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Abstract

This article examines the work of three Irish ppetamely Louis MacNeice, Derek
Mahon and Paul Muldoon, and particularly focuseshair poetic journals or journalistic
poetry. The word “journal” bridges private and gahbdiscourses. Its root is the Latin
diurnalis, pertaining to anything taking place “daily,’hd thus to repetitive action,
record-keeping or reporting carried out by priviadividuals in the form of a diary (latin
diarium), or to journalism contributing to public coramications or discourse. To
examine the poetic journals of these three writéhg, article employs the French
philosopher Henri Lefebvre’'s concept of rhythmasalyto discuss the rhythmic,
repetitive and changing processes of both poety #re social and phenomenal
experience.
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I

“I cannot believe [. . .] that any artist can bedavho is not more than a
bit of a reporting journalist,” W. H. Auden famousktated in his
commentary on Herbert Reid’s work on P. B. Shellauden 1996:
132). For Auden of the political 1930s, a poetiosseility had to be
balanced with the journalistic, with an engagemehithe world of
“news,” to be of genuine sociair literary value. Louis MacNeice
commended Auden for precisely this quality, forngef‘a journalist
poet” though not “journalistic” (quoted in Stallwby 1995: 227).
MacNeice as well as many of his followers was waelNare of the
tightrope walk required for such balance, and tistification for poetic
art in a society which appears to thrive on monéitarian uses of
language, and puts pressure on artists to acterpiaters and recorders
of that which lies outside their work. In what foNs, | will examine the
works of three Irish poets, Louis MacNeice, Derelhdn and Paul
Muldoon, and their work that explores that tends@tween not only the
artistic integrity of the individual poet and therunding society but
also, and—more specifically—between poetic andrjalistic uses of
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language. The word “journal” is itself one thatdgés private and public
discourses. lIts root is the Latthurnalis, pertaining to anything taking
place “daily,” and thus to repetitive action, ret:deeping or reporting
carried out by private individuals in the form ofliary, latindiarium, or
as journalism contributing to public communicatioms discourse. Its
proximity to the word “journey,” frondiurnata, meaning a day’s time or
a day’s work, further highlights how such recoreimg should be seen
as a process rather than a closed narrative—tiegbas journey is, by
definition, an ongoing and unfinished undertaking.

Terence Brown quotes W. B. Yeats in his introductto Derek
Mahon’s Journalism (Brown 1996), a collection of the latter poet's
occasional prose writings; in a letter to Roberidges, Yeats was
markedly apologetic not only when comparing a réecanicle and
poetry, but even his text’s relationship with a moarefully considered
essay, and asked that it not be judged “as you dvijudge an essay
meant to be permanent. It is merely [. . .] jouismal[. . .] and done more
quickly than | would like” (Brown 1996: 13)While the two poets differ
considerably in their treatment of the everydaypaetry, Yeats’'s views
on a certain ephemeral nature of journalism aredigsimilar to those of
Louis MacNeice, whose introductory note to haitumn Journal
explains how he was “writing what | have calledoardal. In a journal
or a personal letter a man writes what he feelsthat moment”
(MacNeice 1979: 101). Similarly, the jacket blurb Muldoon’s The
Prince of the Quotidianteferred to as his “January Journal,” notes how
the volume emerged after the poet’s resolution tilewa poem each
day” for a month, a process markedly distinct fioisiusual, slower pace
of poetic compositioA.Derek Mahon, again in a similar strain, quotes
Cyril Connolly, for whom “[l]iterature is the artfawriting something
that will be read twice,” whereas “journalism is atlwill be grasped at
once,” and that “a magazine, even such a first mte as [Cyril
Connolly’s] Horizon is of its nature ephemeral,” (quoted in Haughton
1979: 269, 274). In other words, the format of pbernal appears to

! On Yeats's relationship with the everyday, and kismissal of the
“journalistic” in poetic craft, see Charles I. Artrang 2013: 13-26.

% |n the Arts LivesRTE documentaryPaul Muldoor—Atlantic Man the poet
says: “l write very little. | write maybe a dozeoems a year. Every three or
four years there are forty or fifty of them. Anchtis a book” Atlantic Man n.

pag.).
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require the speeding up of the processes of paatid/allows for a more
transitory or oscillating glance of the surroundimgrld than the denser
and more carefully crafted forms of lyric expressio

Consequently, the present essay seeks to exangingalys in which
the three poets have shared certain preoccupati@rsthe significance
of poetry in contemporary society in general andyemspecifically, to
understand how the rhythms and ruptures of theydagrmay connect
with those of poetry—or how poetry may respondhint. In the works
discussed below such connections are seen, inttuaither compromise
or to reaffirm the value of poetic expression. Awttile critics have often
been more reserved in their praise when compahiedanger and more
journalistic works of these poets with their momdensed lyrics (with
the notable exception of MacNeicefsitumn Journgl or at least more
carefully or solicitously crafted verse, they ocgapcritical place in their
production as texts concerned with the processesembing poetry with
the social and the phenomenal. To look at the tNi@¢hern Irish poets’
preoccupation with the everyday also veers awam filoe paradigm of
art and poetry versus politics which for a long didominated any
scholarly discussion of poetry’s engagement wihistorical and social
contexts in Ireland’s North. As Charles |I. Armsigdmas already argued
in his essay on everyday epiphanies in contempokiosthern Irish
poetry, in recent years an engagement with theidjaot or “a sense of
day-to-day normality or business as usual [hagjueatly presented [. .
.] a salutary alternative to the unpredictable engle of the Troubles”
(Armstrong 2011: 125).

