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POETRY AND ETHOS: TOWARD AN ONTIC UNDERSTANDING

1. THE ANALYTIC QUEST

normative method of poetic analysis. By means ol this inlegrated strin tnral
system, the reader has an authoritative standard at his (lis])osal. While the
reader iscompletely Iree to apply these directives suhjectively, the objective,
religiously-lI'ounded philosophical basis keeps the danger ol |Juie inspira-
tional analysis at bay.

liach aspect ol'creational reality isconsidered in itsown artistic iighi and the
interrelation of the parts continually reassesses the significance ol the
individual segments. It is nevertheless the coherent unity ol the text that
remains central to the reading and understanding ol the work of art.

'I'nis artistic wholeness is the inler[>retative expression of the autliorial
Dresence in the poem. The quest of this integrated approach is lo analyse
and evaluate such an aesthetic interpretation of reality, and only by
unlocking the manifested expression of the artist, can the leader tiuly
penetrate into the “heartbeat” of the aesthetic experience.

2. AESTHETIC ETHOS

As art, or any aesthetic experience, isalways ari interpretation, a particular
view ofreality, it isimportant to gain insight into such a portrayed vision. A
syst(;m should therefore be devised by which to determine and evaluate the
ex|)ression of the artist’s insight, his feeling and his sense of beauty, his
imagination and his subjectivity (Rookmaaker, 197,): 22!)) ; in short, tin-
rellection of the spirit of man and spirit of the times.

It is this spirit permeating the experience, the human experience recicated
as aesthetic expression, which, being concerned with feelings and attitudes,
also rellects the “lived fulness of the woi Id” (Brooks & Wai ren, 197(): 9).

-And yet the spirit ofa poem does not exist “an sich”, but isonly rec(jgni/.able
in the “Being” ol the poem, the aesthetic espression. In other words, the
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clhos can be dclcclcd “aiis decm was csctwa aiis decm Mecnsclii ii niaclit, also
aiis (lcin (jcslallhallen niid (icslallgcwordciicn” (Sclincidcr, 8).
Dooycwcci(l and Sccrvcld ay;rcc lhal Ilir cvenUial arlislic aclivily of llic
arlisl is tclii‘ioiisly dctcimined and direeled from llic hearl (Van def Heru;.
19)73: Kifi). Harlisii(cxpicssion isindeed groimded in Ihe“sii|)i a-slrucliiral
roDloncness" (Tioosl, 197(1: of Ilic “1”, ihcn Ilic cllios or niaii’s “lairly
(Diislanl ioinidaliotial al liliklc" (1'roosl: 77) lowartls lile, iimsl he cvinicd in
a K’coi®ni/ahle and analysabic exprt'ssidii.

Deleclion ol llic objeciilied el hos mnsl, like any scientilic experiment, be
lounded u|)on law-bonnd analysis in order lo be nornialive. (Christian
philosophy and s<riplurc ean provitle sn<h a basis. | shall atlcmpi lo
ehicidale lliis poini ordcparlnrc brielly.

lion ol hnniaii cxisiciuc in the hearl of man or ihe “1” (Troosl: 72). [I'lie
conlessional vviliicss ol nian or' poem linds its jioinl ordc|)arinrc in the same
rool. This “ 1" is coin rclel)' expressed lliroiigli human acts and their modal

aspc( Is, which arc called inlo exislcnce by linman jiosil i/.alion ol norm-laws
illrough acts, riicsc acts always have lheir origin in lhe integrated centre of
lilc, in ilk-“1” which camiol be analysed except in the expression ol the
selfTiood through the ethos.

Troosl (I 'M2) secs Ihe recogni/able manit'cslal ion ol Ihcelhos in lileand
cnilnre. as lhe expression f)l Ihe iiilcrnal inteiilioii, springing riom llic
Imnian “1”. The eliios is thus a lotal rcllectioii oi the religions direction ol
man’s lilc, of all inlerhnman and all oilier rchilioiishi|)s and also of his
ciillnral arlcracts. This implies Ihal the ethos ol a poem can also be
delcrinincd ihroiigh ihe reverse approach;/row the |J)oem lo the ethos.

3. THROUGH STYLE TO SPIRIT

I"or Sccrvcld ihc arlislic expression isvisible in the slylc ol'llic literary work
and signilli anil) enough, il is the whole man, with his whole modal make-
up, who is "sublcrraiicaiily” involved (1977; 41).

