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ABSTRACT

A review of studies of Joﬁn‘Keatsfs'works shows that,
while his reputation as a great poet is well-established,
there is still much uncertainty abopt the nature of his
achievement as a literary oritic. Most critics Qho grant
the profundityland penetration of his.scattEred.critical
statements are.usually reluctant to acknowledge him as a
‘literary c¢ritic beoause they feel that his.critical ideas,
vare more relevaot to the,determination‘of his own
aohievement as a poet. Moreover, his "indebtedneés" to
Hazlitt, the supposed scantiness‘Of'his critical materials,
~and the 1nformallty of his cr1t1c1sm are segen by various
-crltlcs as justifications for denying him an 1ndependent
place in the history of literary-criticism;

f. ~This studypatherefore, attempts to-reoonstrﬁct Keats's
_critical ideas and integrated aesthetio vision from ‘the
‘sporadlc, fragmentary and detachea statements about poetry
(or art) and . poets (or artists) which abound in hlS poems,
letters,‘ and’ mlscellaneous prose because it is belleved
that hls remarks on the nature and meaning of art, in spite
of their 1nforma11ty, contaln a unified artlstlc vision,
"add up to a conSLderable body of Er1t1c1sm," and justlfy//
according serious attention to him as a literary crltlc.;

The study also tries to eluc1date the cardlnal notlons 1n

Keats's poetics (notions such ‘as Negatlve-Capablllty,/~
’ : /

\ ) - v /

-~ . N
& : . A



Poetical Character, Intensity, Poetic Imajination and
Essential Beauty) and establish their coherence, as a means
of resolving most of the supposed céntradictions in Keats's
critical thoughﬁﬁ

In reconstructing and interpreting Keats's views on

art, this study also strives to demonstrat, how Keats's

distinctive brand of Romantic aesthetic$ K:)

és from his
commitment to poetry that "has:.a dgfkgéih

“éﬂls_ty to
1

human life." His speculations on Soul‘ha ing 3nd the

o

Chambers of the human mind are considered to be the
foundatipn upon which thé Keatsian poetics of the
~interdépendenc? of art and life is built. The quest of the
"Intelligenge"{for personal Identity or Soul-state is shown
as symbolizing simultaneously man's search for a mature
ﬁnderstanding of himself and his wbrld, and the poet's quest
for -mature poetic insigﬁt—-making the nature and goallof
art and life,cotermihous. Since art and life subsume oné
anpther in Keats's sfgtem, the intimate knowledge of, and
pérticipation in the aesthetic ideal of beauty in all
things become>tﬁe ultimate goal of art and life. Dramatic
c;pability; empéthic alertness, imaginative ﬁaturity, énd‘
intense sensuousness are, for Keats, quélities of lives and
worké (artistic‘;f otherwise) of persons who live poetic
lives—;lives and works that<fefléct the aesthetic ideal of

beauty irt all things. Hence, the attributes of those who

“have attained the aesthe&ic ideal and the qualities of their

|

{
|

v



/| works serve as the ideal standards by which Keats judges

the lives and wotks of poets, including his own life and

1

s 4 .
poetic creations. .

-yt
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-development of Hazlitt."

INTRODUCTION

1.

Much work has already beén done in tHe interpretation
and assessment of the critical views of John Keats.
Although this wbrk has led to a general acknowledgement of
the imébrtance éf_his insights, his position in the history
of literary critiéism remains sqQmewhat indeterminate. His
death at an early age, coupled with the fact that he was
not a sysgematic critic, seems to be responsible for much
of the unceftainty surrounding his achievement as é
literary Critic. For instance, T. S. Eliot's laudatory
comment on the significaﬁce of Keats's ideas--particularly
his conception of "NegatiVe Capability"——contains,én
unmistakable reservatién reéarding the poet's
tentativeness and immaturity.l Moreover, although W. J.

DAY

Bate considers some of Keats's critical statements worthy

1

of a place in his Criticism: The Major Texts, he implicitly

questions their originality and worth when he maintains’

that'their'"values appear as a gifted extension and
2 And while René Wellek
acknowiedges the relevance of Ke&€s's remarks to an

understanding of Romantic Criticism, he stops short of

granting Keats an independent piace in his A History of

Modern Criticism when he avers that "In the history of

1
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criticism, John Keats (1795-1821) must be dealt with in an
appendix to Hazlitt" because "his central views on poetry
are in complete agreement with those of Hazlitt."3
The serious student of Keats must be wary of the
unwillingness of many critics to grant the poet an
independent position as a critic. For example, the
similarities in the opinions of Keats and Hazlitt alone
cannot fully account for Wellek's consideration of Keats's
notions as adjuncts to those of Hazlitt. Implicit in his
discussion 1is the‘assumption that, compared with Hazlitt,
Keats was too younglto be the source of thgrideas expressed
in his works and those of Hazlitt, even though Wellek is
{not<unaware of the eighteenth-century origin of hany of the
ideas and of Hazlitt's eclecticism.4 While it may be true
that "the resemblaﬁce between the views of Keats and those
of Hazlitt has been due not mefely to parallel thinking on
the subject but to the direct influence of Hazlitt's
w;itings on the poet's mind,"5 the mere fact of an
‘influence is less sigﬁificant than its effect begause
Hunt, Haydon, and Wordsworth, among others, exerted direct
influence on Keats at va;ious étages of his development asi
‘poét and critic. Haydon and Hunt may be regarded as minor
influences but Wordsworth is a major factor in the growth
of Keats's poetic and critical sensibilities.6 In fact,

"verbal echoes"7 of Wordsworth's artistic theories in the

work of Keats are as many as those of Hazlitt, all of which
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coexist with echoes of Milton and Shakuﬂpuarn.“

The sources from which Keats druw'hiﬂ'intcllwctudl and
artistic nourishment are so many that any attempt to single
out one source is risky. Even some of the views he shares
with Hazlitt and others can be viewed correctly as common
to his age. As Caldwell rightly suggests, "To ascribe
Keats's dominant image of the Poet, rapt by the charms of
nature into a wild an&,visionary trance pregnant of
mythological lore or the wisdom of the spheres, to Hunt,
Wordsworth, or any other specific source of litergture is
neither neeessary nor warranted. These conventions were in
the air, and have been for a hundred years. The distinctive
fact with Keaés is that they were not mere conventions."9

Since he "was not a slavish imitator,"lO

his reactions to
Hazlitt's speculations (like his responses to other sources)
were idiosyncratic. Hé usually tests all the ideas he
receives on his pulses before accepting, rejecting, or
adapting them to his distinctive framework of convictions.
Many of his opinions may "have originated from Hazlitt's
essays"ll but, as Kenneth Muir contends, "nothing
demonstrates the independence of Keats's mind better than
the way he refined on Hazlitt's stimulatiné but cruder

wl2

theories. , -

-

In his attempt to justify his denial of an independent

place to Keats in his A History of Modern Criticism, Wellek

also remarks on the scantiness and the unorthodox nature of



]
Keats's critical materials. He maintaing that “Keats

wrote one review, published criticism of two pertformancen
of Kean, left some marginalia in copies of Milton,
Shakespeare and Byrton, and pronounced on poetry and poets

in his lctterﬁ."LJ

In this statement, Wellek ¢ites only the
!!tse writings of Keats in support of his belief in the
paucity of Keats's critical materials despite hls awareness
of the relevance of Keats's poems to his critical views.
Interestingly though, Wellek draws upon some of the poems
in his attempts to explain Keats's critical statements,
thereby conceding the tndispensability of the poems to a
«

valid assessment of the Keatsian conception of art. Keats
may not have written "professional essays" as Hazlitt did,
but his poems and prose statements form a fairly sizeable
body of critical material.

The significance of the poems to an understanding of
Keats's views on art cannot be over-emphasized because, as

Mario L. D'Avanzo observes, "concerns ordinarily amplified

Ed
in prose ljterary criticism become a central subject for

‘ Romantic poetry, for the poet in this period 1s essentially

nld Trawick makes a similar

a maker rather than a critic.
point when he remarks that "The Romantics wrote more poems
about poetry and poets (including themselves) #han any
cdmparable groups in English Literatgre because they
considered the poetic experience the highest activity of
wl5

the human mind. In fact, Keats, more than any other
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Romantic poét, conceives of poetry as an invaluable
vehiole for'the exploration of thginature of poetic
creatiyity beoause of'yhat Brandes oalls'"Keats*s general
poetioal.ind%fference to untested'theories,an@ principles
le6

t

'Likefhost other Romantics, Keats'would have
1]

enthu31at1cally agreed w1th Wallaoe Stevens's dlctumr
17

“of art."

"Poetry. is the subject of the poem." Therefore, hlS poems

"may be rewardingly lnterpreted beyond thelr literal

meanlng as flguratlve statements on the acthlty of the’

nl8

1mag1nat;onuwherern poetry is born and read as

w

'figuratiye representations of "the nature of art.

Critics, aware'of thenfact that most of Keats's poéms
syhborioally explore the natnre of art, strive to'iaentify
’ and exa;inelpartiCular.poemsythat deal with poetio theory.

For instance, C. D. Thorpe suggests that seven out of the:

thirteen poems in the 1817 volume of Keats's poems exploit

poetlc theory,19 A C. -Bradley maintains thatu"Endxm' on

symbol@qes or allegorlses the pursuit of the pr1nc1ple of

20

.‘beauty by" the poetlc soul";"" Douglas Bush asserts that

Keats s attack "on cold phllosophy 1n Lamla certalnly

belongs to the realm of poetic theory" ;21

and Cleanth
Brooks believes that "the 'Odé’on a Grec¢ian Urn' is
obV1ously 1ntended'}o be a parable on the. nature of poetry

and art in general.'_{22

Apart from these suggestlons of the
"thematic rendering of poetic-theory by meansvof symbolic

structures in Keats's poems, there are poetic depictions



of artistic forms like those found in-the epistle "To
Charles Cowden_Clarke":

e e . he sweets of song:
The grand, the sweet, the terse, the free, the fine;
What swell'd with pathos,.and what right divine:
Spenserian vowels that elope with ease,
And float along .like birds o'er summer seas:
Miltonic‘storms, and more, Miltonic tenderness;
. . ._the sonnet sWelllng loudly
Up to the climax and then dying proudly?
. . . the grandeur of the ode,
Grow1ng like Atlas, stronger from its load?
. . . taste the more than cordial dram,
The sharp, rapler-p01nted epigram?
. . . that eplc was of all klng,
Round, vast, and spanning all like Saturn's ring?
(53-58; 60-67)

Keats's characterdstic approachhtb criticism is esSentially
imaginative, not rationalistic or theeretical, Suehdpoeticb
statementslqn the principles of art as are eitedVabove,
augment tﬁe‘SYmbolic structures Withiwnich Reats explores
the nature‘of art in his poems.

In Keatsian studies,vtherefore, the poems and the
prosevwritings eonstitute a broadened base that facilitates
-an understanding ofvthe unified critical vision underlying

Keats's critical remarks. In interpreting and assessing
. ' v .

Keats's poeties on the basis of this broadened outlook,

critics invariably encounter the question of how the peet“Sj

" conception of art affects his

the interre;ationsnip between

Answers to this guestion fall.

. first of which centres on the

practised what he preached"23

creativity, or the issue of /
the poet and critic in Keats.
into two main categories; the

Suggestion that "Keats

while the seeond asserts that
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itheré is»some,incongruity'betwéen Keats's theqrie; and ﬁis
! poetic praéﬁice. m; ' | ' e
.In the‘first daéegory, parallels are usually

Qstablished between- the evolution of the poet's ideas and
his éoetic practice.‘Since»his critical views are-believed

" to be fundamentai to tﬁé writing Qf.his poems, attempts éfé‘
méde to reveal ideas that inform particdlaﬁ>poems. A}so,
the ideas underiyihg the earlyvpoems are compared Qith

A those'informing the later ones. Sometimes, especially when
the entire corpus of Keats}s works is the.main concern, no
changes are éaid to héve taken place'between his earlyvand
later views on the principles of art. But often, when
Pparticular poems become the main_f@cus of\inﬁerest, some
major changes a}e noted. The significance of such changés$
is, ‘however, regarded'as‘minimal since the‘changés are

considered to be no more "than the characteristic revisions

of the formative ideais oflartﬁthrodgh the gradual ripening
24

- of Keats's intellect.” Hence, the formative ideals of

4 N

-

Keats's art are hailed as mature both in their formulation.

in the letters and in their reflection .in the poems,

.

especiadly in the later poems.

| In the second category, however, Keats's development
as a poet and as aicriticvis often viéWed as unéyen. Gl R.
Elliot, for instance, gémarks that "Keats's criticél_

intellect developed towards the poetry of our 'higher

-

thoughts' but away . from the 'shaping spirit‘of the
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t . . . ,
imagination.'" His critical pronouncements are, at their

best, said-to be more profound than his poetry. T. 5. Eliot
.makes this point while commehtihg on Keats's assessment of

Hazlitt's criticism of Wordsworth's "Gipsiés" when he

claims that what Keats said was "truer for greater. and more

mature poetry than anything that he ever wrote.f‘z6

‘Fﬁrthefmore, F. R. Leavis believes that Keats's critical

¥

statements are often’more mature than his pOetry. He states-

* that "Keats's art does not tap the vigour either of his
aestheticism or of the more serious interests, the maturer
moral life rgvealéd to us in the letters; no rich sap

n27 Hence,‘in this category, Keats's maturity is seen

flows.

‘%y‘in his aesthei:ic views and not in his poetry.
Most.of.the views expressed in the two approaches to

the deférmination of the interrelation of the poet and
critic in Keats fhus agree sn the:profundity of the best of
Keats's artistic notions. While opinions in the first :
4approach relate Keats;s maturity as a critic to his
matﬁrity as a poet, views in the‘second.approach.cbnsider
it unﬁecesséry t§ relate the critical notions to his poetry
bécause such”views do not recognize the haturity of Keats's
art——éven in the later poeﬁs;

] The general acknowledgement of the profundity of
"Keats's:artistic'discernments notwithstanding, many’
critics are still heéiﬁaht about granting Keats'an

independent position in the history of literary criticism

P

T

A\



because of the'popuiarity, in Keatsian scholarship, of a

commonly accepted but dubious view of the nature of Keats's

‘artistic and intelleétual evolution. This view‘which stems

from the tendency to trace the development of Keats by

means of "a chronological examination of his poetry in the

order of its composition and of his letters in relation to

“his poetry"ze-is variously expressed as Keats's "steady

unswerving progress from sensuousness to spiritual love of.

2 , . . . .
? "from sensationalism to vision, .from .

Y ) .
idealization to idealism,"30

w31

beauty,"
and "from sensuousness to
humanitarian concern. Keats's career is, therefore,
divided into two main phases: the‘earlf phase of effemibacy
and immaturity,-and the iater'one of'mascﬁiinity and

humanitarian concern.

Passages from "Sleep and Poetry,“ a poem which most

‘critics consider to be Keats's poetlc manifesto, have been

.

cited by some critics to illustrate both stages The

sensudus-Stage is said, in fact, to‘be described by Keats
himself:

' First the realm I'll pass
Of Flora, and old Pan; sleep in the grass,
Feed upon apples red, and strawberries,
And choose each pleasure that my fancy sees; :
Catch the white-harided nymphs in the shady places,
To woo sweet kisses from averted faces,-- -
Play with their fingers, touch their shoulders white .
Into pretty shrinking with a bite '
As hard as lips can make it: till agreed,
A lovely. tale of human llfe wé'll read. (101-110)

And the mature stage of humanltarlan concern is said to be

. foreshadowed in Keats s‘de51re to depict themes related to {
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human agoniesz

And can I ever bid these joys farewell?

. Yes, I must pass them for a nobler life,
Where I may find the agonies, the strife
of human hearts.... (122-5)"

Other than these two main stages, some critics32 also

l;\

suggest a tran51tlonal stage. However, thlS transitional
stage is freqUently considered to be of little importance
because the main empha51s is placed on the d;fference |
between the main stages. The early poems are usually
classified under the period of 1mmatur1ty while the later
ohes;are alleged to be mature. His poems are therefore seen
as representing his progress ftoﬁ sheer sentimentality te
humanitatianism.

Keats s nature is also believed to have influenced the
evolutlon of his poetry and ideas through these two stages.
The attributes that are claimed to have affected his |
criticai and poetic progressftowards the mature ideal have
been identified by Bate as "his intense'sensuoushess and

- 33 .

hard core of commonsense." Just as his early poems seem

™~

to portray "a World'peopled by flowers and the scent of

- )

flowers, or men and women whose nature was of flowers and

scents,"34 so also is his early conception of art believed

35

to be based on "a sybaritic theory of poetry" that is

seen as a mere justification for the youthful romances he

created. And just as the later poems are regarded as

representing a profound vision of human life, so also are

his later theories seen as reflections of his mature vision.

A
[
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Essentially, there is a tacit acceptance'by many critics of
the view that each element of Keats's nature is predominant
in his art and‘criticLsm at. a particular stage of his

A

.two-stage development. o
The stlmulatlon of Keats's sen51b111t1es b;‘the
‘authors he elther read or assoc1ated with in the course of
th career is often introduced in support of the two-stage
theory of progre551ve development The flowerlno of Keats

"as a young man in love with love and pature,"?G'as
portrayed in.the early poeﬁs, is‘related to the influence
of Hunt and Spenser, while the maturity of his genius,
assoc1ated with his achlevements in the later poems, is
'attrlbuted to Shakespeare, Mllton and Wordsworth ‘His
critical ideas are-llkew1se supposed to be nourished by'

various writers, especially-HaZlitt.37

These influences are
similarly\made to fit into alpattern in Which those who
~apparently fostered his sensuous'attribntes are shown toi
be lnferlor to those who nourlshed his robust VlSlon.
‘Hencé, those CrlthS who belleVe in the two-stage theory of
the maturing of Keats's'poetry and critical thought insist
that his greatness hinges on his outgrowing or rejecting
such influences as promoted the sentimental qualities of
his nature. |

The two-stage theory has led to an unfortunate{
ekaggeration of the feebie qualities of Keats's early poems -

| and,-implicitly,‘the'cenSure of the aesthetic ideas'that,‘
. |
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guided the poet in their production. Thus, it.is common
practice in Keatsian studies to relegate the éarly works to
the background in order to emphasize the greatness of the |
later, ones. For exahple, MacGillivray's considerétion of
the 1817 poems as instances of "adolesdent mawkishness,
awkward phrases, false rhymes, a tendency toWards gushing
gbout delight of 'poesy,' a frequent Quasi4elegance of
pH}ase, anvoccasional vulgarity and 1ack of an air of
'gn%?eful detachment,“38 is an exaggerated half-truth that
is aimed ét separating the early frém the later works as a
~ means of establishing the two—sﬁage developmental'theory.
‘That modern studies of the works of Keats~still put much

accent on such negative assessments of the early poems as.

are reminiscent of the Blackwood's Magazine's hostilities

towards Keats shows that there is_alcbntinued tendency to
base Keats's fame 6n‘the later poems alone. Thus,
Caidwell'siassertion that "It took criticism a century to
decide that Keats hés any mind worth menpioning, that he
was not a purely sensuous man and that long studyvof his
philosophy has laid forever the ghost of the purely

3 i
9 sounds more .

sensuous Keats incapable of cerebration,”
- wishful than real because the ghost of ‘the purely
sensuous Keats still haunts criticism in a more subtle

manner. To lay the ghost to rest effectively, the early

- creative and critical works must be accepted as Lositive
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components in an inclusive picture of Keats's achievements.
As Roger Sharrock says, in spite of his opposition to
viewing Keats as a mature poet, "A maturing attitude to
literature should mean widening and deepening an‘original

perception, not 'growing out of it,' which would imply the

' abandonment of what in Keats's phrase has been proved on

the pulses."40 . o

To some extent, Keats's own letters may have
contributed to the persistence of the image of the 1817
Keats as a poet)of youthfui deliéhts. For instance,

N
accepting the a§SeSSment of Endymion as slipshod, Keats
states, "I have written independéhtly\without judgement.
I may write ihdependently‘and with judgement hereaftgr."4{
Also, in considering himself "a little more of a philésopher
and consequently less oﬁ versifying pet'—lamb,"[;’-\-‘2 Keats
appears Fo.be creating é new image for himself--that of a
philosophical and not avsenfimental poet. In these
statements, Keats seems to acknowledge not only the'duélity
of.his nature but also seems to betray a cohséious effort

to overcome the supposed.weakness of"his youthful

sensibilities. Furthermore, when he writes, "I have for

'some time been hovering between an exquisite sense of the

luxurious and the love of philosophy--were I calculated

.

for the former I should be glad--but as I am® not I shall

wd3

turn my soul to the latter, he seems to reject the

exﬁuisite sense of the luxurious and tends to support the

J
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theory of the two-stage progressive pattern of development
that’is'é commonplace in ¢ritical studies of his works.
Keats's supposed vacillation between poetic beauties
and philosophicél yisdom has also given rise to a modified‘
version of the common theory of‘his poetic and critical
evolﬁtion. William Walsh, representing this variation,
maintains that Keats's ent®e literéry career can be viewed
as "a‘histofy of the friction between_the qualities of"
intensity and concentr;tion in the best of his poems and
the drowsily vague and narcotic. "4 By implication, a
similar conflict is said‘to be reflected in Keats's
aesthetic nétionsl D. G. James, commenting on a passage
‘from "Sleep and Poetry, " deélares, "At once we see the
evidence, as‘has frequently been said, of a conflict in
Keats's mind between his exquisite sense of the“luxur%ous

n45 Bush and Garrod

and a more strenuous spiritual life.
subscribe to this view too and cite the same passages
quoted earlier from "Sleep.and Poetry" in support of "the
conflict-thedry." Garrod, maintaining that "the affinity
éf Keats's genius is with the luxury of senSuous
.impressions,"™ argues that "the aggnies, the strife/Of
‘human hearts" is no more than Keats's awareness of his

46 To GarrodL the

beirg "summoned out of his proper world."
world of sensuous impressions is the real world in which
Keats's ideals flourish; hence, he insists that all of

-Keats's attempts to contend with issues related to human



\t~‘ opposed instincts and ambitions,"

agonies are against the natural bent ¢f his genius. On the
other hand, while Bush's contention that "Sleep and Poetry"

"is the first full disclosure of conflicts betweeh Keats's
. ' 4 7 .

~

resemeies Garrod's
Giew, it considers the poet's ambition'£o treat themee of
human anguish laudable_and'basic to his greatness.

The "conflict theory," interesting as it is, is in
fact like the two-stage theory because it places emphasis
on the best of Keats's poems, aseumes a basic duality in
Keats's nature, and considers the triumph of Keats's
intellectual over his instinctual eapabilities to be

-

fundamental to his achievements. Both theories, therefore,

fall short of providing a complete picture of the poet's

growth and maturity; they are unable to affirm the greatness
of the‘later works without belittling the earlier ones.

It is pertinent to reiterate at this point that, while
some of Keats's 'statements seem to support both approaches
to his development as poet and critic, they should not‘be
quoted out of context because they are simply the poet's
charactefistic fesponses to negative‘éSsessments of his
works. Keats often grants his critics some of their
objections to his works ih order to be in a better position
to defend the basic qualities of his writings against
unacceptable criticisms originating from what hevpetceives
as one-sided considerations. Hence, his recognition of the

dual aspects of his endowments, their manifestations in his

’
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works, and their occasional opposition to each other does
not prevent him from insisting that any view which regards
his innate attributes as manifesting themselves in a
mutually exclusive manner is untenable.

Any serious attempt to determine the nature of Keats's
critiéal and poetic development must take into account this
paradox in the pogt's personal assessment of the nature of
his genius. For example, Keats concedes the slipshod nature
of Endzmibn to his friends and critics when he states that
he had written the poem independently and without judgemént,
and then promises to write independently and with judgement

48

in his next attempts at poetic creativity. But soon after

making this concession to his critics, he proceeds to
defend the supposed weaknesses by insisting that the :
"Genius of Poetry cannot be matured by law or precept, but

wd9 On the basis of

by sensation and watchfulnesé on itself.
‘this assertion, Keats is able to claim exoneration from the
supposed faults detected in the poem because, according to
him, whatever emanates from his nature Fmst be seen as part
of the totality of his worth. Although he acknowledges the
paradoxical nature of this claim, Keats insists upon its
ﬁfuth.

'Keats adopts the same method in his reply to the
criticism of the first preface to Endymion. The preface
was considered bad by most of his friends. Its apparently

@

sentimental qualities were attributed to Hunt's influence.



Characteristically, Keats writes to Reynolds, "Since you

all agree that the preface is bad, it must be so--though I
am not aware that there is anything like Hunt in it, (and if
thare is, it is my natural way and I have something in

nSO‘

common with Hunt). And about the second preface he

writes, "I am anxious you should find it tolerable. If
there is any affectation in it, 'tis natural to me."s'1
These remarks can be justifiably taken as Keats's defence
of the sentimental elements of both the prefaces and parts
of Endymion. This typically Keatsian defence can also be
cited as defence against adverse criticisms of the early
poems and critical statements, because Keats places a great
premium on sensuousness in his conception of art. This
belief in the prime relevance of sensation to art is vital
to an appreciation of thq‘poet's approach to life, art and
‘criticism--a belief in a‘sense of wholeness in whiéh "an
‘exquisite sense of the luxurious" enriches "the love of
philosophy." Thus, when he suggests that human sensations
occupy the primary position in "moods of my mind or rather

body-~for mind there is none,"52

he does nof deny the
reality of the human mind but its right to e#ist in mutual
exclusiveness from the body.

The integrationdof body and mind, sensation and
thought, inspiration and skill, art and life, and art and

criticism is essential to the sense of inclusiveness which

informs all Keats's works. Although these levels of unit&
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h.xvelbm*n generally noted in discussions of Keats's
writings, many critics are still unable to resist the
attractive temptation of absolute divisions between the
early and later works--divisions often based on an
assumption of the opposition between the poet's sensuousness
and intellection. By assuming strict divisions in Keats's
faculties, most commentators create a questionable basis
upon which the popular but mistaken two-stage developmental
theory thrives.

Even the most discerning critics of Keats:have not
be able to escape the powerful influence of this two-stage
theory in their assessments of Keats's poems and critical
views. Douglas Bush, for example, while maintaining that
"in Keats, as in a number of Elizabethans, it is impossible
to draw a line between sensuousness and spiritual
experience,"53 still proceeds to draw a line between both
experiences in Keats by suggesting that "the symbolism of
the garden, the temple and the shrine [in 'The Fall of
Hyperion'] is another variation on the stages of development
from sensuous pleasure to humanitarian concern."sé More
importantly, comparing the supposed evolutionary process
stated in "The Fall of Hyperion" with that in "Sleep and
ﬁoetry," Bush declares, "the sketch of poetic evolution
is not now as in 'Sleep and Poetry' partly wishfulA

55

prophecy." There is no cogent reason for Bush to consider

the symbolic meaning in "The Fall of-Hyperion" a more

o
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. expression seriously."

-

]

mature‘critical'statement than the explicit ohe in "Sleep>

and Poetry" because, as Bush hlmself suggests, both poems
B . . // . b‘ N
express the same idea or propound  the same t ry of poetic

~evolution. E%idently, he assumes that since "Sleep and

Poetry" is an early poem and falls within the sensuousness

period, it cannot state a critical idea as well as "The

vFall of Hyperlon" WhiSh\lS a later poem and falls ‘within

the perlod of the poet s humanltarlan concern.
-~ .
”Bush, like many other;criticsy has been forced by the

preconceivé% divisions of the two-stage theory to make some

‘false estimations of the worth of individual poems orﬂ

passages and critical 1deas, espQCLally those that fall
w1th1n»the early” perlod. It ;s\clear, for ;nstance, that
the samevdivisions uhderlle,Da;id Perkins's advice to the
reader that he should not take Keats's early deplctlons of

the‘"pleasure~pa1n paradox" serlously Whlle he agrees w1th

"recent critics™ that "the pleasure~pa1n paradox, the

' coalesc1ng of joy and sorrow in a single experience, runs

-

throughout much of Keats's poetry," he still‘arghes that
"in the early verse, this attitude to the nature of

experience .usually appears more as a flourish than as a

perception vitally felt. Thus when Keats writes of 'birds

warbling for very joy'mellifluous' (Endxgion,_III;?47l),-

or of bees who 'know that there is richest leCe in p01son

- flowers' (Isabella, XL 1), one need not take the

56‘It is‘difficult'to'explain-—

car



outslde the framework of the,assuned\two stages——wny.
Perkins tells the reader not'to‘take the passagesvfrom
Endymion and Isabella. serlously, since there is hardly any
dlfference between them and 51mllar passages in Hyperion
(III, 64-7) and in the dee to Psyche" (52) which he asks

]

AN . .
the reader to accept as mature philosophical observations.

2

It is.lmportant to stress enee again that
considerations of Keats's critical and poetic evolution
from youthfnl romance or pleasure to masculine ’
identification with hunan issUes—-insofar as they assume
strict and mutually exelusive divisions in Keats's .
faculties and works——are inadequate reflections of the
%Pet s normal approach to llfe, artlstlc creat1v1ty, and
criticism. Hence, in this lntroductlon, some critical
opinions representing the common view of Keats's
development have been brlefly examined in order to reveal

\

how they lead to a mlsunderstandlng of the complex1ty of
Keats' S achlevements, espec1ally as a crltlc; This study
intends, therefore, to demonstrate that Keats's works
have an inclusive framework that incorporates.all his
,critieal ideas-—ldeas in the early and later works. Since
Keats himself does not relegate any:of nis”poems or ldeas
-to the background in favour of those,that critics have

termed "mature," this study assumes that both the early and
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later works throw their own peculiar light on the nature of
Keats's éritical genius. Another support for this more
inclusive'approach\is to be found in Keats's own advice to
'Geqrge and Géoréiané 6n the proper way to,read;his letters.
He writes, "If I say’nothihg decigive in anyééarticﬁlar
part of my lettér;'yéu may glean the truth'from-the whole .

57 phis advice will be taken in this

pretty correctly."
'study, and . applied. in bringing the varied.aspects of Keats's
critical views into relation with one another and in |
demonsprating,his essential critical consciousness.
‘Basicaliy, this study attempts to reconstruct and
assess Keats's aesthetic érinciples as a means of
:establishing hisVdistinctive‘achievemént-aska critic.
‘Agreéing‘with Davies's view thai "Formal criticism such as
that of Johhsén, Colefidge, Arhold, and Mr: Eliot is notb
to‘be found [in Keats] and yet ffdﬁ some points of view
Keats as a critic is their equal,"58 éhis study attempté ﬁo
;shdw that Keats's renowh as a critic-rests upon tﬁe
idiosyncratic Romantic poetics which he evolves from his
intenée“involvement in dfrect,human experience (life) ‘and
intima£e éarticipationrin indirect hﬁman experience (art)--
an involvement in art and'iife.that is discernible even in
the early works. As Caldwell gightiy obsérves)‘majOr
critical -ideas suchvaé the poet's iack:of a_rigid‘identity, 

the truﬁh of the poetic imagination, "NegatiVe_Capability," 

. and the supremacy of beauty in art were central in Keats's
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mind from the beginning of his.career.59 Thérefore, without
recourée to chronology, this'study draws freelf from Keats's
statements andlgebiétidps concerning the nature of art and
the artist in'oraef_to establish the unity of the poet's
critical thought. -

It is hopéd that the systematic reconstruction of
Keats's poetics, undertaken in this stﬁdy on the basis of
" a careful consideratioh of the entire corpus of his works,
will help to place most of his'ideas in théir proper
contexts and provide the necessary materialffor thev
- resolution of some of the most commoﬁ issues raised by
.critics about what to thém are basic changes and
fAcontradictiqné in Keats's ideas during his poetic and
‘cfitiCal‘growﬁh. It becomes clear in the second chapfer,
for instance, .that Ende's proposition that "the idea of'

- the identity-less poet‘dbes not survive the period of the
60

composition of Hyperion because Keats abandons';t in 1819"
F . . .
is based on an improper definition of what Keats means by

"Identity” and "lack of Identity"--an improper definition

that causes him to misunderstand the objectivity which

Keats's notion of "Identity-less poet" entails, and which
is, in Bate's opinion, a native attribute of Keats's mihd.6l

~The study also reveals that D'Avanzo's belief that Keats's

"attitude towards the power of the imagination altered -

composition of Endymion and the Odes"627—a

-

between the

N

view held by many critics--essentially emanates from an



dncritical acceptance of the two-stage development theory.
"That the two-stage evolutionary theory is the main evidence
whlch supports Keats s supposed change of attitude towards
the nature of the 1maglnatlon can also be seen in
Stllllnger s argument° "The early work of 1816-7 (Poems and
Endymion) proposed'a visionary seeking after higher truth
that we now view as romantlc escaplsm. But as Keats.
confronted ex1stence\more openly, the simple escapism came
to be rejected, and the poems Of‘hlS maturity . . . pose
serious conflicts . . . of the pleasure—pain complexity of
mortal life."%3 .

' In the course of this study, the issues raised by
critics will be resolved by reconstructions of Keats's
views that will demonstrate.that many of the alleged
changes and contradictions are more apparent than real.
Artistic or styllstlc success in partlcular poems is not
regarded as a‘necessary 1ndex of mature critical ideas. .
fSlnce,thls study is primarily concerned»w1th the poet's
views on the nature of art and creativity, ideasvsurfacing
in feeble or stylistically unSuccessful‘pOems as werl as
those found in stylistically successful ones Will’te cited
equally in reconstructing specific views, and in |
establishing the inclusive framework which is everywhere
visible in Keats's norks.vMature critical insights'are to

be: found, therefore, in inferior or early poems as well as

in superior or later poems, since the fact that important
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‘ideaé are part‘of less successful poems hardly detracts
from their worth dr pertinence. )

| This method df investigation is not entirely new in
Keatsian scholarship. Many critics are quite conscious of
its imbortance, although théy mostly hint at it or apply it
partially in their studies of Keats. Wasserman, for
instance, declares that "the knoWledge of tﬁe relevant
system of things can often be gained by a siudy of the

W64

entire corpus of the author's writings, but his

concentration -on Keats's major poems alone in his quést ‘
for the relevant system in the writings of Keats weakens
what is otherwise a productive approach. Although Braédes
states that "Keats as é ﬁoet recognized no truth of the

65 his obvious

kind that means improvement or exclusion,"
support.of the theory of Ehronoiqgical progress in Keats's
works—-—-a progressrfrom infaﬁuation with youthful romaﬂce to
that of human concern--runs counter to his own basically
"sound.insight. And while Pettet's view that "considered
'together, the poems give»a%'impression of one steadily
évoiving whole"66 is Valuable! his t:eatment of the poems
‘and ideas falls short of demo%itrating the suggested sense-
of ofganicism. :

In his introduction to a selection of/ eats's letters,
Trilling proves himself to be one of the‘yést faithful
adherents to the inclusive approach. Hevgkgteé that "The

_ : / .
pleasure of the senses was for Keats not merely desirable:

AN
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it was the ground of thought. It was a characteristic mode

-all through his ‘life to begin with the sensesiand move

thence to what he calls 'abstractions' but never leave the

senses behiﬁd——sense cannot be left behind for of itself it
. 67

generates the idea and remains continuous with it." In

regarding sensation as an integral ?art\bf the generation

of ideas in Keats's works, Trilling justifiably eliminates

/
the need to trace any dubious kind of evolution in Keats's

aesthetic thought. Goldberg's The Poetics of Romanticism
is perhaps the most sustained application of thelinclﬁsiVe
method to the examination of Keats's conception;of art.
Nevertheless, by drawing freely uponeﬁhe-wogke/in examining

/

Keats's ideas in relation to their élassical roots, he
_ _ \ \
succeeds more in establishing the salient historical basis

of Romantic criticism than in demonstrating the
distinctiﬁely Keatsian view-point. However, by eensidering
Keats's views as basic to Romantic_poetics, he embhasizes
an important aspect of Keats's conception of art-which‘is
not unlike what Saito--in spite of his belief in>the two-
stage development theory--regards as central to the
peculiarly Keaﬁsian Romaritic poetics. Saito mainta}ns tha£

Keats is "more advanced than-.other Romantics in his view

|
68 . . N N
and "in a sense,

represents the culmination of ROmanticism.“69

of poetry in relation to life"
Thus, the
unmistakable relation .of art to life in Keats's critical

views guarantees him a place that is independent of
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William Hazlitt.