The following discussion on the relationship betwdle everyday
and the poetic in the work of MacNeice, Mahon andlddon will also
draw on the work of the French philosopher Henrfebgre, more
particularly, on what was to remain his final pshkd volume,
Rhythmanalysis: Space, Time and Everyday (afginally published in
French as Eléments de rythmanalysel992), Lefebvre’s fourth
contribution to the serie€ritique of Everyday Life(begun as early as
the 1940s). Though he is better known for the lamttmwork The
Production of Space and its outlining of spatial practices and
representations, it is Lefebvre’s work on the camningether of the
temporal and the spatial iRhythmanalysiswhich will inform this
reading of the poetic journals, inasmuch as itipalarly well enables an
understanding of poetry as not distinct from, bautt pf the processes of
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personal and social experience. Rhythm, an intepeat of poetic

discourse as employed in the works of the threetsp@ppears
particularly suited, | would suggest, for an inigstion of the

relationship between aesthetics of a verbal artisnplerpetual dialogue
with the non-poetic, everyday domain.

Lefebvre’'s analysis of rhythms and repetitions @mte with the
work of other twentieth century French philosophafrspace and spatial
practices. His views on social control exercisewuggh what he called
“dressage,” or the imposition of organised rhythared patterns on
human life, echoes Michel Foucault’s views on spatontrol; similarly,
his awareness of practices of freedom and creatithin such systems
of control are not dissimilar to those of Michel @erteau’s “tactics” of
everyday life, working from bottom-up to resist #dpwn or “strategic”
exercise of social authorifyIn short, these left-wing thinkers have
typically viewed the category of the everyday tlglouhe dialectics of
power and authority, versus freedom or resistaina] forms of control
versus the possibility of subversion. For the Lefetof Rhythmanalysis
both power and freedom have their rhythms, and ithe task of the
rhythmanalyst to be attentive to the rhythmic “esisand “silences” of
the body as well as the world outside it, of indial actions as well as
various structures of law and commerce (Lefebvi@209-20). It is the
tension between repetition and difference in thehins of everyday life
that allows for the poetic (in the sense of thegRrpoEsis, making or
creating)—for Lefebvre

no rhythm without repetition in time and space []..But there is no identical
absolute repetition, indefinitely. Whence the iielat between repetition and
difference. When it concerns the everyday, ritesemonies, fétes, rules and laws,

% Derek Schilling has pointed out how the emergesfcthe everyday in post-
World War 1l French philosophy has in recent yebegn keenly adopted by
scholars in the English speaking academic worldsretihe “cultural turn” has
proved a fruitful ground for a category which “allg] for a rehabilitation of
ordinary practice while precluding the wholesaleinstatement of
anthropocentrism” and helps circumvent some of fiimits of language-based
paradigms.” At the same time, he highlights that ¢keryday was by no means
a predominant paradigm in the thought of this pkrias philosophers were
generally more focused on “the legacy of phenonamobn the one hand and
structuralism and Lacanian psychoanalysis on therdt(Schilling 2003: 23-
24).
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there is always something new and unforeseen thabduces itself into the
repetitive: difference. (Lefebvre 2004: 6)

The observing of rhythms also blends the spatidltha temporal, or
makes it possible to observe places through terhpoyzerience “[the
rhythmanalyst] makes himself more sensitive to siien to spaces. He
will come to ‘listen’ to the house, a street, a tdWlLefebvre 2004: 22).
In other words, the experience of places and phenammust be
understood as certain temporal fluxes, and notinirthe material world
escapes the transforming, yet repetitive impachgthmic change: “An
apparently immobileobject the forest, moves in multiple ways: the
combined movements of the soil, the earth, the ®uthe movements of
the molecules and atoms that compose it” (Lefe@@@4: 20). Marjorie
Perloff has similarly commented on the use of riépatin poetry, and
stressed how “repetition in the continuous present .] assures
difference, for no repetition, whether of word @ed, can ever produce
an exact replica of a now lost original” (Perlofi(®: 183). The format
of a poetic journal, in its registering of the rmyts of the everyday
through the rhythms of poetic form, is particulaslyited for exploring
the patterns of the quotidian domain through Itgdanguage. In the
journals of MacNeice, Mahon and Muldoon, the negmin between the
sometimes subtle, sometimes dramatic variationsdest repetition and
difference in the poetic and the non-poetic, arsb ahe verbal and the
non-verbal, is a consciously adopted strategytengiting to understand
the complex and somewhat labyrinthine interrelaiop between life
and poetry.

Il

Autumn Journglas MacNeice informs his reader in the prefatate rio

the sequence, was written “from August 1938 uttd New Year,” a
time during which Britain and Ireland, with the red Europe, were
increasingly coming to terms with the possibilitf another war
(MacNeice 1979: 101). MacNeice’s ambition was, e tautumn of
1938, to produce a longer autobiographical poetarkywhich, Jon

Stallworthy writes, “would admit the impurities tife world, the flux of
experience, in a documentary form that, for allskeming spontaneity,
would be directed into patterns on a page—as imageim—by the

invisible imagination” (Stallworthy 1995: 228). Tleeryday rhythms of
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the poem are thus constantly measured against sés adisrupting

quotidian routine, or threatening the sense of gcthat such routine
might signify. As well as such alterations of rmetiand emergency or
exception, the poem is preoccupied with the roleamfand poetry in

describing these processes, and the possibilitiheaf efficacy in a time

of crisis. At the same time, the poem’s wider histd perspective is
measured against another state of exception, thihae @nding love affair
between MacNeice and Nancy Coldstream; a persoise enirrors the

looming historical upheavals.