1 isihe totality ol the poem, Ihe coherent integration ofthe parts Ihal will I)c
relict led through the style oT the literary work. Although each aspect ol
reality has its own <'xprcssive impoitance and relevance, it is only the
iiilcrrclaledness, eohcrcnee and dimensionality which will reveal the
grealness ol the [)oeli( vision. 1l is this aesthetic vision which lends
signilicanee lo the meaning of a |)oern, this “credal slalemcnt” (Kook-
riiaakei, 197,'j; 114), irilegi ated in Ihe totality ollhe poem, whi( h will be ihe
seal ordislinclion, nni(Jiic lo every p(M-m.



{)nly by leading and uiulcrslanding ai | in Illiis way can wi- sliai'i inanollii i
|K Tson’s view ol (he nnivcrsf. Our(nicsl ihcn islo reveal and nndfisland llic
literary lesliniony «idu' lieailetl "1”.

4. AN INTEGRATED METHODOLOGY™*

‘I'lie sliuelural Iranii work used in (lie analysis ol the lollowing piH-ni, is
l)asedon llie Oooyeweerdian Pliilosoljliy ol Ilie (losinononiie Idea, a(la|)led
loi the plastic or line arts I>y Rookinaaker ami IiDr literatine liy C.alvin
Seerveld.

The Ill'teen aspects of modalities represent the liill s(ale ol lealily. I'he ordei’
ol the modalities has heen adjusted and Ih<- posilivations havt' lieen
sijecilleally devised with the |)urpose of attempting a piactical, inlegrated
analysis ol'poetry in particular.

A literary workol'ai I, (jualilied hy itsaeslh<-(ic niianceliilness, Ibuiidational-
ly exists through the word. It isthe lingual base, aesi helically opened up anil
pistically envisioned, that unfolds the literary possibilities of poetry.

Insuch an integrated apjiroaeh to art, lhe Ibllowing levels ol analysis can bi-
Ilisl ingiiished: the constiliient lingua-lorinat ive aspects, lhe ailln’ienl aesllie-
tic (lualiiies and the pistic (Jiialities ol'a work of an.

41 The lingua-formative basis

The surlace level of analysis, Ibimdcd on the lingual as|>ei. t, ineorportakK s
the Ilrsi nine adapted moilalilies (Ironi the numerical lo the lingual). This
lirst phase ol the Ilrst-Icvel analysis (close n'ading) will bi-gin with ihi'
positivization ol the mmicrieal aspect and progiess towards the lingual
loundalion. I'he.sc lingua-lorinalivc aspects are simply defmed Irom the text
without interprelative deductions.

4.1.1 'I'he inier[)retativ<‘level ol the lingua-lbrmai i\'e analysis isopened up
by the aesthetic (lualil'ying funclion and thus recpiires an -aeslhelic
rea.ssessment of the sub-layer (1—9) and its latent seconftary possibilities.

4.2 Under the guidance ol ihe (jualilying lunclion ol the aeslhelic, the
higher as|)ccts of a work o! art aie milolded and revealed in iheii many-
lacetcd potenlialities. I'he artistic (Juality ol Ilie literary work ol art is lo be
delerinined in direct correlation with the manner in which symboliial
originalily has been ex|)iessed. It is here that ihc allusive mulli-diincii-
siona lity ol Ihe higher modalii ies will emerge (iiiilkkillvaiily ij they iiir //it'u iill.

h.is Ix'ci) iiddcd ;ts Addt'iMhnit i.
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4.3 riic (niir<'ssioiial slaiicc ol Ilic arlisi will i1jreotiic fvidciil in llic
(-x])icssi()ii of ilk' cilios ol lhc arlislic manilcslalion. 'I'lii.s is the riiix ol lliis
lilcrai y analy.sis.

By means ol Ilir leading iunelion oi the eonlcssional aspeel in the whole
Mnlolcling pioeess ol analysis, the various parts and their ap(>ropriatc
balance will he iniloeked and evaluated.

By means ol these vatious segments, man's deepest eonvietions may he
implicitly f)r cxplic itly discovered and interpretetl. This then isthe moment
when the message ol the aesthetic meaning attains its imifiiieness; the

5. STRUCTURAL ANALYSIS

Becan.se of limitations ol space only one ptK-rn will be analysed according to
the integi ated methodology explicated. Only three ofthe filteen aspects will
he analysed hiU they will already give a clear indication ol the dimensiona-
lity revealed by this method as well as the confessional witness pervading the
poem as a whole.

