strong st'ress and ending: }Vith .a: ci� 1 ,. 

which ._Africa!."'� .seerrs ·tO' have a: 8ellamt.ed initial._ wprd 

!6110wed by fi.w.:eiani>s.: "Ahd,.:.li,IL •. Africa, a,�s.qul,� :wtih.;; . .. , 

flies..n � �enttre·Poem is-une 111 Which .strong.fstresses:bea:t t...l, 

liRe- perCUSSicn:l, setting uP structures wltlcl'l· �· not. to be•. r: 

netriea!ly · pattemel·and.,in wh:i:cfi· final sta:ttzaic 1� C9n'trast, 
with :a. tiDre. ordi.ha.ry iani:lic 100ter_ ,.,,:rt �sts that·· Crane is 

equatirig tfie· .. musi:�� of tne· Btaclc by ''ha.tive!' r� ,f:UlGf: s�tions 

.Ffdn. e.t'ane' s· camert to· .H1nsorr, .Aesoi7"Was int� to the 

developJBI� of t1Ie IJC?E!Il and cert:rlnly Afi"i:ca iS' an obvious �aroo .for 

tise ih the poem�··· '1bus ·it -i:� probable that the l:� in which 
tho§e � dccur<were \\Urked out to fit the IIaJieS .  The first is, 

dominated by nsn and flpll;. echoes" are "pondermg" in t� sane line 

and'll'top,""' .and ·l"ftol1:oise" and ''sow. "' ·'Ihe second ;is d:Jminated by 

""rforiorlr, tl ·and· '':Cm'cass quick'' ;in the sane l!ne .and "stuck. n The _ 
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sound of soiiE African tongues; I do not suggest that this was in 
., 

Crane's mind, although he had struck up friendships with nl.llOOrous 

sailors from Africa. It can be explained rather by its percussive 

tarrbourine-like sound. In "Black Tani:>ourine" we seem to have U\o 

naiiEs which help lead to the IIEtric on which the 'poem is built. 

The point of this paper I hope is clear: naiiEs act not only 

denotati vely and connotatively, but, like well chosen poetic '\rords 
: 

of any nature, they enha.Ilce the sound and the rhythm of a poem, 

being employed both for the ways in which they will fit into the 

forms of sound and rhythm. NaiiEs should not simply be ·identified 

in footnotes--such as reminding the reader that Absalom, found in 

"Recitative," \\'as the son of David and that he built himself a 
4 J, 

pillar to keep his name in remembrance since he had no Son. Here 

the naiiE is integra:ted to the sound and rhythm of the poem, signif-

icant though it is as allusion, particularly in the "m," "s," and 

"1" sounds. 

The title of the collection we have been discussing, White 
t 

Buildings, coroos from 'this same poem, "Recitative": "Then w.atc;h I 

While darkness, like an ape's face, falls away, I And g;radually 

white buildings answer day." The wh� te buildings.' which 'are each 

of the poems of this collection, are Crane's Absalom pillars; they 

are the revelations of the self once the darkness of deception and 

secrecy have fallen away. 'l):le thaoo--despite Allen Tate'� obtuse 
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belief and Waldo Frank's approval that a sui table tlle!m is lacking-

is the osttacized self, seen largely through Crane's self, in a£1.1 

its manifestations as it tries to achieve the goals desired by tthe 

publically accepted ·and conventional self. The coilection reveals 
� 

Crane as one of "thdse who step I The legend of their youth intt> 

the noon. 11 Each poem is a well-placed step, achieving a struct:ure 

seen in the whiteness of noon; each poem is an elaoont in building 

the whole self, not ,just a facade. An exaniina.tion. of nmoos intro-

duces us to interpretations of the peens in "Which they occur and, 

as here, of the collection in which those poems appear, when that 

collection 'iS so carefully put together and Organized as Hart Crane's 

White Buildings is. And further the rootric which nmoos sustai.IJ 

leads us to an understanding of the poet's techniques and craf�, 

perhaps the rrnst imp:>rtant concern of the literary critic. 

John T. Shawcross 

City University of New York 



Nazres in Hart Crane'-s White Buildings 
Absalom, 20 "Recitative" 

Aesop , 5, "Bl�.ck Tambourine" 

Africa, 12, "Black Tambourine" 
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Anchises' . 35, "For the Marriage of Faustus and Helen, " III 

Baptist John's, 47, "The Wine Menagerie" 

Belle Isle, 25, 28, "Voyages, " VI 

Bill, 18, "Sunday Morning Apples" 

Bleecker Street, 18, "Possessions" 

Brandywine, 12, "Sunday �brning Apples'' 

Carib, 22, "Voyages, " II 

Cllaplinesque, title, ''Cllaplinesquev 

Christi, title, "Lachryrnae Ou:isti" 

Dionysus, 42, "Lachrymae Christi" 

Elizabeth, 7, "My Grandroother' s L:>ve Letters" 

Eramus' 36' "For the Marriage of Faustus and Helen' II II I 

Faustus, title, "For the Marriage of Faustus and -Helen" 

Gargantua, 4, ''Praise for an Urn'' 

hades, 8, "Repose of Rivers" 

Helen, title, "For the Marriage of Faustus and Helen" 

Helen's, 28, "Fox the Marriage of Faustus and Helen" 

Holofernes' , 45, "The Wine Menagerie" 

Janus-faced, 1, "Recitative" 

Melville's, title, "At Melvill�'s Tomb" 
Nazarene, 25, 35, "Lachrymae Christi" 

Nineveh, 22, "Reci ta ti ve" 

North Labrador, title, "North Labrador" 

Olyntp:ians, 7, 43, ''For the Marriage of Faustus and Helen, '' I I 

p�dise, 25, "Voyages, " I I 

paradises, 24, "For the Marriage of Faustus and Helen, " II 



Petruska's, 49, ''The Wine Menagerie11 
Pierret, 3, "P:raise for an Urn" 
ptolemies, 32, "Passage" 
San Salvador, 11, ''Voyages," Il 

LOS 33 

Shavrcross 20 