The MacNeice ofAutumn Journalexplores the concreteness and
singularity of experience, while repeating the daircycles and rhythms
of everyday life: meals, urban transport, newspapedio, telephones,
routines of factory workers and industrial prodactiboth follow and
create such rhythms, and are constantly interruateldmodified by that
which is extraordinary and distinctive. As Edna glmy puts it, the
journalism of Autumn Journakelies on “everydayness turning strange”
(Longley 1988: 63). MacNeice's familiarity with Gale philosophy, most
notably Plato, Aristotle and Heraclitus, impacts bbservation of these
processes, but does not lead to the adoption abatract, philosophical
perspective above the level of everyday experieang, more than any
preference of the purely aesthetic is allowed tpessede the messy
confusions of life. This is consistent with the p®éong-held beliefs on
the relationship between life and art. As he nated letter to Anthony
Blunt in 1926, “I don't believe in pure anything.nthing pure is an
abstraction. All concretes are adulterated” (quated/alker 2009: 204).
Rhythm and repetition, however, allow the poet ¢éocpive patterns in
the flow of observed phenomena, and thus also helgotiate the
dichotomy between the abstract and the concrete.

The observed rhythms of the sequence are replicatéae formal
aspects of the poem, like in its use of the “etdstid of quatrain,” as the
poet himself called it (quoted in Stallworthy 199533), the almost
exhausting repetition of lines beginning with “@ndnd the extensive
use of lists. As Neil Corcoran has observed, “riépatat the formal or
technical level can be thematically functional iradieice,” and also
becomes “one way of defying what his work frequefitids repetitively
wearying in the actual, inevitable repetitions iefrlg” (Corcoran 2009:
216, 221). In much of MacNeice’s poetry, repetit@iows for formal
control and questioning, as well as the employroéiain almost musical
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patterning which helps keep in tension the fordexity and flux in his
verse, or, as the poet himself put it, help “imppspn flux an
architectonic” (quoted in Corcoran 2009: 223). Rinytand repetition in
MacNeice thus have many, sometimes mutually coicticy,
manifestations, signifying entrapment, monotony atalistrophobia as
well as poetry’s potential for a certain kind ofbsarsive vitality.
Corcoran draws attention to “[. . .] the brilliargpetitiveness of the
rhetoric of ‘Autumn Journal’ with its hammering geyndeton—the
word ‘And’ repeated propulsively again and agaid again” and notes
how “in ‘Autumn Journal,” history makes poetry happ In that poem
the time itself is link and rivet as MacNeice’s fjpal, and journalistic,
dailiness of a London both claustrophobic and exating is darkly
shadowed by looming European catastrophe” (221¢ ftythms of
everyday London as simultaneously “claustrophohied “exhilarating”
are expressed both formally and thematically. lthis use of repetition
specifically which makes it possible for MacNeiae reflect on the
tensions between “journalistic dailiness” and wagyi degrees of
difference, and artistic or literary creation. Re@pen, in other words,
signifies both that which is monotonous and thesiilty of breaking
away from its force field, not through aesthetitadbment but through
the constant process of encounter and change hetpastic discourse
and the world with which it connects. Wutumn Journalrepetitive
monotony, “The reflex action or dog or sheep / Begmough for normal
avocations / And life rotating in an office slee@d long as things are
normal” (MacNeice 1979: 121), is modified throughet energies
inherent in the repetitions, “the rhythm which thetercrossing /
Coloured waters permanently give” (135).

Michael Moir suggests that Henri Lefebvre’'s distioo between
“representational spaces” and “representationgate’ (as outlined in
The Production of Spapeas characterised by top-down authoritative
control versus lived, imaginatively conceived ciggt, help understand
MacNeice’s engagement with religious authority, asetigious spaces
(Moir 2012: n. pag.), as well as other forms of edibd, ideological
control. These perspectives seem to be harderstmgliish inAutumn
Journal however, which draws its energy from the inteypd rhythm
and repetition as monotony or exercise of political commercial
structures of power, and of the patterns discelinethe plurality of
“lived” experience in pre-war London. Here, the pisssituated not quite
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in a “lonely centre from which to launch didacticdaother excursions,”
as Edna Longley says of his shorter lyrics, bugntedded within the
field of perception and pattern from which the pograws through “a
series of links that evolve into a great chain”rfgtey 1988: 61, 66). It is
such a centre that Lefebvre’s rhythmanalyst oca&ipiéThe
rhythmanalyst will not be obliged jamp from the inside to the outside
of observedbodies he should come to listen to thems awhole and
unify them by taking his own rhythms as a referefgeintegrating the
outside with the inside and vice versa”; “he mustutaneously catch a
rhythm and perceive it within the whole, in the samvay as non-
analysts, peopleperceiveit. He must arrive at theoncretethrough
experience” (Lefebvre 2004: 20-21, his emphases).

The journal as daily record also allows MacNeicgeoceive details
and rhythms accumulatively through the rhythmshaf talendar days,
weeks and months. A specific date, relying on fhabfic” rhythming of
everyday experience through the calendar in Lefghisrboth dependent
on repeatable structures, signs and symbols ofemdar year, and the
importance of discerning any specific date fromeoth The concepts of
weeks, months and years are based on rhythmicripatgeof time, a
dynamic acknowledged by MacNeice, who approachethritugh a
guestioning of Platonic philosophy:

For me there remain to all intents and purposes
Seven days in the week

And no one Tuesday is another and you destroy it
If you subtract the difference and relate

It merely to the Form of Tuesday. This is Tuesday
The 25" of October, 1938. (MacNeice 1979: 124)