The [)(jem by Rainer Maria Rilke* is not purely fictitious but
relies on an histot ical reality recorded in the Gospels. What the poet makes
ol the event aiul how it is expressed, is the concern of this analysis.

We shall consider the fomlh, fifth and tenth as|)ccts; thus, the |)hysieal,
biotic and the aesthetic modalities positivized in the poem.

5.1 The physical aspect

The positivizations Ibr this modality are; sound, rhyme, tension and
aesthetic balance.

5.1.1 On the surface Ifuel of the firs! level reading,, which does not attempt any
interpretation yet, a predominance of the heavier, lorm a, a, u and o voivels is to he
detected. 'lhree consonantal sound patterns can he distinguished: the fricative
iiuttural "<!” and the sibilant “sch". They do not only reflect a euphonious verse but,
antinpatorily add to theJorce o fexpression o fthe followini> aspect, the biotic and thus
soimd IS fused to the other dimensions of expression. The rhyme scheme shows a
correlation oj the first, last and second and third stanzas. The fourth stanza has a
significant fifth line added.

e llic |)()cli( IrxlLiind (ice lian™lalioii n\ hieuzigiwt; by K.M. Rilki‘, wliirh is analysed and
(lis( nssi'd in this [);ipcr, lias IX'cn inctndf'd as .hiHriidmu 2
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5.1.2 Till': IXiEHrRE IA TtV/t LEVEL 01' LUE S('RI’PACE HE.IDL.\(.

()! thellircesoiiiicl patlcrns, thestroiigly rc|)n;scim-d fricalivc “L” rcdccisa
narrative conlinuity (iirulerlinfcl by the rcpflilivf use ol “tiiul” al llic
beginning of 3 verses): “Kalilen (Jaigen|)iat/.i;/(Jesin(lel/liessen™ Alie voller
Lust/hielt(*n, verlaile/Essiggalle” and also conveys a cerlain sense of
beuiildered unreality (“irgend ein Gesindel/ und es war ihni selber, er liatte
ihn den Elia ruien horen/sie holVten noeh ein ganzes S[)iel inid vielleiciii den
koninienden Elia”), an atmosphere of insensibility in the monotony ol the
repetitive labials, which suggests a passive surrender to circumstance, a
pawn-like cjuality. Even the diction hints at a certain automaticily ol action:

Liingst geiibt ... ein Gesindel hinzndrangen
liessen sich ... hangen

dann und wann ... kehrend

liessen sich ... schlenkern

Bis der eine ... sagte.

In contrast to the lulling continuity of the labial soimtls, the harsh guttural
“CJ” and the related "ng” sound introdu(u- a tensile element ol stress. The
deceptive calm of the visual and auditory scenario strives to portray the
enactment ol'Just another spectacle, distanced as a play on a stage.

‘I'ne polarized interplay between the soothing “L” and the grating “(J”
sounds set-ms like an onomatop<x-ic undercurrent, stiaining uncertainly to
and Iro; very much like the onlooker’seye (discussed under the biolic aspect)
surveying the .scene.

I'his tensile (juality of breathless expectation and fatalistic unbelief is
particularly noticeable in the second hall of the poem. ‘I'hne monosyllabic-
<|uestion “Welcher?”, draws the attention to the single main figure and the
expectation of a spectacular miracle (lines 12 & 1-9). 'I'lie (-rowd literally
hold their breath but lheonlooking-s))eaker, who seems to have been drawn
into this suspense-rillerl moment, abruptly appears to alter the trend of
narration and reports:

“Alle

hielten (di'n Alan: my italics)
gierig ihm die I”ssiggalle (dass
er iiichl verlalle)”

11 line 18, expectation still runs high in “sie liolften noch ein gauzes S|)iel”,
which is then linally Ibrced to a com lusivc collapse of all hoi)e by the use of



Ilic pasi lctisc word “vcilicr'. [I'liis vacillalion I)clvwc<-n (he unspoken
(picstion "Will He or won't I'lri’”, isa personal aiillioi ial strn™i'le K-llected
tliiouglioiit the |)oem.