Since art and life‘are_closely rélated in Keats's
works, the first chapter of this study attempts to
reconstruct Keats's world view or cosmology because this
cosmology constitutes the "metaphysical foundation" of his

criticism. The conception of the world as a "Vale of Soul-
w70 |

_Making informs Keats's art and criticism. His reflections
" on the nature of life and man's interaction with his
environment, therefore, constituﬁe his own world wview and
establish his scheme for the éducafién of poets or all
those who séek Fo 1ive poetic lives. For him, Eﬁé'
apprdpriate understanding of life,and-itf‘yiciSSitudes
"within the framéwork of a harmonious whole is the goal ofi
living, while the portrayal~of this understanding is the
ultiﬁéte goal“of all great art. Therefore, life-—the
subject and theﬁé of art--is the process of the educatioﬁ
of the individuél towards an attainment of Soul—étate or

personél Identity. .  ;\
In the sécond chapter, the nature and activities of

the poetical/character are examined. Essenﬁially, the RS

poetical character, éccording to Keats, employs‘the Soul's |

knoWlédge ané disinterestedness for artistic cognition;

creativity, and criticism. The quélity of disinterestedness

énables the poet.to transcend his rigid individuality,

partake of the existence of his subject in an intimate

manner, and capture the distinguishing character of the

\



suﬁject in art or poetry. The'poet's abiiity to concentrate
on or take part in the life of a subject and yet retain a
'sénse of hisiunobtrusive self-consciousness is an element
of the soul'sﬂo: poet's nature which Keats calls "Negative
Capability.f Hence, Keats conceives of the poetical
'characteria objectiVe identification with its subject,
through empathy and comprehensive moral understanding,vas
an\aid to the poet in the exploéation andvdepiction of the
harmony in this world of apparent contradictions.

The third chapter reconstructs Keats's conception of
. the nature and use of the poetic imagination..Basicaliy,

P

Keats considers the imagination as part of the human
consciousnes whose ideal manifeétation empioys the .
concordant interrelationship of the mind and body in the
apprehension and representation of theksoulfs knowledgé in
art or poetry. Hé-distinguishes the poetic or ideal
manifestation of the human‘imagination from its other
activ ies,‘insisting that only the ideal attribnte of the
human imagination is the poetic imagination. The poetic
imagination, according to‘him, enables'tho poet to perceive
and represent réality in art. It.is the source of the
poétiéal character's ability to come to terms objectively
with experiences that are enternal to it, making>evén the
most remote experiences to bacome‘intimately real to the
poet. The.poetic imagination is also capable of adequately

modifying experiences by intensification, creation of new
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.relations, and concentratﬁgn of effects on specific parts
of a subject. Since imaginative modification is possible in
"both the cognitive and creative modes of the imagination,
the question of thgf;magination's relation to its subject
is of prime importahég t Keats.‘Hence, he devotes mucﬁ of
his time to the exploratzgn and use of the human .
imagination. More than any other Romantic poet, Keats
wasqcognizant of the limiﬁations and excesses of the human
imagination in an era in which imaginatién represented the
fountainhead of the stream of idealism.

The‘fourth chaptér discusses what Keats considers tp
be the‘theme that unites all aréistic endeavours. Keats
conceives of the theme as beauty which is truth and truth
which is beauty. This'aesthetic ideal of beauty unites the
‘concerns of art and lifeAin thé essential being of all
th;ngs. It is the ultiﬁate statement‘bf the harmonious
unity of life--a kind of unity in which the ideal and the
~ordinary coalesce. \\ | }

'The fifth'énd sixth‘chapters deai W;{ﬁ;the methods and
techniques that Keats regards as’vital to aesthetic
expréésioh. The fifth chapter diséussés Kéats's aversion
“to é riéid adherence- to conventions. He advocates the
test}ﬁg.of'conventions on the puises to determine their
usefulness in éarticular instances of creativity. His -

experimentations with language, poetic forms and techniques,

demonstrate a strong belief in the fact that style must
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flow naturally from the subject. The sixth chapter
discusses Keats's view on, and use of myth and symbol. For
him, myth and symboi are useful vehicles for the /
exploration of thé nature of the world and man's existence,
serving as a means to the discovery and artistic
representation.bf human insights into life.

No specific chapterlis derted to Keats's critical
assessments of the works of othe: artists or poetsrsince
Keats views criﬁiqisﬁ as én integral part of creativity.
However, comments on the Wbrks of other writers are drawn
upon in the attempt to establish his own conception of art;
Unlike Hazlitt's, Keats's criticism is not formal—--emanating
as it does from the‘éombined e&idence of poetic symbolism
and scattered prose remarks—-because his major concern is
with the discévery of principles underlying the creétibn of
great works of art. And, of course, greatlworks of»art are,
in his view, those‘representations of the world and man's
‘life that enrich man's'knéwiedge of the reality of existence.
. Hénce, Bush’éuggests that "The Romantic elements in Keats,‘
remained, so to speak, central, sane, normal--in everything
.but intensity~--and did not run into transcendental or
pseudo-romantic and prépagandist exce_ss."7l Insofar as the
integration of art and life in Keats's criticiSm enablés
him to express Roméntic ideas in a balanceé and satisfying
manner,vSaito*ig,right in'suggesting that Keéts can be

regarded as "the focus of the Romantic period."72

i T



CHAPTER I
ART IS LIFE, LIFE ART
1

There is a general agreement in criticism that John
Keats was greatiy committed to poetry. Yet the nature of‘
his commitment has not been fully explored. Much has been
written about his devotion to it as:-an art form but very
little has been said about his fundamental "interest in
poetry with a direct applicability to human life."1 In most
attempts to establish his artistic strengths, the human
concerns that form' the basis of his love for poetry have
been regarded as features of his laterlpoems and given
merely peripheral treatment or utterly neglected. Similarly,

v

jfn discussions of his critical views, very little attention
has been given to the way his devotion to life and human
experieﬁce constitutes the foundation of his conception of
' poetry or art in general. Thus, the integration of art and
life that underlies his avowed“iove of poetry, and that is
evident in such declarations as "I find that I cannot exist
without poetry--half the day will not do--I began with a -
little but habit haé_made me a Leviathan,“2 has been
ignored in considerations of’his,love of poetry as a mere
fascination with poetic luxuries.

Some juétificatibn for equating Keats's dévotion.to.é
poetic life with an interest in the sYbaritic gualities of

art may be fdund in reports given by some of his friends

30
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and contemporarics. Fpr jnstance, C@arles Cowden Clarke
reports thatJ:Qha;%&g%eared most to delight Keaﬁs in Spenser
(after the gorgeous imagery) was the uncommon force and
felicity of epithetﬂ*?’ G. F. Mathew recalls that "Keats
admired more the external decorations than felt the deep
emotion of the Muse";4 and Henry Stephens avers, "Keats
delighted especially 'in Spenser; caring more in pqetry for
the beauty of imagery, description and simile, than for
. - . action and passion."5 Keats himself seems to have
contributed to the credibility of these reports when he
declares, "I look upon fine phrases like a lover."6
Nevertheless, his interest in poétry does go beyond a mere
longing for sensucus enjoyment. His belief that po€try. is
the zenith of all human aspirations and that "the greatest
men in the world are poets"7 makes his sincere and fervent
experiencing of the portrayals of human conditions more
central in his poetry.and criticism than his'rqli for:
adroit expressivenesé. Leigh Hunt testifies to the validity
of Keats's emotional reactions to depictions of human -
experiences when he recalls tbat "At the.recital of a‘nobie
action or a beautifﬁl thought, Keats's eyes would suffuse
with tears, and his mouth £rembled."8 |
Keats's passionate involvement in experiences portrayed
iniértbsignifies much more than é mere yearning after poetic
beauties because, to some extent, his ardour is cotermiﬁous

with an emotional and moral sensitivity to life. This



sensitivity, evident in his personal life and in his
reactions to what he read, is crucial to any consideration
of his love and conception of poetry. In his poems and
critical opinions, he views personal and vicarious
experiences as indispensable to art and life. Life, to him,
provides the individual,~with personal experiences while art
abounds in vicarious in&ddents that enhance man's
comprehension of the nature of his existence.

Keats considers a genuine participation in all that
art and life offers to be invaluable to an understanding of
the world, because he believes that art illuminates and
enriches life just as life enriches and illuminates art.
His view of an intimate response to art entails an intense
emotional involvement in poetic experiences .that are usually
based upon or implicitly related to life. An honest
confrontation of life, for Keats, includes a full
participation in activities that are part of human
existence and an intimate understanding of the essential
knowledge that all fields of human endeavour provide.
'fherefore, his quest for knowledge through poetic
experiences ‘is at'thevCOre of his constant struggle to
glean from life and art "the ultimate™ they ean offer.

A fervent emotional involvement in situations that are
portrayed in art constitutes a mode of response whlch Keats
regards as necessary in hlS attempts to learn more about

life from art. It is his belief in the wealth of wisdom
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that‘poetryiis capable of communicating to the serioué
“reader that prompts his asking Reynolds to "say a word or
two on some Passage of Shakespeare that,ﬁay ha@iscome rather
new to [him] which must be continually happening, |

notwithstanding that we read them forty‘f;imes."9 He then

procéeds to quote a nqmbér of'passages f:om The Tempest that
han come to assﬁme new'éignifidance'for‘him. Art, for him,
dpéﬁsiup new vistas for tﬁé humgn mind because it depicts
experiences that augment thosé'tﬁat individuals have in the
the course of éheir normal livesi

The situations portrayed in ppetry,'depending upon the |

response of the reader, are as real as those in the normal

S

worldt In fact, Keats con¢eives of péetry or art as capable
- of creating many‘Qorldsfih_which the same measﬁre of reality
preseht in_the,normal world ié duplicated;'hgnCe he maintains
that the reader's life in poetié,worlds is as real as that,
in the actual ‘world. Heiwfites abdﬁt the reality of his own
life in tﬁe'poet's world:

I- feel more and more everyday . . . that I do .
not live in this world alone but in a ‘thousand
worlIds. No sooner am I ‘alone than shapes of

epic greatness are stationed aqound“me, and

serve my4Spirit the office which is equivalent

to a Klng s body guard--then, "Tragedy with
scepter d pall, comes sweeping by." According

to my state of mind I am with Achilles shouting.
in the Trenches, or with Theocritus in the Vales
of Sicily. Or I throw my whole being into Troilus,
and repeating those lines, "I wander, like.a lost
Soul upon the Styglan Banks staying for waftage,”
I melt into the air with a voluptuousness so
‘delicate that I am content to be alone. 10 : .

The reality of artistic worlds to" Keats is patent in the
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understanding- of imaginative.truth has much in common with
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manner in which it captivates his entire being and explains

ot

why he lives-in.the worlds that he creates. "Endymion and I

§
11

are at,ﬁﬁe;bottom_of the sea,"l he tells Miss Reynolds.

For him, artistif or poets must believe in the reality of
. . .‘;‘J . i .
the worlds théy create in order to be effective. )

Keaté's aﬁowal ofvthe reality of the created or imagined .
worlds of art is not a product of what Wellek unfairly terms e
"Hazlitt's confusien of fiction and reality arising from his
insufficient distinction between art and realit_y."l2 Keats

is éonscious'of and'explicitly acknowledges the distincfion

between art'and life, imaginative truth and actuality. His

Coleridge's belief in the "willing suspension of disbelief

for the moment, which constitutes poetic faith."l3 A poet,

in Keats's view, must be. able to suspend his ego and

sometimes his everyday knowledge of actﬁalityvin order to be

in a position to encounter his subject on its own terms.l4

Hence his life in the artistic worlds is néither‘an escape
from nor a substitute for his 1life in'the real wbrld. His
willingness to adventure into £he rather remote world of
art springs from.his belief that an intense experiencing of

the imaginative world enriches man's experience of the real

world even as an intense involvement in the real:world

.enhances the imaginative world. As F. R. keavis correctly

remarks, "Keats never takes his dreams for reality or . . .

remains lost in them."15
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Keats also believes that the knowledge gained from all

fields of human endeavour contributes to the usefulness of

art by enabling man to separate truth from sheer imaginative

creations. He states that "every department of knowledge is

Calculated towards the goal“16

of revealing truths about
life. Therefore, all fields of human!gndeaVOur pfovide art

4 | . . R
with a broadened scope for the exploration of the diverse

4

!

“circumstances of the world. The inclusion of the insights
from all departments of learning in poetry, for Keats,

makes it the focal point of all human concerns and

aspirations. His wish to do "the world some good"17 by

means of a poetic exploration of life inspires his constant

search for wisdom‘through learning and through his attempts
to respond passionately to the poemé he reads. He writes,f

--I know nothing, I have read nothing and I mean
+o follow Solomon's direction of "get Wisdom."

I find I can have no enjoyment .in this world but
in a continual drinking of Knowledge—-I find that
there is no worthy pursuit. but the idea of doing
some good for the world--some do it with their
society--some with their wit--some with a sort of
power conferring pleasure and good humour on all
they meet and in a thousand ways, all equally
dutiful to the command of Great Nature—-there is
put one way for me—-the road lies through
applicdtion,  study and thought .18

Keats seeks comprehensive knowledge "through- application,
study and thought" in order to be adequately armed in his
. . . L

efforts to do the world some good through a devotion to

poetry;.

Knowledgé, for Kdats, must b%%based upon experience ’

- because "Nothing er b omes real till it is experienéed——
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Even a proverb is ne proverb to you, till your life has

“illustrated it."l9

The reality of art also depends on an
imaginativély personal response to'What is read. Hence,
when Keats says that "We read finévthingsbbut_do not feei
them to tge\fuli until we havé gone through‘tﬁe same steps

n20 he proclaims the relevance of experience

as the Authof,
to an apprehension of'lifé through7ar£. The true index of
reality to Keats is the degree of intimate ;nvdlvement in
an expgriegce; "What can I say but what.I feel?'-'21 Keats
once asked, becaﬁse hefregards the "state of excitement"
produced by intense sensation as the "oniyvstate for';he
‘best of .poetry" and therefofe tha .statg is the only thing

that he cares for in all his .attpmpts to encounter reality.22

This.state of excitement is both the cfeative impulse in
poetry and %hg'ngcessary.conditibh for a vélid%appreciation
and concéption of arf.\Notfoniy is Keats's belief in_ the-
reality.of his “"feeling cbnéciousness* relevant to his viéw
of the proper response to art, it also é#plains his |
charac.terist-ic appréach to "a literary imagé’as th' it
were a trﬁth one féels on the pulses.f23' | |

A passionate experience ié possibléwboth'in an
individual's ﬁersonal encounters of life and in his reading
of poetry or response to any othervform Qf.aft. Indeed,
because of the major rolevthat art plays in Keafé's life,

Bate maintains that "the primary inspiration of Keats, a

virile, relatively unbookish poet is intensely literary--
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thg‘ideals, the criteéia, the experieﬁceb(what little he
has)/."24 Kéats holds thelviey that the first step to true
knowledge is “through‘the human passions” and that sensation
is the ﬁost reliable means of acquiring'an'intiméte
appfehension of the nature of man and his existence in the
world. Keats, by means of a keen épplicafion of his passions
to art, strives to convert art or literature into kno&ledge>
that is personally real to him.

Keats's passiqnafb g#ploration of poetic experiences
ar;ies from hisdcon;ideraﬁion'of poetry as a repository of
inténsély felt wi§q§m that.haé been distilled from.the
seemingly1enigmat%¢'ciréﬁmstances of life, and preserved by

nd6

many generations of poets. "Reading texts as life, he

. attempts, in spité-of the apparent contradictions ;;\Ehe

27

world, to embrace the "principle of the harmonious unity

of lifef'28 which he regards as the focal point of all poetic

endeavours.,The principle of the harmonious unity of life
which'&nderlies all artigtic‘efforts ié a£ the coge of the?
wealth of wisdom that abqunds in poetr&. This-mine of wisdom
tﬁaﬁ is in poetry‘makes poems or other artistic works |
kindred to “formal éhilosophy, but unlike philosoﬁh;, poetry,

w29

as "the true voice of feeling, is able to portray life

“ahd the wisdom derived from it in a manner capable of
enlisting the reader's passionate participation; As Keats

maintains, "axioms in philosophy are no axioms until they

30

are proved on the pulses"; thus, pbetry is the means for

tésting'philosophical axioms on the pulses. Keats would

»

o



38

agree with Plato that "poetry feeds, and waters the passiens"31

but would disagree with him over his claim that emotions are

t
"inferior parts of the soul"32

and argue that ‘because
péSsions‘arise from man's intimate experiencing of reality,
they constitute the superior part of his soul and contain an
intimate kind of'reality that formal philosophy does not
Pave. |

.In Keats's view, the Pletonic.inability to compreheﬁd
éhe speciai significance of passionate reality springs ﬁrom
‘an absolute reliance on reeson; In most»of his poems--poems
~as different from each other in style as "E'Sﬁood Tip-toe"
~and Hyperion--Keats seriously'explores and,even lingers |
upon experiendes that nourish or call into play intimate
human emg;ions. He is'more interested in passionate hgman
responses>to life than in ratidnal ones because he believes
in their peculiar kind'ofkreality. In Lamia (II, 229-238)
lihe vehemently denounces "philosopher Apollonius's"
deetruction of the dream—wofld that‘Lamia and'Lycius‘were
passionateiy part of because, for Keats, the airy palace
represents a poetie palace while Lycius'represenfs a human
poet;.Apollonius represents the imaginatively,dhresponsive
Platonic rationalist whose activities threaten the existence
~ S
of the poetic world.'Lycius is, however, not the ideal poet
for\Keats. His inability to comprehend the subtle relation

between art and life--a relationship which does not confuse

art and reality and which is the basis‘of'the Keatsian
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poetics—;spells his doom.

Keats, in his desire to live a poetic life, tries to
avoid Lycias'srmistake by partaking of the harmonious
beauties and w1sdom that are united in poetry Since he
bellevee that great poets capture this complex harmony and
wisdom in their works, he seeks to create it in ‘what he
writes. A useful guide.to what he desires in poetry is
discernible in the following lines from."Goa of the Meridian,"
where the harmonic notes from the lyre coexist with |
- philosophical -truths: "O let me, let mebshare/with the hot
lyre and thee/The staid Philqsophy" (26—22). The lyre at
the command of Keats's favourite muse, Apollo, plays
‘harmonious notes that arevreplete with philoeophical truths .
about life. His wish to share in the ﬁelodies and knowledge
which the lyre--a tradirional symbol of poetry--produces,
demonetrates one of his major interests in arﬁ.

Apollo, as the god of poetry and song, is "more than a
mere flgure of speech or llterary allusron for Keats n33
The god 1is personally real to him. His intimate'lnvolvement
"with this god'ofkpoetry is evident in poems such as "I Stood
Tip-toe“ (47-50) , "To My Brorher George" (9-12), "Sleep and
Pdetry" (58-61), and Endymion (141-144). His desire to be,
and vision of being, part of "Apello'e kingdom" are
unmistakable. Ian Jack aptly capturee Keats's personal
relation to Apollo when he states thatv"Keats is in the

¢

habit of thinking of poetry -as a continent or a world, ruled
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over by the various great poets as feudal dependants of
Apollo. Thé most memorable expression of this thought isvto
be found in the opening lines of the sonnet, 'On First
Looking into Chapman's Homer': ~ f§ 

Much have I travell'd in the realms of gold,

And many goodly states and kingdoms seen; M

Round many western islands have I been

Which bards in fealty to Apollo hold."34

N
If Keats states that bards hold various kingdoms in fealty
to Apollo in thisAsonpet, he enumerates and depicts the
kingdoms and their rulers in the "Ode to Apollo." The rulers
are, of course, poets like Milton, Homer, Shakespeare‘and
Spenser, while the kingdoms are representations of Varidus
aspects of human life--aspects reflecting thé pleasures and
agonieé of existence. The ultimate act of cxeativity,
aghieved in the combined. efforts of the poets and Apollo,
is conéeived of as the unity of the passionate music (of
" the lyre) with the intimate knowledge (of life). His desire
for a poetic life is, therefore, a desire to be part of the
glorious company ofJApollo's poets who are poets that
vividly reflect the humdh condition in the harmonious
beauties of their works. .
Apolloirepyesents, for Keats, the concord in all

things—--a concord in which ghe‘apparent conflict between art
and life, and the inherent contradictions in lifé are non-= -

existént, Hence, Bate maintains that "Apollo is élways the

most symbolically weighted of the mythological nhames for
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35 And Evert effectiveiy demonstrates how "Keats's

36

Keats."
‘Q

poetic thebry is centred on the god, Apollo,"~° and why the
géd is capable of bearing the weight of symbolic meanings
that the poet associates wi£h‘him. He Qriﬁes: "As the god of
astronomy, Apollo presides over the univérsal system of
physical harmony; as god of medicine, he maintains harmony
among the physical elements of human organism; as god of the
sun, he marks the passage of time and presides over the |
ripening of the fruits of the earth; as god of song and
poetry, he presides over the ripening of the huﬁan-intellect
and brings it tc comparable fruition in the harvest:of
harmonious expression."37 |
Keats's consideratiqn of. poetry as thevpropér mediﬁm
for the unity of knowlédge andwthe béauty of expression is
closely related to his'poetic statement tha£ "poetfy is the
supreme power/ . . . might half'slumb’ring on ité own right
arm" and "a friend to soothe the cares, and 1lift the thoughts
of man" ("Sleep and Poetry,& 236-7; 246-7) . His view of
poetryvas might half slumbering on i;s own:;ight arm
corroborates his belief in the beneficial aﬁdvpowerfux
impact which great Qbrks of aft of poetry; as repositories
of wisdom, make oﬁ the consciouénessvof mankind even by

. . . 38
"their mere passive existence." 8

The unobtrusiveness of
the beneficial imfluence exerted by great works of art on
man heightens the significance of the inflﬁence;-In like

manner, poets contribute to the education of man through
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their works. Juét as poets’ works are "friends to soothe
the cares, and 1lift the thoughts of man," so also are the
poets themselves friends and constant guides to man all

through life; hence. Keats contends that because Milton

"wrote 'Lycidas,' 'Comus,' Paradise Lost and other poems,

he was an active friend to Man all his life and has been
' w39

{

world some good by his devotion to poetry, he judges other

since his death. Thus, not only does Keats seek to do the

poets by the standards of "his concern for, and desire to

w40 5 typical example of his asssessment of

help humanity.
the worth of poets by their concern for humaniﬁy is evident
in his comparative consideration of the mannen.ig whiéh the
human c0ncerﬁs'of\ﬁilton and Wordsworth affect their
status as Iioets.41

The central place which Keéts allots to poetry‘by,
virtue of its relevance to human life dictates somé measure
of caution in interpreting statements in which Keats seems to
suggest that "fine dbing" is more important than "fine
writin@." He declares; "I am convinced more and moré‘that
fine writing is next to fine doing the top thing in tﬁé
world; thevparadise lost becomes a greater wonder."42fThe
comparison of fine writing and fiﬁe doing initially appeérs
to set fine doing above.fine’writingQ In fact, this initial
vimpression\ié what prompts Trillipg's suggestion that "Poetry

was Keats's life yet when he wants to praise poetﬁy, he

saYs . . . the deed comes before the word for him . . . the
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guarantor of thév;Ord."43

Trilling's conclusion is rathﬁr
hasty because a’ careful examination of the nature of the
comparison which Keats makes reveals that fine doing and

fine writing unite in the discovery of the wonder of

Paradise Lost.

Trilling's proposition'canhbt fully explain Keats's
‘view on the. issue because it reduces the importance of
poetry to a level that is unacceptable to Kgats. Keats also
seems to suggest that the humanist philosopher is mbre
important than the poet when he writes, "I am convinced more
and more every day that (excepting the human ffiend
philosopher) a fine writer is the most genuine being in the
world. Shakespeare and paradise 1¢St become greater wonders

to me."44

Nevertheless, it is more accurate to say that the
poet is a doer because of the effects that his works are
squbsed have on‘man—-thus,bmaking poetry a kind of deed in
Kéats's scheme of things. Aiso,‘becauSe poetry is a mine.of
wisdom, the poet can be’called é human friend philosopﬁer.
Keats's gﬁgtatianvfrom Milton's ggﬁgg is an apt poetical
.rendering of the fact that finevwriting‘can be equated with

- fine doing, and thaﬁ the poet can be regarded as
essenﬁially a friend to man: |

How charming is divine Philosophy.'

Not harsh and crabbed as dull fools suppose
l But musical as in Apollo's lute. (476-8)45

‘Divine philosophy is likened to the harmony proceeding from

Apollo's lute. The uhity of‘Apollo's music and the charms
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of divine (not formal) philosophy in Milton's Comus is
similar to the unity of poetry and philosophy that is
depicted in Keats's "God of the Meridian."

Keatéus devotion to poetry can be justifiébly
considered és based on his idea of living a poetic life
because just as "it is true that he was .so devoted to life
that his concerns bear a close relationship to his poetry,"46
so also ié it trué that he was so devoted to art that his
concerns bear a direct relationship to life. In his view of
‘"a poetic life," art and life are b;ought into cooperation
with each other éo that "the old and vexing conflicts
between art and morality, between literature and life are

wd7 The poétic life for Keats does not only entail

resolved.
an individual's‘intimate involvement in art and life forl
the purpose of writing great poems that enhrich human life,
it also requires that the poet, because of his enormous

knowledge which is analogous to‘that‘which deified Apollo

8 shouid live an exemplary life. Therefore, it

in Hzgerion,4
is no surprise thaﬁ-he expreéses disappointment at the
behaviour of -certain "literary men" who initially helped to
..arouse his- interest in poetry énd art in general. "I am

n49 he writes in reaction to

disgusted with literary Men,
the jealousies that led to the quarrel between Hunt and
Haydon.

The moral sensitivity to human situations that Keats

expects, to find in the lives of all those who claim to live
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poetic lives is that which is based on insights into the
nature of man and the world. Keats sees such insights as are’
gained through a dedication to art and life as invaluable to
meaningful solutions of most human problems. The kind of
understanding that he expects all artists to have can be
illustrated from his perceptive statements on the cause of
most quarrxels in the world and on the nature of man:
' What occasions the greater part of the World's
Quarrels? simply this, two Minds meet and do
not understand each other, time enough to
prevent any shock\or surprise at the conduct of
each party.50
Men should bear with each other<-there lives
‘'not the man who may not be cut up, aye hashed.
- to pieces on his weakest side. The best of men
have but a portion of good in them--a kind of
spiritual yeast in their frames which creates
the ferment of existence~-by which a man is
propell'd to act and strive and buffet with
circumstances.>5
For Keats, whatever knowledge is derived from art and life
should be of use to the artist in his own life as well as
be of use to aliﬂhumanity. The philosophic wisdom acquired
by’ those who live poetic lives must also be evident in what
they write, A high level of practical discernment .is for
Keats the true foundation of Shakespeare's life--"a life of
Allegory" in which his works are comments on the life he

led.??

Therefore, to Keats, a poetic life (being allegorical
in nature) leaves enough clues in the works that are its
products to aid the conscientious reader in his attempts to

decipher its real significance.-



Keats demands of critics the same measure of practica
discernment in their attempts to discover the profound
human truths in works of art as he demands of poets or
artists in their attempts to capture tHe essential human
experiénce in their works. Wpile he does not regard the

I

professional critic as one Jﬁp necessarily leads a poetic
life, he still insists upon the relevance of comprehensive
and practical knowledge to the critic's assessment of
poetic works; thus, demonstrating his belief in the close
relationship between the critic and the poet. In faét, his
view of criticism as a continuous process of the
investigation into the nature and purpose of art is an
in;aluable guide to the undérstanding of his convictions
about the role 'of criticism. His comment on Hazlitt's

criticism of Wordsworth's "Gipsies" shows a profound

insight into the iss?es that a ¥}
and, establishes his characteri@s » 'fritical approach to
all works of art:

Now with respect to Wordsworth's Gypseys, I think
that he is right and yet I think that Hazlitt is
right and yet I think that Wordsworth is rightest.
Wordsworth had not been idle; he had not been
without his task; nor had they the Gypseys--they
in the visible world had been as picturesque an
‘Oobject as he is in the invisible world. The  smoke
of their fire~-their attitudes--their Veices were

B//' all in harmony with the Evening. I€ :is a bold
thing to say--~and I would not say it in print-- |
but it seems to me that if Wordsworth had thought
a little deeper at that moment he would not have
written the poem at all. I should judge it to
have been written in one of the most comfortable
Moods of his l%fe--it is a kind of sketchy

4
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,lntellectual Landscape——not a search after Truth—-
nor 1s it fair to attack him on such a subject--for
it is with the Critic as with the poet; had Hazlitt
thought a little deeper and been in a good temper,
he would not have spied an imaginary Fault there.>

In this comment Keats identifies thelstrengths‘and
weaknesses of WOrdswarth'e "Gipsies." He‘attributes the
failure 6f the poem to Wordsworth'é comfortable mood, a
mood that seems to have beclouded his understandlng of the
pé;uﬁlar llfe of the glpSles when he wrote the poem. To
regard the gipsies as those who engage 1? "a torpid lrfe"
(21) and to call them ﬁWiid outcaets ogx%ociety" (23)-es

.Wordsworth does, is in- Keats's view a mlgu;derstandlng of
the nature of the lives of the glpSles——a mlsunderstandlnc
which is difficult to explain in view of the fact that
Wordsworth wrote poems like "Expostulatlon and Reply and
"The Tables Turned" in pralse of apparent 1nact1v1ty Hence,
" Keats loglcally states that the work "ls a klnd of
lntellectual Landscape—-not a search after Truth." On the
other hand he feels that Hazlltt s severe criticism of the
work is‘misdirected. He argues that the attack on the subject
of thefpoem is‘unfair'sinoe it has a lot of potentialities‘
that'aré inadeéuateiy exploitéd by Wordsworth. He also
politély condenns Haziitt‘s direct'attack on Wordeworth.

uHis balanced-judgement on the‘poem and on Hazlittfs comment
is thathboth'thevpoet and the critic should have applied

their comprehenEive understandingyof life to what they did v

in order ‘to seek after the truth in a steady manner.

N —

L, %



Lo
Lyl

-

48

2
Keats's belief in "how great a thing‘@t is [to be a
poet and] in how great things are Qained by it,"54 ls usually
coupled with an awareness of the challenges that a poetic
life poseslfor an aspirant. He is, of course, confident that

the basic requirement for a poetic life is an intimate

‘passionate participation in life and art which leads to the

acquisition of a knowledge of the world that is based on a
comprehensive understanding of life. Aware of the fact that
the course leading to the acquisition of poetic Wisdom

based on "the principle of the harmoniousfunity in life"5§

is long and tedlous, he patlently strives for the ideals

that he attributes to a poetlc life by unwaverlng dedication

to life and art. Thus, his entire'life,can be rightly termed

a life that is devoted to;the necesSary trarping which will
meet the high. standards of an artistic llfe, and guarantee
him a place "among the Engllsh Poets after his death."56

In "Sleep and Poetry" Keats wishes "for ten.years, that

. [he} may overwhelm/[Himself] in poesy" (96-7) ,» and though -

SR ‘T/» v.

thiskwish:doés not entirely'come true because of his early . .

death the few Years that he did llVe were devoted to d01ng

v 7

‘the "deed/That [hls] smml has to 1tselF decreed" (97-8) . The

deed which his soul decreed to 1tself is that of living a

- _poeticdlife through an intlmate exploratlon of, and -

"”par€1c1patlon in art and life; hence for him, llfe is a

‘contlnuous process of self- development or educatlon The
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' poet. The programme is systematicaLly-chceiVed even though

'as to be almost indistingﬁishable

49
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poet thus seehs and advocates a particular kind of education‘
which ( as the crowning experience of a poetic'life) A |
culminates in the individual's personal~participation‘in,
and understanding of the harmony of existence——a harmony
derived from a.compréhenSive'knowledge of the world.

Keats has a specific pregramme for the education of-the

i . I 3
he claims- that he "shall never be a Reasoner because [he

cares] not to be'in the right.">%

Nevertheleés, his own
doubt about his ability to’think abstractly does not
prevent him from "habltually ‘and characterlstlcally
a551m11at1ng experlence 1nto comprehen51ve metaphy51cal

n>9 In fact, the truth ln his perceptlon of the

structures.
nature of the c1rcumstances of the world the nature of
human experlence, and the lmpact that these c1rcumstances
and experlences make on the human mind helghtens the
1mportance‘of life to the systematic structures that are
dieeernible in h}s works. S;mllarly, the reality ofnhls
perceptions of'the'nature: function and form of poetry or
art is responsible for the@faeththatvhe subsumes human B
qonderns in hie'poems and aeethetics. As qudberggpute it,
"Cosmology and aesthetics are always eQ closely interwoven
n60 inbthe works of Keats.
Therefore Keats's underStanding of‘the nature-of.existence
and of the world forms the feundatihn éf his art and'hie’

K C Cat 'Ar,r;

aesthetics. . g o o
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Keats's systematized perception of the course and goal
of poetic life becomes ﬁore obvious when hisawell—known
speculations on the circumstances that prompted his calling
the‘world‘a "Vale of Soul-making" instead of a "vale of
tears"61 and his discussion 6f the "simile of life“ based-
on his "Chambers of Thoucjht"62 are considered to be related
to.each oﬂher. In his speculatione on the. process of "sool-
‘making" and on the "Chambers of Thought," he examines the
'nature of the world, humanGexistence and ooman experience

insofar as they are relevant to the tralnlng of the

1nd1v1dual through expandin%galé"mxnd and sharpening his

sen51b111t1es. For him, the palge %nd pleasures of life

2

combine to form the source of man's educatlon in the_world

'-—dn education whose goal is to enable man attain soul-state

or personal identity. In a broad sense, all those.who attain

N

personal identity or soul-states partake oflthe benefits.of

~

beauties" in the_world and the 7ag0nies,'the strife/

’fOf«human life" ("Sleep and Poetry,“ 73; 124-5). ﬁor‘Keats;
this bliss that souls have is a form of sdlvation that is:

neither restricted to the idea of a Christian heaven,‘nor

to a life after death. It is bliss that is an integral part
of life, and becausé it is a klnd of<happiness"that proceeds
‘from "a system of Salvation which does not affront our

63 k '

reason or humanity," it is invaluable to the individual's
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personal life.\Keaté was .always strivrng to attain this
.bliss‘and.he did taste of it in.great moments of poetic
experience of iife.- ‘

‘The:attainment«of Soul-state is,pfor Keats7_dependent5
upon a'successful completionlof the programme of education
that is discernible in his speculations on the,process of
Soul—maklng and 1n‘hls simile of human 11fe As stated
earlier, the programme. de51gned to instil the principle of
harmony in the world into the mind of the individual also

T v
intensifiee\his emotional and moral sensitivity to life and
humanityl The suitability of the scheme.is guaranteed by the
- fact that itvreCOgnizes the innate attributes and needs of

‘human beings.-The programme first defines the state in which
' the human being is born, relates‘this-state to the
c1rcumstances of the world, sets up the various stages of
development according to the issues’ of life that are to be
learned and the measure of progress expected of the
individual, and then concludes by descrlblng the attrlbutes
of'a soul or an identity. :

In what state is the hunan being first#Porn?IKeateﬁs
attempt to answer this question is comprised of a-;'
comparative consideration ofuthe nature of a soul and that
of "an Intelligence":- | .

\ . « . Soul is distinguished from Inteliigence;
There may be intelligence or sparks of divinity
in millions—-but they are not Souls till they

" acquire identities, till each one is personally
itself. Intelligences are atoms of perception-=-
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they. know and they see and they are pure, in short
they ‘are God. 64

The Intelligence is thus the raw form in which the human

4 being is born ihto'the'world. The Intelligence comes into

the world with the capacity for perception. In the-untried

state, intelligences ‘are neutral, witthout knowledge that is
, .

personally real to them even though they "know and they see

and they ‘are pure." In short, because of their purity and

apparently dererSOnalized percepéionland knowledge, "they

" are God." However, soon.as the intelligences are born, they

commence to exercise their capabilities for perception in .
the task of self-definition that leads to the acquisition
of personal identities.

Having defined the intelligence, Keats proceeds to

consider the "grand materials" that act upon each other. in -

the process of schooiing the intelligence in order to make
it a soul; there are

- . Jthree grand materials, acting the one upon

" the other for a series of years. These three
Materials are Intelligence--the human heart (as.
distinguished from intelligence or Mind) and the
World or Elemental space suited for the proper
action of the Mind and the Heart on each other
for the purpose of forming the Soul or Intelligence

destined to possess the sense of Identity 65

| Two of the three grand materials are attributes of the

Intelligence--the heart and the head of the human being.