Here,Autumn Journakchoes the 1933 poem “Sunday Morning,” which
similarly questions whether one can “abstract daig and make it to the
week of time,” though the earlier poem’s Sundaglissussed as a “self-
contained” instant of illusory time outside, rathkan as a part of, the
repetitions of the weekdays (MacNeice 1979: 23e €kistence of any
“Form of Tuesday,” as an unchanging form, is chged by
MacNeice's preference of Aristotelian, but even enguoignantly,
Heraclitean thought, which refuses the certaintyfigéd form and
acknowledges that “we cannot make any corner éndifin life’s beauty,

/ That no river is a river which does not flow” (bfdeice 1979: 102). It
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is through rhythm and repetition that we understdimel concept of
Tuesday while telling one Tuesday apart from arothe

The operations of society and commerce, the busiaesusual of
everyday trade and communication, also seek torlbsny specific
crises threatening such processes, perhaps mastamly through mass
media: as Lefebvre notes in his chapter on “The iMeDay,”
“[plroducers of the commodity information know emigally how to
utilize rhythms. They have cut up time; they havekbn it up into
hourly slices (Lefebvre 2004: 48, Lefebvre’s emphasis). Autumn
Journal their role in accessing events outside the imntediild of
experience is also constantly underlined. For Lafebthe mechanised
rhythms of mass media seek to erase that whichxegptional (or
singular or unique) in life, as it seeks to pres#éstcontent as a
commodity (Lefebvre 2004: 50). The singular, asortgd through mass
media, taking place in a location other than itpresentation, is
rendered, if not meaningless, at least lacking he subtlety and
substance, or the complexities of immediate expeeeThe pre-World
War Il crises threatening MacNeice’'s London areaat pf a routine
which will go on regardless of valuable news cotitfn. .] Newsboys
driving a roaring business, / The flapping papeatcmed to see / If
anything has, or has not, happened” (MacNeice 1276). Even those
moments in the media day which should signify akrfeom the routine
become a part of a mechanised experience thattfalbseak free from
the operations of the media market place: “Theysating and buying
the late / Special editions snatched and read #prupBeneath the
electric signs as crude as Fate” (MacNeice 1979).10

In section XXI the poet explicitly questions notlyrhe ultimate
value of everyday life but also of aesthetic aribtie practice:

And when we clear away

All this debris of day-to-day experience,

What comes out to light, what is there of value
Lasting from day-to-day?

I sit in my room in comfort

Looking at enormous flowers—

Equipment purchased with my working hours,
A daily mint of perishable petals.

The figures of the dance repeat

The unending cycle of making and spending money,
Eating our daily bread in order to earn it
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And earning in order to eat.

And is that all the story,

The mainspring and the plot,

Or merely a mechanism without which not

Any story could be written? (MacNeice 1979: 143).

The repetition of the phrase “day-to-day” and itgyming with the
“away,” in the first line of the section, underlgthe anxiety motivating
these lines: when the more trivial concerns withhdane existence are
“cleared away,” what is it that will sustain usdapoetry, from one day
to the next? The repeated words thus assume amadite meaning
depending on context, signifying the ephemeral idist or the
everyday on the one hand, and, on the other, theeps of time which
will ultimately test that which retains its value the midst of the
“debris” of modern life. Furthermore, the contrastween “dance” and
“unending cycle” set the rhythms of art against tmendane and
numbing repetitions of a mechanised, commercialiespc Here
MacNeice interrogates the dynamics between theidjant and the
literary or the aesthetic, and the rhythm and igpetmanifested in the
“figure” of dance, or in the cyclical dynamics ofropluction and
consumption. In shortAutumn Journas constant interweaving of the
rhythmic repetitions of the everyday, of commeroéustry, media and
political systems with MacNeice's belief in the ality of poetic
language, its own oscillation between rhythmic titipg and difference
in responding to these systems results in poetrictwis part of the
society around it, yet not subservient to its mfnectional processes.
“Like the poet,” writes Lefebvre, “the rhythmanalyserforms a verbal
action, which has an aesthetic import. The poeteors himself above
all with words, the verbal. Whereas the rhythmasiaboncerns himself
with temporalities and their relations with whold&efebvre 2004: 24)
in Autumn Journalthe poet becomes the rhythmanalyst.

1]

Unlike the two other poets discussed in this esBayek Mahon does
not explicitly set out to write a journal or diamp poetic form.

Nevertheless, his first two collections afténtarctica (1985), namely
The Hudson Lette¢1996) andThe Yellow BookK1997) mark a shift in
poetic style from “the high formalist thing” towardfinding some of the
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values of free verse” (quoted in Haughton 2007:)228d also a
development of what Haughton characterises asdlagical monologue
in continuous, discursive style, cast in a tonaihstable idiom that is
often cacophonous, inelegant, and prosaic” (Haug2@07: 226). As
Haughton goes on to argue, Tie Hudson LettedMahon, repeatedly
drawing on Yeats, also sets himself apart fromctnonical Irish poet’s
project: “Yeats insisted on the gap between the and the man ‘sitting
down at the breakfast table,” while Mahon seeksdtablish the rapport
between them, the breakfast voice and ‘dream /fedémptive form™
(Haughton 2007: 244). | will here focus on the datbf the two
collections, however, as it was, as Haughton oleserthe one the poet
composed while Mahon was compiling his edited ctlb® of
Journalism (Mahon 1995), and in which he attempted to “combine
poetry and journalism” (Haughton 2007: 269)—withe tidifferent
sections of the volume repeatedly referring backladhon’s journalistic
pieces.