'I'lie presence ol'the word “(iod”, wliieli is nevei explicitly mentioned, is
implied in the cinmilative use oT the “(J” sound. Scri|)tnrally this also
coiiK ides with |esns' cry: “Mein (iotl, mein (;olt, watum hast du tnii h
verlassen.”™ (Mark 13:.'54) and the poetic re|)resentalioii in “die hiellcTi ...
Ai»’lin ihrn die Kssiggalle” .

The significance ol the insetted lirth line in the lburth stan/a; “iind sie
hielten, dass er ni( lit vet lalle”, which rhymes with “ Essiggalle” in the next
line, isconchideil in the Ilnality ol the past lensc “vcrllei”, the lasi word of
liie poem. These rhyming words already indicate an irn|)ortant disclosure
coiK erning the sentiments ofthe crowd and ol'the implied author (the hope
ol suiA'ival and the concrete collapse). Everything disinlegiates with the
death of (Christ, the unnamed central ligure. 'I'he additional hncsnins up the
desperate eHort and hope ol'the masses to prevent Chi ist Irom really dying
like any othei [x-rson; anti theeondiliotial vet I) “verlalle” (which convincing-
ly em|jliasizes this ho|)elul expectation), inflieates more than the mere dying
ol the I)ody.

5.2 The biotic aspect

Here the positivation ol this modality includes: intensity, climaxing
devclo|)ment, lbrce of expression and vitality.

5.2./ [ /ll-;SI 'RFA (/s //+;17-/, 0 f a.\al isis

Il a work of art has vitality, Wollerstorn (1978: ,314) considers it to pos.sess
aesthetic intensity. In this poem the narrative quality attains a developmen-
tal vitality in its stressed initial rhyme. 'I'lic interrelatedness ol lhe various
modalities, which iscoiititiually levealed hy means ol'the integrated method
ol analysis, isevident in the retroeipatory correlation oCprogressive vitality
and the vacillating souiid cpiality ol Ihe |)revioiis physical aspect.

'I'ne stressed initial rhyme em[)hasizes the aspect of time and |)laee in the
poem:

‘Langst’ : time

‘dann und wann’: time

‘Abet oben’ : place

‘Bis’ : implying extension in time and space
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GiikizZuiulfiliur nanative 1oiiliiinil v

‘Ijfiin* : conjimclive titpfiiilciux oii liiiic and siliialioii
"ADfr liinti'ii’ : plate

‘iiiul’ : conliimiiy in lirne

Korall itssuifaccairoriliscngafifnienl and un« ani:t,'m, ihc(><M'ni issiicu licd
liglu with inner slruggle, all the more intense lur tlie desperate attempt at
disinterestedness. Man’sexperience and the expression thereol are placed in
a spatial dimension and a particular tinie-relevaiice. 'lI'he time distance ol
the hejfinning, experienced as il'Vom memory, as well as thespatial distance
of'tiieconcliision, sinudtaneously ex|>ress a jjsychii (hslani e from the i venl.
rime seems to have lost its relevance hecanse diis event took place “liinten
lerne”, beyond any concern Ibr time.

Climactic movement

‘Jhe event of the criu ifixioii is narrated Irom the vantagi' point ol the
onlooker and his |)arliciilarconlessional stance; thiis//M/i iheonlooker/» the event.

On the surlace there are no ohvious climaxes. In word, thought and action
there seem to be only disinterested narration ami observation. I'he cry ol
iMary ci eates a lain! llickeringol'interest just to collapse into the ash that Ihe
IInal “verliel” symbolizes.

52.2 LM ERI'RET.rnVE LEVEL

The narration isone ol climaclic sweeps ol the eye liom the onlooker to the
event whic h is at the place ol the skull.

GalgBn(jl.nl/e Oben'(« 8) Dnnn (10-1SI hintoo leine (20 -211
(Linos 1- 4] — - (9— 171 _
Dniiii (6) / N
Onlo<Aei On(<wksi OnlookBt

In lines |— 1the movemen( is Ironi lhe onlooker to ihest.enit: background ol



Ilic [XH'(i(" “play”; line B} brings the eye to coiK cnlralr on one as|)cct williin
(he mass stcnc. While s(anza Iwo diiccls lhe rcadci’svision lo Ilie happcnini®
in (he (listalice on(c tnoic (“Al)ci ohcn"), Ihe Ihird stan/a linns Ihe \ isiial
lo( IS liom ihc ¥Yiiciali/alion ol llic mass impression lo a delailcd <lose-ul)
bel ween Iwo individuals (a dialoiiiie helween ihe eenliirioii and a soldier).
The vei l) “sagle"” portrays (lose pioxiniily while the l)ia( keleci descri|)lion
(“leekifi wie ein Seleher”) is a visual enlargement. 'I'lie denionslrative
[Jrononn “dieser hat geselirien” conveys the ini|)ression ol spatial nearne.ss.