The head and heart are the basic faculties with which the
individual strives to acquire his own:personal identity.

Keats declares, "I think the process of soul-making is a

.
A~ e
)
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grander system of salvation than the Christian religion--
w66 |

or rather it is a‘system of Spirit-creation. He does not
conceive of the heart and the head és opposite:or contending
‘faculties but he conceives of them as complementing éach,
other. In fact, within the Keatsian system of Spirit—creation,
a cqﬁiest betwéen both faéulties_willybe considered to be
tant;;%unt to a éévere mal—developmentéin the individual.
Neithe; faculty is superior éo the other even though‘Keaté
grants th¢ﬁﬁéart a.primary position because he regards it
as the céﬁtre of the éhotional and moral sensibilities of
'man. Both faculties must receive, prodess,Aand assess the
data of life in order to arrive éﬁ_a mature insight into
the nature of e#istence;‘they muét cooperate énd bring the
entirejgeing of thé individual into play.

The third material in the process of schéoling the

~

intelligence is .the world. The mgnd‘and-éﬁe heart respona
to, and are affected gy circumstapceS‘that are iﬁtegral
parts of the world. Thus, thoqgh Keatsfsireferencé to the
world asl"Elemental space" may seem to restrict what his
idea qf‘the world_Signifies by exclﬁding the social sétting
and issues related té-personal:rélétionships, in reality
‘his viéion;of‘thé world includes¢all:the~circﬁmstances that
affect human éxistence.’The t:ue‘néture of the world as
Keatsrsees it is more obvious from the following "homely"

formulation of the Keatfsian,system:'9

I will call the world a School instituted for
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the purpose of teaching little children to
read--I will call the human heart the horn Book
read in that School--and I will call the child
able to read, the Soul made from that School and
its hornbook. Do you not see how necessary a
World of palns and troubles is to school an
Intelligence and make it a Soul? A place where ‘
the heart must feel and suffer in a thousand diverse
. ways. Not merely is the Heart a Hornbook, it is
the Mind's Bible, it is the Mind's experience, it
is the text from which the Mind or intelligence
sucks its 1dent1ty.6

The fact that the world is a school in which the human
heart is the hornbook demonstrates that human exéerlence in
the form of "feellng and sufferlng in a thousand dlverse
ways" is part of the school's materials and, by implication,
a compenent of the world.,Tpe heart'as the "Mind's Bible"
is also the souree,of the "Mind's experience, it is the
text‘from which the Mind or intelligence sucks its
identity." Not only is the heart a source of intimate
feelings, it is also the source of‘motal direction for
-man's intellectual faculty. )
In spite of the emphas;s which Keats places on the
"pains and troubles" of the world in 'his system.of spiritj
. creation, the elemental world jnﬁihumdh levé and friendship
are still important parts of the world that he depicts. In
fact, for him, the beauties and‘inclemencies ef‘physical
nature have their parallels in human life;‘henCe a proper
reaction to natural conditions cen enhance man's response
-to life. Little wonder then that the structurerf the sonnet
"To M§ Brother George" is based’on a gradual progress from

. . ' & . .
~the appreciation of the wonders of the sky and "The ocean
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with its vastness, its blue green,/Its shipé,'its rocks,{
‘its caves, its‘hopeé} its fears/Its voice mysterioﬁs" (5=-7),
to an even better appreciation of the benefits of human
relatlonshlps, "But what, without the thought of thee/Would
be the wonders of the sky and sea?" (13-14).

The world for Keats is not made up bf agonizihg
circumstances alone; its beauties and disasters are the
_seemingly contradictory elements that the individual must
intensely feel'and comprehend before he can gain the
knowledge of thé wofld's wholeness that is necessary for
thelattainment of the Soul-state. In Keats's poems naturai
beauties are presented in portrayals ranging from idyllic
settings to mythical scenes set in natural environments:

Things such as these are ever harbingers
To trains of peaceful images: the stirs
Of a swan's neck unseen among the rushes,
A linnet starting- all about the bushes:

- A sbutterfly, with golden wings broad parted
Nestling a rose, convuls'd as though it smarted
With over pleasure——many, many more
Might I indulge in my store o
Of luxuries.... ("Sleep and Poetry,' 339-347)

' The individual must be able tdgindulgé ih,such pleasures

as part of what constitutes the reality of the world.
Protag&nists in Keats's poems--Isabella, Enaymion, Madeline,
and "the pdet“—-are usually placed in situations where they
can partake of these pieasufes; Keats'é belief in the
salutary effects of~thevenjoyment of pleasures is also
évident in his persorml life. He once éxpresSed a wish

to show Bailey the importance of "worldly" pleasures to

-



56

human life; "I was in the hopes . . . to point out things

in the world worth yéur enjoyment."68

_Aﬁ interesting point
to note is thét the pleasures listed in the extract from
"Sleep and Poetry" contain "seedé" of the agonies of life;
hence, the butterf&y at the height of its enjoynent is
"convuls'd'as though it smarted/wWwith over pleasure."
Since all forms of worldly beauties and human
" friendships which provide man with joy are but parts of the
complete picture of the world, they must not ﬁe regarded as

shields againsg the world's ills. Even in elemental nature,

there are disasters like earthquakes; "sands of Africa,
w69

Whirlpools and volcanoes . These natural inclemencies

have parallels in the circumstances of human life. More
importantly, other living creatures are just as insecure as
man. In "To J. H. Reynolds, Esqg." Keats depicts a
frightening'and hostile natural condition: -
, . -« « o but I saw

Too far into .the sea, where every maw .

The greater on the less feeds evermore.--

But I saw too distant into the core

Of eternal fierce destruction, 2
'And so from happiness I far was gone.

Still do I that most fierce destruction see,--

The shark at savage prey,--the Hawk at pounce,--

The gentle Robin, like a Pard or Ounce,

Ravening a worm. (93-8; 102-5)
Once again it is necessary to reiterate that this scene
of fierce destruction_in nature must not be taken as
repfeéenting a complete view of life or the world. The poet
is aware limited nature of this vision of life; hence

S~
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he dismisses it as a vision caused by "horrid moods" (105).
Tne nroper approach to this scene painted from life is to
see the eternal destruction within the context of a world
that has . elements which are united in concordance, "Beyond.

d. "70 A mere understanding of the

.the sweet and bitter worl
contradlctlons in the world is not enough to make an
Intelligence a Soul. All contradictions in life must be
intimately felt as a means of maklng the unity and wholeness

\

of the world personally real to the 1nd1v1dual or as a means
of transforming the Intelligence into a Soul. |
The insecurity of other living creatures has its human
parallels too:
. . . man is originally a "poor forked creature,"
subject to the -same mischances as the beasts of
the forest, destined to hardships and disquietudes
of some kind or the other. If he improves by degrees
‘his bodily accommodations and comforts--at each
stage, at each ascent, there are awaiting for him
a fresh set ‘of annoyances--he is mortal and there
-is still a heaven with its stars above him.71
While, for Keats, man's improvement of his "bodily
‘accommodatibns and comforts" seems to raise him above
beasts of the forest, it does notbimmunize him against the
"set of annoyances" in life. The destructive instincts of
"beasts can be seen in man's actions too: "The greater part
of Men make their way with the same instinctiveness, the
“same unwaverlng eye from their purposes, the same .
eagerness as the Hawk." 72 Human nature, belng susceptlble

to "fear, hope, and wrath/Actlons of ‘rage and passion"

(Hyperion, I, 331-2), is as responsible for the "agonies,
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the strife/0Of human hearts" ("Sleep and Poetry," 123-4) as
‘natural sources, Is the cause of human cruelty not
traceable to acts of rage or passion?

Ah! shall I ever tell its cruelty,

When the fire flashes from a warrior's eye,

And his tremendous hand is grasping [a sword],

And his dark brow for very wrath is knit?

("Specimen of an Induction to a Poem," 23-4)

Apart from man's negative instinctual activities, his
mortality is not without its pains because it makes the

appargnt eternity df "a heaven with its stars above him"

more obvious.

* -

As suggested earlier in relation to the soul's reaction

to natural circumstances, the privations of 'human life and
the suffe{ing that results from man's fiery instincts must

be regarded as components of a world that is based on the

- w7

- principle bfvharmony. They must not be considered in i
isolation from other elements of the world because, if they
aré viewed as theée only reality in life, they can d:mpen
ﬁan's vision of Qﬁmself orqof the world he lives in. All
negative qualities in ﬁan have their'positive aspects.
Incidents arising from the negative qualities of man are
obvious'anhoyances that must be intensely felt: "But then,
as-Wordsworth says, 'we have all one human heart' [The

Cumberland Beggar, I, 153]--there is an electric fire in

human ,nature tending to purify;—so that‘ambng those

negatively instinctive human creatures there is somg birth

73

of new heroism."’” The fervent experiencing of hyman agonies
: 4 ,
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'a

should, instead of leading to pessimism, lead to'a great
sensitivity to life. Anyone who has a comprehensive vision
of life--a vision in which the pains and pleasures of
existence are placed in concordant relation to one another--
is given -such.- reward as Keats seeks ftom tastlng the
"bitter-sweet" plight of King Lear in his sonnet tltled
"On Sittihg Down to Read King Lear Once Again":
\ When through the oak forest I am gone,
Let me not wander in a barren dream,
But when I am consumed in the fire,
Give me new Phoenix wings to fly at my desire.
. (11-14)
The enormous effect of the fire, ;hich in the final stage
of development consumes the Intelligence, guarantees it
redemption from a barren dream, giving it new wings to rise
from the fire like a phoehix and enabling it to live a new
life or become a seul. Therefore, an Intelligence must pass
through the three discernible stages in this scheme--an
enjoyment of the pleasures.and beaut;es in iife, an
intensely passionate experiencing of life's pains, and an

intimate understanding of the harmony in life's apparent

contradictions--before acquiring personal Identity.

- *J r
Keats re-states the same stages of development 1mpl1e

£

in the process of' Soul-making in his "51m11e of 11fe' where

'u. . ‘r:

he compares "human life to a larxge Man51on w1th many
n 74

Apartments.

| apartments in the mansion of life, it is eV1deq& from~the

K

context that there are actually three apartmen&g.mﬁach -
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apartment represent;,a stage in the process of the
Intelligence's pfogress towards Soul-state. The education
of§ﬁhé Intelligence, according to the scheme, comprises a
thgrough explbration of the three'apartments in the mansion
of life. As the intelligence explores the apartments, he
progresses through stages that are”analogoué to those levels
of achievement hinted at in the process of Soul-making.

In discussing the simile of human life, Keats
concentrates on the internal parallels of the three
apartments in the mansion of life, parallels which he

refers to as "Chambers of the human Mind."75

The mansion of
human life, in its internalized version, consists of
chambers instead of aﬁgrtments. Each chamber represents a
higher degree of enldghtenment for the Intelligence

undergoing the programme leading to the acquisition of

personal identity. As was the case in his discussion of the

-apartments in the mansion of‘life, Keats suggests the

existence of many chambers of thought. But his scheme is
readly based on ;he assumption that there arehthreg clearly
defined chambers. The educafion of the Intélligence in this
scheme consists of ﬁhe expahsion'éf tﬁp mind un%il it is
able to absorbuallltruths revealed gngthe three chambers.

i

‘Keats calls the first chamber "the infant and

: thoughtless"Chamber." It is made up of sensations that are
: L

.unsifted and unassessed becauéé of the ‘apparent dormancy

of consciousness. It is the store-house of unevaluated

Nopunin

60
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infant impressions. The effect it has on the human being is
like that in which the Intelligence is first“engendere&v&n
* the scheme of soul—makingr This chember,'being the seat of
innocence} can be regarded as the-domainkof the "spark of .
divinity."‘It is therefore reasonable’to tonsider the newly
born_Intelligence as being born intoLtHis chamber. N
The_second_chamber is the "Chamber of Maiden-Thought."
It is more conmlex'than'the first because; not-only does it
mark the awekening'of consciousness,‘it also has_two

~distinctivé and neer—opposite effects. The first effect is
. ; ) '\‘ ' 7

that :of brightness which leads to an intoxication "with

light and the atmosphere, we see nothing but~pleasant'n

Co
wonders,.and~think.of delajlng there for ever in delight."76

Poetry produced in this state of intoxication-reflects the
'pleasures and wonders that characterlze this partial effect
of the chamber of Malden-Thought. It is an 1nadequate klnd

\
’Aof poetry that creates a dream world of perp ual pleasures

‘e

that - may serve as. a means of escape from the stark realltles'

of life. Needless‘to say ‘that the inadequacy of thlS kind of

poetry can be explalned by p01nt1ng out its poor reflectlon

" of the Keatsian cosmos. Nevertheless, delightful as the-

brlght effect of thls chamber is, it is dlfflcult forfany,’
Intelllgence capable of becoming a soul either to remain in -
this state of 1nebr1ety or to en]oy its escapist poetry for
‘ever, because the shocklng truths of ex1stence 1mp1nge upon

- the consciousness t& usher in a gradual awakenlng to the

T
A
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from a realization of the "siege of contrarijg

the sharpening of “one's vision into the heary

62

’

" other realities within the chamber, realities that must,

‘\

fcompel the Intelligence to- experience the next effect of

)
this chanmer
J

The second effect of this chamber of Maiden- Thought

‘is,that of darkness. ‘The darkenlng of the chamber results

f*ﬁa nature
of Man—-conVLnCing one's nerves that the world is full of
Miseries and Heartbreak, Pains, Sickness(and oppression.” n78
As the intelligence,experiences the "Heart-vexations of
v : _

l_ife,"79 the chamber "becomes gradually darken'd and at the
same time on\all sides of it many -doors. are set open--but
aﬁ%‘leaéing to'dark_‘_pass‘ages."80 Poetry. produced under the.

influence of this darkened effect of the chamber reflects

'unreiieved gloom. It is a kind of poetry that concentrates

on the seamy side of life, often exaggerating man's wdes
and‘leading to a consideration of the world as "a vale of.

tears." This gloomy'View of the world'is'inconsistent with

the reality which the Intelligence aspires towards know1ng

vin a personal manner. In spite Bf the fact that this

chamber produces effects that»represent both the pleasnres
and pains of existence, it does not provide the means by
which the'InteliiQence can unite thevtwo'effects into a
harmonious whoie; Hence,.a third chamber is necessary'for
the demonstration of‘the intimate and consonant relation of

the bright and dark effects of the chamber of-Maiden—Thought;
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The third chamber is where the Intelligence eventually

acquires personal Idehtity or becomes‘a Soﬁﬁ. Since Keats

4

does not give thls chamber a spec1f1c name, 1t is proper to

‘call~1t the "Chamber of Mature—Thoughﬁgkor the "Chamber of

Soul-state.” ‘This chamber has only one efﬁect—-the effect

«' Nt

- of ‘mellowed brlghtness whlch reflects the harmonlous

coalescence of the two effects of the chamber of Maiden-
Thought. In'it, relations are formu%?ted‘between the
apparently contradlctory aspects of llfe that are symbolized

by the brlghtness and darkness of the prev1ous chamber. It

<

' 'is the chamber in whrfh man sees "the balance of good and

':J

81 in the worId It is where he’ reallzes that "every

ill has its share of good,“»that "a myrtlevthan/E'er grew
in Paphos, from bitter weeds/Lifts its head into the air"

("Sleep and Poetry," 48—50)& that the world is neither

"briéht, nor sombre wholly/But mingled up" (Endymion, II,

223-4); and that life is like "a rose's hope While yet

unblown/The reaalng of an ever changing tale" (“Sleep and
Poetry,»a90—9l) The soul that is born in thlS chamber of
Mature‘Thought is able to apprecnge ‘the relevance of the

allegory of the rose to llfe 1tself. " . . suppose the.

e,

rose to have sensataons, 1t‘bloomS'on~a béautifulvmorning,

Y

flt,en]oys itself but there comes a cold. w1nd, a hot sun-—lt

cannot escape 1t, it cannot destroy 1ts annoyances%-they

are as native to 'the world as’ ltself-fno more can man

be happy in's‘pite.‘;'83
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The Soul%state acqoired in this chamber of Mature-
Thought, is the ultimate human aohievemEnt in the Keatsian
system forﬁsalvation.‘x:is a'state in which the entire
being of an individual.is spirituaiized by a comprehensive
knowledge of existence. The Identity gained in this final
stage of‘poetic-education, guarantees bliss or happiness to
the.individual.'And since it is obvious that happinees in
Keats"s view is ndt»é mere indulgence in unallqQyed pleasures,
the bliss experienced in the Soul-state results from the
1nd1v1dual s ability to wrest bliss’ from human c1rcumstances,
even the most ttzlng ones. The soul's comprehen51on of, and
respoh‘j to, the harmonious coex1stence of the 1nev1table
Jcomponents of the world constitute the poetic w1sdom that

is integral to all great.poems. Poems prOdqced by souls

reflect man's mature understanding of, and response to life.

3
'in the scheme of poets' education, outlined in the
, simile of human life and‘ih the.process ofVSoulﬁmakfng,
KeatS-olearly sets a scale by which he oan measure . his
personal_progfess and that of others Qho seek the wisdom
of poetic_existence.\Coﬁparing his progress as of the time
he wrote the éindle of human life_with Wordsworth's progress

- ‘as of the time he wrote "Tintern Abbey," Keats maintains

7
v

that he himself had progressed up the scale to the threshold

of the chamber of Malden—Thought s.dark2$ffect while -

lg&‘ ) v .
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)Wordsworth had attained the threshold of the chamber of

Mature-Thought. Keats concedes dgreater maturity to Wordsworth

L:,‘t‘f | e

N aswcompared to himself on the baSlS of the fact that »
Wordsworth had started the mature task of lighting up the
dark passages of the chamber of Maiden—Thought in order to

. embrace the profound1truthsyof human life. He, 'of course,

% "expresses confidence EP his ability to advance to the.stage

i} ’ .

‘tof maturity,vthat is to say, he considered himself capable

of.attaining the Soul-state which, to him, Wordsworth was

' on the verge of attaining. ‘ R

The need for a handy meansfof‘comparing his own
achievements to those of Wordsworth was a major impetus in
his formulation of the three—stage plan for the education
of poets. He tqld Reynolds that he was establishing the
schemei"in order to be explicit and show you how tall I stand
by the gianl“'84 the giant is of course Wordsworth In a
sense, his conception of the stages of human development,
within the context of a poetic life, is influenced by .

: Wordsworth's theory of his‘own development as a poet. His

" debt tJZWordsworth has beenbcorrectly remarked by many
critics. However, it seems that Robert Bridges was the <
first critic to ndte and analyze the s1milarities in
the schemes established by Wordsworth and Keats by
comparing passages from. "Tintern Abbey and "Sleep and -

85

(Poetrf. De Selincourt Claude Finney and Thora Balslev,

following Bridges s~lead, also discuss the discernible

e TR R
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| ‘ | \
“parallels in the stages of development established by both

poets, noting that Keats restates Wordsworth's stages in -
. g6 .

!

"Sleep‘and Poetry." But none of these critics mentions

- the presence of these three stages in Keats's simile of
human 1life and in his speculations on Soul-making. >~

While Woxrdsworth's influence on‘Keats's theorf of the -

poet's development is not in doubt, it is necessary to
point out that‘the.tendency in Keatsian scholarship to
;discuss Keats's stages as if they were a mere reproduction
of Wordworth's theoryvis misleading.87 What is important to
note when comparing Keats's theory with that of Wordsworth
is not just the simiiarities,_or how successful Keats‘is in
reproducing Wordsworth's: stages, but Keats's idiosyncratic
reactlon to Wordsworth's scheme which results in a scheme
”that is in many ways dlfferent from; and better developed
‘than Wordsworth's. It must be noted for lnstance, that

‘ Wordsworth wrote "Tlntern Abbey" in a retrospect;ve mood
whlle Keats's scheme in "Sleep and Poetry," the simile of
human llfe, and the process of Soul—maklng was produced 1n

an anticipatory mood. There is also no one to one

. 0 R : '
correspondence between the stages of "coarser pleasures of

boyhood,” "the rapture of yo th;".and the "sombre p;easures"
of aée found in Wordsworth and the stages of "infant and_
thoughtléSs Chamber;" "the Chamber of Malden—Thought," and‘
"the Chamber of Mature Thought" found in Keats. The complex

dual effect df the second stage in Keats s theory is absent

] e
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from that,of-Wordsworth. The dark effect of Keats's chamber

of Maiden-Thought seems completely and inconspicuously

fused into Wordsworth's third stage of sombre pleasures.

i
i

 Furthermore, Wordsworth's obvious emphasis on age is absent

from Keats's scheme because, in Keats's view, maturity comes
by experience not by the mere‘passage ofitime; Wordsworth's
scheme is alspwpased mainly on the assumption of the poet's
personal rela%@énship with physical or elemehtal ﬁature
while the foundation of Keats'sftheory is broader, Finally,
as mhora'Balslev correctly observEs, "Although both poets
emphasize man as the central theme of thought and poetry,

\

Keats's p01nt of departure is founded on the artlst s -

'v1ew -The development enV1saged implies a strengthenlng of

the creatlve power and an exten81on of the poetlc vision.' 88

Keats himself was aware of the dlfferences between hlsjAA

scheme‘and-that of Wordstrth' Hehcef having compared his "

‘fdachlevements w1th those- of Wordsworth he proceeds to
- compare Wordsworth's cla1m to fame w1th Mllton s——u51ng the

'crlterlapoffered 1n'hls s1mlle of life as~touchstoneu This

i

Eomparison~immediately Shows that he recognizes both poets
as dlfferent klnds of genlus. He maintains that Wordsworth s

1nc11natlon was always in the dlrectloh o%'“martyrlng

‘hlmself to the ﬁuman heart“ whlle Mllton wasolncllned

towards reveallng the " eplc pa551on of man.' n89 Hence, Keats
. . . . . - ) \
contends that Wordsworth "ministered to the needs of human

Knowledée?’while Milton fed man's religious instincts,9o
, R ‘
JEN ' |




68

» . In spite of the discernible difference that Keats
remarks in the geniuses of Milton and WordSwo;th, he
proceeds With én "ijective“ assessment of each poet within
his specific atga of-interestand"p relation to his
service to man genefally. He argques that, insofar as Milton
"did not think into the humanJheart as Wordsworth had

" 91 " 9 2

done, "Wordsworth is deeper than Milton. Wordsworth's

. profundity, in Keats's view, lies in his humanitarian

concern-—a concern which enables him to depict the agonies

L B

of human existence within the framework of the universal

meaning of life. His Soul is thus a Soul that is devoted to

consoling man by revealing the broader aims of life and

man's noble qualities; On the‘éther hand, Keats believes
that Milton was alsd a profoundtphilosqpher whosd§concern
for man arose from his desife to examine and justify the.
role of God in the world. Milton's attainment of Soul-state .
A'is séenvas'resulting>from his+-ability to satis}ylthe

religious needs of his generation. Hence, Keats concludes

that "Milton as a Philosopher, had s8re as great powers as
n93 ’

Wordsworth.
Keats does not assess only poets and their writings

by the values set out in his developmen Scheme. He also

judges the quality of life led by other individuals who are
not poets_by the same standards because he believes that
the scheme is practical. For inétance, he believes that

Souls are capable of ‘wresting bliss from the most trying
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circumstances of life, and therefore expeqts all individuals
who have attained personal Identities to exhibit a high
level‘bf spiritual and emotiqhal resilience in the face‘of
misfortune. "The first thing that strikes me on hearing~of

a Misfortune having befallen another is this--'Well, it.
cannot be helped--he will have the pleasﬁre of trying the

resources of his spirit,'“93

Keats writes. This comment
should not be understood as an apathetic attitude to the’

suffering of others. Rather, it is a confirmation of Keats's

-belief in the enormous spiritual resources at the disposal

of those with personal Identities, resources that help them

to overcome most ills in human life. A high degréé of

disinterestedness is part of the spiritual resources that
Souls have. As Souls, individuals serve their fellow men
. "

selflessly, thereby questioning the validity of the

assertion that "the motives of our worst Men are self’

interest and of our best Vanity."94

Since in his programme of Spirit—creation individuals

" who have attained personal Identitjes are noble (because |

they are free from self interest and Vanity){ Keats judges
all great men, past or present, by this criterion. He'wrifes,
"Bailey is one of the noblest men alive at the present day

. . .for that sort of probity and disinterestedness which

such men as Bailey possess, does hold and grasp tip~top'df

anyISpiritual honours that can be paid to-anything in this
' w95 '

world. Although he later modifies his evaluation of
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Bailey, this statement highlights the qualities that he

reveres in, and attributes to Souls. Yet, while his -

modified view of Bailey's character is less glowing_ﬁhan

‘the initial one, Keats remains sympathetic to Bailey's

- shortcomings because he recognizes that "very few men have

egfr arrived at a éomplete disinterestedness of'Mind: very
few have been influenced by the pure desire of the benefit
of others--in the great part of~the=Benefactors‘to Humanity,
some meretricious motives have sullied their greatness."96
Whatever modifications'keaté makes to his'earlier.opih;on
of Bailey, the fact still remains that he willingly gives
honbur to his contempofa:ies who, in his opinion, possess
personal Idenﬁities, and thus hé demonstrates a faith in‘
their quthiness to stand side by side with historical
figures who have contributed by acts or'wofks of théir>
souls to human prbgress- -
Inmlicitly comparing Bailey and Dilke, Keats‘expresseSg
his disapprovai of Dilke's fixed épproaches to life:‘"Dilke

was a man who cannot feel he has a personal Identity unless

~ he has'made up his mind about evefything._Dilke will never

come at a truth as long as he lives . . . he is a G6dwin—

97»Dilke's state of mind, in the light‘of the

Keatsian system of Soul-making, can be regarded as a

product of arrested or stunted development, the only cure

of which is "to make up one's mind about nothing--to let

the mind be a thoroughfare for all‘thingsl"98.
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To some extent; the kind of life which Keats atfributes
to Dilke is poetically represented b§ Apollonius's life in
Lamia. His rather rigid approac@ to life causes him to
destroy the bliss of Lycius and Lamia. He is insensitive to
the changes which Lamia's love for Lycius has wroughé in the

o .
sérpent—woman's nature. For the rigid philosopher that
Apollonius is, there cannot be changes in the affairs of
men or gods that transcéh&,the strict projectioﬁs of his
dry philosophical system. _ In his inhuman apprqach to life,
Apollonius remains impervious to the charms of Lamia, and
because of the'strength of his character 6thefs are robbed
of pleasures and Lycius is driven to death. qullbniué N
may have had good intentions in acting the way he did, but
- his lack of receptivity is a‘fault that can preciéitaﬁe |
human disaster. Nevertheiess; Lycius is himself caught in
the dazzle of the‘chamber of Maideanhought, making his
death pértially felated to his mal-adjustment to the |
dark effects of the chamber. |

] Do gﬁt all charms fly
At the mere touch of cold philosophy?
Philosophy will ¢lip an Angel’s wings,
Conquer all mysteries by rule and line,
Empty the haunted air, and gnomed mine--
Unweave the rainbow, as it erewhile made
.The tender-personed Lamia melt into shade.
(Eggig, II, 229-230; 234-8).
This rather brief relation of thé congerns in Lamia to
Keats's system shéWs that moét of his»éoems can be

-

rewardingly studied as "allegories or parables"” of'the human
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spirit in quest of personal Identity. His fictional
characters or per;onas re%;esent individuals at various
stages in the process of Soul-making. Characters like
Apollonius are incap;blé of attaining.personai Identities
because their development has been arrested in the dark
effect of the chamber of Maiden-Thought while characters
like Lycius are violently hustled from the bfightness to
the darkness of the chamber. Lycius, overcome by the'sudden’
change, dies withdut the chance-of mastering the darkness
and progressing towards the mellow brightness of the
~ chamber of Mature-Thought. Lamia, in spite of hér original
serpent qualities, is a victim of Apollonius's,actibn. She
seems to realizé the difference between the brightness and
' darkness ofAthé chambef but is not able to survive |
Apollonius's attack because she has not attained £he final
stage or has not become a Soul. Chahces ofiher attaining
the Soul-state are, however, slim because her airy palace
is built upon an illusion. Insofar as the genuineness of
her actions is suébeét, she is barred from the ultimate
bliss enjoyed by Souls. .
As has become more and more appafent in the course of
this discussion, all human beings, according to Keats, have
the potentialities of becoming Souls and of living péetic
lives. Though these pofentialities are not fully ac-ualized

"in all men, those who attain the Soul-state are not

restricted to liVing poetic lives by being engaged in a
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lives of Men are--so various become their souls,i

Keats's celebration pf the. achlevements of polltlcal,:_*;.f-
rellglous: philosophical, and artistic glants 1n his wbrks
is in consonance with his bellef\that ‘the 1deals~of hlS
Soul-making system are at the core of most advances in’ all

¢ b
fields of human endeavour. Thus, Goldberg's assertion.that s,
"with egalitarianism, Keats makes poetry available to every

w100 is true in the sense that all human beings,

one alike,
no matter whét their fields aie, can live poetic,lives or
manifest theréualities of their souls. «é
Iﬁ fact) Kéats maintains tﬁat man's progresé through
all the ages'is as a result of‘thg“actibities of Souls,
many of them unacclaimed. He writes; "I have no doubt that
thousands of people,vﬁevqr heard of, had hearts compieﬁely -
disinterested."lOl For him, the truth is ghat m;ny
'unaéslaimed Souls have cohtributed théir~share to much from . ;/
which the'world benefits. It is therefore- not too_surprising
that many great meh die unrecognized whiie others who can
"cut a figure without really being figurative"IQE receiver
laurels in their lifetime that posterity Will‘evéntually
deny.themc Some éreat men are.eﬁen considerea great for
the wrong reaséns.‘For example} Keats holds the’ view that-
Jesus Christ?s true miséion is awfully misunderstood by

many because it is submerged "in pious frauds of Religioh.“103
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goodﬁ&o be human beings, but because they were able to

actualize their potentlalltles and become Soulsqgg the

.,

service of man. hey had@poetlc Identities, led poetic lives,

"i
and served humanjty even €hough they A?h not writeé poems or

produce artisti¥c works. Therefore, for Keats, human

Salvation originatgg from a single source: “Seriously, I

think it probable that this system of Soul-making--may have

been the Parent of all the more palpable and personal‘

schemes of Redemption among the Zoroastrians, the

i
Christians and the Hindus."104

~
B 4
Thus, it is apparent that Keats's commitment to poetry

amounts to an involvement in the totality of human
existence. Arf.to him is life, and life is art. Therefore,

in his poeins and icritical views, he strives to discover
and reflectﬂthe“sﬁ%inQS of human life, the modes of

i

self actual;zatlon, and the rewards of an intense
3 .ﬂ’. 2

experlenc1ng of the harmonious relatlons between the joys

,and‘agonles of life. Poetry fgr hil transcends the mere

craft of. wrltlng poems, entranc1ng luxurles, and a delight

in sensuéﬁs;gss.flt is a way of llfe, an expressxon of the
i v ,

Soul,,a;praqtlcal rellglop.

.,‘;; FI
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CHAPTER II

THE POETICAL CHARACTER

Disinterestednessfis aimajor attribute of anyone who
has attalned Soul-state or acqulred personal Identlty
through the successful completion of the Keatsian programme‘
vfor the education of poets. This attrlbute helps the poetlc

~

individual to transcend his selfish 1nterests in the v1tal
quest for a true'knowledge of the world and “human existence,
and in hls 1neVLtable relationships w1th other human belngs.
For Keats, Socrates and Jesus Christ are supreme examples
of disinteresteduhuman’beings'who because they‘had ayr-.
profound underétandlng of man and hls world, were able to
".render manklnd great serv1ce by thelr noble lives and great
teachlngs. Keats malntalns that all great men 11ke SocratesA
and Chrlst, whether they are acclalmed or not, have ‘personal °
Identltles that enable them to serve humanity selflessly 1
ThEII service to man flows from the fountaln of thelr
1nt1mate and unblased knowledge of lnd1V1duals
pecullarltles “a knowledge acqulred through relat;onshlps
w1th .others in which the dlstlnctlve characterlstlcs of all
ithose involved 1nwthe 1nteractlons are hlghllghted and then
harmonized. They‘served their fellow.men by beingropen- -
minded in their contaogs with them. | B

VEurthermore, Keats beIieweS»_ t thecquality”ofv

: \ . ST

disinterestedness which makesdfor‘the greatness ofwSouls
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76

or poetic individuals in their different fields of human

‘“4

dea&vour 1is also manifest in the works of great poets. He

’ﬁfintains that it is this attribute that enables great poets

ﬂ

like Shakespeare to suspend their personal interests while
exploring and representing various subjects by means of the

poetic medium. It is a state of mind which is usually

ﬂresponsible for the poet's successful encounter with his

N

subject-~an encounter in which the distinguishing character

of the'subject is captured and preserved in poetry.‘For

union Wlth his subject, a union in which his selfish naﬁgre ’ :7 FAN
or ego. is suspended in, order to highlight the distinctive =t
@

features of the subject, is a poetical character Therefore,

all poetical characters are great poets who havevexplored‘

.+ the chamber of Mature-Thought and can objectively represent

'-; their comprehenSive vision of the world in art or poetry. s

»

- Keats conceives of the poetical character as the'
"dramatic Capability" of the poet This "dramatic Capabiligyz

; #
is the poet sqself~q§fdc1ng %ttriﬁute which enagies him to ¥

effect an intimate involvement aith the distinguishing

| circumstances and individtal characteristics of his subject.

The poet, by being intimatelv involved in the essential

being of his subject, abandons his individuality and becomes

more or. less his subject Hegce, Keats maintains that “"the

poetical character-itself‘. . . is not itself--it is .
. , )

everything and nothing--it has no character."” Havingk

L
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_abandoned its individuality, the poetical character is

recognizable by the fact of its "being continually informing i

and filling some’ other Body——The Sun, the Moon, the Sea,

and Men and women."3-

| Keats likens the actiVLty of the poetical character to

that of "certain ethereal Chemicals operating on the Mass

of neutral intellect——but they have not any indiViduality,
O

any determined character. nd . The poetical character, like the
ethereal chemical, acts upon an object and the resultant
reaction is the definition or realization of the distinctive
nature of the subject while the poetical character or
chemical remains unnoticeahle.‘Keats also' likens the

poetical character;to‘a‘chameleOnV.5 Just . as the chameleon

~changes its colour in response to the colour of objects or

. : L3 . . S s '
environments which it comes in contact with, so also does

L . S L o
_the poetical character change its coldﬁr or attribute to

‘correspond with that of its subject. The cardinal quality

Q)'

Of the poetical character is, thgrefore, the capability

. . . 3 \ .
to assume the characteristics of the subject it»seeks to

- %g?present. It is capable of changing from on@ﬁsubject to

g
the other with as much ease as a chameleon changes its

colours. This’ changeability is at the core(of Keats's
consideration of the poete"as the most unpoetical of_anything’
in existence " because, in-his view, pqetical‘thingsfor
cbjectsiare'unchangeable.G, R | -

The‘chameleon nature of the poetical_character becomes
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even more obvionS'in Keatsfs comparison of the poetical
icharacter with the subjects whose ‘characteristics it is
capable of assuming,‘He eetahlishes a,contraet between it
and the "top and head of thoee who have a proper self" or
"Men of‘Power."7 The poetical,character,vsince it\has no
properkself; is thefantithesis of a man of power whose o
selfhood ie\olearly defined Moreover, Keats believes that

. the changeablllty ‘of the poetlcal character dlstlngu1shes-
it from "The Sun,.the Moon, the Sea" and also from "Men and
aWomenAwho, as creatures of 1mpulse, have about them an -

unchangeable'attribute n8 In the rigid characterlstlcs of

_'men and women of: rmpulse and other unchangeable thlngs, the -

poetlcal character flnds somethlng deflnlte to assume or

become. It can, by taklng on the lmpu181ve nature of mem

-alone.:g The ‘ego's 1nd1v'duallty 1s ba51cally unalterable,
and{analogous to the unchahgeable qualltyvof all men and

women'ofvimpulse:or’men ofjpower:fThe‘distinction between
.the boet's rigid identity and his poetical character lies’

in the fact that the poeticalecharaoter, because of its

(3

w
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variability, is fundamentally a kind of dramatic stance or

role which the poet'assumes,in his .approach to experience.