The Yellow Boagkjust asAutumn Journal negotiates between the
personal and the more social or communal senseeoivord “journal,”
and finds its register half way between the autgtaiphical mode of a
diary and a record or public discourse. The voluvas preceded by the
writings Mahon collected in his notebook (titledct8pbook 1996-1997”
in the Emory archives), which, Haughton argueswshthat the work
was designed as “an architectural whole,” desgstapparent structuring
around “quickly written notes” (Haughton 2007: 271he tension
between the public and the personal is recognisediahon in the
reference to Edmund WilsonAxel's Castlejn a section with the same
name; for Wilson, it was “the private imaginatianigolation from the
life of society” which propelled the writing of methists like Yeats,
Eliot and Joyce (quoted in Haughton 2007: 270)hSselation becomes
somewhat more poignant and less creatively attumetle era of new
media technology, however, as these media, designddcilitate the
interaction between individuals, are seen to sew@urpose other than
their own impersonal functioning; in tHm-de-siécletwentieth century
society, “computer talks to computer, machine tewaring machine”
(Mahon 2011: 198). And if Mahon conside/sutumn Journalas
expressing “the most extraordinary visual and l&sgnse of the period”
of the late 1930s (Mahon 1996: 22-23e Yellow Booksimilarly
registers the ethos of late twentieth century Dutlirough an immersion
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in the details of its parks, streets and buildingsalso reflects Mahon's
attempt to address, through poetic language, theregpancy between
practical “uselessness,” as David G. Williams calis of artistic
endeavor, and the culture of “sensationalism” aindtant gratification”
which characterises the contemporary condition, ame-negotiation of
“the artistic tension between emotion and form” ((\ins 1999: 115).
The Yellow Bools a modernist poem on postmodern culture: Mahon’s
densely referential style developed in the 199@sthe mix of “idioms
and voices from a variety of sources—commerciatatec, journalistic
and literary” (Williams 1999: 112) may address anditon and
aesthetics which is characteristic of the late tie¢im century urban
culture. However, underneath there is always a eseofs absence,
nostalgia and loss of faith.

Mahon also shares both MacNeice’s and Muldoon’seonover the
role and value of poetry, seen under pressure tt@mmonotony and
banalities of everyday life and the mechanical emasumerist impulses
of the late twentieth century postmodern societylimes not entirely
dissimilar to MacNeice’s quoted above, Mahon exgessconcern over
the value of poetry and art in the postmodern cosisociety:

What, in our new world, have we left to say?

Oh, poets can eat now, painters can buy paint

but have we nobler poetry, happier painting

than when the gutters bubbled, the drains stank

and hearts bobbed to the clappers in the sanct{sligtton 2011: 202)

While MacNeice’s poem remains, for the most parthie simple present
tense, Mahon’s more nostalgic melancholia constasitps into past
tense in expressing a distaste for the “pasticheadise of the
postmodern” (Mahon 2011: 202). Mahon’s varied alexilble use of
iambic pentameter and rhyme similarly serves a ga@psimilar to
MacNeice’s “elastic quatrains”—they act as a waylérnating rhythm
with occasional rupture, and balancing pattern hih uneven flood of
experiences the poet is seeking to record.

Rhythms of the body, of nature and of modern tekdgyo are
constantly measured against each other in Mah@®984l poetry. Inhe
Hudson Letterthe city’s sounds include “the plaintive, desolasth-
horns on Madison and"5/ and [. . .] Daisy Cunard’s nightingale,” “the
first bird and the first garbage truck” (Haughto@0Z: 276), and the
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poet/speaker is engaged in the routines of theydagr punctuated by
the real and imagined intrusions of media and #tearal world: “I make
coffee and listen for the news at eight; but fir& nightingale” (Mahon
2011: 162). InThe Yellow Boakthe poet situates “night thoughts” in the
moment when “we lie smoking between three and fduefore the first
bird and the first tour bus” (Mahon 2011: 195). inat sounds,
especially those made by a bird with such stronmgbsjic connotations
with artistic inspiration as the nightingale, peigate in the cyclical
rhythms of night and day.

Mahon's isolated artist/philosopher observes thgthrhs of the
world around him from a spatial distance, from tla¢tic room” of
“Night Thoughts,” “Axels Castle” and “Smoke,” Elizath Bowen’s
imagined observing of early morning Dublin in “Atet Shelbourne,” to
the German philosopher’s tenement “up there abbgeptomenade” in
“Schopenhauer’'s Day.” For Henri Lefebvre’s “rhythmadyst,” such a
distance may be necessary to perceive the dynamwements he seeks
to understand:

In order to grasp and analyse rhythms, it is necgs® get outside them, but not
completely: be it through illness or technology.[.]. A balcony does the job
admirably, in relation to the street, and it isth@s putting into perspective (of the
street) that we owe the marvellous invention otbaies [. . .]. In the absence of
which you could content yourself with a window, thre condition that it does not
overlook a somber corner or a gloomy internal g@rd. (Lefebvre 2004: 27-28)

Where MacNeice oAutumn Journakituates the solitary speaker in the
midst of the plethora or phenomena addressed irptigen, Mahon’s
existential outsider has placed himself in the nmarghe trope of a view
from a window, or a room above the street lifehad tirban setting is by
no means a new one for Mahon; in the earlier “RageOrder” (Lives
1972), for example, the poet is positioned outshde world perceived
below, “the fitful glare / Of his high window is dsNothing to our
scattered glass” (Mahon 20147).