distanee has a”ain heen ereated in “tiinlen Itrne”. Intra-inodal analogy is
I'evealed between the tensileeleinent ofllie |)hysical aspect and the intensity
ol ihe susijense-Hlleri test that the implied author puts to Cihrist. Neither the
onlooker noi lhe avid crowd evinces any real heliel' in the niiraenlous
resloralioii ol lhe dying third man on the cross; and yet they hope against
hope lo be proved wrf)iig (lines 1') aiul 18). 'lI'he tensile-intensity ol'an
expeclalioti held with baled breath reaches ashocked climax in thecollap.se
ol Iheir hopes. I'he miracle does not take place and Cod does not prove
liimsell to be (iod; inst<-ad, Mary cries out in the distance and the man howls
and disintegraies:

“Aber hinlen lerne ir/o/V Maria
imd er selber hnilllf imd vnjuT".

It is revelalory that the lInctiialing distance of time and place is further
extended in the psychic as|)cct of the poem. Although feeling is the
irreducible characteristic of the psychic modality, this ])oem is strangely
in.sensilive (“nach deni I"erligsein/liessen sich die freien Manner selilen-
k<iri; Langsi geubi ... irgend ein (iesindel liiii/.iidragen”) in its conscious
distancing Irorn |)etsonal engagement. 'I'lie emot ive (jiiality is therefore one
of calculatd non-involvement. The narrator remains strangely aloof and
seems lo lack leeling or imagination lo experience the event sensitively.

Spatial anri lime distance are thus antici|)atorily complemented by |)sychic
distance.

5.3 The aesthetic aspect

Alliisiv<’iicss, irnaginalivily and symbolical originality are |)ositivations of
the aesthetic ditTietision in literaliiie. Under the title “(Iriicifixion”, the
die lion falls into Iwo polarities: acknowledged earl hly powei (of Rome) and
unrecogni/.ed heavenly power (in (-hrist). I'*nveloping IM)th are historic lime
and place and the human element.



Line I'wi(lii(snaked place ol llu*skull sels tlicseeiie. Tlic place ol liic.s"f//] is
(Icfived I'loiii Ilie Aratiiai<' leitn “Ciolirollia”. in Laiin “C'alvaria” also
sitiiilies skull, anil is rclalerl to “Calvus”, meaning bald. In (ierman it
coincides with “kalil” lien(c, “(‘alva” is scalp witlioiU hair (Hcndriksen,
197.'5: 'i2F>).

‘I'lie worfl-grouj) “kahlen (ialgenplalze” is Ilius a Iv\i)lold expression ol llie
same idea, entpliasizing (lie denuded barrenness ol Ilte hill and implying al
the same time the liansitorine.ss o( lil'e. On the other hand, “skull”
syniboli/es indestructibility and that which survives death. For the
(‘liristian believer (Jolgotha is synonomous with life but the sceptic’s
iiiterpretation isprobably diamelrically opposite, tw'ice ascribing emptiness
and nothiiigne.ss to this particular hill.

In this poem the past tense verb “verllel” does not express the idea of
voluntary sacrillce, but isspeeillcally selected to portray visible decline and
collapse, like burnt ashes disintegrating or a house ol cards falling apart.
This is signilicant, as the sciiptural repoits all use the word “verschied”
whii h means that He gave up his Spirit. This indicates a voluntary laying
down ol his l,ilc whi( h no one look away.

Although the |)oern is entitled crmifuion. the symbol of the cross is never
mentioned; only “das schlechte Henkern”, which .semantically implies
execution by hanging. 'lI'he cross which is a symbol of life through the
saci illcc or crucilixion and whi( h is thus the concrete crux of the whole
event, isnot only cijinpletely omitted but also reinterpreted (here the cross
et)ds in dealh).

As the aesthetic aspect is concerned with suggestion-rich allusiveness
(Seerveld, 1977: [1()(i); it is as natural on essential that the authorial
conlessional stand will here be revealed ntore convincingly and more clearly
than |)crliaps in other aspects.