- while his rlgld 1dent1ty lS malnly a self-seeking quality

that sets the poet apart from the rest of the world and
makes him essentially impervious to change. |
The poet'S-rigid»identity is a normal quality of his

being a human belng. What 1s 1mportant however, is that

- whenever the poet seeks a union or relatdonship with any

C

subject other than himself, he must not’ allow his rlgld

R}

identity or‘individuality,tO‘underminévhis basic sensitivity

. to the peculiaritf?s of-the.suhject. In the'first‘section

of the poetlcal fragment whlch beglnﬁﬁaath "Where's the

Poet’" Keats: graphlcally deplcts an unchangeable quallty

%

huﬁan goet ‘This quallty 1s the selflsh 1nst1nctual

B

nature of the poet ﬁkbt is’ not much dlfferent from the

¥

:1nst1nctual nature of Qﬁﬁer llvang creatures. For Keats, &

5 e
the "uneducated pOet"'(that is the poé&gwho has not become

a poet1ca1 character or who has noﬁgprogressed gbrough the ,‘

. _ o &,
three Chambers of Thought) ‘is. : L f@

. ... the man«who [like] a man .o s - 4
Is 'an equal, be he King, ‘
‘Or the poorest of the beggar—clan,
‘Or any wondrous thing
A man may be 'twixt ape and - Plato,
'Tis the man who [like]l a bird,-
- Wren or Eagle, finds his.- way to
All [hlS] 1nst1ncts. (3—10)

«

. In hlS natural state, the - poet llke other human belngs

possesses a flre of self-awareness fuelled by the 1nst1ncts

By

T S R e e T T



- or passions. This self-knowledge is, however, just a part

10‘awakened in thé

of the "principle of_con;ciousness"
chamber of Maiden—Thought because conséiousness, as Keats
conceiyestof it in the scheme oﬁvSpifitfpr%Stion, results
from the h§?ﬁonious interaction of the human mind and heart
in-all‘pr0cessés'of apprehension..Therefore; this kind of-
‘identity which i% based on the instincts alone is guite
>different from the personal %dentity,qf tﬁe Soul-state.

The poet's.animal natﬁﬁé may;be regarded as analogous

1 . ‘

to - the FreudianAggl which. is' the raw heritage of all men

- at birth.‘This~raW‘heritageqbecomes evident soag

.person is born because th@bIntelligence, as

. w
_Keats's theory of Soul-making,

Q

loses its god#¥

as doon as it ®omes’ in conta

<

the human senses. Hence, theh

awareness is a kind of insti T or animal consciousness

. . .

-develOPS’;nitﬁe infant'gna”ﬁhduéﬁﬁlésé‘chémber. Forv

=s, the poef's‘animal nature is tﬂe bésis df his

‘ Q?stinctuél‘sélfféwapeﬁess and.heceSsaryfto his survival in
‘the world, but an Aabsolﬁte relianéé “on*in mari 's contéct‘
with others or the rest of#thé-World,wcgﬁ reéult~ip the

v‘ﬁhéeﬁfling of the harmony of theﬁ%érld'becquse the instincts
»are>bésicéllywselfish;ana séif-protecting. gifentially, if
a poels Sr¥Buman being's life is ?domihated‘ by his selfish
;n§tincts evviews-any ing that he comes in contact with
aé.%ood for his appetit énce,isdcial life dominated_by
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' personal relatlonshlp w1th1n the soc1ety or what Freud

81

w

the 1nst1ncts of 1nd1v1duals is cohparable to that of the
life of creatures in the wilds of mature. As Keats puts ‘it,
"The greater part of Men make their: way w1th the same
instinctiveness,éthe same unwaverlng eye for their purposes,
the same anlmal eagerness as the Hawk "12 Keater\v’ x
graphlcally represents the ultlmate negatlve posslbllltles

of the manlfestatlon of man'’s self*seeklng 1nst1ncts :in

soc1ety from the "eternal flerce destructlon in nature

.where "The shark [1s] at savage prey——the Hawk at pounce-—/'

The gentle Robln,,llke a Pard or Ounce/[Is] ravenlng a »

-

» 4
worm" ("To J. rH, Reynolds, Esq.," 102 5).
: J

o

Another facet of the poet's rigid selfhood which is
more subtle in lts manlfestatlon than h1s animal eagerness
is. hlS ego. The ego 1s once again srmgkar to the Freudian

.“gg which is the 1nd1v1dual s self-lg?ge formed through a

a ratlonal and emotlonal adaptatlon to tﬁe SOC1al codes of .

calls the Supeg;ego.l3 While the_Keat51an and Fr

concgpts of the ego are fundamentally the same,

VKeats1an v1ew of the Super-ego (hlnted at in the

. -

speculatlons on thexnature\of the ‘chamber of>Maiden—Thought)

han the Freudian. The Keatsian ggoncept

"

has a broader base

o o ; _ » _ R .
"goes beyond mere social taboosl4'and embraces:eplstemologlcal,

metaphysical, and aesthetic perceptions of the world, man
. .."\ LT A :

and 5001ety

sor Keats, the ego 1s another aspect of the self—'

i
4
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‘which is awakened in the chamber of Maiden-Thought

seeking nature of the poet. In a sense, it is a product of

an improper use of that rational element of consciousness
15 for

the purpose of evolving fixed ideas about the ngture of

\

.man's life and the world. This negative manifestation of

the rational elemeht of conSciousness is often evident in -
v
the poet's establlshment of "systems" that\support the sole

‘ex1stence of elther a bright WOrld of perpetual pleasures

~

or a dark one of eternal agony—-systems or 1deas that
reflect only one of the effedts of the chamber of Malden-
Thought Erroneously conv1nced that his one—51ded view of
llfemls &he unlversal truth, the self- seeklng poet attempts

to enshrlne ‘in poetry his partlal perceptlons of the

world as universal or sublime truths. But formKeats, ¢g~%
B L ’ |

such truths as. orlglnate from a partlal knowledge of the

worlq,are 1ncomplete" because @hey are products of the

self-seeking poet S "egotlstlcgzly sublime 1d_ent1ty."16

Since the ego informs most poets' attempts'to impose

~

their ideas on the subjects they deplct in their poems,

Keats conceives of the poetical character as the means by

which a poet ‘can overcome both the 11ls of hlS animal

‘instincts and the improper manifestation of hls ego. When he

P o . :
inststs that the individuality or identity of the poet
must be annihlihted in the poet's reaction to the world
around. him, he meahs thaththe'self¥seeking elements of the

poet's nature must not be allowed to serve as obstacles to

R



in its existence as i
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his being able ro beceme part of the life or objects aroundv
him. He must forgo his individuality in order to be in a
position to understand his subject for what it really is.

| For the poetiro be able toiencounter his Subjeet in
the proper manner,\he-muét rise above hie‘selfish nature‘

through the changeability of the poetical character. He

must set .aside his rigid identity'aud partake of experiencesi

and_attributes'that are different from his own. To

understand his sub] ifhe must be capable of participating

' it were his own, without necessarily

imposing his life ,on the subject. This dapabilify which is
attained 1n tﬁe chamber of Mature Thought 1s a part of thg,
<

. true poet"s fﬁﬁctlonlng as a poetlcal character. Keats also

o "L.

i

_represents thlS ablllty of the poet in "Where's the Poet?"

‘when he maﬁnﬁ;;nslthat the’poet'is not only he who has been

: able "to ﬁg;d his. way to all his lnstlncts" but also he

:\c\

; who "hatﬁ'heard/The Lion's roaring, and can t i/What his

hOrny throat expresseth/And to him the‘Tige"SVyell/Co es

articulate ahq‘presseth/On'Q;s ear like mofﬁer-tOngue"
(10-15). The)pOQt cau-hear and understand ‘the roaring of
the. lion and feel the‘articuiate yell of the tiger as
coming from his "motherttongue"Abnly if he is able to
forgo hlS set 1nst1nct1ve and egotlstlcal identity and

L]

part1c1pate in the llves of the lion and the tiger. The

"pressure" exeqfed on the poet by theik}ger s yell makes

it possible for the poet "to allow his person_ality'melt"l7

T

v

N
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~and enables him to become part of the distinctive nature of
the yelling tiger.
The dissolving of the poet's personality in response

‘to the pressure from an external stimulus which is

L]

cpmparéble‘to thé "ethereal chemical's operation on the
Mass of néutral intéllect" is 6ne of the modes of the
’poetical_characterfs re1ation to its subject. In this mode
of operation, the poet's self-annihilation depénds largely
. upoﬂ‘fhe intehsity 6f the exte{nal‘préssure. Kéats writes
about how the strong-pressure“fromifhe Identities\of other
pgfsoné can ¢ause his individuélity to dissolve; 

When I, am in a room with People if I ever ;am :
free from speculating on the creations of my .
brain, then not mydelf goes home to myself: but
. the identity of every one in the}room begins. so
to press on me that I am in a very little time
annihilated--not only among men; it will be the-
same in a Nursery of children.l18

-Even after the poet leaves the scene of these strong
impressiohs, he is still able to feel the distinctively
defined identities impressed upon him. In somg instancesd,

‘the identities ofﬁ%ﬁﬁé-&ndividuals make just faint
L - : W '
impressions on the poet because they are not yet strongly

formed. "Fann?is character is not formed, her identity does
: . ) » RN

' 19

not press on me as Georgiana's does," Keats writes.

‘While an unformed identity exerts an indistincti
pressure on the poet, poorlz formed idéntities exert weak
ahd unpledsant pressures on him because they are unable

7 »to arouse his interest. $uch weak impressions are not
' A , . -
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vintense the pressure, the more likely it is that the
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unpleasant because they are painful but because they make
the poet uncomfortable. As Keats explains, "to be

eufrounded with unpleasant human identities; who press upon

‘one jast endugh to prevent one from getting into a lazy

.

position, and not enough to interest or rouse one; is a
¥

capital punlshment for a capltal crime. 20 If the poet's

la21ness is a capital crime, then to be be51eged by weak

1mpre5581ons is a punlshm ”t that is commensurate with the

crime. Thus, the- annlhllatlon or loss of the poet's
individuality 1s somewhat dependent on the 1nten81ty of the

pressure from an external object or condition. The more

‘

4

:pressure w1ll arouse the poet s interest and dissolve his

1dent1ty has no deflnlte or idiosyncratic app;oach to_the

Al ) - X ' : *

-selflsh 1dent1ty.

_ ..
' ' What Keats means by an unformed identity is, however,

ndt quite clearQ,Yet, the fact that he regards Fanny .Keats

as hav1ng an unformed identity yields the e meaning

of what an unformed ldentlty 1s.gFor Keats, an unformed o3

’

world and human life. And eince the formative stages of

Spirit-creation are two, it is a fair guess that an;unformed

'identity may“be in the chamber oF Maiden- Thought Tt e

'unformed personallty may be exper1enc1ng the brlght ffects .

of the chamber and exhlbltlng dlstlnctlve 51gns that point
to the facet that it is capable of bedgﬁlng a- Soul at &

later stage of development. Also, what Keats means by a
- 1 .

"

2~

-
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pqorly formed identity is unclear. He doés not‘identify any
particular person who has a poorly foryed identity, but it
is obvious that a poérly fofmed character is not quite the
same as a negatigely strong persbnality like Apollonius.
Rather, it seems to have a palg or confu;ed qguality of some
definite approach to the world--a confused;quality that
points to the fact th#t the poorly formed identity cannot
become a Soul, even at a later stage of development. The T -
shadowy nature of its.experience of the two effects of the
chamber.bf Maiden-Thought may prevent the ill—formed
identity from progressing tgaards the.chamber of Mature-

Thought. It is, thereforé, not surprising that Keéts
believes thét the poorly formed identity demands "some extra
effort of.the imagination and will from any poet who seeks
to understand it or capture its diétinguishing attributes.
in art or poeﬁry. |

Neveréheless,<lhe poet ¢§ not a mere passivé victim
of the strong pressures froﬁJexterﬁal stimuli because .
Keats maintains that the poet's interest must be

aroused'enough to enable him set aside hiS'individuality{

And yet, it is possible that a very strong 1mpress1on

“ becomes almost 1nescapable. Keats s reactlon to ‘Q'om s
angulshed 1dent1ty illustrates this p01nt even though his
«éogzern m?y have orlglnated from a ségse of moral | .
obligation to serve his own b;other:\ .

~ T Tomﬁs identity presses upon me sd all‘éay‘that

bl

Vo ottt v M;famé@@-&d,w ari - B




consciousness of himself that is'seﬁarate from that of

makes the identity of the other object or person more

~
I am obliged to go out--and although I iptended
to have given some time to study alone, I am
obliged to write, and plunge into abstract images
to ease myself of his countenance, his voice and
his feebleness--so I live in a continued fever—- i
it must be poisonous’ to life although I feel well.2l
) . .
Keats feels the anguish'of Tom's plight as if it were his

own. He cannot eséape the strong pressuré from his brother's
identity’and is more or less condemnéd to live in a F

continued fever even though ﬁe'feels well. The poetical:
character can be faced with this dilemma of Keats if the

external stimulus is irresistible.

Another interesting capability of the poéticél : 'aﬂ

character can be illustrated from Keats's reaction to thgw, 

>

agonizinghéxistence of his brotbef. By absorbing Tom's
life' into his own, Keats seems to be living two different
1i§es simultaneously. His c;nsciousness of the palpable
reality of'Tom‘s identity is as real as his consciousness

of his oﬁﬁ life with its ambitioﬁs and efforts to ease out

of Tom's strong identity. Though Keats feels Tom's anguish

as intensgely as Tom himself’does, yét_he retains a

Tom. Therefore, even in the poetical character's ‘"complete"

involvement in the identity of an object, experience, or

person, it retains a measure of self-consciousness that

-

obvious. This measure of self-knowledge that.persists at

the moment of the poet's absorpﬁion in his subject can be

A
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. : . . ‘
called "dramatic selffconsciousness" because it is different
from the poeﬁ's selfish personality. Put .in the langpage of
Kea;s's comparison of the poetical.charactér and the
chameleon or étbeneal chémical,'ﬁhg Selfrawareness'of‘the
pbét is the’chaﬁeleon withéut its colour or the gﬁémical

which is not reacting upon the‘"Ma’ﬁzbf neutral intellect."

"

The selfgknowledgé‘of,the poet as distinguished from
his ;igiqkor selfish iglentity is discernible in many other

examples of Keats's participation in the lives of other

* creatures or objécts. While his statement that "if a

sparrow [comes] before [his] window [ﬁe'ﬁékes] part in its

A .
existence and picks about the Gravel“22

is a practical
demonstration of the poetical character's ‘ability to
participate in existences other than its own, it also

demonstratgs'the self~consciousness of the poet. Even at

the very moment Keats takes part in the sparrow's life, he

is aware of his own different ex}stence; In féct, this

3

consciousness of his own lifé'is a hecessary condition for .
his taking pafi in ihe'life of the sparrow. Similarly, hi;
thrill in lying awake one night and‘"listening to the Rain
wiﬁh a sense o} being.drdw;'d and‘rotted like a gréln bf

23

wheat" lies both in his participation in the éxperience

of the grain of wheat and in his consciousness of such an

activity, even though this self-knqwledge.is releéated to

‘the backgroundl Furthermore, the feeling of the possibility .

of a billiard ball deriving a sense of delight frbm its -
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. - }24 , . - - 3 :
own roundness 1s only possible because of Keats's
g N

consciousness @f this feeeling.

The sense of an unobtru51ve self —awareness that
accompanies self- annlhliatlon in the poetical character s
\I}Atlon to external ob;ects is at the core of Keats's.
assertlon that 1t is impossible to "annlhllate self

n25 Although he quallfles this assertion by . .

completely.
1nd1cat1ng that ‘he is neither magnanimous nor old enough

go be able to annihilgte selfhood completely, he believes
'in a fundamental survr&al of self-consc1ousness at the
moment of poetlc unlqn with a subject Also, his declaratlon
that "Dilke was a Man who cannot feel he has a personal
1dent1ty unless he has made up his Mind about everythlng"26
suggests that there is another kind of 1dent1ty that is

based on a poet,s feellng of hlS own separate exrstence.

The truth of self- consc1ousness dOes not contradict Keats's

cons1derat10n of the poetlcal character as an entlty w1thout o

a defined identity. In fact, it lends empirical reallty to

»

- the function of‘the poetical character by guaranteeing the

~

reality of the poet and the external or imagined stimulus.
Keats's attitude to death is coloured by his desire
to retain/a‘measure of eling'even after death. He cannot

welcome death as a condition of absolute annihilation but

he will welcome it if it.can heighten the purposefulness of

his life: "I am never alon® without rejoicing that.theré is

such a thing as death—-without,placing'my ultimate in the



-
) /
glory of dylng for a great human purpose. n27 He is willin@

to die for a great human purpose because death will /

guarantee him a link w1th life. However, if death does/no

. ’
more than condemn man to nothingness, then Keats calls it -
28

"the -divorcer forever." Extreme pain will not even compel

him to chooSe\death that snuffs out all feeLings: "I wish
for death every day and night tO”aeliver,me from these

pains, and then I wish death away, for death oould destroy

"29 The

X

ideal kind of death for Keats is that.ln which an

even those pains which are better than nothlng.

individual is still abig“to have‘a feeling of his own
existence It is a kind of death in which a sense of self-
awareness persists, a death that is perhaps analogous to.
that which he describes in his comment én Kean's dramatic
performance in "Richard Duke of'York";.
Kean's death was very great. But Kean "always .
dies as- errlng men do die." The bodily functions
wither up, and the mental faculties hold out till
they crack. It is extlngulshment, not decay. The
hand is agonized in death; the lip trembles with

the last breath, as we see the autumn leaf thrill
in the cold wind of evening.30

v .
It is the feeeling of death.that fascinates Keats and not
death itlelf. Kean's self-knouledge isrretained-in this
acting of death. |

Keats s-revalsion for the p0581b111ty of a lack of
sensation in death is so great that it is difficult to

accept D. G. James's assertion that "we cannot doubt 'the

sincerity of Keats's desire for death in the sonnet ’Why
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. *
did 1 laugh-to—nfght?'"31 James argues ‘that Keats, overcome

by his encounter with life's agonies and the realization of

the limitations in man'é aspiratibns towards the ideal

realms, sought refuge from these agonies in death: "Death

A} .
is 'intense and the high meed of life. This longing for death

is the-recognition of the insurmountable walls by which 1life

is eanmpassedJ\of the boundary beyond which we cannot see,
Y -

n32

still less tread. James's argument is;'however, based

on a rather superficial reading of the following lines of
the sonnet: . }
Yet would I on this very midnight cease, -
And the world's gaudy ensigns see in shreds;
Verse, Fame and Beauty are intense indeed,
But Death intenser--Death is Life's high meed.
‘ (11-14)

In this sonnet, Keats is willing to die if death conforms
A . . .

" to his peculiar definition of it. Death for him must be
‘intense. In fact,_it must be intenser than verse, fame and

‘beauty which to him are sources of great intensity in this

world. Keats's idea of intensity presupposes great
sensation and not the lack of sensation that death entails.

He once remarked that his ideal mode of exi%tence is that

of bearing "unhurt the shock of extreme thought and

sensation without weariness"; a mode of existence which he

w33

prefefs to that of "striving to be nothing. . Death, in

the context of this sonnet, paradoxically’id%ludes the

kinds of sensation that Keats always desires. Hence, he

can justifiably regard it as more intese than verse, fame
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_sand beauty. Furthermore, he considers his laughihg etvthe

moment of great mortal pain as an emotional and spiritual

pointer to a‘special kind of death in which sensations are

heightened rather than eliminated. Therefore, the death he

seeks in "Why did I laugh to—night?“ is quite differeet

from that which Jqpei 1mp11es in his comment on” the sonnet.
The characteristic self-awareness whlch Keats con51ders

L

necessary to the poetical charac{er s activities is also .

;

evident in hlS own surrender to pleasures. In the 51xth

stanza of the "Ode to a nghtlngale," for instance, Keats

recoils from the ultlmate pleasures offered by the . ' "
nightingale's song because of his fear of a possible -
self-annihilation.

Darkllng I listen; and, for many a time -
I have been half in love with easeful Death,
Call'd him soft names in many a musgd rhyme,
To tadke into the air my quiet breath:
Now more than ever seems it rich to die, .
To cease. upon the midnight with no pain,
"While thou art pouring forth thy soul abroad
In such an ecstasy!
.Still wouldst thou sing, and I have ears in vain~-
To thy high requiem become a sod. ’

In this stanza, as iﬁdeed is the case in the entire poem,
Keats's self—Conscieusness serves as a bridge betWeen his
'.absorption in .the song of the nightingale and his hold on
the world of stark realities.

‘The song of the bird is’fully realized in its
authentic beauty;‘and yet'his unobtrusive'selfhogd remains

undestroyed. Foglefs recognition of the high ﬁpemium which

/

h
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the poet places on the survival of self-consciousness in

all encounters with external reality makes him suggest that
i

too much can sometimes be made of Keats's death-wish i; the
"Ode to a Nightingale." He observes that thé imaginative \
escépe offerediby death in the ode is more appa;ent than
real, and that death may be cdmparable to any state that
releases the poet from the prisoning self. Hence, he
concludes thaﬁ "Tﬁe acceptance of death in the odg includes
the reserVation, since it is an-acceptance éf the limits

as well as the freedoms of death. Death's meaning shifts

from the most heightened consciousness to blank oblivion,

e
|

|

and what seemed pure spirit is sheer inert mass.

poet's recoil from the possible extinction that is
’ /

. ‘ . : {
inherent in the pleasures of the nightingale's song

represents the poetical character's matu?e reactibn to
situations that may spell the absence of Sensation, méiing
the recoil‘én assertion of the poet's undying sense of
self in encounters With artistic éubjeéts. ’ »

Keats's conception of the nature of the poetical

character bears a strong imprint of the self-awareness

~that remains indestructible when poets are absorbed in

intense experiences. The poetic self-consciousness does ndt
only survive annihilation when the poet's individuality
dissolves in response to external stimuli, it also

survives his conscious or'imaginative involvemént‘in

situations. Essentially, it is a force behind the poet's

\



assumption of various dramatic roles or stances which
ensures that he does not confuse his assumed nature with
his real one, mistake fiction for reality, or substitute

art for life. The survival of the poet's unobtrusive

selfhood--by guaranteeing a special kind of relationship

'between him and his subject and preventing his "complete"

loss in his subject--highlights what Saitd:rightly refers
‘ ~
~

to as "Keats's désire for objectivity in the® Romantic era

of subjectivity."3°
. It must bt stressed that the pqet's ability to assume
different roles, a tribute to the poetical chardcter's
chaﬁgeability, dqes'not detréét from the reality or
sincerity of the roles assumed because the entire being of
the poettis usually engrossed in the roles. The sincerity

of the poet's emotional involvement in the roles makes

‘them real. Hence, it can be argued that Keats's defence of

a statement he made to Woodhouse about %is intention to

v

~give up the writing of poems derives its sincerity from

the truth of the roles that a poetical character assumes.

The reality of the poetical character's activities also
raises Keats's changeability above sheer fickleness since
his earlier statement was1probably made from one of his
assumed roles:
If then the poetical character has no self, and
if I am a Poet, where is the wonder that I should
say that I would write po more? Might I not at

that very instant have been cogitating on the
Charaters of Saturn or Ops? It is a wretched

94
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thing to confess; but it is a very fact that
not one word I ever utter can be taken for
granted as an opinion growing out of my
identical nature--how can it when I have no
nature?36

Despite Keats's surrender to the emotions and lives of
Saturn and Ops, he still retains an awareness of the fact

that he is "cogitating." His role as Satux or Ops does

not absolutely annlhllate his own ex1stenL eVbn though his

’

rigid identity is dlssolved "His contét$io ’ t he, being

R S A o

a poet who might have been cogltatlngbﬁd gﬁkﬂéharacters of
‘Saturn or Ops when he said that he "would write no more,"
should surprise no discerning critic because he insists
that nothing he says should be taken "for granted as an
opinion growing out of his identical nature." By this
assertion, Keats is appealing to the reader to take into
account the cohtexts in which various statements are made,
or to consider the particular role which a poét assumes
before he can come to valid conclusions about the worth of
any‘Work of art or.statement Slnce the poetical character
is capable of assuming many different roles, it is
imperative that the contexts of his statements must be the
the guide to the truth of any role. >

The teality of a poet's assumed role contrasts with
the falée roles that Keats once attributedyto pretentious
parsons. He once said that A parson is continually acting,

he is?a Lamb in the drawing room and a Lion in the vestry."37

He believes that since the "notion of the Society will not
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permit a parson to give way to his temper in any shape--he

38

- ‘ -
festers in himself" and therefore, his assumed roles are

untrue to his real hatdre and_ gre mere hypocritical
reactions to social expectations or the dictates of the

Super-ego. Keats recognizes that the parson's action

Lol

sprlngs from human ﬁeakness but condemns hlm all the same

as "either a knave or an 1d10t"39 for not being true to

‘himself and also for his apparent confusion of fiction and

reality. The false parson's insincerity when examined
against the background of the scheme of Spirit—creation

can be regarded as a product of the parson's 1nab111ty to

resolve the apparently contradlctory claims of tﬁé’if
elements of his consciousness (the head and the heart),
claims that are highlighted in the chamber of Maiden-
Thought. The parsen's failure to discern a concerdant
relation between the head and the heart constitutes an
unfortunate dilemma £hat bars him from the attainment of
Soul—etate, or from the obﬁectiv;ty of the poetical

character. A pdetical character is free from the parson's

predicament because its comprehensive knowledge always

 guarantees its being true to its nature even in the

assumption of the lives of its subjects. It neither

mistakes its role qu its personal identity nor acts to

’falsify‘a particular state of affairs. Therefore, it can

become a lion or lamb effectively because its immediate

concern is to be a lion or lamb and no more.

7



The sincerity of the poet in participating in actual

or imagined situations is basic to the proper functioning

of kthe poetical character. Keats's sincere and passionate

involvement in the artistic scenes that he reads about

illustrates his devotion to, the emotions evoked by the

scenes.

which hé Creates . -or recreates out of other artistic works:

-

. - '
He talks about his life in the imaginative worlds

-~

I feel more and more every day, as my imagination
strengthens, that I do not live in this world
alone but in a thousand worlds. No sooner am I
alone than shapes of epic greatness are stationed
around me and serve my Spirit the office of which
is equivalent to a King's body guard--then
"Tragedy with specter'd pall, comes sweeping by."
According to my state of mind I am with Achilles
shouting in the Trenches, or with Theocritus in
the Vales of Sicily. Or I throw my whole being
into Troilus and repeating these lines, "I wander
like a lost Soul upon Stygian Banks staying for
waftage," I melt into the air with a
voluptuousness so delicate that I am content to
be alone.40 :

97

The real emotions that are present in Keats's participation

-in the epic scenes he imaginatively recreates makes them

real to the reader. His ability to melt into the air with

voluptuousness is in consonance with the poetical

character's selfless approach to poetic situations. These

scenes, unlike the external scenes or objects that exert

.some pressure on the poet, are deliberately’conjufed up by

the poet. The poet, by recreating such situations as are

represented in these epic scenes and by engaging his entire

‘being in them, manifests his dramatic capability.

Keats believes that the poetical character's
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assumption of various roles must be sincere. His comment on
Kean's dramatic performances reveals the high premium that

he places on the passionate honesty of the poetic

"performer":
"In our unimaginative days,"<-Habeas Corpus'd as
we are out of all wonder, curiosity, and fear;--
in these fireside, delicate, gilded days,--these

days of sickly comfort, we feel grateful to Mr.
Kean for giving us some excitement by his old
passion in one of the old plays. He is a relict
of romance; a posthumo ray of chivalry and
always seems just arrived from the camp of
Charlemagne. In Richard he is his sword's cousin;
in Hamlet his footing is germain to the platform.
In Macbeth his eyes laugh siege to scorn; in
Othellp he is welcome to Cyprus. In Timon he is
‘of the palace--of Athens--of the woods, and is
worthy to sleep in a grave "which once a day
~with its embossed froth, the turbulent surge
doth cover."4l

For Keats, Kean's performances reflect activities of the
poetical character on the stage. Kean is able to forgo his
individual passion ahd take on the "old passion" which is
relevant to the enactment of the concerns of the "old
plays." The old passion,\brought into existence by Kean in
the "modern" theatre, makes the performer a part of the

camp of Charlemagne. Kean's performances capture the

essential lives of all the characters he represents in the

plays. He is by turn Macbeth, Hamlet, and Othello. He

neither confuses his various roles nor lets his individual

‘nature detract from a full representation of the character

he becomes in any play. Neverlheless, as "he delivers

himself up to the instant feeling without a shadow of
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thought about anything else," he is still able to feel
"his being as deeply as Wordsworth, or any other
intellectual monopolists."42

The poet's feeling of his own being or awareness of
his selfhood at the moment of surrendering himself to the
ingstant feeling must not in any way prevent him from a
thorough exploration and representation of the instant
feeling. By concentrating on his subjed?, the poet is able
to acquire an intimate knowledge of it. While delivering
himself up to the instant, the poet is not cheated into
believing that his subject's life has been permanently
substituted for his own. He is aware of the fact that he is
exercising what Bernice Slote calls a kind of "dramatic
ambivalence" that enables him "to leave his egotistical

"430The poet's

home [and] dwell in the home of his subject.
ability to dwell in the various homes of his subjects as
circumstances may dictate, also helps him to overcome any
doubts or misgivings and aids him in concentrating upon,
and exploring the homes. Keats calls this ability of the
poet to concentrate on his subjects in spite of doubts,
"Negative Capability":
Negative Capability is when a man is capable of
being in uncertainties, mysteries, doubts,
without irritably reaching after fact and reason.
Coleridge, for instance, would let go by a fine
isolated verisimilitude caught from the

Penetralium of mystery, for being incapable of
remaining content with half knowledge.4%4

Shakespeare's profound achievements as an artist, in
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Keats's view, can be traced to hisg NdethU~Vdpdblllty.
His genius 1s an objective one which 15 capable ol
retlecting itts subject as a mirror (10(414‘5 even as ity
fully engrossed i1n the subject's peculiar existence, This
kind ot objective genius which Keats associates with
shakespeare contrasts with the subjective type ot genius
that shapes and colours its subject46 1n accordance with
the genius's nature or 1ts egotistical beliefs. For Keats,
Wordsworth and Coleridge, among others of his
contemporaries’, sometimes exhibit qualities of
subjectivism.

Another 1mportant element in the approach ot the
objective genius, which Keats also discerns in Shakespeare,
is the ability to concentrate on a subject and explore it
thoroughly and completely, without being distracted by
extraneous considerations or attempts to fit the subject
into a rigid philosophical system. The poet's total
concentration on the subject helps him to capture its
distinguishing characteristics and may lead lim to the
discovery of new truths about the subject. Keats holds the
view that a great measure of self-confidence is required
by any poet who wishes to explore successfully any subject
which he has no more than a half-knowledge about: "Many a

X

man can travel to the ver9 bourne of heaven, and yet lack

nd7

the courage to put down his half-seeing. The poetic

recording of half-knowledge or half-seeing is not
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tncongruent with the Keatsioan poet ros. An laong as the poeet

recogntzes the Timitations ot the knowledge or vaisiion
portrayed, and honestly reveals these Limitations to o the
reader, he can be geen as one engaged in the continuous
'('v:‘;:; Ot ’thu exploration of the truth of the world and ot
human Life. For instance, the oxperiencing ot eirther the
dark or bright eftfects ot the chamber of Mairden=-Thought can
be portrayed 1n all i1ts intensity and yet purged ot all
suggestions that one ot these ctfects represents the true
and only vision of the nature ot the world. Hence, this
element ot poetic intensity, evident in the poet's
sincere and passionate involvement in his subject, can
invariably lead to the creation of what for Keats is "the
Beauty which overcomes every other consideration, or rather
obliterates all Considerations."AB
Keats regards Coleridge's inability to concentrate on
a subject long enough to enable him explore it fully as an
undesirable quality which sets him apart from Shakespeare.
Bate 1is, hg;ever, needlessly uncomfortable about the
distinction Keats makes in his notion of Negative
Capability between the genius of Shakespeare and that of
Coleridge. He writes, "The mention of Coleridge's allowing
'a fine isolated verisimilitude' to 'go by' seems
ludicrously inept. However much Coleridge yearned for a

system, he never could attain it simply because he was able

to let so little 'go by'; and the glory of his critical
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writing ConSlStS in 1ts numerous 'isolated

49

verisimilitudes. Keats does not lay emphaSis on

Coleridge's "ellowing 'a fine isolated verisimilitude to
go by'" but ohrColeridge's not being able to achieve,/
cemplete-inﬁolvement in those "numerous isolated
verisimilitudes" that Bate hails as the glory of his
eritical writing. The mere crowding together of nﬁmerous
-1deas, in Keats's view; hardly'satisfies~the poetical
eharacter's yearﬁing for a full-concentration ﬁpon,rand
exploration of an idea as a means of capturing its
distinctive texture. Muir-;in recognition of.the
correctness of Keats's belief that Coleridge“lacks total

concentratlon or absorptlon in each of hlS isolated 1deas,

a belLef expressed in Keats s speculatlons on Negative

Capability-—concludes that "The idea of Negative Capability
really illuminates the difference between Shakespeare and
Coleridge."50 | o

It is 1eterest1ng to note,,however, that part, of
'Colerlégé s view on the nature of the 1mag1nat10n is in
.consonance with Keats's 1dee of the nature of the poetical.
character. Coleridge maintains that the poet has the
capability "Toybecome all th%ygs.and yet remain the same,
to make the changeful God to be felt in the river, the

lion and the flam®. "Sl

Nevertheless, Keats's contention'is
that the.changeful God of Coleridge is probably a God ‘that

is unchangeable and by making itself felt in all things
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seems more or less to impose itself on all that it comes in
contact with. He also suggests that instead of the

‘changeful God becoming "a powe; for objectifying oneself"

4

in Coleridge's works, it often’ becomes a power which
prevents the poet from a thorough exploration of his
subjects. To Keats, bedause the Coleridgean changeful Goa
manifests itself poorly in Coleridge's works, the reader is
very often left with a feeling of ﬁaving not been admitted
by the poet intg”the entire experience.

Since Keéés's‘assertion that Coleridge lacks Negative
Capability is unsubstantiated by references to particular

works or passages, Muir--agreeing with Finney's opinion--

suggests that Keats's_"penetratiﬁg criticism of Coleridge

may have originated from Hazlitt's review of Biographia

52

Literaria” in which Hazlitt claims that Coleridge's

metaphysics "have been a dead weight on the wings of his

53

“imagination." Yet, it is ‘possible that Keats's view

may have~originatéd~from his assessment of what Coleridge

said in one of his discussions with him. For instance, his

belief that Coleridge's dogmatism and lack of concentration
. v M .

on his subject is characteristic, may have arisen from the
manner in which Coleridge discussed numerous topics in
one of their conversations:

I walked with Coleridge . . . for near two miles
I suppose. In those two miles he broached a
thousand things--let me see if I can give you

a list--Nightingales, Poetry--on Poetical
sensation--Metaphysics—--Different genera of
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Dreams--Nightmare--a dream accompanied by a
P sense 0of touch--single and double touch--A
£ dream related--first and second consciousness--—
the difference explained between will and
Volition--s0o many metaphysicians with a want
.of smoking the second consciousness-—-Monsters--
the Kraken--Mermaids--Southey believes in them--
Southey's belief too much diluted--A Ghost story
--Good morning--I heard his voice as he came
towards me--1I heard it as he moved away—--I heard
it all the interval--if it may be called so.>4
The possibility of Coleridge's being‘able to deal with
these topics in ‘depth to satisfy Keats's craving for a
complete absorption in each of them is very remote. Whether
he gainéd anything from the discussion or not, it is
obvious that Coleridge's method convinced Keaté of the
fact -that he lacked Negative Capability. In fact, his
reaction to this discussion is reminiscent of his
‘unfavourable reaction to the "unpleasant identities that
press upon one just enough to prevent one from getting into
a lazy position, and not enough to interest or rouse one."55
. Keats conceives of Negative Capability as‘an invaluable

aid to the critic in his attempts to uncover the great

truths in works of art. For him, the critic cannot fully

5 3

understand any work without cbncentrating on the éﬁperience
that is depicted and thé circumstanéeS‘that'éngendered,the
experience. Therefore, he suggests that the.critic,b
'employiﬂb the attribute of the poeticél’character, must
faithfully fpllow'the,path which the'poet‘has gone through .
in ;he creation 'of the work as a meéné‘of gaining an

intimate knowledge of the subject and as an aid to
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achieving the measure of objectivity that is necessary
for a proper assessment of the work. In his_reading of
Milton's works, Keats demonstrates a rare sense of
concentration on what Miltonrdepicts, and is able to
discover the various religious assumptions that underlie
the poems:

In [Milton's] time englishmen were just
emancipated from a great superstition, and Men
had got hold of certain points and resting
places in reasoning which were too newly born _
to be doubted, and too much opposed by the Mass
of Europe not to be’ thought etherial and
authentlcally divine--who could gainsay his 1deas
on virtue, Vice and Chastity in Comus just at the
time of the dismissal of Cod-pieces and a hundred
- other disgraces? who would not rest satisfied
with his hintings on good 'and evil in Paradise
Lost when just free from the inquisition and
burning in Smithfield? The reformation produced
some immediate and great benefits, that
Protestantism was considered under the immediate
eye of heaven, and its own remaining Dogmas and
superstitions, then, as it were, regenerated,
constituted those resting places and seeming
points of Reasoning--from what I have mentionedsy -
Milton, whatever he may have thought in the
sequel, appears to have been content with these
by his writings. What is then to be inferr'd? It
proves that providence subdues the mightiest
Minds to the service of the time being fas
Milton's mind is subdued to the service of] the
Religion [of hlS time] .56

In this comment Keats tries to understand the hlstorlcal‘~
>cond1tlons that produced the Religion which Mllton adopts -
as the foundation of his works. As a critic who is

conscious of historical perspectives, he is not unaware of

the dogmatic nature of some of the religious views as he

endeavours to live imaginatively in Milton's era in order

i
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to be in a position to ;ee the works in their proper
setting. HiS'self—cohsciousness, manifest in his know%edge
of the religious beliefs of his own time, serves as a ,
usefﬁl basis for comparing both eras. He neither attgmpts
to judge Milton by his personal standards nox Milton's
Age by the standards of the Romantic Age.