The two first sections oThe Yellow Bogk“Night Thoughts” and
“Axel's Castle,” place the decadent poet in hisdgiuby Dublin’s
Fitzwilliam Square, with a view across the straabithe park in the
middle of the Georgian buildings. The poet's quést inspiration
reaches out to the natural life of the park, totiséory of the square, and
locations and literary works in temporal or geotiiepl distance. In
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“Night Thoughts,” the time of day is first specifi@s “between three and
four” in the morning, and the season as April, lstthe poem moves on,
the time shifts to morning and the season to “Ndweni and memory
intrudes by taking the speaker to childhood “Cotridlim or Co. Down.”
The temporal and spatial disorientation is echoethb poem’s constant
change of register between lyrical harmony and gcosliscord, and
between nostalgia and present-day harsh realityn fthe exaggerated
iambic sway of “My attic window under the shiningtes / where maids
slept in the days of Wilde and Yeats,” or “Sentaunsi solitude, ancient
memory, night / and silence, nobody here, but ea®n night-write /
blind in a bedside notebook,” the poet moves, withissing a beat (or
at least an end-rhyme) to “crane light where tloms&truction industry’ /
throws up new office blocks against the sky,” abdver mind the new
world order and the bus tours.”

Temporally and spatially, both “Night Thoughts” arféxel’s
Castle” move between present day, remembered ph#ti{ood), and
the historical narratives of the turn of the twetiti century, between
different times of day (night-time between thred &our, early morning,
day, nightfall/“dusk.” Experiences of media and heclogy are
repeatedly referred to as signifiers of the ailppsent-day society or
the more pleasant visions of the past, in line withed Davis's
characterisation of nostalgia, “The Beautiful Pastl the Unattractive
Present” (Davis 1979: 18). The rhythms of preseyt-dublin, its
commuters, tourist buses appearing at regularvialgr and daytime
business where “computer talks to computer, machmenswering
machine,” are phenomena which keep the poet isthdio from hearing
his own thoughts; he prefers “[n]ight thoughts” (& 2011: 195) and
“night/and silence” (196), as daylight business rsohinder creativity:
“Only at dusk Athene’s owl will fly” (197].Night-time opens room for
silence required for memory and nostalgic reflettiof the present-day
outside world, only the park of Fitzwilliam’'s sqearthe walled
enclosure of nature, allows the poet to find rhyghahich inspire rather
than disturb. But even the rhythms of nature ameddwnder man-made

* Here, the Gallery Press edition ®he Yellow Bookand the later version
published inNew Collected Poemim 2011 differ. In the first version of the
poem, we have the more direct Hegelian referencto iSMinerva's owl,”
representing the owl accompanying Athena, the Gmged#dess of wisdom,
signifying historical wisdom in hindsight for thee@nan idealist.
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noise, as “[T]he first bird” coincides with the &l of tourists and
traffic; the “first of dawn [which] whitens a locepark, lilac and
hawthorn / dripping in wintry peace,” but “crocukgffodil” are followed
by “air brake and diesel/chug” (Mahon 2011: 195)islthe leaving of
tourists and nine-to-five commuters which makesgbet’'s imagination
reach out across the street, where “Beyond theraidimgs and the little
gate / perhaps a fox stirs, and dead leaves cenflah a dried-up
fountain crisp packet and matchboxNow, the park reaches the poet’s
imagination, and he allows it into his room: “deladves up here too,
lamplight night and day.” The alternation betweety énd night, light
and darkness, the present and the past, and tlusiant of visible and
audible reality versus the remembered or imagitseirvdere (in “Axel's
Castle,” he refers to the famous armchair travédes Esseintes) rhythm
the poet’s life and creative efforts. For Lefebuilee view from above
allows for the discerning of “diurnal rhythms” anelveals how regular
rhythms and repetitions characterise the day, glitdime, however,
“arrhythmia reigns” (Lefebvre 2004: 30-31). It isig irregularity and
unpredictability of the night-time, its independenof the rhythmic,
mechanic, functions of society which appears t@ gilahon’s nostalgic
poet the possibility of his melancholy creativityahon’srecueillement
thus requires temporal as well as spatial distéirmee the daily rhythms
of the city.

Mahon’s estranged decadent may leave his poems tpehe
criticism of Caren Kaplan, who, iQuestions of Travelcharacterises
modernist exile as a celebration of “singularitglitade, estrangement,
alienation, and aestheticised excision of locatiofavour of locale—
that is, the ‘artist in exile’ is never ‘at homejJways existentially alone,
and shocked by the strain of displacement into ifsgmt
experimentations and insights” (Kaplan 1996: 28ahiin’s views could
be seen to be characterised by nostalgic indulgenm@manticised
cosmopolitanism, aesthetic detachment and ahiatandividualism. His
fin-de-siecleaesthete may revisit the tropes linking the moderxile
with the postmodern traveller, both equally sepagatthemselves,

®> Mahon'’s poetry has repeatedly been attracted edit of discarded things,
famously in “A Disused Shed in Co. Wexford,” or tkennet “The Mute
Phenomena,” where the poet asks “What do you kn@f the revolutionary
theories advanced / By turnips, or the sex lifecaflery,” and claims that
“[a]lready in a lost hubcap is conceived / The Ideriety” (Mahon 2011: 76).
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Kaplan stresses, from the social and materialtieslof the places they
occupy. Mahon is, however, markedly ironic abowt bwn sense of
nostalgia, like in section XlI, “At the Chelsea A@ub,” where he
concedes that he may be “finally turning into aml dart” (rather
sardonically rhymed with “art” in the following l&) (Mahon 2011: 214).
And importantly, as Haughton notes in his discuss section XIX,
“On the automation of the Irish Lights,” “The paetense of desolation
at the automation is part of his broader respooghd encroachment of
new technology” (Haughton 2007: 306): it is spesifiy the lack of
human agency in the late twentieth century conteRich troubles
Mahon.

v

Muldoon’s The Prince of the Quotidiamne of those interim collections,
which the poet has mostly published with Galleryd3r rather than
Faber and Faber, takes up from the season wherdldita concluded
his long poem, the beginning of a new year; thekgacblurb
acknowledges MacNeice as precedent in calling tlanve “January
Journal,” a record in poetic form of a single wimteonth in 1992. The
31 poems, 12 of which are sonnets, are set in Nensey and the
surrounding east coast U.S., with intermittentusitons of remembered
or imagined Ireland. The collection’s date of paation coincides with
that of The Annals of Chilethe poet’s first Faber collection, fully
registering his relocation in the U.S., and wouldfigure the writing of
suburban America into his 1998 collectiday.