5.4 The all-pervading ethos

In conclusion one final exam|)le to illustiate this pervasive ethos, must be
mentioned. “Aber hinten lerne schrie Maria”. Here, the cunjunctive
“Aber” isan expression of lhe disillusionment Ibllowing on the expectation
shortly belbrc (“Denn sic hollten noch ein ),an/cs Spiel”), hoping Ibra game
and entertainment or forconcrete prooi'that this man is(lod. When instead,
“er selin-i bn'illte utid verflel” in a mullled but violent animal-like cry which
e(Jluated Him with man, and then collal),scd, He lost his validity and is
dispo.sed orin the minds oft he si>eaker and most ofthe crowd. Thiscollapsc
is not only the deca> ol the physical Ixxly but, more significantly, a
disintegration of Ihe crowd’s possible belief in Him and above all, a final



negation on thf part ol tlie im|>lic(l anthor’sopinion ol llu* non-existcncc ol
Christ, a non-ac kni)wleilgenu'nt of the mediator, (llirist.

In this poem there isa l)il)tical theme, often I>il)lical (hction, laii ly accurate
historical narration and yet, ihe spirit isone ol'unbelief, neutralizing this
crux of Christianity to just another incident, signifying nothing.

The analysis ol onfy three aspects of the possible fifteen has indicated and
illustrated, | hope conclusively, the pervading presence of the vision of the
poem.

'I'hus, if poetic comnnmication wishes to he more than an impeisonal artist
s|)eaking to an equally faceless reader; if (‘fonuiumicalion desires to become
what Martin Buber (1958: 57j calls “encountei”, in which the one is
sensitizeil anti correlative to theontic level of feefings, attitudes and needs of
the othei, then the spirit of the art work, the “1” reflected in the etlujs,
l)ecomes the life-giving pulse of such an encoutUer.
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13. ADDENDUM E T H O S

Sublimity, genuineness
Density, iterative element;:;:;:;:;;;mmxvwww

RS R R "
Rel evance, apﬁ)ropri ateness

........ * e«

Aesthetic thought, emblematic possibilities
Social relationships, communTcafion'range

Allusiveness, 'symbolical originality

Clarity of meaning
| ook gtgkgkgkhgkekek

Technical con:crol

| * e e e e e e

Intensity, climaxing development,Mvjtality
I e e e e e e

Sound, rhyme, tension, aesthetic balance
Metre, rhythm, movement
Composition

Scale

Literary Positivizations of the Dooyeweerdlan Modalities



ADDENDUM 2

KREUZIGUNG

RAINER MARIA RILKE, .StwZVii- Werke, Vol. I, Franklurt/Main, Insel-
Verlag, 1962 p.581/2

Langst geiibi, zuin kahlen Galgenplatze
irgencl ein (iesindel liiiizudrangcn,

liesscn sich die schwcren Knechtc hangen,
dann und wann nur eine grosse Fratzi-

kehrerid iiacli den abgelaiien Drein.
Aber oben war das sclilechtc Heiikcin
rasch gelan; und nac.li deni Ferligsein
liesscn sich die Ircien Manner schlenkern.

Bis der eine (lleckig wie ein Selcher)

sagte: Hauptmann, dieser hai gesrhrien.

Und der Hauptmann sail vom Plerde; Wclclier?
und es war ihm selbsl, er hatte 11m

den Elia rulen horen. Alle

waren zuztiscliauen voller Lust,

und sie liielten, dass er niclit verlalle,
gierig ihm die ganze Essiggalle

an sein schwindendes Geliusl.

Uetm sie hoil'ten noch ein ganzes Spiel
und vielleicht den kommenden Elia.
Aber hinten I'erne st’hrie Maria,

und er selber briiilte und verliel.



CRUCIFIXION

Long since practised to Ibrcc

any kind of rabble to tlie placc of tlic gallows
the heavy servants let themselves be hanged
now and then only a griniatx-

directed to llie disposed-ol'three.

But above, the poor execution

was (|nickly done; and al'lcr the conclusion

the free nien shambled around swinging their arms

Until the one (spotted like a butcher)

said: Captain, this one shouted

and the centurion, looking I'rom his horse: Which one?
and it seemed to him that even he

had heard I-'Jijah calling.

E'jverybody was watching with pure pleasure
and greedily held the vinegar

that he might not collapse

lo his dwindling cough

Because they still hoped for a full .show
and perhaps the coming Elijah.

But behind, far oil', Mary screamed
and he himself howled and collapsed.
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