As a poetical character, Keats transcends his personal

identity and becomes an active part of the essential life

in Paradise Lost. His comment on the scene wherg Satan

enters the ,serpent (Paradise Lost, IX, 179-191) illustrates
what he considers to be the correct critical approach to
artistic experience. He fathoms the depths of Satan's life

within his serpent-prison and feels the sense of

suffocation which the devil must have experiénced:

Satan, having entered the Serpent, and inform'd
his brutal sense—-might seem sufficient but
Milton goes on "but his sleep disturb'd not."
Whose spirit does not ache at the smothering
confinement--the unwilling stillness—-the
"waiting close?" Whose head is.not dizzy at the
possible speculations of Satan in the serpent
prison--no passage of poetry ever can give a
greater pain of suffocation.> ,

By entering into the thoughts and feelings of the Satan
(as.Milton did when ﬁe wrote the poem), Kéats is able to
reveal the aching emotions of Satan and bring the
possibility of the Satan's feeling]of suffocation:near the
everyday experience of the reader. The revelation of the

~

emotions that accompany Satan's confinement is only
. ! ’ :
posssible through an undistracted concentration on the
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plight of Satan. For Keats, critics must possess and
utilize this complete empathy (which poets themselves havej
in the assessment of various works of art. Hence, he was
dissatisfied with Hazlitt's rather casual and unsympathetic
critipiém of Wordsworth's "Gipsies."58

Keats's participation in the life of'the imprisoned
Satan raises a major Question about the moral status of a
poetical character. Since thé Satan in Milton's Paradise
Lost is supposéd to.be an embodiment of evil within the 
scheme of the epic, the moral status of a poetical
chqracﬁer‘that,can take part inra life that is supposedly
evil becomes suspect. One is forced to ask whether ﬁhe
poetic;l character's unuéual capability to be anything at
will cannot, at the moment of its identifying with an
evil éharacter, become inadvertently an evil or immbral
influence. The moral statﬁfe of the poetical character_is
not enhanced by Keats's assertion that it "enjoys light and

. .

shade, be it fair or foul, high or low, rich or poor, mean
or elevated" or by'his declaraﬁion that "What shbcks the
viftuoué philosopﬁer delights the chameleon Poet" because
the "poetical character has as. much delight in conceiving

n>9 Yet, Keats insists that the

an Iago and an Imogen.
poetical character "does no harm from its relish of the
- dark side of things any more than from its taste for the
bright" because it "lives in gusto."60

Keats believes that the poetical character's delight
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in all things is morally harmless because the life of gusto,
being the source of Beauty, transcends narrow moral

61

considerations. In Keats's view, the life of qusto

represents the poetical character's participation in what

: A
Hazlitt, in his essay titled "On Gusto," terms "the power

62 The issue of the moral

or passion defining an object.”
state of the power or passion defining a poetic subject is
of secon&ary impo:tance to the poet because his immediate
concern is not with the philosophical, social or réligious
basis for the life of the subjeci. In fact, to be
distracted from a complete establishment of.thé distinctive
identity of a subject bj such secondary consideratibnsbas'
.mdrality is, in Keats's poetics, tantamoﬁnt to a lack of
Négative Capability. The poet's sole aim, at the moment oé
) .
sympathetic or empgthic invol&ement in the circumstances
-and éualities defining any subject, must always be the‘

~.

discovery and revelation, through pbetic portrayal, of the

n63 which determines

"living principle of power or passion
the‘char3cter of his subject. The mere revelation of the

‘distinguishing characteristics of a subject, be they good

-

-

or bad, does not necessarily contribute to or subtract
from the subject's basic evil or good nature. How then,
Keats would ask, could such revelations made by the
poetical character do any harm or good? Or how could the
aesthetic participation'in the dark or bright side of

things, represented in the chamber of Maiden-Thought, do
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any harm or good?

It is, thereforé, not surprising that Keats holds the
view that a poet's intimate artistic involvement in the
life of a character like Iago does not necessarily imply
his support of Iago's viliiany. Hence, it 1s untenable to
argue.that since Keaﬁs considers Milton's effective

portrayal of Satan to be capable of making Satan live again

. ' ) 4 , ; .
whenever Paradise Lost is read6 -—a view which 1s analogous

to Blake's belief that Milton "was a true Poet and of the

Devil's party without knowing it"65

-—he considers Milton

an aécomplice in the "crimes against humanity" that Sataﬁ
is supposed to have committed. What Blake and Keats commepd
in Milton is his imaginative enlivening of Satan's nature
and activities--an imaginativexqeiizening which has nothing
' to'do with Milton's moral attitude towards the Satan. To
make an incident come forcefully to“life or to demonstrate
the reélity of a situétion in graphié_terms has nothing to
do with its moral charactef. The life of gusto thch for
Kéats is part of the poetical character's changeability is
an artistic or aesthetiq mode of existence in which the
~"sense of Beauty overcomes_every other consideratidn, or

n66

obliterates all considerations. A life of gusto is a

life of "high sensation" aimed at enhancing speculation and
not atﬁstating;or~Supporting definite moral points of view.67

For Keats, the poetical character's abilitylto"

concentrate on fair and foul lives or characters enables it
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to elevate all intense human passions to a level in which

beauty is‘the only concern. As he puts it, "our Passions
. are all in their sublime, creative of essential

n68 Sublime passions in this context are intense

passions that define an object and only this kind of »

passions can create beauty. Therefore, if beauty is the

ultimate concern of the poetical character's activities and

not good or bad in the ordinary ethical sense, then it

follows that the sense. of passionate sublimity that creates

the beauty can be called a form of moral sublimity. This

kind of moral sublimity is what Keats attributes to Kean

in his performances of the roles of Luke in Riches or the

Wife and Brother and Othello in Othello.

Keats declares that Kean's return to Drury Lane "was
full of Power,"’? a power by which Kean animates the

various characters that he plays by projecting his sentience

‘into them. Though the characters of Luke and Othello differ,

Luke being "the utmost of quiet" and Othello "the utmost of
71 Kean is able to bring out their identities
SO effectivély as to make them real to the audience. Luke's
moral torpidity is highlighted by Kean on the stage; Keats
says of Kean, "He is in no trouble to deadeﬁ his
cqpscience{"72 On the stage, it is necessary that Kean
should deaden his personal conscience in orfler to act like

~

Luke and reveal the gquaint workings of Luke's mind that the

playwright has captured in his work. That Kean 'is able to
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arouse in his audience such feelings as Luke would arouse
in them in real life neither makes Kean a supporter of
Luke's actions nor suggests that he is appealing to his
audience to live like Luke. The audience is also aware that
Kean's actions sp;ing froh a drama in.which a sense of
objective reality is represented on the stage, and
therefore will not hold‘Kéag guilty of the moral lapses of
Luke. In like manner, readers are usually cognizant of the
moral status of the poetical character, no matter what
characters it represeﬁts,.

.Kean, by heightening the passions attendant on Luke's
"pride, crﬁelty and avarice," raises the pasions to a
sublime intensity which is creative of the essential beauty
‘of art. The force with which such passions as Kean arouses
strikes an intimate cord in the sentient consciousness of
the audience is what Keats\calls "power." And for Keats,

73

this power is identical with gusto. Speaking of the

effect of Kean's elocution on the audience, Keats maintains
that "There is an indescribable gusfo in his voice by which

we feel that thevutterer is thinking of the past and future

nl4

while speaking of the instant. Keats singles out a

number of passages from Othello which he considers to have

gained new life from Kean's elocution. In his view, "The

sensual life of verse springs warm from the lips of Kean,“75

v

and in making the audience feel the warm life of verse,

Kean-~in his dramatic capacity--does no harm morally’
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because he lives in gusto, a kind of life that is based on
moral sublimity.76

Keats's concurrence with Hazlitt's view that "the
language of poetry naturally falls in with the language of
power"77 also supports his conception of the poet's life in
gusto, a life raised above narrow moral considerations. He
agrees with Hazlitt's point that human beings "read with
pleasure the ravages of a beast of prey" because they are
often fascinated by the "sense of power abstracted from

the sense of gdod."78

For Keats, the captivating spell cast
on the reader by powerful actions or passions in a poem
easily leads the reader to the appreciation of the beauty
of depictions, without his "irritably reaching after fact

79 Effectively

or reason" connected with ethical principles.
depicted in art, intenée experiences invite nothing but a
passionate participation in théir beauty. Keats's apgroval
of the intimate human passions that are brought into play
by "a quarrel in the s;reetf is based on the principle of
power or beauty that undérlies intense occurrences: "Thoﬁgh
a quarrel in the Street is a thiﬁg to be hated, the
energies displayed in it are fine; the commonéSt Man shows
grace iﬂ‘his quarrel."80
Evén in Keats's hints on the ethical principles
involved in the poetical character's "relish of the dark

side of things,"”" there is an unmistakable assumption that

the poet's obtrusive individuality must not be allowed to
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lure him from a complete exploration of the subject. It is
often the egotistical identity that impbses extraneous

requirements on the poet. Keats advises Shelley to curb his
rigid sense of "magnanimity, and be more of an artist, and

load every rift with ore."81

The ore of poetry is a product
of an effective concentration on the subject in spite of
all other considerations. Keats can, therefore, consider
himself to be confident in being able to "judge the
dramatic effects" of a work--effects which many of his
comtemporaries in his view regard as Mammon because to them
the "proper" purpose of a work is "God." Contrary to his
contemporaries' belief, Keats insists that "An artist must
serve Mammon, he must have self-concentration--selfishness

perhaps."82

He can confidently advise Shelley "to serve .
Mammon" because he believes that Mammon reprensents a iife
of gusto which transcends moral requirements.

The selfishness or self-concentration which Keats
advocates must not be confused with the negative instinctual
- Or egotistical ideas of the poet because, in a sense, his
advice to‘Shelley regarding the éurbiﬁg of his magnanimity
is an advice against the obtrusive tendencies of rigid
identities. This kind of selfishness is different from the
"Wordsworthian or égotistical sublime which is a thing per se
and stands alone" because it:is changeable. It is a

selfishness which enables the poet to concentrate on his

-subject or to become his subject without imposing his



personal qualitiecs or moral ideas on it. 1t is a dramatic
selfishness since its power and life are absorbed in any
sub ject the poet deals with. Keats considers Wordsworth
deficient in this kind of objective selfishness. He
suggests that in many of Wordsworth's poems, the moral
views and personality of the poet are obtrusive and detract
from the gusto of the subjects. However, Keats is not blind
to the achievements of Wordsworth. He considers The
Excursion a great thing in the world,83 admits "Wordsworth
is deeper than Milton" in his ability to "think into the

n84 and declares that he is one of the "Great

human heart,
Spirits" then alive that "will giveé the world another
heart/And other pulses" ("Addressed to [Haydon]," 1; 10-11).
In spite of his appreciation of Wordsworth's
greatness in certain spheres of artistic endeavour, Keats
realizes that Wordsworth "can sometimes be too dogmatic"85
in his poems. He writes, "It may be said that we ought to
read our Contemporaries, that Wordsworth & c. should have
their due from us. But for the sake of a few imaginative
and domestic passages, are we to be bullied into a certain
Philosophy engendered in the whims of an Egotist?"86 His
consideration of Wordsworth's relation to his audience as
that of bullying, harsh though it may sound, aptly states
his objection to any poet's attempt to impose his ideas on

the reader. His contention is that if the poet is able to

capture the idiosyncratic identity of his subjéCt'throth
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A passionate involvement in o 1ts existence, the reader will
willingly share the experience with the poet. For Keats,
Wordsworth's poens sometimes do not have the "power" that
arouses the passions of the reader. What happens is that
Wordsworth seems to be in the habit ot wanting to tell the
reader about the passion or power of his subject without
letting the power or passion of the subject show itselﬁ.
Moreover, Keats maintains that Wordsworth's effort to
tell the reader about the subject makes the ideas
extraneous components of the subject, leavinthhe reader
with the impression that the ideas are the poet's
personal prejudices. As Balslev correctly points out, when
Keats remarks that "We hate poetry that has a palpable

w87 it is "not so much the design that 1is

' 088

design upon us,
objected to; the important word is 'palpable. In fact,
Keats beiievés that poetry always has some kind of design
upon us. After all, the poet often tries to communicate his
visions or intuitions or even ideas to the reader whenever
he writes poems. Thus, in Keats's view, all great poems
Aderive their profundity from "designs" in which poets
unobtrusively qgmmdnicate their intimate knowledge of the
world and human life, gained in the chamber of Mature-
Thought, to the reader: "Poetry must be great and
unobtrusive, a thing which enters one's soul, and does not
89

startle it or amaze it with itself, but with its subject."

Wordsworth's inability, at times, to make his poetry great
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through unobtrusive communicatioh of profound ideas makes
him, according to Keats; an Egoist and makes his methods
those of sublimating the ego or of lending divine
authority to his personal opinions.

Keats considers the Wordsworthian egotistical
sublimity to be one of the major faults of poets of his
own generation, while he considers the Elizabethans to be
free from this shortcoming:

- Modern poets differ from the Elizabethans in this.
Each of the moderns like an Elector of Hanover
governs his petty state, and knows how many straws
‘are; swept daily from the Causeways in all his
dominions and has a continual itching that all the
Housewives should have their coppers well scored:
the ancients were Emperors of vast provinces, they
had only ‘heard of the remote ones and scarcely
"cared to visit them. ’
For Keats, his contemporarles do not let their subjects
be. They  seem to be contlnually in control of what thelr
subjects ought to be and what they really are by coiourlng
and shaplng them according to their personal prejudlces.

He advocates lettlng the subjects tell their. own storlesi

and reveal themselves for what they are worth, so that the

reader can part1c1pate in their essentlal being:

P

Why should we be of the tribe of Manasseh, when
we can wander with Esau? why should we kick:
against the Pricks, when we can walk on Roses?
Why should we be owls when we can be Eagles? Why
be teased with "nice Eyed wagtails," when we have
in sight "the €herub Contemplation?" Why with
Wordsworth's "Mathew with a bow of wildling in
‘his hand," when we can have Jacques "under . the
oak and c.?"91 .

Keats advocates a\comprehensive or an exhalustive

L
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exploration of tﬁe subject through the poetical character's
caéability for concentrating on the subject's peculiar '
qualities. |

Keatsvgraphically illustrates Wordsworth's occasional
but characteristic inability to rise above parochialism:
"0ld Mathe@ spoke to him some years ago on some nothfﬁg,
and because he happens in an Evening Walk to imagine the
figure of the 0l1d man, he must stamp it down ia black and

white, and it is henceforth,sacred."-92 Keats does not

object to the character of Mathew in this comment on

a

N

Wordsworth's "The Two April Mornings." Rather, he resents
the significance of the meeting between the old man and
Wordsworth--a significance which is essentially a
projection of Wbrdsworth's ideas in the poem. Keags is

" somewhat dlssatlsfled with Wordsworth for not concentratlng
%}6 efforts on glVlng the exact nature of the meeting in |
Qrder to let the 1ncident speak for itself anqjallow the
reader to draw chclusions.about it that he sees as
evident.»For him, Wordsworth's individuality is not effaced
from the experience; hence, what survives is»a poorly
realized incident and Wordsworth's biased ideas on it. For
Keats, Wordsworth--as a typical "modern" poet——sometimes
exhibits the strengths, and at other times betrays the
weaknesses of, "modernity"vor Romanticism: "I don't mean

‘to deny Wordsworth's grandeur and Hunt's merit, but I mean

to say that we need not be teased with grandeur and merit
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when we can have them uncontaminated and unobtrusmve."9

Keats insists upon the poet;pél character's ability to
create great poetry through its dramatic capability which

entails most‘of the att:ibutes'that.have been identified

in the course of this discussion, namely; sincerity of N

" passionate participation in an experience, comprehensiveness

Of'cdnceétibn, concentrationiof life of gusto, annihilation
of individuality but not selfeconsciousne;s, and ethical
sublimity: The manner in which all these attribufes ﬁelp td
shape Keaﬁs's poems and criﬁical cdnsciousness will become
obvious in subsequen£ chapters.

To conclUde'ﬁhis chapter, it is necessary to note
briefly that in spite of the éimilafities“in Hazlitt's and
Keats's conceptions of the nature of thé'poetiéal

character,94 the origih of Keats's ideas can be largely

" traced to his characteristic response and approach to
~experience, be it of life or of art..It is a characteristic

-impersonality which Caldwell rightly sees as the "native

n?> Other than the numeroué examples

virtue of Keats's mind.
of Keats]sxowh stétements éited in the course of explaining
the qua}ities of the poetical character, there are many
testimonies of.KeaEs's contémporaries that demonstrate
conc%usively that he had most of the Qualities he attributes
to the poetigal charaéter. For instance, Haydon reports

that "The humming of the bee, thé sight of a flg&er,'thé

glitter of the sun, seemed to make his nature tremble;
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then his eyes flashed, his cheeks glowed, his mouth

. o
n96 Clarke also mentions Keats's reaction to the

quivered.
Spenserian image of "seafshoﬁldering whales": "He hoisted
himself up, and looked burly and ddminant and said ‘'what

an image that iS!'"97

These typical responses to
experiences demonstrate the affinity of Keats's nature to
that of-the boetical character.

The 51gn1f1cance of Keats s response to the 1mage of
"sea—shouderlng whales" lies, accordlng to Faerhlld in
the fact that Keats is "being made to feel like a whale by

words about whales."98

In thisvreac;ion'to the image, we
rdlscern the various qualities of the poetlcal character.
it ablllty to live in gusto, its dramatic ldentlflcatlon
ith the subject, its self*consciousness, its sincer;ty of
passion, and its concentratlon on the. subject Wthh rlsesv
above narrow ethlcal con51derat10ns. As Bate correctly
observes, "there was in Keats an instinctiVe and almost
nostalgicicraving for absorpfioh or even self—annihilatioh
in what for him was poetical and which was in all occasions
the specifically concrete . . . a desire, indeed, from
which his conception.of the poetical character was largely

rationalized."-99



CHAPTER III |
THE POETIC IMAGINATION

1 »

<xKeats'conceiveé»of the poetic imagination as the
facuity,which enables the poétical qharacter to suspend its
rigid instinctive and egotistical identity, take on the
‘life or existence of iﬁs subject, explore it thoroughly,
and capture its distinctive characteristics in art or
poetry. And since Keats believes that all great poems are
aesthetic records of poets' intiméte ex?eriences of life in
this compléx world, the poetic imagination--insofar as it
aids poets in their-objective explorations and depictions
of human gxperiences that enrich man's life, and insofar
as it broadens poets' knowledge of thekWOrld and human
life--is the "Geﬁius,of Poetfy."l Hence, for Keats, the
poetic imagination is the "ideal" manifestation of the
hﬁm&n imagination.

Essentially, Keats, aware of the diverse and sometimes
contradictory activities of the imégination, views the
poetiC'imagination as a special form of the human
imagination. His conception of the nature and function

~of the human‘imagination'is‘obvious in his schéme foﬂvthe
educatioh of poets—-a schéme.which is latent in his~
\consideration of the world as a vale of Soﬁl—making and in

his speculations on the chambers of human mind.2 For him,

Ny
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the imagination is an integral part of the principle of
conéc;ousness awakeﬂed in the chamber of Maiden-Thought.
But'the imagination is neither exclusively lodged in the
Heafi nor in the gggg——the two "grand materials" of the
~Intelligence in Keats's cosmos of Spirit—creation.3 He
maintains that each of the two grand materials awakens a
particﬁlar kind of consciousness;'the heart awakens man's
instinctual awareness while the head generates his
intellectual consciousness. Since the imagination does nét
bring about a specific type of awareness, it is regarded as
an intermediary facﬁlty which.mediates between‘the heart
and the head by aqting_upon the data supplied individually
or jointly by both of them. The imagination's relation to
the heart (éensatibn) and- to the head (intellecfion)

varies acéording to its aim and the prevailing conditions
under which it Operatés in any given moment. Generally,

it is able to increase of decrease the role or imporfénce»
of either the heart or head, or even bring both facultiés
into cooperative relation in apprehending or representing
reality. However, in its ideal manifestation or what Keats
strictly regards as the'activﬁﬁy‘of”thé poetic imagination,
it is a power which, in the words of Coleridgé, enables the
"poet to bring "the whole soui of man into aétivity; with
éhe subordination of its faculties to each other raccording
to their relative worth aﬁd dignity."4

The special nature of the function of the poetic
. : g
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imagination. in the cognition, depiction, and creation of
the world's reality is evident in Keats's speculations on the
imagination's relation to the heart and mind. He maintains
that the imagination, in its function as poetic genius,
creates an ideal harmony between the heart ahd the head--a
harmony which accoﬁnts for the poet's mature and realistic
apprehengkon and portrayal of the.nature of mén's life in
the world. The concogd between the faculties, fashioned by
the poetic imaginatibn, obliterates all antipodal
representatiohs of the-activities of the heart and the
mind. On the other hand, Keats maintains that the human
imagination sometimes functions "unpoetically," resulting
in discordantvrelétions between the facultieé. He contends
that while the poetic manifestation of the imaginat;on
realistically apprehends and effectively depicts man
and his worid, the "unpoetié" manifestation of the
imaqination'unrealistically apprehends and ineffectively
poftrays the nature of man and his world.

Keats's distinction between the poetic and the unpoetic
functions of theuiﬁagination informs his explorations of
the nature and fuhctidn of fhe imagination all through his
poetic career. Théreébre, any.serious student of Keats
must be wary of criticai opinions that directly or
indirectly suggest that Keats attributes some unpcetic

qualities to his early conception of the poetic genius.

Since.Keats conceives of the poetic imagination as free
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from such limitations as are evident in the "unpoetic
imagination," Pereira's suggestion that "Keats was not only
concerned with explaring the potential of the poetical
imagination, but also the need to come to terms with its
limitations,"5 simply ignorés‘Keats's separation‘of the
poetic from the unpoetic forms of the imagination. Similarly,
in his discussion of the pains and pleasures of the poetic
imagination, Caldwell seems unaware of the basic

distinctions Keats makes in the forms of the imagination.6
For Keats, the poetic imagination is the ideal form of the
imagination and therefore it is free from any limitaﬁions
that may be found in other forms of the faculty. Like

‘most Romantics, Keats believes that:the poetic imagination

is the supreme source of all truths about life, and yet,
unlike most Romantics, he»also identifies and illustrates
'unboetic manife;tations of the imagination as a means of
highlighting the achievements of_the poetic genius.

The need for all‘serious studeqﬁs of Keats to be awake
to Keats's distinction be£ween the poetic and the unpoetic
'forﬁs of the imagination cannot be oVer-emphasized because
many critics, probably due to their ignorance of tﬁis.
distinction, attribute some limitatidns to the poet's
early notion of the poetic imagination. For instanqe,
Stillipger,'like many other critics, contends that Keaté,
in his early works, conceived of the poetic imégination as

a faculty which facilitates the poet's escape from the
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stark realities of life by creating dream-worlds of
perpetual pleasures.7 He asserts that "Keats came to learn
that the visionary imégination was a false lure . . . and
in the end, he traded it for the naturalized imagination."8
Gerard also claims that KeatS'S’initial view of the

poetic imagination which resulted in "poetry of summer
luxury and facile escapism"9 was later replaced by "a clear

10 James also argues that Keats's

sighted imagination."
idea of the poetic imagination changed from "the luxurious
sensuous imégination" of the early works to the
~"contemplati§e imagination" of the later works.ll
The'supposed change in Keats's conception of the nature
of the poetiq genius is, in spite bf what most critics
beliéve, more apparent than real. His view.of the poetic
imagination, even in the eafly works, does not admit of
any form of égcapism or sybariticism for its own sake.,
Those critics who attribute escapism to the poet'é early
conception of the poetic genius aréf as has been stated
earlier, apparently ignorant of the fact that Keats regards
thé-poetic imagination as the ideal form of the human
imagination. Furthermore, the critics sometimes
erroneously equate the poetical character's "relish of the

w12 (5 relish which is more obvious

bright side of things
in the early poems) with Keats's personal desire to escape
from the agonies of,existencé; evidently they confuse the

poetical character's partial views with Keats's convictions
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or idéas. Moreover, they rather uncritically equate
"visionary" with "escapiét" because they do not realize
that in the»Keatsian cosmos, "visionary" more often
signifies that which is brought into existence by the
imagination rather than that which is a substitute for the
real. The "visionary imagination"--insofar as it is the
source of great romanc and myths that symbdlically
reflect human life and the real%ty of the world--is, for
Keats, an intégrél part of the poetic éenius. Therefore,
visions or some kinds of dream are considered by Keats to
be products of the poetic imagination both in the early
and later works.

Since the poetic genius is the ideal manifestation of
" the human imagination, Keats sees it as only potentially
present in all human beings. He therefore éuggests that
anyone who wants to actualize this potentiality must
undergo special training in the proper use of the
imagination. He believes thét, given the diverse and often
contradictory functions‘of the human imagination, all those
who aspire to be real poets must learn to distinguish
‘between the pdetic and the unpoetic activities of the
human imaginatioﬁ. The course of Selffeducation in the
discrimination between the poetic and unpoetic forms of
the'imagination is latehtly integrated with Keats's
programme‘ofASpirit—creatyion.l3 Henée he Viewé the

attainment of Soul-state as essentially coterminous with
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the actualization of the aesthetic poténtial offthe human
imagination. |

In the programme for the education of poeté, the
individualfs training in the proper use of thejimagination
for poetic cognition and creation naturally‘begins in the

chamber cf Maiden—Thoughtl4

where the imaginative power is
first awakened. The nascent poet must learn to perceive and
depict (in the aesthetic fashion) the two effectsrof this
chamber, effects that symbolically represent the dark and
bright aspects of man's life and world. A correct
imaginativecapproach to these effects or aspects of life
entails a mature partaking of each of the effects or
aspects, revealing theirbpeculiar characteristics and the
pérﬁial truths that they signify. A mature imaginative
involvement in éach of the effects is a prerequisite for
admission to the chamber cf Mature-Thought where a
discovery of the harmonious relationship between the two"‘
effects of the chamber.of Maiden—Thought signals. the
actualization of the poetic potential of the human
imaQinétion. On the other handi an improper‘imaginatiVe
approach to the effects of the chamber Of Maiden-Thought
entails a complete surrender to one of the effects and
results in the consideration of that single effect ac the
sole)reality'of the chamber or life. Such an improper
imaginative experience bars the unsuccessful poet from the

chamber of Mature-Thought, from a discovery of the
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harmony of existence, and from the actualizdtion of the
poetic potential of his imagination.

In the Keatsian system, the poetic imagination is
born in the chamber of Mature-Thought while the unpoetic
capabilities of the imagination are manifest in the chamber
of Maiden-Thought. Eaéh birth of poetic consciousness in
the chamber of Mature-Thought signals the birth of a great
pqet. Keats contends that, since all poems are expressions
of the imagination,15 they naturally reflect the measure of
success which their creators have attained in the process
of actualizing the poetic potential of their ihaginations.»
Furthermore, it is necessary to reiterate the poet's
conviction that the individual's success or otherwise in
bringing the poetic imagination into existence parallels
his maturity'or otherwise in perceiving and portraying man
and his Qorld; and that great aesthetic works issue from
the poetic, while unsuccessful works result from the
unpoetic manifestations of the human imagination. Finally,
oniy poets who use the imagina;ion for mature cognitive
and creative purposes can produce great poems that
- effectively capture the harmonious‘unity of all things.

Keats maintains that ‘the harmonious unity in the
world is{perceived and depicted by the-poetic imagination
in two distinct but related ways-—thé creation of poetic
dreams or what he calls "empyreal Lleflections,';16 and the

vitalization of the veridical world or what he regards as
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"splritual febéttéfnﬁg of ;uman life."l7 These two
activities of the poetic imagination are important in all
poetic attempts to «apture the complexity of human life -and
the nature of the world in art. Since the poet's dream-
world is related to, but not confused with the actual one,
and since his vitalized reality is related. to, but not
confused with the actual, both worlds are brought into a
kind of unity in which‘the distinctive features of the
vitalized, real, and dream worlds are intensified by the
poetic imagination.

Keats's conception of the ultimate achievement of the
poetic genius 1is, in many respects, similar to that of
Coleridge. Coleridge believes that a great work oé art, as
a proddct of the poetic imagination,_is "a union and
reconciliation of that which is nature and that which is

exclusively human“.18 or "a mediatress between, and

19 Keats 1s awdare that all

reconciler of, nature and man."
poetic activities, whether they be visions’or animations of
actual objects, are subjective and therefore seﬁarate from
nature which is external to man; hence, he believes that>
only the poetic imagination or what Shelieylrefers to as

20 ‘ .
can create a mature union

"the principle of synthesis"
between subjective human activities and the external world.
For him, the result of the pbetic genius's efforts at

o o . . . 21 .
reconciling and creating a union between opposites is

usually felt in its uniting man's faculties before it
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ls manifest in the "uniting of that which is nature and
that which is exclusively human." Thus, the poetic
imagination creates a harmonious union between man's heart
and mind (faculties identified by Keats in his scheme of
Spirit-creation), then effects a concordant union between
man and nature, and finally depicts these "unions" in art
or poetry. As has been stated earlier, the poetic
imaginaﬁjon conceives and recreates these unions either by
means of subjective visions22 or by means of what de
Selincourt terms "concentrations of the imaginative powers
on reality."23

The visionary mode of the poetic imagination is
revealed by %Fats in his use of Adam's dream as an analogue
of the poetic activity: "The imagination may be compared

to Adam's dream [Paradiée Lost, VIII, 470-1] he awoke and
24

found it truth." What this comparison of the poetic
activity to a dream entails is the fact that the human
imagination is the major faculty at work in a dréam.
Nevertheless, while all dreams are like poetic activities
because they are subjective, not all dreams are to Keats
necessarily poetic manifestations of the imagination.

Keats makes a clear distinction between poetic and unpoetic
dreams, ihsistipg that only poetic dreams emanate from the
poetic imagination. For him, poetic dreamé are visionary

creations that symbolically represent the poet's knowledge

and experience of the harmonious unity in the world--a
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knowledgé that is-acquired.by those who have attained
Soul—State§ inAthe chamber of Mature-Thought. Basically,
the fact that a poetic dream is an indirect statigentlon
the real nature of the world distinguishes it from the
.ﬁnpoetic dream which confuses‘fictiqn with reality or
repfeseﬁts reality in.a distorted fashion.

In hié works, Keaté élways makes ciear distinctions
,bé£weén poetic and unpoetic dreams. In "To J. H. Reynolds
~Esq.," he identifigs three kinds of dreams that make the
distinctidndobvious. The first and second kinds of dreams
are unpoetic because while the first establishes thé bright
faspects of life as sole reality (l7)}cthe second highLights,
and presents the dark aspects of life as the entire truth
abbut;exiSténce (70*15. The third kind of dream is, however;
ian aesthetictform~of viéion becaqSé:it presents the dark
ﬁandvbrighﬁ sides of life in relation to each 6ther; it is
a dream,that’tékes its "coiours from the sunset" (68-9).°
These three kinds of dream élosely parallel the'th:ee
eléments in Keats's simile of lifevsince they represent
_effects withip the chambers of Thought.-Fdr instance, thé
first kind of 6£eam draws upon the bright effect, while
the‘second is based on the dark_efféct oﬁ the chamber of
‘Maiden-Thought. And the-thiraikind of dream is created
from the &ffect of the chamber of Mature¥Thought. Therefore,
it‘follows that if each kind of.aréam is taken in isolation,
the first énd second kinds.of dream will Be unpoetic while

-~
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the third kind will be poetic. Névertheless, it must be
noted that, because the three kinds of dream are worked
into a g?héfent whole in the epistle "%b J.KH. Reynolds
Esqg.," thé§ throw light on each.othef and fonq\a single
poetic dream. And yet, in Keats's view,'dreams Sf pérpetgal
brightness (13-25), dreams of eternal heavens é;eatéd by
fanatics ("The Fall of Hyperion," I, 1-2), and dreams of
"eternal fierce destruction" ("To J. H. Reynolds,  67-88)--
as long as they are presented as the only realities of
‘human ekistence——make théif creators "mere dreaming things"
("The Fall.of Hyperion:"»I, l68) and not poets. Only
dreams informed by thé broader perspectiveé of human
existencelmake their creators poets because in the dreams
there 1is évidencé of "a regular étepping of thefImaginatioh
towa#ds a truth."25

Since Keats regards the poet's dream as .a creation of

the poetic imagination, it iSVappropriate to differentiate

the poetic dream from ali other dreams by calling it a
"vision." Keats himself would have aCéepted this
.différentiation in terminology becaﬁse, épart from the
facf‘ﬁhat Woodhouse recalis the poet's preference for
"making “A-Vision" iﬁstead bf "A Dreém" the subtitle of "The
Fall of HyperiOn,"ZG Keats also makeé a Clear’disfinction
between tﬁe poet and the mere dreamer in "The Fall of
Hyperion": |

| "The poef and the Qreamer are distinct,
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"Diverse, sheer opposite, antipodes.

"The one pours out a balm upon the World,

"The other vexes it." (I, 199-202)
For Keats, the true poet "pours out a balm upon the World,"
not necessarily_by spinning out "fanciful lands of dreams"27
like the heavens created by fanatics,-but by creating
visions that are informed by the universal truths revealed

to the poet in the chamber of Mature-Thought.

a

i The poetic visions reflect the wo:ld's harmony either

by presenting the relations between various aspects of the
world or by doncentrating on a single aspect‘of reality,
explofing_it thoroughly, and revealing its place in the.
larger schemg‘of things; VieWed against the 5ackground of
Spirit—cfeation, the poeti ’imagihatioﬁ's‘visions |
efféctively cabtufe thé mell wed brightness or twilight of
the‘chamber of Mature—Thought either by poftraying the
concord between the bright and dark effects of ?he.chamber i
of Maiden—Thbughﬁ‘orvbybconcentrating on.either of the
effects, exploring it intensely; and‘deﬁonstrating its
relation to other things through an awarenessbdf the
larger context‘of iife. There is nothing in'the\Keatsian
'system tﬁét prohibits the poeﬁic imaginatioh from basing
its visions oﬁ only the dark or bright side of thingé,
more so becéuse, whenever the poetic geﬁigs congentrates
oh one aspecﬁ Qf reality, it is alwéys»able'to understand
and port;:y it as a~partial,‘not an abéolute reality. The

poetic imagination's ability to.coﬁébntrate on a segment
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of truth, explore it, intimately, and stretch.it to its

limits without substituting it for the entire truth or

.confusing it with other segments'gf truth is what Keats
calls "Negafive Capability."zsv‘ .