Like MacNeice and Mahon, Muldoon’s journal exprasseslight
trepidation with the interrelationship between ppeind the mundane
contexts out of which it emerges, and which itrafies to weave into a
meaningful literary composition. The medium of &pojournal itself is,
again, an embodiment of such concerns, an intetiatbgeen the world
of the distilled lyric and everyday experience. ,Buhile the poems of
MacNeice and Mahon, despite their division into bened or titled
sections, are formally closer to long poems, amjister the experience
of the surrounding world in structured but flexibflowing, more
narrative verse, Muldoon'®rince adopts the form of a sequence—or
“diary sequence” as Clair Wills calls it—with itermets and short lyrics,
despite a certain amount of narrative glue betwenpoems. At the
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same time, it is the embeddedness in the everydélis points out,
which separates the diary from Muldoon’s other emilbns, as the
journal engages with “quotidian’ encounters, egesuid actions, as well
as exploring everyday rhythms of speech and thdu@ills 1998:
161). These rhythms of “speech and thought” aretiggd through the
rhythmic patterns of poetic form itself, in Mulddsruse of “traditional
verse forms such as sonnets, terza rima, couptetssa on,” and the
apparently nonchalant language of the poems allevesds and
expressions to fall into a technically complex geemingly effortless,
chiming pattern (Wills 1998: 161).

Formally, it thus seeks to negotiate the relatigmdbetween the
intensity of lyric moments of epiphany, and the tests outside the
realm of poetry from which those moments might eribut as
Armstrong stresses, in this volume “transcendesceemdered acutely
problematical” (Armstrong 2011: 117). The practafe‘versifying,” of
composing poetry and finding rhyme, positions theetpin an
intersection between the perceived non-verbal warld the verbally
constructed realm of a poem, and is addressedeimitteteenth poem;
here, the extensive use of quotation marks undelihe act of creating
as an act of selecting and attempting to find ther@priate diction to
“expand” on what is already there:

Not for nothing would | versify

‘The Alchemist and Barrister’, rhyme (pace Longlagt’
with ‘dog’, expand on the forsythia

that graces our back door: ‘humdrum’, ‘inadequate’,

‘inconsequential journalese’, ‘a klieg light
masquerading as the moon’; none will,

| trust, look for pattern in this crazy quilt

where all is random, ‘all so trivial’ (Muldoon 19929)

“Not for nothing,” the speaker tells us, but theuble negative of “Not
for nothing” already raises doubt over whether himg” could become
“something.” Why rhyme “cat” with “dog,” or “exparitthrough poetic

expression, on the phenomena of the natural wdrlduburbia? The
rhymes and rhythms of poetry in Muldoon’s sequemseem less
interlaced with repeated rhythms perceived in gliati existence than
something which might—or indeed might not—rendee thpparent
triviality of that setting worthy of poetry. [fhePrince of the Quotidian
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rhythmic repetition in everyday life is suggestedher than enacted
formally in the poems: the long lists and reverbers of MacNeice and
Mahon make way for single mentions of breakfasitmets, drives and
evenings watching television, which seem to staod father than

embody, through repetition, a life of mundane, reng events. At the

same time, the “crazy quilt” stands for both theenenced quotidian
surroundings addressed in the poem and the texthef poems

themselves. The off-hand remark, “none will, | trdsok for pattern,”

conveys both a simultaneous hesitance over thefisgmce, or not, of

converting such experience into poetic language forch, and a

challenge to Muldoon’s readers who, by the mid-E9®uld have been
accustomed to scanning Muldoon’s collections foraberate

configurations of metre and rhyme. But the imaged ahort threads
contributing to the larger fabric of the poems may be enough to keep
it together; such doubts are expressed throughcemsieng voice in the
30" poem:

I look out the kitchen window. A cigarette burns
In the midst of the pyracanthus:

‘What'’s with you,a mhic?

Apart from the ‘eel-grass and bladderwrack’

There’s not an image here that’'s worth a fuck.
Who gives a shit about the dreck

of your life? Who gives a toss

about your tossing off?’ (Muldoon 1994: 40)

The distinctively Irish idiom, with the vocativea“mhic; specifically
draws attention to the distinction between therisédy inscribed, literary
landscape of Ireland, and the apparent trivialitthe imagery available
in suburban America; the exceptions of “eel-grasstdadderwrack” are
also imports from Ireland, referring to Nuala Nidphhnaill’s collection
Feis mentioned in a previous poem. As Wills highlightse diary
sequence associates triviality with the everyddg In New Jersey,
whereas “news” of deeper significance are of Iastygin. The global
culture of media and commodification which rhythueeyday existence
through entertainment and commerce isTle Prince of the Quotidian
set against the rhythms of poetic discourse—Widiseehquotes Wallace
Stevens’s “The Noble Rider and the Sound of Word#:is the
imagination pressing back against the pressurealfty” (Wills 1998:
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160). Lefebvre echoes such a dynamic in “The Mé&hs,” where he
notes that the fragmenting and rhythmic effectsnass media can be
seen as oppositional to creativity as a form ofexttve freedom: “The
present is a fact and an effectcoinmercgwhile presence situates itself
in the poetic: value, creation, situation in therida@and not only in the
relations of exchange” (Lefebvre 2004: 47). Lefewr‘poetic” is here
more akin to the Greekoiésis making or creating, rather than the
aesthetics of a verbal art form, but his ideasefilusory, commaodified
“present” of the media and “presence” as an opefongreative and
situational response also characterise Muldoon&ip@oncerns imhe
Prince—can poetry meaningfully engage with the here aod in the
midst of global media culture, which, at least stipally, allows access
to any place, any time?