In Keats's works, many pleasant visions contaih
élements that reveal the contexts in)which(they take‘place,
thereby demonstrating the truth of the specific vision
within the broader context of human life. Similarly;'larger

. ' ™
perspectives are indicated in unpldasant or frightening

visons. Two of the many visionsxthgg constitute "I Stood
Tip~toe" can be drawn upon as usef i.illust;ations of
poetic visions based én the bright ‘nd dark sides of life.
The viéion of the consummation of [the love between Cupid
andesyché (143—150) symbolizes thé bright side of
existence while the;anguiSh>attendant upén the .
,unrecibrbcated loveibfiPan:for”Syrinx represents the dark
side of lifé. On the sﬁrfaCe, these visions appear to be

: )
mere figments of "a'luxuriogs imagination" on the one hand,
and creatioﬁs of "a sickly .imaginai:ion" on the'othe!“\d.‘
'However, on a deeper levei, thése subjeCtivg creationsdof
the imagination_ekist in a larger context?'fhé poet's éntry
into the mytﬁical world is as a result of his deliberate
ﬁlight into "the realms of wondefment"_(l42). Hié flight
on "luxurious wings" (131) leads to the discovery‘of the

bower of.fulfilment,for Psyche and Cupid, while his flight

on "sober wings" (127) reveals the sufferings of Pan and L
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i ¥ : -
Syrinx. The sets of lovers symbolically enact the two

apparently opposing\aépects 6f human love. And yet, in the
intense feelings acéompanyihg both visions, the opposition
between the two éspeth-of love seems to disappear. The joys
of love symbolized by'the‘fulfilment of the love of Cupid
.for Psyche are quglified b§ the aftendant tremor and
ravishment (147) while the anguish of Pan and Syrinx is
made‘"subliﬁé“ by béing described as "balmy pain" (i53).
The inteféénetfation of pain énd pleasure is present in
both‘visions, thus demonstrating how a single aspect of
realify cén be portrayed in a mature manher by the poetic
imagination.

Keats graphically illpstrates how a poetic vision
based on the bright side of things is geﬁeréte@ when he
compares the activity of the poetic imagination to thét of
a spider spinning a beautiful web fiom its inside: “almost
any Man may like the spider spin from his own iﬁ&ards his
‘own airy Citadel-—-the points of léayes and twigs oy which
the spider begins her work are few, and she fills the air

n29

with a beautiful circuitiﬁq. On the surface this

statement seems to suggest thaf the poet usually sp;ns his
works out of his inner.éelf, apparently’obliviéus of the

; external wofld. %owever, a careful examination of the
statement yields'a déeper level of meaning in which the

poet's works are seen as having some direct contact with

the external worlé&?f objective reality. Keats's central
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‘point is that the existence and truth of.the spider's web;
in spite of the fact that the web ié spun out of the
spider's entrails,iaré greatly dependent on the leaves and
twigs fhat supporé the wep. Similarly, works and visions
~spun. out of the subjective existepce of the poet derive

their truth or reality from their relation to thé objective

world. For instance, the myths of Psyche and Cupid and of

Pan and Syrinx in "I Stood Tip-toe," are Vlslonary products

of the poetic imagination\whose truth, as has been indicated

earlier, springs from their symbolic relevance'tg‘human life.

Therefore, Keats is right in insisting that poétic visions

are not substltutes for the real world but creations that

enhance the 51gn1f1cance of the verldlcal world by their
pecullar zelatlon to it. Furthermore, he is right in

.1ns;st1ng that the substitution of dreams for reality, or

dreams for visions, cannot be regarded as the function of

the poetic imagination.

2
While visiQns constitute "the empyreal reflections"30
of the poetic imagination, the enhancing of qualities of
actual objepts through a process of intensification or
what Keats sees as the "spiritual repetition of the actual,"3l
constitutes the poétic imagination's\enriching of, and
Creation from, the actual and verldlcal reallty The

enrlchlng of objects and experlences can, in part, be done
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by the poetic genius through the vitalization of past
events or through a personally real recreation of
historical happenitgs; hence, for Keats, individuals who
have successfully actualized the aesthetic potentiality of
their imaginatipn:can intimately participate in the
activities of generations other than their own. He avers,
"as my imégination stréngthens, I do not live in this world

n32 His reference

alone»bgt in a thousand different worldé.
to the strengthening of the imagination indicates that'he
believes that he has learned to use his ‘imagination for
aesthetic purposes. His ability to;live in a thousand
. different worlds ig part of the reward for a proper use of
‘'his imagination while thé thousand diffe;ent worlds that
he is capablé of living in can either be visionary‘like
 those diséussed earlier or they can be historically true
worlds. Thus, the ‘two distinct manifestations of thé poetit
i%agination-fvisionary creation, and animation of the real--
are shown to be related and'not mutually exclusive.

Keats demonstrates the poetic imagiﬁation's ability to

vitalize historicélly true worlds by describing his intimate

participation in the customs and traditions of previous

/

N

. .

Ages:

We with our bodily eyes see but the fashions and
Manners of one country for one age--and then die.
Now to me manners and customs since passed whether
among the Babylonians or the Bactrians are as b
real, or even more real than those among which

I live.33 : ' '

N
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What makes customs of previous generations real to Keats is
not so much their historical verity or the mere fact of
their being recalléd by him but the fact that he recreates
and lives "personally" in the past generations, partaking
of the essences of their traditions and customs. In ’
recalling and recreating the previous customs, the p&etic
imagination highlights and intensifies some elements of the
éustoms, making them richer than, and even different from,
their historical originals.

Keats belieVes that the poetic imagination often
deifies what it recalls. This power of the imagination is
- attributed by Immanuel Kant to the "reproductive
imagination" which he distinguishes from the visionary

34

power or "productive imagination." Keats illustrates the

modifying ability of the aesthetic imagination when he
discusses the possible modifications in an individual's

recall of a singer's face:
Have you never by being Surprised with an old
Melody--in a delicious place--by a delicious
voice, felt over again the very Speculations and
Surmises at the time it first operated on your
Soul--do you not remember forming to yourself
the singer's face more beautiful. than it was
possible,”and yet with the elevation of the
Moment you did not think so--even then you were
mounted on the Wings of the Imagination so high.35

"Forming to [oneself] the singer's face more beautiful than
it was possible" suggests the imagination's power to
intensify an aspect of the reality being reproduced;

Coleridge calls this imaginative ability the "modifying or
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coadunating power" while Wordsworth refers to it as the
‘A'l
n36

The imagination's capability for making a recalled

face more beautiful than the ofiginal face perceived,

raises the question of the authenticity‘of the recreated
face or the issue of the relationship between the modified
reaiity and the unmodified or real one. In a seﬁse, Keats
implicitly answers this query. in his discussion of the
manner in which the singer's face is recalled. Forvinstance,
he considers the intensification of\the beauty‘of tﬁe
singer'é‘face to be,a'genuiné activity of the aesthetic
iméginationkbecaﬁse thé imaginative act is accomplished
within the framework of a broad view of life. The beauty of
the singef‘s'face is not regarded as the\sole realitytbut

as a natural corollary of a number of other circumstances.

"Latent comparisons of the enhanced with the unenhanced

beauty of the singer, of the poet's latter with his former
N . N .\ ‘ , , /'\,

feelings, of the circumstances prevailing at the time of

perception with those at the time of. recreation, and of

his former with his present speculations, all combine to

create‘F'larger context in which the act of modification

takes place. An unpoetic recall of the face will disregard

the larger context of the event, confuse the modified with
) A ’ ) .

the unmodified reality, and substitute the momentarily

intensified beauty of the singer's face for the teal one.

Keats maintains that the imagination is also capable
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imagination.
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of intensifying the dark side of things. He once stated

that since most of his privations were creations or

w37

"troubles of the imagination, they were stretched to

such a level that they had become more serious than they
were in actual life. He also did advise his sister against
"employing [Her] imagination on the distress and evils

n38 He does not disapprove

which are in wait for every one.
of the application of the imagination to the dark effects
of the chamber of Maiden-Thought or the evils of ﬁhe world.
In fact, he insists upon. the need to intensify the dark
.side of existeﬁce as a means of gaining a valuable
knowledge of thé possibilities of this aspect of life.
But,\hé considers any‘intensification of the seamy side of
life which does not take into account the unseamy side as
unpoetic. ﬁence, in "To J. H. Reynolds, Eéq.;",he admits
that his portrayal of the "eternal fierce déstructibnbin
nature" (974104) is a gross exaggeration.-of reality--an
exaggeration which is precipitated 'by the "sickly

n39 Hié mature understanding of the contexual:
value of elements or circumstances of actugl life that the

imagination intensifies is a tribute to the knowledge he

has acquired in the chamber of Mature-Thought--a knowledge

which naturally regulates the human imagination 'in its

approach to reality and visions. His advice to Bailey about

making provision for the imagination--"you must allow for

w40 .

imagination --in all searches for truth springs from a
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mature understanding of the - nature of imaginative
experiences.

The imagination, for Keats, doés'not only modify
recalled events, it algo modifies concrete objects or even
creates entirely "ﬁew" ones from ﬁhém. Writing to Hayddh,
he avows, "I look ubon the Sun, the Moon, the Stars, the
E?rth and its contents as‘materials to form greater things."4L
'For him, the poetic imagination draws upon objective reality
or natural phenomena in cfeating.things that are subjective
but real; It either highlights aspects of its subjects as
is the case in the recall of the singer's face, or uses
objective things as starting points in creativity as is the
case in the spider's web analogue. Naturalhébjects één be
bases for the vitalization of the actual and for the
creation of visions. ' .

( " The imagination's’visidnary and naturalized activities42

LV : ) : X
are also evident in Keats's classification of the subjects
upon which the poetic imagination operates. He classifies

poetic subjects or "Ethereal ‘things under three heads--

- Things real--things. semireal and nothings. Things real such

as existences of the sun, Moon & Stars and passages of

¢« .

Shékespeare. Things semireal such as love, the clouds & c.

. .+« . and Nothings."43

His examples of real things are
ihteresting in the sense that natural phenomena like the

sun and the moon are regarded as having the same  measure

\

"of reality as passages &f Shakespeare. For Keats, the
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péssages of Shakespeare represent all great works of art;
hence all great works of art, like the sun and moon,
continue to reflect some valuable part of man's knowledge
of his life and world. Though subjective, the wqué
‘continue to exert as much influence on man as objective
things like the moon and stars.44 "Things semireal" do not
exist independent of the human consciousness. They derive
existence from the interaction of man with the world.
Things that aré "nothings" (like dreams and visions) exist
in the consciousness of man, virtually independent of the
external world. Distinctive as things in these three
categories are, the poetic imagination is capable of

N ,
conceiving, comprehending, intensifying, and depicting
things that fall within the categories. And since the
things within theée catcgories represeqt virtually all
things in the world, it follows that the imagination can
perceive and portray all things.

All Keats's poems can be rewardihgly viewed as
products of the poetic imagination's operation on materials
classed "under thgse three heads." In fact, all the poems
draw upon materials from the th;ee categories. For instance,
in the "Ode on a Grecian Urn," the urn, as a great work of
art that is éomparable to passagés of Shakespeare, can be
said to be a real thing; the lovers depicted in thé.second
>'stanza may be viewed as semireal because their‘existenée

is guaranteed partly by the external world ‘and partly by



142

the subjective world of the individual; and the imaginary
melodies from the "soft pipes, that/Pipe to the spirit
ditties of no tone" (II, 2-3) are "nothings" because they
are fanciful, deriving their reality solely from the
subjective world of the poet. Similarly, in Endymion, the
protagonist's iove for the Moon goddess is a thing that is-
semireal; his fascination with the Moon and the other
natural creatures is a fascination with real things; and
his dream in which he beholds Cynthia—-like his imaginative
voyages intb the sea, earth and sky--is a "nothing." In
various ways, Keats utilizes materials that exist either
in the objective 6¥ subjective worlds of man as bases for
imaginative creativity. However, in spite of the apparent
differences between the materials in the three groups,
there is a close bond between them established by the
synthesizing or uniting attribﬁte of the poetic genius.

The poetic activities of creating visions ffom the
" subjective and objeétivewworlds, and of vitalizing
materials in both worlds are essentially subjective. Hence,
Keats establishes an "objective or external basis" for
demonstrating the truth of aesthétic experiences. The
"external standard" of the truth of an aesthetic vision or
expérience is, as has been stated earlier, its effective
reflecfion of the reaiity of man's existence in this
world. In like manner, the truth of a vitalized object

depends on how it "poetically" reflects the original or
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normal object. Since this standard of reality is somewhat
external to the poet who perceives, represents, and creates
by means of the imagination, Keats offers another basis
for determining the reality of the subjective act of
artistic cognition and creation. This second standard,
which complements the effective reflection of reality by
visions and modified experiences, is that of the intensity
of sensations that accompanies an aesthetic experience.
Regarding every éoetic activity as basically a
subjective mental pursuit, Keats speculates, "probably
every mental pursuit takes its reality from the ardour of
the pursuer--being in itself a noﬁhing——Ethereal things

wd5

may at least thus be real. "Things real, things iZJ

‘semireal and nothings," because they must be perceived in
order that they may exist personﬁ‘kf for the artist’46

e ardour of the

derive part of their leality i

5
pursuer. While this kind of_re;' esto&ed on various
subjects by the human éct of perceivingeis rélevant to the
authenticity éfi;il "ethereal things," it is of greatéf
relevance to "things semireal" and of much greater

-~

importance to "nothings": "Things such as love, the Clouds

and ¢c. . . . require a greeting of the Spirit to make them
wholly exist and Nothings . . . are made Great and
w47

dignified by an ardent pursuit. It ishélausible to argue

o

that within the Keatsian cosmos, all aesthetic éreations--

be they visions or intensified actualities:—are essentially
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products of the 1maginat1ve consciousness and can thus be

l“nothings.“ Hence, from the fact that all
S . . ¥

artistic creations are nothings, it follows that they

regarded as

"are. made great\and”dignified by an ardent pursuit" or at
least they "require a greeting of the splrit to make them
wholly. exist." Keats himself would have accepted this as a

: valid argumemt because_of his belief'that the genuiness of
é poeyic activities is often guuaranteed by 1ntense pass1cns:
"What the imagination siezes as Beauty must be truth . . .

for all our passions as of love. . . .(are all in their
, _ . ) .
sublime, creative of essential Beauty."~§/For him, sublime

' paSSions are mainly intense feelings. while "essential

Beauty". is the aesthetic ideal of a mature and 1ntimate

4

knowledge of the-nature of ,1ife and the~world,.revealed to

Souls in the chamber of Mature—'l‘hought.49 Intense passions,

in his view, elevate'the'soul of man to heights where he
~ can personally partake of the wisdom of ex1stence by
‘embrac1ng the essential beauty .in all things{ Hence, he -

can justifiably assert that "a state of excitement" or

passionate intemnsity "is the only state for the best of

Poetry."50

All great poets are, in Keats's view, "simple
. ) ot PO ' .
. imaginative Minds" whose lives are based on "Sensations

51

rather than thought." In his speculations on Soul—making,

. - : N : . R VoL
~Keats maintains that sensations deeply affect; and impress

themselves on the -human heart. And as the basis of man's

- ¥
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intimate experiencing of reality, sensations are of priﬂﬁy

) 1mportance in all attempts aimed at effective aesthetic

&

cognition and creativ1ty They constitute the true means to

the acquisition of poetic wisdom €hrough the intimate

experiencing of the essential beauty in all things. Since

Keaﬁs~holds the view that "axioms in philosophy are no

axioms until they are proved on the pulses,"52 it follows

that the human heart is themrepository of intimate

philosophical truths and not just a seat of sheer

sentimentality. Therefore, just as poetry is the "true

53

voice of feeling," so also is the heart the touchstone

of poetic effectiveness.
Keats's belief in the relevance of intense feelings to
the real value of poetry is thus not a mere advocacy of

sentimental luxuries in poetry. He contrasts the simple

imaginative mind (the esSential poetic mind) P#hose life is

based on sensations rather than 1ntellection With "the

1

complex mind——one that is 1mag1nat1&e and at the same time

careful of its fruits——to whom it 1swnecessary that years

u54

should bring the philosophic mind. Although he

recognizes_the achievements of a complex mind, Keats

reaffirms hiS'uﬁShakable faith in the profundity and'truth

Eeacy
R

of the poetic activities of a 51mple 1mag1nat1ve mind whose

works are products of intenge pa551ons He therefore

’question ﬁthe validity of the Wordsworthian belief that

ol

’.

i years should bring the philosophical mind" t0~the‘complex
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continuous with them.

‘Keatsian poetics.

.dreaﬁs'pasionately
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mind by maintaining that a life of sensation subsumes
philosophical understanding. For Keats, as Trilling ™
correctly observes, "sensations generate jdeas and remain
55
[1]

Hence, poetic wisdom is integral

with sensations rather than with intellection in the

\)—/‘

[ 4

In order to emphasize the necessity of intense

.feelings‘to the trﬁth\of poetic experiences, Keats also

compares human dreams with those of gods. He maintains,
"Real are the dreams of Gods,'and.smoothly pass/Their
pleasures in.a long immortal dreaa“‘(Lamia, I, 12748). On

the other hand, the reality of dreams by mortals depends on

. the intensity of feelings acéombanying them. For instance,
‘Hermes, as 'a.god, can easily procure the mystical powers

‘with which he converts his dreams into reality (Lamia, I,

-

120-6) . And Lamia, as long as she retains her god-like

identity, can also convert her dreams_into'reality, but as

N

o ' >. ) . ' ‘ “’
soon as she is transformed into a human creature, she takes

. S () .
on some human weaknesses that must. compel her to pursue her

dreéms passionately-before they’can become real.'Similarly,
Endymion, being;a human prince, must pagsipnately gursue
his dream before he can pnderstand and realize its
Significance{ hence, Endzg&bn»is bartly a symbolic’

representation»ofbthg;humah queét'for the reality  of

~imaginative dreams.-All huﬁanbbeings;whd:pursue their

,.a}".f'iré likve\ 'En_,dyuiian ultimately able to
A B ‘ » |

—
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discover the significance of tﬁe "ideals" that are "a .
cheering light/U=to ou; Souls, and bouﬁd,to us so fast/That,
whether there be shine or-glooﬁ o'ercast/They must be with‘
us or we die" (Endymion, I, 25; 30-33). Thus, the poetic
ideal that is discovered by fhe fefvéni pursuit of visions
is analogous to the tfué knowlédge acquired by Souls in the
chamber of Mature-Thought--an ideal Qr.profound knowledge
which Keats regards aé‘the rewafd of all those who have
simple_and imaginative minds aﬁé live by sénsations rather

- than thought. "Thé simple imaginative Mind may have its
reward in’the repetition ;ffiggg&%ﬂQsilent workings coming

continually on the Spirit with'd #¥ise Suddenness,">® he

declares.
Keats's heavy reliance on the intensity of sensations -
‘as a means of determining the truth of imaginative

experiences and of discovering the essential beautY'in all

«

Bs partly reminiscent of William Duff's
o [l C )

Heration of the imagination as-"the faculty whe®eby

e&{\‘

: 'ﬁmlhd not only re@lecté upon its own operationsnbut
0 _ _

Gféhﬁessembles the,variQus'ideas conveyed to the
undérstanding by thé cénal of the sens;s."s7 These senses
form the ¢anal-fof the transpéftétionvof‘ideas ta the
understanding thcpvpercéi;és the real trdfh of human life.
"The understanding" is dffferent from mere intellection or
what Kant célls the‘activity of the mindhunregulated by

£

the imagination,58 because Keats ingsists that "Memory should

@
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not be called knowledge."59 Only an idea that has been

tested on the pulses cpnstitutes the true Keatsian knowledge.
And tne §0et gains this aesthetic wisdom because he is a man
ef intense sensibilities or, in the words of Coleridge, he |
is a man who "carries the,simplicity of childhood into the
powers of manhood."6q |

| Keats recognizes the fact that intense sensations alone
cannot guarantee thetauthenticityrof imaginative creations.’
| Hence,'while he'mainteins that the poetic flignt shonld be
propelledkfy the passions, he also insists upon the |
necessity of extensive knowledge:: "An exten ive knowledge

s needful to thinking people——itztakes away the heat and
the fever; and helps by-widening‘speCulation to ease the
Burden of Mystery."61 Since-mystery largely arises from
1gnorance, any visionary fllght undertaken in a state of
1gnorance arlslng from mystery is--no matter how 1ntenseiy
'passionate the visionary may be--bound to be unpoetic |
because>it will have no. bearing en reality. For example,

in spite of\his passionate involvement in the world's |
pleasures that have been assembled in Lamla 8, palace of
love, Lycius is unable to survive the test of reality in
the normal world. Lycius's pleasures are intense but
unregulated by knowledge and therefore they are deficient.
Keats esks, "Or is it that imaéination brought/Beyond»its
proper‘bound . . . /Lost inva sart of Purgatory blind/.

. Cannot refer to any standard law of earth or heaven?" ("To
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"J. H. Reynolds," 78-82). Lycius's fate is an obvious
answer to Keats's question. Since he is unable to refer to
any standard law of earth or heaven, Lycius has a very
limited knowledge of life and cannot be expected to
speculate on it, making his death inevitable despite his
intense'feelinqs..ln fact, his intense passions hustle
him faster to death and oblivion than would otherwise be
the case. ., v
Keats graphlcally 1llustrates the great dangers (short

of death) involved in an intensely passionate 1mag1nat1ve
activity that is unguided by knowledge in the following-

The dlfference of high sensation w1th and w1thout

knowledge appears to me this: in the latter case

we are falling continually ten thousand feet

deep and- being blown up again yithout wings and

with all the horrors of a bare shouldered -

creature--in the former case, our shoulders are

fledged, and we go thro' the same air and space
without fear.62

Kno&ledge provides the poet with winés tﬁat are necessary
invall imaginative flights It also makes the flights

- purposeful 'since 1t creates a llnk between the visionary
and the\normal worlds. Wlthout this knowledge, any
visionary flight  may become putposeless and turn into

- "An awful mission" beceuse "whenvthe soul is fled/To high
above our head/Affrighted do we gaze/After its airy'maze"
("God of the Meridian," 5; 9-12). Thue, Keats asks whether
the fear‘lnvolved in this kind of uncontrolled fllght "is

not the cause of madness?" ("God of the Meridian," 16—17).
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An imaginative flight accompanied by intense
sensations but unregulated by extenSive knowledge is what
Keats sometimes calls fancy. He maintains that, in writing
'Endzmion——a long poem, "Fancy is the Sails and Imagination

is the-Rudder."'63

The aesthetic genius as the ideal
manife@tation of the human imagination subsumes the.
rel nt knowledge which serves as the cohtrol centre in
anyé:Ztistic flight. Therefore, when Keats agrees with
those critics who say that "we must temper the imagination

. with judgement,"64

he implies that the'unpbetic
manifestation of the human imaginatioﬁ which @éy be regarded
as fancy must be tempered by judgement. And yet, in the

poem titléd\ﬁFancy,"ihe seems to equate fancy with the
péetic imégination becaus% the power of fancy celebrated in
the poém {(that of sp;eadipg a film of familiérity over
'strange thinés'and spreading é fidm of strangeness over
faﬁiliér things) is analogous to the modifying power of the
imagination which is evident in‘the poetie creation of o

" visions and in the vitalization of‘actuéliﬁies.

Keaté's concept of fancy is thus closer to that of
ﬁoraswofph thaﬁ that of COlefidge. In a sense, his view of
fancy agrees with Wordsworth‘s( and is opposed to
Coleridge's definitioﬂ of fancy as "the aggregative-or,
associative power" as aistinguished from thé‘imagination

which is the "shaping and modifyingaower."65 He implicitly

.endorses Wordsworth's.éssertion"that the imagination is not

e
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only a "shaping and modifying power" but also an

associative and aggregativepower.66 Hewever, Keats
disagrees with Wordsworth and Coleridge in their belief that
fancy operates on "fixities and definites" while the
imagination operates on "the plastic, the pliant and the

n67 In fact, Keats feels that the poetic

indefinite.
imagination is capable of converting "definites and

fixities" into "plastic, pliant and indefinite materials."”

3

Keats has a consistent hypothesis about how the
aesthetic imagination transfofms oE‘modifies its subjects
ih the\process of cdgnition and creation of visions or of
vitalized_actualities. Generally, he believes that when
external objects make impressions on the human mind, the
new impressions come in contact with previous ones and a
- process of association of various impressions and ideas
takes place. Keats's notion is;}n consonance with John
Lockefs empiricism in which it is”postulated that man can -

. R A .
build the most complex ideas from sensations and the mind's

68

reflections on the sensations. John Locke sees the

interaction between sensgtions and intellection as
inevitable but he does not clearly»postulate an intermediary
.faculty like the- 1mag1nation-—as Keats, many Romantic poets,

and transcendentally oriented philosophers like Kant do--

in order to actuate the interaction between the heart and

a
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the mind. Moreover, while David Hartley's associationist
théory (developed out of Locke's hints.on the subject)

n69 as the

régards "similarity"'aﬁd "temporal propinquity
basis for an associative recall of ideas, Keats (though

not directly éoncernéd with abstract ideas) believes that
thé human passions or feelings form the basis for most
associations. Keats would accept Hartley's consideration of
éimilarity and temporal propinquity as the true indexes for
the association of ideas if,Aand only if, they are informed
by sensations or if the sensations that are implied in
Hartley's physiologically determined theory of’

‘associationism become explicit.70

In other words, Keats
considers intense passions to be the main criterion of
associationism in what to Fogle is the "imabinative proéess
which‘begins with{the physiological énd culmigates in the
psychologicall"7; Hence, in speaking about the recall of
"an old Melody . . . leading one to feel again one's very
Speculations,ahd Surmises,” Keats is really describing’ah
imaginatiﬁe experience involv;ng an. amalgam of ideas and
feelings. In the recall of the singer's face, other
impressions made by the song's melody, the spot where the
singer's voice was firs£ heard, the individual's ideas,
and\the face itself are all united by the complex
coalescence of past and present‘impréssions in the creaﬁion
of a new image.

It is fairly easy to disentangle the numerous threads

N
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woven together by the passiops in the creation of many of
the complex textures that conséitute Keats's poems. For
instance, in the relatively simple sonnet titled "How
many Bards Gild the Lapse of Time,“ the poet's brooding
over the sublime and earthly beauties of "bards that gild
the lapse of time" initiates a chain of imaginative
associations.72 Brooding over beauties produced by the
"few bards" out of the many, "that gild the lapse of
time" (1-3) whom he has "made the food/Of [his] delighted
fancy" (2-3), the poet creates some similarities between
the various images in the poem. First, he relates the

¥ .
poetic beauties to the poets by making the poets themselves
beauties also. Secondly, he éssociates the sense of "golden™"
and "ardOningﬁ beauties suggestéd by "gild" with the’poets'
hrhymes; thﬁS[ transforming all poetic beauties into some’
kind of sound or melody. By implicitiy fegarding the
creative act as that of making rhymes or music( the poet
establishes:the,basis for converting the' "earthly and
sublime beauties" (4) prdduCéd by bards iﬁto melodies.73
Thus, poetic beauties are poetically referred to as "rhymes"
or ﬁelodies that gild the lapse of time. Thirdly; haVing
transformed Visual:beautiesbinto auditory ones, Keats
pfoceedslto assess the'imprgssions made upon him by Sounasl
or melodies'flowinéﬂfrom different poets. As soon as the
poet expreSses‘his belief that whenever he sits "down to

rhyme" (5) the beauties "will before fhis] mind intrude"
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(4, 6), he-realizes that "intrude" implies some form of
dissénance in the impressions he receives. Hence, he
endeavours to raise all the sounds that come to his
attention above "sheer confusion" by feeling them intensely.
The harﬁonic sounds from the spheres inhabited by thé poets
coaleéce and becéme "pleasing chime." Fburthly, the poet
imaginatively associates "the pleasing chime" with "the
song.of birds--the whisp'ring of the leavesF—/The voices
of the waters--the great bell" (1o¥1i)..And fifthly, all
the harmonious sounds are conceived of as culminating in
"pi%ﬁsing music" that contrasts with "wi;d uproar" (14).
-In this sonnet, therefore, Keats employs thé'image of
harmonious Sdund, since it excites the passions,73 to
unify the poem, revealing the associative power 9f the
imagination.

Keats recognizes the usefulness of the associative
power of the imagination in poetic creativity, a power
which Wordsworth explains in terms offéhe psychology of

poetic creation or composition in his 1815 preface to the

Lyrical Ballads. Keats sometimes refers to this power of

L

the imagination as the faculty of invention. He suggests
that a lbng poem offers the poet a broad scope for
testing the capability of the imagination to invent

through the association of ideas or impreSsions; "Endymion

will be a test, a trial of my powers of imagination."74

Endxmion,h he states, "will test chiefly my invention . .
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. by which I must make 4000 lines out of one bare

. 7
Cilrcumstance." >

He believes that, and demonstrates how,
the imagination is capable of taking a single incident,
exploring it intimately by testing it on the pulses of the
poet, "inventing" other possible incidents from those
suggested or associated with the initial one, and sincerely
capturing all these in art. Therefore, in embarking upon
the task‘of writing Endzmion; Keats does not feel that the
_"one bare circumstancé" he has to wérk with is a handicap.
Rather, he views it as a great opportunity for the triumph
" of hjs poetic imagination. The Moon goddess' visit to
Endymion is tb him an event with limitless possibilities.
Whén he declares that "Byron describes whatihe sees--1

76

describe what I imagine," he is really talking about how

LI
his imagination is able to create new,. experiences from

single incidents like the visit of the Moon goddess
Endymion. He considers his task of imaginatively
"inventing" the possibilities suggested by what he sees,
recalls or experiences to be more difficult than that of
merely describing or reproducihg an object or a situation

77

as it is in normal experience. William Duff terms this

'imaginative power "the plastic power of inventing new

association of ideas, and compounding them with infinite

n78 and argues that the effective use of this

79

variety,
power is the hallmark of originality.

In the fourth stanza of the "0Ode on a Grecian ﬁrn,"
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Keats is able to draw ypon the plastic power of the
imagination in associating various images carved on the
urn, and creating from these associations images of his own
which he presents in "scenes and objects whlch never
. . w. 80
existed in nature":
Who are these coming to sacrifice,
To what green altar, O mysterious priest,
Lead'st thou that heifer lowing at the skies,
And all her silken flanks with garlands drést?
What little town by river or sea shore,
Or mountain built with peaceful citadel,
Is emptied of this folk, this pious morn?
And, little town, thy streets for .evermore
Will silent be; and not a soul to tell
Why thou art desolate, cane'er return.
The first four verses of this stanza ostensibly describe a
scene carved on the Grecian urn, a scene of a priest
leading a heifer towards a place of sacrifice. On close
-examination, however, these verses turn out to be a
depiction of the poet's reaction to the scene. Attention is
focused on the poet's sense of wonder, and his intense
feelings, making the scene itself incidental rather than
central to the immediate concerns of this first quatrain of

the stanza. Through his intense feelings, the poet becomes

an active participant in the action captured; thus ..

creating the right atmosphere for him to commence with am ..

N

imaginative extension of the incident of sacrifice. H& -} R R

first associates the priest with other people ana;thereby_’

: . -:5_(
creates a kind of sacrificial procession headed inthe

priest. Secondly, he relates the proce581on suggested by 'ﬂl x
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"this folk" to an indefinite "little town." Thirdly, the
dJ/éfocession out of the town immediately suggests the image
of a deserted place which the poet aptly captures. Thus far,
the scene conjured up is so real that "the marble nature"
of the supposed inhabitants of the little town is all but
forgotten. Fourthly, howéver,’with the suggestion of the
desolation of the town comes an implicit realization of
the fossilized nature of the people of the emptied town.
And fifthly, in the final tercet of the stanza, the éoet
expresses his deep feeling of regret at the apparent
absence ofka chronicler, possibly one amongst the.former
inhabitants of the town, who can tell why the town is
deserted. Pargdoxically, the desolation of the city is
depicted by a poet who, though "in reality" has not been
part 6f the procession of sacrifice, has imaginatively
‘become part of the actions capturéd in the urn by art--
actions that are now recreated, intensifiéd, and relived
in pzetry by éhe imaginative poet.
In spite of his belief in a fairly systematic pattern
% -~ of association in the operations of'l%eigoetic imagination,

l;ﬁu §$ats recognizes "an unconscious or involuntary element"

B4

fiﬂ%QIved in all poetic activities. He believes thét

'iimaginative processes afe sometimes so complex‘that it is
vi&tually impossiblé to shed light on the numerous and
ofteh'labyrinthian paths of poetic cognition and creation.

To Haydon, he writes,
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Believe me Haydon, your picture is part of myself—-
I have ever been too sensible of the labyrinthian -
path to eminence in Art (judging from Poetry) ever'
to think I understand the emphasis of painting. Thé
innumerable compdsitions and decompositions which /
- take place between the intellect and its thousand
materials before it arrives at that trembling,
delicate and snail-horn perception of beauty.. I
know.not your havens of intenseness--nor ever can
,knpw them: but for this I hope nought you achieve
is lost upon me: for when a Schoolboy the abstract -
idea I had of’'a heroic palntlng was--what I
cannot describe.81

For Keats, "the innumerable compositions and.decombositidns
thch take place between [the imagination] and its thdusahd
' materiais" magevit pfactically imposSiblevfor anyone either
to unravel the‘mystery of aesthetic creativity ‘or to

'déscribe all the materials,that govinto the making of. a

great work of art.: .

In a sense, Keats's recognltlon of the "unconSCLOus”

act1v1t1es of the poetlc lmaglnatlon is respon51ble for

hxs postulatlon of somerform»of 1nsp1rat;on which Flnney
calls "a variation of the Platonic theory of 1nsp1rat10n,82>
in aesthetlc cognltlon ang.creatlon. Keats b@lleves that
Fstrong pressures" from dlstlnct1Vely deflned Identltles,
}ike Tom in\his anguished existe@ce, ‘can exert inescapable
iﬁfluence on the poet's.imaginatioei?'and "coﬁpe1"7hiﬁ‘to
‘create. Not all‘external‘pressurés are, hbwevér, as‘painfﬁl“
asvthe“anguished Identity of Tom..  Numerous examples of'} |
strong but pleasant extérnal Idéntities are responsible

for the creation of many of Keats's poems. For instance, in

"I Stood gip-toe,“_the natural beauty of the landscape

AN

e i e i
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- compels or inspires him to create the visions that
- : ]
i

comstitute the poem. Similarly, Endymion's dream in which:

he beholds Cynthia is ultimately a product of "the pressure"
: .

from the strong Identity of the Moon which spreads its

splendour over~the‘landséape. Intense pressures on the poet

usually lead to some kind ofﬂinvbluntary imagi

activity, accomplished in a poetic mood that.‘ el logous to
‘the Wordsworthiah "wise passiveness.v""c234 Keatgdsometimes |
refers to the mood of the poet during this kind of
‘inspiration as:"diligent Indolence" and celebrates it in

the "Ode on Indélence" and in "What the Thrush Said."

While Keats's view of~inspiration is ihbconsonanée
withfgye;klatonic postﬁlate of artistic inspiration, it is
trulyvdppbsed to the’Platonic sophistry which equates
"inspifétiQn"'with "posseésion"-as is evident in the
Socratic declaratioﬁ that "poets are only interpreters ef

86 When he

the gods. by whom they are severally poéseSsed."
avers, ”I.sée and sing by my own eyes inspired" ("Ode to
Psyche," 43), Keats states the central parédéx in his
.notion of inspiration; hé is inspired by the goddess and
yet he is inspired by himself. He further élarifies his
idea of inspiration in a lettér to Haydon when he writes,i
"I remember that you had notions of a good genius |
_presidiné over you. I have of late the‘samerﬁhoﬁght, for
things which I do half at Random are ;fterwards confirmed

b& my‘judgemént in a dozen features of Propriety. Is it

e
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_too daring to fancy Shakespeare the presider?"®’ His

choice of Shakespeare as ﬁPresider“ exemplifiks his
acknowledgement of the strong impact which the aesthetic
world of Shakespeare has on him. What isﬂﬁmportant to note
VlS that the Shakespearean world has become ﬁo much a part
of his life that his lmaglnatlon can "unconsélously or
involuntarily draw upon it in ways that defy ratlonal
associationist explanations. Put‘ditferently, various
Shakespearean ideas‘and-images are uncgnsciousiy'"composed

and decomposed" by the imaginatiOn in ‘the complex process

a6 -
)
: M

of creativity

Keats symbollgally expresses his" dlStlnCthe concept
of insplratlon by draw1ng upon the convention of
attrlbutlng poetlc 1nsp1rat10n to Muses. For instance, in
Endxmlon, when he is overcome by acute sensatlons that
\accompany his belng "mounted on the Wings of the Imagination

.88

so high, he asks, "Muse of my native land, am I

inspir'd?" (1IV, ‘354f. Furthermore, when he conceives of
the 1maglnat1ve heights that he confidently attalns as

unusual and therefore somewhat 1nspr§ed he declares, "This

is glddy air, and I must/Spread plnlons to keep here; nor

do I dread/Or helght,dor depth, or Wldth,‘ r any chance/'
Prec%pltous" (IV, 355-8) . These two statements throw some
light on Keats's idea of 1nsp1ratlon. Using the‘“Odtho

Apollo" and "Bards of Passion and of Mirth" as bases in

the interpretation of these statements, one can say that

S

-]

TR e
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. the muse of his natlve land is Shakespeare and his
confidence in the helght of 1nsp1ratlon springs from his
easy admittance to the gesthetic wofld of Apollo where most
bards join in song with the god.‘ |

Essentially; therefore, the "metaphysical"”
“foundation-of Keats's notion of inspiration is his belief
that poetry or "essential beauty" is immanent in all fully

89

formed'Identities "For what makes the sage or poet wrlte/

But the fair paradlse of Nature' s llght7" he asks in "I
Stood Tip-toe" (125-6). The irresistible pressare from ‘
nature's light iﬁséires the poet to write about the beauty
of nature. Since he believes that "The poetry ef the earth
E%S never-dead," it follow5'that the eafth and ‘its numerous
/conteAts contlnuously "emlt" poetry whlch the receptive .
1mag1natlon captures in moments of lnsplratlon In a state
" of "dlllgentvIndolence," the poet's soul can become .
recegtive to.the poetry that ceaselessly flows "Frbm‘the
clear space of ether, [ané] the tender gteehing/Of April
meadow;" and from "A lovely tale'of humah life" andifthe.
agonies, the strife/Of'human hearts™ ("Sleep and Poetry,f
169-71; 110; 123-4). It is interesting to note that these
sources of inspiration‘are predominahtly ";eai things" or
things within the first of Keats's triadalJcategoties of

n90

"Etherealtthings. Since Keats regards. natural

phenomena and great works of art as having the same measure

of reality by considering them "real thinés," and since
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‘authentic imaginative experience.
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these real things can "wholly exist" without "the greeting

of the Spirit,"9l it follows that what makes them the main
1)7 ' Ve
sourge ‘of poetry is the fact of their being well formedn

v

Identities that can exertvirresistible pressures on the

receptive poet.

4
i Keats's conceptionvof the poetic faculty——diStilled
from his perceptive understanding, and subtle balancing

of the possibilities and limitations of the human

imagihation——was present in his mind from the beginning of

92

his poetic and critical career.”” His poems, therefore,

betray. his ceaseless efforts to explore in order to confirm,
and exemplify his general view of the poetic imagination:
While he. beganktéﬁtlng out hls.lns1ghts into the nature

and functlon of the aesthetic genius in the very flrst

poem he wrote, he strongly belleved that——because of its
greateereng;h—-EndeiOn provided him with a larger scope

fbr testing and demonstrating his understanding of the

poetic gen;us By making Endymion's search for Cynthia's

love start w1th a dream or vision of the goddess, Keats

establlshes a good base for maklng Endymlon S pursult of

‘Cynthla a. symbollc representatlon of "the poetrs quest for

"9? Endymlon s ardent

pursuit of the significance of his dream becomes symbolic

of the nascent poet\594'quest for the poetic capability of -
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the human imaginatioh. Endymion's numerous ordeals leading
to the eventual winning of the love of the Indian maiden
also represenﬁlthe numerous tests which the poet ﬁust
undergo before he can actualize the péetic'potential of
his imaginaﬁion. And just‘as Endymion discovers the many\
poséibilities and limitations of his imagination as he
uhdergoes theﬁvarious ordeals, so also does the poet learn
to distiﬁguish the poetic from the unpoetic manifestations
of the human imagination. Thus, in Endymion, various |
qualitiesvand fuhcfiqns of the imagination are revealed and
examined a§'a means of establishing and depicting the nature
and acti;ities of the poetic imagination. |

The introductory section of the first bopk’of,Endzmion\
celeﬁrates "beauty" that gives man'eternal'joy. And when
,Ege main "action" of the poem begins %ﬁ this béok, this |
beauty is again venerated by the Latmiansithrough the‘
worship of Pan. Basically, the beauty celebrated in the
introductqryfsection and venerated by the Latmians is the
same as that whiqh the poet comes to know~personally in
'tﬁe'chamber of Mature-Thought; hence it is‘the ultimate
prize which Endymion seeks in his gquest for the significance
of his’dfeam.-It is, therefore, ironical that the "hero"
should be épathetic‘to his subjects' worship of Pén;~The
fact that hié\lack of'interest in the traditional festival
-of ﬁis people is as a result of hié Vision of Cynthia, a

vision in which Cynthia is actually a symbolic embodiment

3
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of the beaﬁt§ being worshipped by the Latmians, further
intensifies the irony‘by highlighting Endymion's

unreceptiveness to the "spirit" of the festival. He cannot

imaginatively transcend his immediate and egotistical

concern in order to partake fully of the essence of the
festival of Pan.

¥ 5T

By makingiggﬁymion unreceptive to the significance of

the'Pap festival, Keats sets the;stage for the protagonist's
is that Endymion's ignorance of the‘importance of the
worship of Pan reflects his apparent ignoiance of the real,
meaning of his Qision of Cynthia. Another element which
makes Endymion's ordeal inevitable is the awakening of a
senSe;of "egotistical"” self-consciousness thch'prevents
him from aceept}ng the traditions of his people on trust.
Like the aspiring poet, he is poised tb seek and experience
whet the vision means to him personelly, and perhaps, in
the process of understanding his vision, he may also come*
to gfasp the meaning of the Pan festival.'His‘"wakefui
anguish of the soul" ("Ode on\Meiancholy," I, 10) sets him
apart from the other Latmians. His plight is thus, like that
of the aspiring poet in "The Fall of‘Hyperian" whose soul

‘ o ,
is deeply touched by the conditions in theVWOrld (I, 147-
9)."E56ymion and the nascent poet are both‘visionariesx
whe, judged by the'standards established invthe Keatsian:
scheme of Spir%t-éreation, have started to’g?app;e With,

;;t‘ﬁ} ' .
e

‘great quest for "enlightenment." The main issue, in a sense,
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the problems of consciousness in the chamber of Maiden-

‘"Thought. The Latmians and the non-visionaries, on the other

hand, seem to be satisfied with the life in the "infant
and thoughtless Cnamber." Endymion".Prdeals which are
symbolic of the nascent poet's trials are designed £o lead
him to a gradual mastery of the effects of the chamber of
Maiden-Thought and to the eventual discovery of the
essential tfutﬁ about life that is exclusively lodged in
the chamber of Mature—Thought; The satisfying of the
réquiréménts iﬁvthe trials will yield to Endymion and thé‘
poet the ultimate meanihg of théir visions by actualizihg
the poetic potential of their imaginatgﬁns.’

Endymion'; aream in which he tasteé-the "swéet love"
of Cynthia ushers him .into the bright effect of th;chan@er :
of Maiden-Thoﬁght while his awékening to the Latmian life
comparatively ushers him into the dafk effect of the
chamber. Though CYnthiafs\;plendour dazzles him and éwakens
his desire to remain/in the brightness of hié dream, his

self-consciousness makes him wake up f#om the dream and

‘forces him to compare'both experiences. Thus, Cynthia's

world, at this point, represents ht effect, while
the\Latﬁian w?rld_represehts the dark effgct of this-
chamber. All through tﬁe first book‘o ion, the
protagonist erronebusly regards the visionary world‘as

mutually exclusive from the Latmian. In other words, the

Pbet—in-training considers his dream-world to be better

S
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than, and sepafate ffom, the veridical world. The rest of
"the poem is devoted to teaching Endymion or the questing
poet the correct relationship between the visionary and

thé actual worlds.

~ ‘The grgssﬂmisundérstanding of the relationship »

~

betweén these two‘aspects of reality notwithstanding,
Endymion is vouchsafed 6ther experiences that enable him

to awaken gradually tb the mutual reiatedness of the two
worlds because there a£s;?ertain redeeming elements in his
rgactions to.the dream and the worship Qf Pan. These
redeeming features are discernible in his ability to
‘distinguish between iméginétive and actual éxperiences.w

In discussing his dream with his sister, Peoné, E?deion
‘shows.that he is aware of how the prevailing beauty in.
nature "inspired" his dream. The sky, the lanscape, tﬁe~.
breezes, the forests, and the Moon (I, 540-78)--all combine
to produce'thé\enchanﬁment‘that inspired the dream.
"Methought I lay/Watéhing the zenith, where the milky way/
Among the stars in virgin splendour 5ours"(I,$578—80),

he declares. Qn'the other hand, after waking erm'the dream,
he feeis gréat sorrow at the loss»oflthe dream, a SOrrow
which he allows to darken whatevef he beholds (I, 691-706) .
His awareness of the effect of his mood on nature shows
that he does not confuse the modification wroﬁght'on nature
by his negative mood with the actual condition in nature:

The fact that Endymion does not confuse his dreams

%
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with reality demonstrates his recognition of the vision of
Cynthia and the distorted picture of nature as.bartly
created by his imagination. Yet he insists on the truth of
his visions and stoutly attempts to refute Peona's
commonsensical argument‘about "how light/Dreams must
themgelves be; seeing they're more slight/Than the mere
" nothings that engender them!" (I, 754-6). His intense
feeling of pleasure in his tisionary relationship with
Cynthia and his subsequent anguish at the loss of the
vision convince him that the dream signifies-something more
than what is immediately obvious to him. He relies on his
intense feelings'as the means for authenticating the dream
- and eh&isaging its deeper import. |

| For Keats, Endymion--insofar as he is able to counter
Peona's argument about the fanciful nature.of imagihative
or poetie experiences by assefting the authenticating
function of intense feelings in all visionary-activities;-
is on the right path to "redemptioh from a barren dream.“95
Endymion's belief that.his sublime passions are able to
lead him to the discovery and attainment of his ultimate
goal makes him "a simple imaginative mind [whose life is
w96

based] on sensations rather than thought. His life is}

therefore, comparable to.that of Adam in the sense that
they are both, in Keats's view, simple imaginative minds

whose dreams are partly created by themselves. Their

dreams, as Ford points out, are products of their

e L - e e ) e e PR o A
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"prefigurative imaginations":97

hence, while Adam's dream
foreshadows his union with Eve, that of Endymion points
towards his eventual union with the Indian maiden. Yet,
because Endymion does not have "special grace" from-God,a
he cannot embface the ultimate reality of his dream as
easily as Adam‘does.98 He must, like all other mortals,
passionately pursue the hint he geﬁs from the dream before
he can discover, and eventually win the»prize that is
symbolically indicated. Tﬁu;; Endymion's sincere reliance
onrthe truth of his sensations gives him the necessary
sense of direction for a fruitful p&rsuit of his dream's
meaning; a sense of direction Which the confused
"knight-at-arms" in "LarBelle 5ame Sans Merci" lacks.
.Endymion's understénding of the role of naturalubeauty
in the gene;ation of his dream and his faith in the truth
of intense feelingé provide him with a sense of mission but
not ngcessarily the goal. He ié\yet to attain the goal he
seeks beéausé the ideal thch e associates with the
dream is yet to be tested on his pulées.tHis drgam
_ prefigures an ideal but his undgrstanding éf the ideal is
still confused and limited. He evenvperceptively staﬁes
the ideal he hardly understands:

-

Wherein lies happiness? In that ‘which becks
Our ready minds to fellowship divine,

A fellowship with essence; till we shine, .
Full alchemiz'd, and free of space. (I, 777-80)

And -yet, he does not perceive how the ready minds of the
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Latmians have been beckoned--albeit in an "innocent"
manner--to have fellowship with the essence in the worship
of Pan, a worship from thch Endymion recoils. HiS»mere
statement of the aesthetic ideal is not coterminous with an
intimate understanding of what he has said. His state of
mind parallels that of an individual who has stumbled
upon a philosophical axiom which he repeats to others even
though he is yet to test it on his pulses for its deeper
siénificance. |
That Endymioﬁiis yet to realize the profound import
of the aesthetic ideal which he states in the first book
© is vaious from his erroneous belief that Cynthia
represents an ideal that is exclusive from, and opposea to, -
the lives and concerns of the Latmians. Since he generally
considers "the essence" to be mutually exclusive from "the
actual" at this point, he represents poets who immaturely
regérd imaginative e#periences and creations as superior,
and unrelated to the normal world. As.part of his training,
Endymion or the poef—in-training must lea;n to relate hig
visidns to the real world; It is thus apprppriate that all
the ordeals that are to be uﬂdertaken by him shéuld test
his conception of "love" since love presupposes some form
of relationship between two thingé, situations or per:ons.
The celebration of ideal love in the introductofy
sectionﬁpf thersecond book of'Endinon is an attempt to

reveal an intimate bond between love and the beéuty that

JE
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of ideal love highlights the symbollc link betwee&*

Endymlon s qguest for the love of Cynthia and the poet s
search for the aesthetic ideal or his struggle to actua11§§*_w
the poetic potential of his imagination. The "joysthd
pains" of love represent the joys and pains of imaginétive¢ -
- adventures, and demonstrate the identity of the paths of%
love and poetry (II, 36). The relation between art and
love is established in the poem when Endymionxbeholds
Cynthia in a dream; thus making Cynthia'the ideal of art
and love which the Latmians symbolically acknowgédge in
their worship of Pan. The act of worship by thé\patmians
springs from love, and a belief in imaginative truths--a
love and a belief which Endymiqn is unable to appreciate.
While he pines away because of his supposed loss of{the
love of Cynthia, he at the same time "refuses" to
reciprocate the love of his people by suspending his rigid
idegtity'and joihing them‘in the worShip of Pan. Since he
is unable to exercise fhe empathic gquality of his
- imagination, he is'témporarily barred from the essenée of
‘his dream and from the significance of the festival of his
subjects. |

The various ordeals that Endymion undergoes can be
related to aspects of the Keatsian scheme of Sdul-making.

His trials take place mainly in the chamber of Maiden-

Thought. In a broad sense, all his visions of, and supposed
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,chts ﬂpth Cynthia represent his exploration of the

wj@fgﬁfect of the chamber, while hlS reactions to the
gp
lgoss of the visions signal his exploratlon of the ﬂkrk

effect. His intense experiencing of both effects reveals
the theroughne with whicﬂ{he explores qfch effect and
guarantees his progress to the next chamber. His meetings
with lovers-=flpheus %pd Arethusa,.Glaucus and Scylla,
Venus and Adonis--in the course of his guest, providewthe
means for his gradual discovery of the link between the
dark and bright effects of the chamber,lwhile his
eventual discovery of the identity of Cynthia and the
Indian maiden is the{siowning experience of the'chamber o%
Mature~Thought. Similarly, invrelatien te the status of
artistic creations, Endymion's'adventure effectively

or

outlines the poet s quest for the significance of his

Q

imaginative dreams and creations. Endymion's yearning for
-3

4 -

a Cynthla that is unrelated to Latmos becomes the nascent

lpoet's temptation to make his imaginative creations .

o

absolute 1deals that are unrelated to., llfe. Endymion's

"dlsconsolate"’reactlons to the supposed loss of Cynthia--

X

7 evident 1nihlsfd¢stort10n of natural conditions (I, 691-

700) aud“iﬁqﬁis'apathy,towards the needs of the Latmians—-
symbollze Lmaglnatlve act1v1t1es that "venom" the earth
("The Fall of Hyperlon, I, 175) by creatlng and feeding
"upon the burrs,/And thorns of life." For Keats, RN

1mag1nat1ve creatlons that either paint a bright visionary
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| a
picture of a life w1thout ills or portray the world as.

"a vale of tears" are products of the unpoetlc
manlfestatlon of the human 1mag1natlon. Hence, the need
far Endymion or the asniring poet to learn the proper-use
_-of hlS lmaglnatlon prec1p1tates tﬁé guest’ for an ideal in
which a harmonlous relatlonshlp'is forged between the 1deal
;and the. actual between artlstlc creatlons and the rear
world.,Endymion s quest for Cynthla.thuS‘symbollcally
,aepictsvthe poet's,progress,through the chambers of
Thoughtg‘and also his attempts to actualize the aesthetic
potentlal of hls 1mag1natlonrﬁ H
/

Endymlon s meetlng wlth Venus and Adonis in the
underworld is lmportant in his quest ‘The myth of Adonis
and Venus—wbecause lt is an lmaglnatLVe representatlon of
_the cause of seasonal changes in the real world-—dramatlzes
~the 1nterrelatlon between the)Ldeal and the actual, between
the artistic and normaliworids.-Evert rightly points‘outv
that the Venus;Adonis thh isfparticularly relevant to

. : ;

'Endymion because he is a mortal who‘seeks'an immortal.

lover: "Since Adonis is a mortal who achleved 1mmorta11ty

o,

Y

';as the beloved of a goddess, he is an approprlately
encouraging sign to Endymlon at thls’stage of hls -trlal."99

‘But Endymlon nelther percelves this relatlon between hlmself

,and Adonls nor fully comprehends the nessage of the myth.

Nevertheless, he derives some encouragement from Venus s

“adv1ce to hlm about how perseverance w111 eventually lead
' Y



u’deflnltlon of the 1aeai whlch ‘he seeks. In the flrst book

aptly represents the feeling of most crities about the'
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him to success. Perhaps the best encouragement he gets,
iv #he ‘strong impact which Adonis's awakening to the

i;ldour of spring makes on hlS soul. Overcome by the

prospect of the beauty of sprlng, Endymlon s soul-

1mag1nat1vely aSSOClateS the natural beauty that is

integral to the awakening of Adonis from slumber with the
: : . L ' N

beauty that engendered his initial dream about Cynthia.

He;recreates the dream, Cynthia reappears, and a

\

consummatlon takes place (IT, 686~ 700)

The consummatlon of love between Endymlon and Cynthla

in this scene is, as has been noted by most CrlthS, _ - uﬁg_‘
100 #

sensual. While Pettet's characterlzatlon of the scené?" h%ﬁ{”

as that of "unabashed eroticism, vulgar and sickly

sentimentél by thrns,“lpl is rather harsh, it nevertheless

: : N . +
apparent indecency of the scene. Yet, the scene serves an

R 2

important,pgrp6sé which most critics often overlook. It

' faithfully'depicts the protagonist's new but mistakeh '

-3
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o ,
of the- poem, Endymion concelveg %f the ideal as "splrltual"

and unrelated to the materlal_world, but 'in the second

" book, he views the ideal as erotic, for he celebrates the

: sensual as the. essence"

Now that I have tasted her sweet soul
All other depths are sﬂallpw- essences,
Once spiritual, are like muddy lees,
Meant but to fertilize my earthly root,
And make my branches lift a golden. frait
Into the bloom of Heaven. (II, 904-9)

°
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Evidently, Endymion confuses the ideal with the erotic; -

hence, it is-reasonable to suggest that ‘his prayer for

fAlpheus andvArethusa is less humanitarian than is usually

supposed by critics of Keats' s works. It may well be that

he wishes them a consummation that is basically sensual in

nature. His wish for their happiness can hardly go beyond

- his present understanding of the ideai that brings

@

“happiness to lovers

Slnce Endmmlon s wish for the fulfllment of the lOVe
of Alpheus for Arethusa reflects his limited . understandlng
of love at this stage, 1t is necessary that he should .
learn more about.love, especially its dlslnterested
sympathy After all, the loye-whlch‘the Latmians expect
-from him is that which transcends mere anlmal fulfilments.
The "sympathy of love" which Endymlon must know before he

3

can win Cynthla is the attrlbute that enablﬁs one

,1nd1v1dual to suspend his selflsh needs for the sake of

another person, an . attrlbute whlch Bate rlghtly calls. "the

“lO ThlS

sympathetic potehtiality of the imagination.
S
symggghy is symbollcally related to the abllity of anﬁ#

artist to suspend hlS 1nst1nctual and egotlstlcal

and take on:the 1dent1ty of his’ subject in order to

percelve and depict 1t.object1vely.

Endymion's. meeting with Glaucus is the'beginning of

his tralnlng in the objectlve sympathy of love. The

pathetlc flgure of Glaucus coupled with thé penetratlnq

B
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message of the scroll make-very strong impact on him. His
self-centred life is almost automatically changed'as he
~willingly takes part‘in the revival of the shipfwreckedb
lovers. He also participates in the celebrations ih honour
' of love--celebrations that go beyond the "mundane" elements
that Endymion wasvonceﬂinclined to regard as the essence of
love. Though ratherdunconscious ofvthe new oﬁtlook on

:love that he has now willfngly embraced, Endymion is’
prepared for a meetlngrwith the lndian maiden. Iﬁ'hls
“initial meetlng Wlth her, his unconscious knowledgejcomes
to the fore, making hlS love for her a dlSlnterested one
that is geared towards helplng:heryout of her sorrow. He
has somevmoments of relapse’to "spiritual" yearnings and

erotlc dreams, but on the whole,_he shows a preference

for-a life with the Indlan f:b en. His love of ‘the Indlan,

however, occasionally leads i to temporary relapses in

which he considers.the actu to be the sole reallty that
is unrelated to the 1deal.

kal

is lament, "I have clung/To
nothlng, lov d nothlng, othlng seen/Or felt but a great
dream" (IV, 136-8) , while it is another wrong reaction to

the situation before him, propels him towards the ultlmate

reallzatlon that the 1Aeal and the ordlnary are inseparably

' fused. The Indian maiden's initial rejection of his love
is an answer to his. unfOunded fears'about dream ideals,
and this rejectlon helps hlm to re-examine his vision.

He then later reallzes that the'"splrlt form of the Indian

g@@

%
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is Cynthia whlle the “materlal form" of Cynthla is the
Indian malden This reallzatlon 51gnals the attalnment of
the real goal of hls,quest‘aha?represents the poet's
aotualization of the aesthetic potential of his imagination.
Just'as'the crowning experienoe of Endymion's quest is
his winning of Cynthia's love, so also is the highest prize
for the aspiring'poet the attainment of the aesthetic ideai;
The achievement of the‘ultimatepgoa; is a‘factot of ,‘
Endymion's or the poet's inti@ate realization of the
relevance of the dream or Visionary world to the Latmian
or normal world._While his intense feelings.are the
eguarantee for an eventuai viotory, the'Vasious ordeals .

serve as means for testing hlS v1510ns g@%inst reality.

- y upderstandlng the aesthetic use of the human -

‘1mag1 atlon, Endymlon Oﬁ the poet s able to partake

,1nt1mately of the aesthetlc .ideal whlch manlfests 1tself
";-&’.

in the lnterrelatlon of dream¥ and reall%gg Of the

vy
vitalized actuallty, the- 1deal and- the;actual Thus, in:
ot 'm X
Endzglon, Keats demonstrates the truth of visionary #%° g

experiences and the_reallty of 1mag1nat1vely modified

experiences.

Keats's conceptioh of the‘poetic imagination is,
therefote, "a unified one." Thorpe expresses only one
aspect of this truth when he suggests that Keats believes
that the poet flies "to his dream world but in his flight

he does not &scape reality: rather he carries with him, to

\
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shape and inform his vision, the stored up experiences of

a life spent in a symp&thétic contact with his fellow

,103

men. And Stillinger states the other aspect when he

maintains that a poetic flight to'ﬁhe dream’qgrld fhrnishes‘
. : \
the poet with experiences that he draws upon in his normal

life. 104 Considered in conjunction with‘qne another, what

" Thorpe and Stillin@er state, represents the complete

Keatsian conception of the. poetic imagination, a

conception which Wasserman efféctively reflects in what
he calls the "mystic oxymoron." "Between the realm of the

merely human . . .-and the immoftal . . . there i

Keatsian cosmology," says Wasserman, "the khi

-

B
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where -.the two meet and are indistinguishably px#

Thus, Keats conc@ives Of the ppiEh

faculty which, capturing the i

the framework of the comprehensive knowledge of

1

the world and life that is gained in the chamber of

Mature-Thought. ' L8
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CHAPTER 1v: -

THE AESTHETIC IDEAL

1

When Keats wrote "Sleep and PoetrY" in the summer of
1816, he expressed.the wish "for ten years that‘[he]Wmay
'overwhelm/[Hlmself] in poesy; so [he] may do the deed/That
[his] soul has to itself decreed" (96-8) . However, as
early as January 1818, when he wrote the sonnet.titled
“When‘I\have fears," he was pretty certain of’the imminenceuo
of avdeath,that_would inewitably prevent him froxﬁ~
oﬁerwhelming’himself,in poesy or beauty, and from gleaning
and'storingythe riches or beauties with which his brain.
, teemed Therefore, like one wrltlng hls‘pwp epitaph, he -
statgé in a 1etter ‘to Fanny Brawne, Febs?ary 1820, "If I
should die, I have left no immortal works behhnd me--
nothlng to make my frlends proud - of'my memory-—but I have
lov'd the pr:.ncs.ple of beauty in all things and if @Aad
: had tlme T would‘have made myselffremember'd.“l

Ev1dent in thls "memorial" is Keats's consideration
of 1mmortal works as great poetlc creatlons that derlve
thelr profundlty and lmmortallty from belng able to qubdy,
in an. e%ﬁectlve manner: the essentlal beauty whzch theg
'poet percelves in all thlngs Slnce he also 1mp11es that

; N

these "eternal works" are the sources of the 1mmorta11ty of

their creators, it is natural that, in contemplating his

178
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impending early death, Keats shoqid express disappoinﬁmehtb
&t the possibilit§ of not having enough time to’produce
works that would effectively refiect his love of beauty
after his death. Nevertheleés, he draws some’consoiagiOn
ffom his love of "the principle of beauty in all things"
because he believes tha€ "the supreme thing in life is

beauty.“2 Aware that the love of beaﬁty is tﬁé\m;timate
) ’ . '

human achievement from which all enduring acts of creation

»spring,3 Keats maintains that his love and knowledge of the

essential'beauty Gf the worldé-ﬁ0wevér inadeQuately this

béauty is embodied in his poetic works--are sufficient to

givé‘g;ggsdm@?@éa§ﬁfe of eternity.

é;géntialiy} Keats views all great or immortal §oetié.
workS'as-"beautieé," through which ‘all gfeat pqgtsééain ﬁ'v
immortality. in;"How Many Bards’ Gild the LapSe‘of $ime,"
fdr’instanée, he maintains that ali_important)poetic works
of previous generations are "beauties, earthly and éublime"'
(4) . As the title of the sonnet suggests, the poetic
beauties and the poets who created them are one and the
same;,hence, tﬁe bards caﬁ’gild Fhe lapse of time and
contihuously exhibit their beauties in a timeless‘context,v
The eagthly nature pf.t%ese beauties signify their
existéhcé in the normal world while their sublime nature
is a tribute to g%eir timelessnéss. Keags's wish to

overwhelm himself in poesy may thus..be seen as a wish to

e

explore the essential. beauty in the world, while the "deed/

~N
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ex;stence f%r thégtellsh" of all.

ds theref4§e natural that he feels that poets £f
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That [his] soul has to itself. decreed" may be seen as that
of ultimately creating lasting‘beauties from those he
enjoys. In fact, he tells Tom Keats of his wish to
contribute his share to the beauty already existihg in the
world.4 Hence, feeling the great impact of the Ambleside
waterfall, he censiﬂers himself sufficiently inspired to be
able to write poems that may be properly viewed as "a mite

%)

added to. the mass of beauty."” For him, all previous

aesthetic works-—perﬂa ”;1th hlS share eventually added--—
are immortad works thatieonstitute ‘the mass of beauty which’
poets create‘"ftom gtand_materials"'and the "events of this
wide world"\("sieep and Poetry," 8l1), and put inte “etherifﬁ
. .
Imp11c1t in thls equatlon of great artistic works with
beauties 1s.§e§§s s belief that 1mmnrtal works are enduring

embodiments’ £'"the principle of beauty ‘in all things." It

—~these

beauties from materlals in\the phenomenal wo

<

d and from

’ ¥ A 3 .
mdn's experiences of existence. In other words, Keats
: o .

maintains that alf subjects, be they sources of pleasure

aor‘pain, are potentially replete With'the’beauty that

informs the whole world. This assaﬁétion underlies his
treatment ofﬂXafious subjects in his ﬁoems. Keate also
believes that love or the love of beauty is the aesthetic
ideal which insp&res all poets to seek §nd deplct the

Qfauty‘of the world: FWherever beauty dwells,/In gulph or

\
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aerie, mountains or deep dells/In light, in gloom, in star
or blazing sun,/[Love] pointest the way and straigtt 'tis
won" (ﬁndxgion, III, 94-7). Beauty, as revealed by loye,
becomes the irresistible Keatsian muse of poetry. It is |

the poetic muse that is present in dark elements of nature,

‘and life like "blazing sun” and "gloem," and also present-

in the bright side of things like "light" and "mountains."
Poetic beauty unites the apparently contradictory elemehts
of humard‘life. Therefore, Keats's fascination with this

kind of muse is more than what Leavis sees as Keats's

‘ worshlp of a beauty that is "a concentratlon upon the

purely dellghtful in experlence to the exclusion of the.

'disagreeables.'"7 . 3

Keats's conception of the beauty that is his aesthetic

ideal is, in some respects; Platonic. For instance, his
contentlon that beauty lS immanent in all thlngs is more.

3

Platonlc than Hazlltt s conditional statement in the

“Essay on Beauty" that beauty "is in some way»therent in
e »

the object. 8 Keats s idea of beauty is thus partly ‘
, &

analogous to the Platonlc view that "beauty in every form

' "
n9

makirtg his ideal some form of .

abstractmon.' "The mighty. abstract idea I have of the

* beautiful in all thlngs stifles the more d1v1ded and mlnute

.10

domestlc happlness; he declares. For hlm, a poet g5 duty

o

consists of ggeklng, éxplorlng and deplctlng thls beauty
which 1nherﬁs in nature and man's llfe, and which in a way,

N
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is a substitute for the Wordsworthian "Presence.“ll

And yet,
this beauty also residés within the poet himself, making

" the poet's quest for a beauty that is external to him
somewhat like a search for what he already has. Nevertheless,
gpother element of his view of beauty——his belief thaty)poets
attain immortality through the external existence of their
beautiful‘wbrks—-parallels the Platonic éssertion tﬁat |
"men who arercteatiye,in their souls" create beauties‘that

12 In fact, Keats refers to

immortal works or beauties as "souls of poetS"13

guaranteé them immoftélity.
| that serve
as the means by which poets "hold lofty converse/With after
times" ("Epist}artb George Keats," 72-3).
| TQ%ﬂnofionJof beau§¥,in Keats's works is‘uanlaﬁonic

in some other respects. For instance, ,the-poet does not

-~ regard an indivi%yal example of beauty or "personal beauty

L2

as a trifle" that is an imperfect shadow of eauty

w14

absolute. Rather,, he conceives of individu tances

of beauty, as "particles" that are idtegral éarﬁs of thé
essehtial beauty in all things. The cdncept of an
"abstracé'beauty" thét ekists apart fr0m~particularsiis
“alien to the Keatsian system. His‘"ébstract ideavof b‘auty"

is coterminous with\§h§ ﬁmass of beauty" formed from \

15

various paxticulars. "An amiable wife and sweet Children

‘I‘contemplate as part of that Béauty, gut I must have a

ANR L ) -
I . - .
thousand, of those beautiful particles to fill up my

lée

heartg" he declares. Moreover, Keats does not believe in

=t
R
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N «
the Platonic progression from particular beauties to the

absolute or ideal beauty-—a progress "from the beauties of

the earth upwards to the beauty absolute."l7 The Platonic
. \

steps or stages leading to absolute beauty--"from one to
two to all fair forms, and from fair forms to- fair
practices, and from fair practices to fair notions . .

and from fair notions to the notion of absolute beauty or

18 _are irrelevant to the Keatsian '

the essence of beauty"
system. For Keats, a passionate concentration on anything,
irrespective of whatever Platonic stage the.object is
classed in, leads the poet to the discovery of the
essential beauty in all things.

_ Keats‘s idioéyncratic definition of "essential beauty"
explains why ne always étresses what Goidberé refers to as
"the corporeality of beauty rather than its abstracted

19

quality." He usually identifies specific examples of this

‘beauty rather than discusses its abstract qualities. For
instance, he calls the myth of Endymion "A thing of beauty"

(Endymion, I, 1), talks about specific beauties which he

o~

finds in the works of other poets, and expresses his

commitment to creating beauties in his own works. For him,
Shakespeare's sonnets abound in beauties: "I ne'er found so
, ‘ , ;

many $beauties in the Sonnets-—-they seem to be full bf‘many

fine things'said unintentionally in the intensity of

20 Also, in the sonnet titled "On

working out dpnceits:"
-Seeing a Lock of Milton's Hair," Keats_éummarizes Milton's

»
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%‘ ' g %chievements in terms of the beauties that he creates:

B "By all that from thy mortal lips did roll/And by the
kernel of thy‘earthly lovg/geauﬁy, in things on earth, and
things above/I swear!" (19-22). And, in theq"Ode to Apollo,™
éfter depicting the particular beauties\that the poets he
considers to be great éontribute to Apollo's eternal music,
he concludes by calling all the beauties éreated by these

N bards and Apo;lo; "eternal music." This eternal music
represents the essential beauty. o

P v To consider the beauties created by poets like Milton
and Shakespeare; amoﬁg’others, as cohstituting part of the ®

~principle of béauty in all things implies that Keats regards

poetic’creationé as veridical realities that are part of

the beauty in all things. Indeed,“he maintains that these

beauties exist side by side or:in conjunétion with all

other realigies in the world. For him, the current of

‘beauty flows through products of the poetic imagination as

well as through all things'iﬂ~the phenomenal world. This

convidtion of'KeaEs is even more obvious in his discussion

of the nature of "Ethereal things" because he attributes21

the éame measure of realipy to Shakéépeafe's passéges'as

he attributes to natural elemehti like the sun, moon and

»starsg_He contends that poetic beauties—-insofar as they“

~are products of the aesthetic imagiﬁationzz-—aré integral

»  parts of the beauty of the world. "What the imagination

siezes as Beauty must be truth--whether it existed before
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\or not,"23 he declares. Thus, poetic works of beauty are
v\trﬁe because they are real, making truth, beauty and.
: ealitj, the same in this context. |
\ This equation-of"beaﬁties with't;iths or realities
hforms Keats's statements on the lmqogtallty of aesthetlc‘
erks and their creators“ Ev1dently, 1{ beautlful works do
.net really ex1st after the mortal lives of theirxcreators,
.then'it is Empossible to talk of the eternal existence of
péets. Since aesthetic works eternally reflect their
céeetors' visions of the aesthetic ideal of the‘world it
f¢llows that what is of prime 1mportance in the poets'
lives—-thelr distinctive v151ons of the world 'S beauty--
lives on for ever. Hence, all great poets can be seen as
bqlng in constant communication with later generations.

; ?he undying poetiC'beauties are, to Keats, the
eﬁduring souls of poets that are in coﬁmunion with
;pdgterity. "The living pleasures [or beauties] of‘these
ba&ds" become' "richer far posterity's award" ("Epistle to
Gegrge Keats," 67?8). Poets of later generations have a
double heritage of beauty Inherltlng the creations of the
"dead" boets as well as the world from: which they
originally created, poets of later times are able to
apbreciate'the dual existence of great poets of former
times. Keats emphasizes this point in "Bards of Passion
and of Mirth": _‘ - -y

N

Thus ye live on high, and then

3

3 e !
. et N

af
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Oon the earth you live again;

And the souls ye left behind you
Teach us, here, the way to find you
Where your other souls are joying
Never 8lumber'd, never cloying. (23-8)
The greaﬁ“poets have a timeless and dual existence because

-

their works serve as the sources of, and guide, to the

principle of beauty in all things. The benefits which later

generations %k poets derive from the immortal works

produced in former epochs are identical with those they

gain from the beauty in nature and in their personal

¢

experiences of existence. Thus, 1nherited poetic beauties

are as real as those personally experienced by poets in

their life~time.