The voice of section 30 is identified as that af tlbiquitous talking
horse or “horse-head” of Muldoon®euvre,in the final poem of the
sequence; this is the voice that, in “Gathering Maems” Quoof
1983), “spoke this verse: / [. . If sing you must, let your song / tell of
treading your own dung, let straw and dung giveparng to your step
(Muldoon 2001: 106).Quoof the collection registering the troubled
liaison between poetry, the body and their polititenctions during
Northern Ireland’'s hunger strikes, stands in stadktrast with the
middle class comforts afhe Prince of the Quotidiamn the final stanzas
of the latter collection:

the horse head folds his horse-hide parachute
till it's no bigger than a glove:

he slaps my cheek; ‘Above all else, you must atone
for everything you've said and done

against your mother: meet excess of love
with excess of love; begin the Feast of Saint Brigiduldoon 1994: 41)

The presence of Brigid Muldoon, which dominaitd®e Annals of Chile
enters the collection on the eve of FebruafySt Brigid’s Day, brought
by the horse-head which now parachutes itself Méw Jersey. The
demand for a personal and cultural sense of regpliys or

“atonement,” with the half-playful slap of a chek#dges the flippant
guotidian and the painfully profound, as well a® theographical-
temporal distance between memory and actualityviliidoon’s poetry,
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the actual and/or phenomenal, rather than crysitadli itself in
transcendental epiphanies, is usually absorbedtir@darger, rhythmed
cyclical patterns of his poetimeuvre or as Fran Brearton notes, into one
“Great Wheel” (Brearton 2004: 45).

While the full centripetal pull of that wheel doest quite reaciThe
Prince of the Quotidianit haunts its engagement with the mundane
guotidian realm; rhythm and rhyme are in this adln the makings of
poetry, rather than part of the at times tedioysetigveness of the
everyday embedded in the journals of MacNeice aatidn. If, as Wills
notes, there is a risk of “over-readingtie Prince which “is for the most
part a light, even slight work” (Wills 1998: 161),is specifically this
tightrope walk, the simple registering of the mumelaon the one hand
and, on the other, its “over-reading,” which alighge concerns of the
collection with those of the two older poets.

Vv

“Everywhere where there is interaction betweenaxql a time and an
expenditure of energy, there is rhythm,” Lefebvontends (Lefebvre
2004: 15). The poet as rhythmanalyst is immersddiginteraction, but
is also cognisant of its consequences to his owncartainly in the
journalistic works discussed above, as they imm#érsenselves in the
specific loci of pre-war London, fin-de-siécle Dimpland suburban New
Jersey. All three poets explicitly express, in théburnals and
“‘journalistic” writing, a preoccupation with the lationship between
poetry, or poetic expression, and the more quatid@ncerns. MacNeice
seeks for that which could be of lasting valuehie midst of the “debris
of day-to-day experience.” Mahon’s existential atieis relate to the
apparent superficiality of late 20th century soci&$ he asks “[w]hat, in
our new world, have we left to say?” Muldoon’s dtajbtypically
worded through an act of poetic ventriloquism, expressed by the
accusing voice of the horse-head, for whom “[t]hereot an image here
that's worth a fuck.” In all of the texts discussebove, the
interrelationship between self, poetry and the @vatko carries to poetic
form, and to the use of rhythm and repetition ipressing, challenging
and transforming the rhythmic and repetitive eletsasf everyday life
and the surrounding society. The form of the pogtiarnal, it's
connotations with the recording of daily events anglith
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autobiographical expression, as well as its somewlaemeral nature in
relation to the more carefully crafted, condensgdt| is adopted as a
medium especially suited for describing the proessthrough which
poetry emerges.

For Lefebvre, rhythm as an overall term can brirgether
seemingly disparate elements and phenomena ofierperand society,
and rhythmanalysis should take into account boghetkercise of power
and control, as well as acts of resistance; betwkese lie the small
scale encounters of everyday life, of systems aingport, news
broadcasts and meal times. The repeated referdoncpsetry or the
poetic in Lefebvre’s work underline that creatidengent of the Greek
poiesis, an act of imaginative engagement with the worldfebere’s
rhythmanalyst

seems close to the poet, or the man of the theattepoetry, music and theatre
have always brought something [. . .] to the evayydhey have reflected on it. The
creator descended to the streets of the city-§tate] they assumed city life. The
rhythmanalyst could, in the long term, attempt sitrimg analogous: works
[oeuvres] might return to and intervene in the gday. (Lefebvre 2004: 25).

Addressing the processes of life or poetry throtlgthms thus requires
an engagement with the concrete phenomena thatptle¢ or the
rhythmanalyst, or the poet as rhythmanalyst, eneossn MacNeice’'s
stated refusal to “abstract [his beliefs] from thebntext” (prefatory
note), in the poem which is “about nearly everyghwhich from first-

hand experience | consider significant” underlities way in which the
poetic journal is embedded in its social, histdrarad material contexts,
and lies at the intersection of the lived and thstlzetic.
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