For Keats, the task of discovering and depicting the

essential beauty in immortal works and in life itself is

not easy, since it requires' the aesthetic use of the human
imagination. eAs has been demonstrated in the third chapter

of this study, the proper use of the imagination or the.

Y e

actualization of the poetic'potential‘of'theuimagination
requires a rigorous training which is latent in Keats's
scheme of Spirit—creation Therefore, only an individual
who is capable;%f rising above his selfish identity by
means of the poetic imagination ca‘ubecome part of an

external situation, experience it thoroughly, and perceive
N .

its beauty By making all 51tuations personally real. to
the individual, the aesthetic imagination enables him to

perceive and create beautiful things. And, as has been

\

¢
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noted in the preQiOUS chHapter, Keats bases the/féality or
validity of all poétic wérks'on the truth of/ghe poetic
imagination: "What thd’imaéina%ion éiezes as‘Beauty must be
truth, whether it existed before or th.LZS Since the
- aesthetic imagination'fs the only faculty which is capable
of ‘apprehending éhe beauty in-all'ﬁhings, whateveFLit N .
apprehends and.éreatés Qn‘the basis of its beauty 1is tfueﬂ
and réal.lThe reality of poetic‘creations, expressed
abstractly in the "Ode on a Grecian ﬁrn" as "Beauty is
truth,‘truthlﬁgauty," js reinforced in Kéaés's w;rks bfﬁ
réferencés tb particular examples of beauties. All these
pafticulax beauties are, for'Keéts, raised by art above the
uhéertainties of time and spaeé; hence, ;A thing of beauty
. . . will never/Pass into nothingness" (Eﬁdzgion; I, 1-3).
Although the:truth of éesthetically fashioned;things 
is guarante;a by. their timelessvexisﬁence, ény individual
wishing to partake of thig<tfu;h mus¢ peréonally or
imaginatively éxéerience it. In the "Ode‘on a Grecian Urn,"
Keats insists that‘this truth, which &xists only through
- the medium of beauty‘or the beauty whiéh'exists through
the medium of truﬁh, is the aesthetic ideal that all men
musﬁ intimately enjoy if they are to live cdmﬁlete.and'
: worthyhilé liveé: "'Beauty is trﬁfh, truth beauty'--that is
all/Yé\know'on\earthf\and all ye need,to know" (V,’9—lO).26
A?he truth—be;uty or beauty-truth, which is Keats's poetic

capsule of.the ideal of human existence in the world, can

¥
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be known by only those who are capable Jf intimately

) . 13 . - 3 . * J' .
experiencing the beauty in art and life--"for even axioms

“in philoséphy are no axioms until they are proved on the

pulses.$27 Through intense experiences the poetic

individual gives free rein to the beauty within him which
naturally flows out and un}tes with the beauty that flows

throﬁgh~all ‘things in the world. Coleridge aptly describes

A\ )

' this>process as "a silent communion of Spirit [or Beauty]

with the Spirit [or Beauty] in nature"zs——a process that
simultanéously creates and releases the beauty in the
material‘world. Thus, "the igreeting of the Spirit' is |
itself as much a part of nature or reality as itg object.ﬁzg
The mgnner in which a receptive reader perceives énd
partlclpates in the truth -beauty of an immortal work is,
for Keats, identical w1th that in which a poet apprehends
and participatesvin the beauty of his own world. Therefore,
in paftaking of the beauty of att, the reader is actually

reliving the poet's experience. "We read fine things,"

Keats states, "but never feel théir beauties to the full
L . - 20

until we have gone the same steps as the Author." Just as

the poet's imagination. enables him to transcend his selfish

nature in order -to be able to capture the beauty of his

subject, so also does the reader's 1mag1natlon ‘aid him in

his attempt to appreciate the beaut bty of art. The process

by which the poet discovers the beauty.in his subject is

usually re-enacted whenever the reader seeks to discover
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the beauty of a work'ef art.

Keats insists that the reality of the beauty in any
experiehce is usually established through a passionate
employment of the'poetic‘imagination. All proper : .
involvements with beauty entail an intimate use of the
human 1maglnat16/\\"all our passions } . . are'in their

s w3l

,sublime, creative of essential beauty. As has been

indicated earlier, .sublime passions are basically intense

g y
feelings that can intimately perceive the beauty which is

mmortallzed in great &orks Since the individual's‘
intimate sensations are invariably true to him, Keats
 contends that fhe:beauty which the individual apprehends in
a state of pass*onate excitement must be true. Therefore,
intense or sublime passions--insofar as they inform the
poetic imagination--are the means to the discovery and
1Subsequent depiction of the world's essential beauty; and
they also sérve’as the means to authenticate the created
beauty.

For Keats, the human passions do not only guarantee’
beauty's truth, they also ascertain truth's reality by
clearly defining the beauty'of truth. Helwrites, "I never .
cen feel certain of any truth but from a clear perception
‘of its Beauty. A year ago I could not understand in the-
slightest degree Raphael's cartoons——now I begln to read

u32

them a little. Although aware that some of hls

contemporaries take the truth of Raphael's cértoons for

)



every other consideration, or rather obliterates all

190

granted, Keats sets out to verify their tfuth‘for himself
by personally seeking their beauty. His belief that the

. . 14
human passions cannot effectively respond to truth except

by'perceiving its beauty explains why he appfoaches all

experiences'through their beauty. He contends in "On First.

1

‘Looking into Chapman's Homer" that the truths of Homer's

immortalqyorks became patent to him when he attained a

- ¢

clear perception of the Homeric beauties in Chapman's

* L)

translation. Symons is thus correct in declaring that "With
[Keats], beauty was always a part of feeling, always a
thing to quicken his p.ulses."'33

Inasmuch as the human passions cannot, withiq/keats's

- system, directly perceive truth except through,thé medium

of its beauty, and inasmuch as the authenticity’of truth
depehds upon the passions, the certainty of any truth
depends principally on its beauty. Moreover, since human N

passions authenticate all things and experiences by
, L

perceiving ‘beauty in them, it is reasonabide to donclude .

)

that whenever Keats refers to the aesthetic ideal as

beauty, he also assumes its truth or reality. And'although

he resolves beauty and truth into his single aesthetic

ideal, béauty still remains the primary term and focal

. point of the ideal. Little wonder then that he maintains

’

that "with a great poet the sense of beauty overcomes

. . 34
considerations."
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Keats's enthronement of beautykas his poetic ideal has
unfortunately'misled mény critics into regarding him as an
unquéstionable aesthete. Arthur Symons, for instance,
expliCitly declares the poet an aesthete wﬁen he remarks

that "Keats, when the phrase had not yet been invented,

"33 a3 though

practised the theory of art for art's sake.
Symons does not rigidly apply the stapdards of nineteenth
century Aestheticism in his determination of the value of
Keats's wr&tings, Leavis's objection to Symons's
considération_of Keats as an early praponent of the theory
of art for aft's sake is ‘in ofder.'Leavis argues that
"Keats's aestheticism . . . does not mean anything aé;the
cutting off‘of the special Qalued order from direct vulgar .
" living . . . as is implied in the aesthetic antithesis of

Art ai’1d3£..'1fe."3"6

Insofar as Symons's proclaiming of Keats

§n early aesthete assumgs tha§ the poet regard$ the world

‘ of beauty as in.oppositiOn to the normal one, Leavis's
objection is well grounded. Since Keats's notion of beauty
is alwafs informed by the harmonious relationship between
art ana‘life——a felationship which;enhances'the distinctive .
qualities of life and art--beauty as conceived\by Keats is
r;dically different from the beauty in the extreme views of -
pre-Raphaelites like Rossetti and Johnsbh. And since an

extreme aesthete often substitutes his aesthetic ideal for

the beauty of the actual world, Saito is right in
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suggesting that Keats classes the escapist aesthete "with
the dreamer in 'The Fali of Hyperion.'"37

Although Leavis succeeds in identifying the main
weakness of .Symons's unqualified hailing of Keats as an
aesthete, he does.not»dispute the fact that Keats can be
broadly called an aesthete. In fact, he implicitly calls | .

ey

e a form of

Keats an aesthete, attributinq t
aestheticism that is llmltquﬂﬁa ,tbqtefore, more
objectionable than that.c? g;ﬁhhy&Q;ls contention that
Keats's distinctive idea of beauty is that of "the
delightful in experience to the exclusion of the

’disagreeables,'"38

is incongruent with Keats's‘notion of
beauiy. What Leavis calls Keats's version of aestheticism
is a disguised support for the rather unfortunate view of
Keats as a poet‘of sheer sensuous luxuries. It is, indeed,
partly reminiscent of those early reports about Keats's
enjoyment of only "the external decorations of verse and
emotional experiepces‘,"39 reports that highlight elements
‘0f Keats's verse that many crifics still regard as.
the undesirable characteristics of his early poems and
critical ideas.40' ' - |

Ba51cally, Leavis, like Garfbd believes that Keats's
beauty is identical with "the exquisite sense of the

41

Juxurious." However, while Garrod maintains that Keats's

"'exquisite sensempf the luxurious' luxuriates to
42

consummate effects in Isabella and The Eve of St. Agnes,"
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Leavis sees all Keats's poems as illustrations of Keats's

-

relish for the purely delightful in experience. The great

odes are, for Leavis, the ultimate manifestations of
Keats's addiction to hedonistic beauty. He even distorts
Keats's treatment of the theme of melancholy to suit his
limited definition of Keats's aestheticism, insisting that
the LOde oA‘Melancholy" is "one of the most obviously
.decadent developments of Beauty-addiction--of the cult of

rnd3 Even intense

'exquisite passions' and 'finest senses.
passions (which in Keats's view are the touchstone of the
reality of all beautiful thingé) become, for Leavis, the

means for Keats's perpetration of his degy .cult of

aelightful beauty. Needless to say that L Asucceed; in
establishing dubious standards for making all Keats's
"works perfect illustrations of his erroneous definition of
.Keats's version of aestheticism.

“The only useful purpose served by Leavis's objection
to Symons's rather unqualified consideration of Keats as
an aesthete is to point out that Keats's idea of beauty 1is
not "abstract" or,franscendental. But this usefulhess is
nullified byyhis mistaken account of Keats's definition of
beauty and £he way this beauty operates in the world. He is

obviously wrong in suggesting that Keats's idea of beauty

precludes the "disagreeables" and borders on the sybaritic.

i

As has been indicated earlier, Keats maintains that beauty

is present in both pleasant and unpleasant circumstances

-
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of life. The element of ‘beauty celebrated in poems like "On
the Sea" and "Hadst Thou Liv'd in Days of 01d" is quite
different from that éelebrated in "On Sitting Down to Read
King Lear Once Again" and the Hyperion fragments. ?Pus,
while the beauty of natural phenomena in "I Stood Tip—toé"
and that of women in "Hadst Thou Liv'd in Days of 014"
illustrate Leavis's sense of the ‘Flightful, the tragic
beauties of the Hyperion fragments illustratesa kind of
beauty that pranscends évbaritism. In faét, most of Keats's
poeris demonstrate the interpenetration of the painful and
the pleasurable aspects of beauty. The great odes and the
Hyperion fragments areAthe most profound demonstrations of
the complex beauty in keats's works that an early poem

like "To My Brother George" depicts bizmeans of the
apparently contradictory facets of the ocean's beauty: "The
ocean with its vastness,'its blue green/Its ships, 1its
rocks, itsbcaves, its hopes, its fears" (5-6). Evidently,
Keats's concept of béauty is more subtle and complex than
Leévis's statements suggest.

Douglas Bush.does recognize the complexity of Keats's
conicept of beauty. Conscious of the fact that Keats
descries beauty in pleasant and unpleasant experiences of
life, he remarks that the central assumption in Keats's
works is that "In a world of inexplicable mystery and pain,
the experience of beauty is the one sure revelation of

nd4

reality. He argues, "if 'beauty is reality, the converse



is likewise true, the reality of human experience of §

suffering can yield beauty in- itself and in art."45

In likg
manner, Gerard maintains that "There 1s truth (in a |
_somewhat Platonic sense) in. the Elysian vision of the first
scene [captured in the 'Ode on a Grecian Urn'] and there is
‘beauty in the vision of ordinary life, suffering, and death

described in the seCond scene."46

Hence, Wigod's belief that
the tragic beauty of the Hyperion fragments and the "Epistle
to J. H. Reynoids" is pifferent from, "the warm, pulsating

beauty" of poems like Isabella and The Eve of St. Agnes,47

can ogly be true if these rather different--elements of the
Keatsian aesthetic ideal are regarded as inseparable parts
of the essential beauty in all things.

Keats's apparent worship of the beauty that he.
considers to be the aesthetic ideal can; however, be
broadly regarded asia form of aestheticism that transcend;/
hedonism. Since this beauty Which Keats discerns in art and
life subsumes importaﬁt human truths, Saito seems toO
reflect. the distinctive'éomplexion of Keatsian aestheticism
when he maintains that ﬁhe poet "engages in art for life's
sake."48 Saito's'declaration will, of course, fully
represent Keats's position if it also implies £hat the
poet engages in life for art's’sake, fof the harmonious
interfelation of art and life is of cafaingl impértance in

Keats's aestheticism. Sharp also correctly defines Keats's

position--in spite of the broad religious significance that
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he attributes to the Qoet's aestheticism--when he maintains

. . . . . 9
that Keats's notion of beauty is "human and tunctlnnal."4

In fact, Keats's aestheticism derives its distinctiveness ‘
from making the beauty of art and life serve some
"practical purposes" in the lives of human beingg.

Keats belie?es that, because the lovéliness of
beautiful things increases eternally, they become "joys for
ever" by‘groviding those who partake of their beauty "with
a quiet bower . . . and a sleep/Fuli of sweet dreams, and
health, and quiet breathing” (Endymion, I, 2-5). All
beautiful things in art and life are thus life~-enhanciIng,
for they are "a cheeriné light/Unto our souls, and bound to
us so fast,/That whether there be shine, or gloom o'ercast/
They must be with us, or we die" (Endymion, I, 30-34). These
beautiful things in art and life combine to form the "mass
of beéﬁty" which Keats also refers to as the "eternal
poetry" without which he cal.nnot‘exist.50 As "friends to man,
in the midst of all our woe" ("Ode on a Grecian Urn," V,
7-8), these beauties "soothe the cares, and lift the
thoughts of man" ("Sleep and Poetry," 246-7). Thus, as
poets create beautiful things and reveai those alreédy in
the world, they are actually wreathing

A flowery band to bind us to the earth,

Spite of despondence, of inhuman dearth

Of noble natures, of gloomy days, ]

Of all the unhealthy and o'er darkened ways

Made for our searching eyes: yes, in spite of all,

Some shape of beauty moves away the pall
Froq our dark spirits. (Endymion, I, 6-13)
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For Keats, all created and revealed beauties combine to
produce "An cendless tountain of immortal drink/Pouring into
us from heaven's brink" (23-4) to give us comfort in this
"World of Pains and trouk_)les."51
Since Keats insists that the intense experiencing of
ﬁhe pains and pleasures of existence yilelds the essential
beauty of the world to the individual, it is important to
reiterate that his belief in the soothing and consoling
effects of the poétic ideal does not imply that beauty 1is
a means of escape from the bitter realities of the world.sz'
Rather, the Keatsian aesthetic ideal "binds us to the
earth" (Endymion, I, 7), enabling the poetic individual to
partake intimately in both the delightful and the
disheartening situations in life as he seeks the harmony of

existence. Essentially, Keats's concept of the poetic ideal

of beauty is comprised of two distinct but related elements

‘or parts--the sybaritic and the tragic. The sybaritic

element (which partly parallels what Leavis refers to

as the only real indicator of Keats's aestheticism) "soothes
the cares of man," while the tragic aspect of beauty

(which Leavis considers to be absent from Keats's concept

53

of the ideal) "1ifts the thoughts of man" ("Sleep and

Poetry," 246-7). Intense human experiences reveal the

 harmonious relation of .these' elements of man's life and

world to the passionate individual.
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The toregorng discudsion has ostablished the complex
and altl-embracing nature ot the Keatstan vdeal ot heauty

which 15 variously reterred to by Keats ay "streaks ot

1" "

Light, " "etegpnal music," "souls ot poets,” "esgential

L]

beauty,” "the poetical 1n o all things,!

" ‘}4

amd "Beanty s otruth,
truth beauty. These various references extend and
increase the signitications of the aesthetic itdeal.
Nevertheless, the numerous shades of meaning suggested by
these references fall into two main categories--beauty as
the theme and beauty as the style of poetry or art. As the
theme of all immortal works, Keats conceives of beauty as
true knowledge, the source of power, and as a pointer to
the comprehensive "moral" order of the world. As the style
of poetry or art, beauty is organic form, and the source of
creative excellence. Whether as style or theme, the
Keatsian ideal 1s based on sensations rather than thoughts.
And all his poems reflect this complex view of beauty in
SOme manner.

Keats's consideration of beauty as the dain theme of
all great works of art~-when viewed in relation to his
scheme of Soul-making and his speculations on the chambers
of the human mind--makes the perception and partaking of
the aesthetic ideal ;nalogous to the actuéfization of the
poetic potential of the human imagination, or to the

acquisition of true knowledge in the chamber of Mature-

L
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Thought} The two elements of the essential beauty of all
things--the delightful and tﬂ; tragic—-bécome syﬁbolsvof
the dark and brrght effects of the chamber of Maiden-
-Thought An lndléldual a capablllty for experiencing each
'element,lntlmately ‘without confusing one with the other or
'regarding one as the sole reality of beauty qualifies him
for the discovery of thelr ba51c unity in the third
chamber or the chamber of Mature Thought.

The-lnd1V1dual S progress through the scheme of
.Spirit—creatiOn for the purpose of acquiring the khoWledge
offered in the final stage can also be likened to his
attempt to penetrate the essentlal beauty 1n all thlngs.
Within the scheme, all thlngs or ‘experiences may be
cohéidered‘to be "forms er substances in which dwells" thea
ideai. Since in the understanding of an? fdrm.er substance
the human passions serve as‘the ehly reliable means by
which,beauty'is discovered, a passionate aéproach to this
beauty is identical with an intense seeking after'knowledge.
" It is a guest in which the individual strives tqj"explore‘
all forms and substances/Straight homeward to their
symbol-essences" (Endymion, III, 699-700).. The symbol—
essence of any form is be;uty. Therefore, an understahdihg
of this essenge is knowledge. |

~The'kn6wledge of beauty is available in.all human
conditions. Keata maintains -that beauty can be found in

all human experiences, for the state of passionate
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excitement that is capable of discoVering the aesthetic
ideal does not recognize the purely intellectual division
between pain and pleasure. This knowledge, being identical
with the perception of the immanent beauty of the world,
reveals the harmoniéus wholeness of human experiences.
Intense human'passions create beauty by bringing together
opposingextremes.55 In Endymion, for instance, Cynthia,
while being fervently involved in the pleasures of love,
becomes suddénlyvaware of a feeling of pain which causes
her to ask, "is grié@ contain'd/In the very deeps of
pleésure?" (II, 823-4). A typically Keatsian answer to this
question can be drawn from the "ode on Melancholy":
Ay, in the very temple of delight
Veil'd Melancholy has her sovran shrine,
Though seen of none save him whose strenuous
tongue
Can burst Joy's grape against his palate fine;
His soul shall taste the sadness of her might,.

And be among her cloudy trophies hung.
' (II1I, 5-10)

The presence of Melancholf's shrine in the temple of
delight is only recognized by those whb can intimately
feel delight. Only those capablé of‘intense passionate
involvement in pleasure can penetrate tﬁe substratumfof'
pain. Until one is able to perceive the pain that is
integral to pleasure, it is not possible to experiegce
tﬁe real joy ﬁg;;h beauty offers £o man. This percéption
of beauty in which opposing conditions are unitea is the

source of real joy.
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For Keats; the cares of man in this world are soothed
by the fervent participation in the beauty formed from the

coalescence of opposing extremes. In The Eve of St. Agnes,

for instance, Madeline's ability to discern the relationship
betweer her dream and reality, to perceive thé qual%ties of
her ideai in the "physieal" or réal Porphyro, and to accept
the interpénetration of the spiritual and the material,
enables her to embrace the essential beauty of the world
which gives'hgrﬂjoy in her love fof a human rather than
spiritual Porphyrd. She passionately seeks the blessing of
St. Agnes--the vision of her trué lover in a dream—-by
faithfully perférming the rites associated with the st.
Agnes Eve'é vision (V-VIII). Her sinceré dedication ﬁo the
pursuit of her goal résuiﬁs in'a delightful dfeam in which
she beholds én aﬁgelic Pérphyro_with "a voice at sweet
tremble," "spiritual clear eyes," and "immortal looks"

(XXXV, 2, 3, 7). '

"Madeline's enéounter with ﬁhe éngeiic Porphyro is,
~however, not an encounter with the essential beauty which
gives the individual real joy. Rather; iﬁ_is an experiéncing
‘. of the delightful or partial beauty that is éomparable_to.

a tagte of the bright‘effect of the chamber of Maiden-
Thought: Her awakening from the dream and partaking of the
reality of existence also parallels the‘darkness of the

same chamber. Like the knight-at-arms in "La Belle Dame

- Sans Merci," Madeline awakens from a sweet dream and
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experiences the apparent contrast between the dream and
reality. Her intial reaction to the normal world after the
dream-~alarm at "the painful change" (XXXIV, 3) and feeling
of "eternal woe" (XXXV, 8) or anguish-~-is identical with
that of the knigﬂt—at—arms. Nevertheless, while the sensing
of change and feeling of woe aid Madeline in her 'attempts

to estaﬁiish a harmonious link between her dream and reélity,
" they cause the knight-at-arms to bemoan the lost bliss of

the dream and to-substitﬁte anéuish for joy. Although

56 Madeline,

. Stillinger has a contrary view of the situation,
by perceiving the unity of the angelic and real Porphyro,

awakens from the illusions of her dream and embraces the

beauty which unites thehdream and reality. In the intensity
of joy, the opposition between dream and reality evaporate:

- "Into her dream he melted, as the rose/Blendeth its odour
with the violet/Solution sweet" (XXXVI, 5-8).

Unlike Madelin%, Lycius in Lamia is the unfortunéﬁe
victim of the destructiveneés of false beauty and joy
emanating ffom a partial perception of the nature bf the
world's beéu£y. Lycius's misfoftune arises from his
inability to distinquish betweenvfalse beauty and joy on
the one hand, and trﬁe:beauty and joy on the other. The
mirage—like nature- of the beauty and joy which Lamia offers
him is obvious to the reader éarly-in'the poem. Lamia is
"nbt one houf old" before she éhows signs'of‘having a

"sciential brain" which can "unperplex bliss from its
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neighbour pain/Define their pettish limits, and esfrange/
Their points of contact" (I, 191-4). She puts her uﬁusqal
powers to work almost immédiately and creates a world of
absolute bliss in which pain is non-existent. Then she
prevails upon Lycius, and makes him abandon the real

world for the Lamian one Qf airy‘gliss.‘

Overcome by Lamia's beauty, Lycius is unable to detect
the inherent fallacy in Lamia's argument in which the normal
world of Corinth is seen as "empty of immortality and bliss"
e1, 278); As a student of Philosophy, he ought to have
recognized the airy nature of the Lamian world of absolute
bliss. Also, i£ he were able to understﬁnd‘the‘essential
beauﬁy ofvlife, he may have saved himsélf from the agony
and death which attend the destruction of his illusions. -
"Tangled in Lamia's mesh" (I, 295), he yearns to escape <
from his mortai nature. His‘recoil.ffom Apollonius after
his involvement with Lamié (I, 362-377) represents a
desire to escape the intensely beautiful fate of mankind.

Apollonius's role at the end of the poem has led to
the common belief that the Lamian world of the lovers
would havé been saved from utter destruction if the
Phiigsopher had not mercileésly destroyed it with cold
facts. Keats even rails against Apollonius's appréach to‘
the airy world of beauty and bliss:

Do not alh charms fly

At the mere touch of cold philosophy?
- Philosophy will clip an Angel's wings,
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Conquer all mysteries by the rule and line,
Empty the haunted air, and gnomed mine--
Unweave the rainbow, as it erewhile made
The tender-person'd Lamia melt into shade.

(II, 229-30; 234-8)57
- For the poet, Apéllonius represents a kind of truth that is
~devoid of the complementing aspect of beauty. In fact,
Apollonius is unreceptive to the world of love in which .
Lycius is caught. Being unable to experience intimately
the beauty of his philosophical truths; Apollonius.cannot
penetrate the substratum of truth in the Lamian beauty.
Since his approach to his ward's experience is based on the
’conflict between truth and beauty, he can be regarded as-an
advocate of the unhealthyvfragmentation of human experience
--a fragmenéation which destroys the sense of wholeness
necessary in the perception of beaufy.

In spite of Apollonius's villainy, Lycius is himself
responsible for both the destruction of his airy world
and.hi§ subsequent death. His ignorance of the illusory
foundation upon which the Lamian world is built causes
him to seek its authentication in the normal world of
reality. He_is appafently unconscious of the fact that he
has already escaped from reality by éccepting thejLamian
conception of beauty and truth. By arranging é public
marriage, Lycius exhibits his ignorance of the true nature
of his visionary experiences. Keats reveals Lycius's

igndrahée and. folly when he asks, "O senseless Lycius!

Madman! wherefore flout/The silent-blessing fate, warm
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. cloister'd hours/And show tQ common eyes these secret

" bowers?" (II, 147-9).' By making‘his secret dream~world
public, Lycius inadvertently invites its destruction.
Moreover; by escap;ng from the world of pain into that of
absolute bliss, he renders himself vulfierable to pain. His

inability to cope with the pain attendant upon normal
{

human existence revea;ﬁ how far he has escaped from reality
and its everlasting beauty. Consequently, incapable of
"bearing ﬁaked»ﬁrpths" (Hyperion, II, 202), Lycius loses
both his bliss and his life: "And Lycius' arms were empty
of delight/As were his limbs of life, from that same night"
(Lamia, II, 307-8). -

| Lycius's fate can befall anyone who is unable to
experience the beauty in this world of apparent
contradictions. Basically, beauty is the "point of contact"
between "bliss . . . and its»neighbour pain" (éggig, I;'
191—45. Hence, whoever is unable to partake 6f the world's
beauty is vulnerable to one-eyed perceptions of various
situation$ and prone to self-destruction like Lycius. In
the "Ode to a Nightingale," for exémple,.the poet is saved
from utter destruction or death by his ability *to apprehend
the beauty which unites the real world of pain and the
nightingale's world of ideal melody. Through intense
paséionate,inﬁolvement in beauty, the poet is able 'to
takevpart in all that both worlds have to offer without

‘being lost in either of the worlds. As in Lamia, the two

S
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worlds are apparently in opposition to each other. The
- nightingale's world is a counterpart of the Lamian one,
while Corinth and the real world are the same:
where men sit and hear each other groan;
Where palsy shakes a few, sad, last gray hairs,
Where youth grows pale, and spectre-thin, and dies;
Where but to think is to be full of sorrow
And leaden-eyed despairs
Where Beauty cannot keep her lustrous eyes,
Or new Love pine at them beyond tomorrow.
(III,. 4-10)
In contrast to these stark realities of existence is the
nightingale's world of bliss and unceasing melody.

Although the distinction between the world of bliss and
that of pain is\fundamentally the same in Lamia and in the
"0Ode to a Nightingale," there is a remarkable difference in
the manner in which the protagonists of both poems react to
" the opposing worlds. While Lyciusfs~total absorption in the
Lamian bliss excludes the possibility of its opposite, the
poet's ‘delight in the nightingale-song does not prevent him
from an understanding of the painful possibilities of the
real world. Consequently, while both Lycius and fhe poet
enjoy complete involvement in visionary bliss, only the
poet retains an intense feeling of the beauty of the
opposite state, a béauty which enables him to return to the
normal world unscathed: "Forlorn! the very word is like
a bell/To toll me-back from thee to my sole self/Adieu! the

fancy cannot cheat so well" (VIII, 1-3). In the case of

Lycius, the fancy cheats so well that there is nothing
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capable of tolling him back to his "sole self." Absorbed
in his dream—-world, Lycius loses the necessary self-
consciousness58 which can make his transition to the real
world possible.

Since beadly provides the point of aesthetic unity -
between opposites, it can be considered to be the link
between art and life. In a génse, the Lamian world is
comparable to art, while the world represented by
Apollonius symbolizes the unpleasant truths of life. In
fact, the aesthetic ideal offered by the Lamian existence
is a false:ideal of beauty, for it is unrélated to the’
realities of normal existence. It is a form of artistic
escapism which cuts the individual loose from life.
Although the poet is receptive to the ideals which the
nightingale's song offers in the ode, he remains truly
conscious of the beauties of the real world. For him, the
nightiﬁgale’s ideal complements that of the real world; it

does not replace "the world of circumstances."s?

Art is not
viewed as the source of escape from the world. Ratﬁer, it
is seen as capable of fﬁrnishing’tﬁe‘receptive individual
with the beauty which "binds us to the earth/Spite of
despondence" (Endygion, I, 7-8). V

. The harmonious balance:-which the aesthetic ideal of
beauty maintains between art and life is also aptly.

depicted in the "Ode on a Grecian Urn." On the urn, some

intense aspects of the world and of human experience are
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poetically represented. In the second stanza, for instance,
the trees portrayed are eternally green with leaves, a youth
is portrayed singing continually, and a bold lover, for ever
poised for a kiss, is shown in relation to his lady .who is
in an eternal ‘gesture of reciprocating that love:
Fair youth, beneath the trees, thou canst Aot leave
Thy song, nor ever can those trees be bare;
Bold Lover, never, never canst thou kiss,
Though wdnning near the goal--yet, do not grieve;
She cannot fade, though thou hadst not thy bliss,
For ever wilt thqu love, and she be fair! (5-10)
In various ways, these figures on the urnvrepresent certain
aspects of life. For instance, "the trees that can never be
bare" are products‘of an artistic "arrest" of the process
of change, integral to the yearly seasonal cycle. Since in
reality "four seasons fill the measure of the year," the
poem, by presenting the effect of one of the four seasons
on the trees, cannot be taken as representing the whole
truth of life in this depiction. éathe;, it must be
recognized that the eternally'gfeen trees capture an
imaginative prolongation and intensification of part of the
whole truth or beauty of thé world. Hazlitt refers to this
kind of poetic eﬁhancement of part of reality as "the
abstraction of anything from the circumstances that weaken
its effect, or lessen our admiration of it [and] it is also

w60 1

the filling up of the outline of truth or beauty.
perceive the essential beauty in these trees, it is not

enough to regard this "abstracted" and "enhanced" summer-
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beauty of the tfees as the total reality. The summer-
beauty must be seen in perspective or in relation to the
beauty of the other seasons. The artistic prolongation.of
one condition, therefore, must not be mistaken for the
whole truth of the trees' beauty.

The fair youth who "can not.leave/[His] song" is also
an artistic intensification of an aspect of human activity.
The truth and beauty of one who sings eternallf is
restricgéd to the artistic milieu. However, since the
youth's song indirectly points to ather possibilities in
the real world, it is a useful contribution to life.
Similarly, the lover's everlasting poise for a kiss is
felated to the normal world by its capability for suggesting
other truths of life. The Iovep "cannot kiss" because his
"move" is arrested jﬁst before the act takes place. The
aesthetic arrest of the lovér's action raises it above
change and time, both of which are crucial factors in;maﬁ's
normél»exiStendé, Whilefthis agtistic arrest guarantees
the lover conétancy, it denies him the warmth;and
consummation that are possible in real life. Yet, the
warmth of real life cannot be "frozen" as in art, because
change is an ihtegral part of it. Since art and life have
distinctively different beauties, no one of them can
become a complete substitute for the other. The "arrested
moment"” in art cannot replace the "changing instant" in

life. Art and life must complement each other in order to



produce the essential beauty that i1s coterminous with
true knowledge.

For Keats, a knowledge of the aesthetic ideal can be
derived from an intense feeling of sorrow or from an
intimate identification with those having sorrowful
eXperiences. Beauty, for him, can dwell with sorrow. In

some instances, the intense feeling of anguish leads to the

61

wisdom which is beauty, while in others, sorrow provides

.

its victim with the beauty which lessens the sting of pain.
In Endymion, the beauty of the Indian maiden, iﬁ spite of
her sorrow, is what enlists Endymion's sympathy. The Indian
maiden herself, somewhat puzzled by her own beauty in her
sorrowful condition, seeks to explore the enigma in "O

Sorrow." She poses a number of questions in her attempt to

penetrate the beauty which is integral to her anguish:

"0 Sorrow,
Why dost borrow
The natural hue of health, from vermeil lips?--
To give maiden blushes
To the white rose bushes?
Or is't thy dewy hand the daisy tips?

"O Sorrow,
: Why dost, borrow
The lustrous passion from a falcon-eye?--
To give the glow-worm light?
Or, on a moonless night,
To tinge, on syren shores, the salt sea-spry?

"O Sorrow,
Why dost borrow
The mellow ditties from a mourning tongue?--
To give at evening pale
Unto the nightingale,
That thou mayst listen the cold dews among?"
, (Endymion, IV, 146-163)
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The maiden, unaware that the beauty she sees in sorrow is
integral to it, feels that the beauty is "borrowed" trom
joy. She does not scem to understand that beauty dwells in
both sorrow and joy, even though her immediate experlence
shows her that beauty is a part of sorrow. She sings about
"mellow ditties from a mourning tongue" but does not
intimately understand that, in spite of the fact that "a
mourning tongue"” belongs to one whose bereavement is cause
for sorrow, the mourning tongue's "mellow ditties”" help to
make sorrow beautiful or at least reduce its sting.
Keats's understanding of beauty which coexists with

sorrow is discernible in his depiction of the anguish otf
Saturn in Hyperion. His description of the appearance of
the "gray-hair'd Saturn, quiet as a stone" (I, 4), is
redeemed from the ugliness usually associated with sadness
by a process which imbues Saturn with sculptural beauty.62
His portrayal of Thea is even more intense, and
incorporates a comment on beauty which transcends Thea's
SOYYrow:

Her face was large as that of Memphian sphlnx,

Pedestal'd haply in a palace court,

When sages looked to Egypt for their lore.

But oh! how unlike marble was that face:

How beautiful, if sorrow had not made

Sorrow more beautiful than Beauty's self.

(I, 31-6)

Keats concentrates on the beauty of Thea as he unravels

the sad tale of the fall of the Titans because it makes

the tale as a whole beautiful. Similarly, in depicting the

-



B

oxhumat ton ol Lorenzo's rtemaing tn sabella, Keat:s redaces
the ghastly nature of the scene by striving to capture the
necessary "shape ot beauty which moves the pall/From our
dark spirits" (Endymion, I, 12-113). Keatsy believes that no
matter how sad a tale may be, 1if 1t 18 approached 1n a
passionate manner, beauty can be created from Lt.h* A
passionate experiencing of horror elevates the horror to

a realm of beauty.

A knowledge of this beauty which underlies all
experiences 1s, in Keats's view, a source of power or
"sovereignty" for the poetic individual. Abollo, for
instance, is deified in Hyperion as a result of his
knowledge of the unity of all things in beauty. His
intimate experiencing of the aesthetic ideal of beauty
makes his power or sovereignty immediately perceptible to
all who see him, for there is always "a glow of beauty in
his eyes" (II, 237). Apollo is himself conscious of the
power he has derived from an intimate knowledge of the
qurld. Though he does not connect his knowledge with beauty
as he proclaims it to those around him, it is obvious that
his knowledge derives its relevance to human life from its
relation to beauty: "Knowledge enormous makes a God of me"
(ITI, 113). Therefore, according to Balslev, "the basic
idea of Hyperion is beauty as a governing principle of the‘
64

world."

In a sense, even Oceanus's mere recognition of Apollo
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as the new and powerful embodiment of the beauty which
rules the world confers a measure of power on him. It is no'

metle coincidence that Saturn,. in his moment of utmost grief,
\
turns to Oceanus for consolation. Concluding his long

review of what he considers to be the reason for the fall

§ -

of the Titans, Saturn specifically asks Oceanus's opinion
about .the situation:

"0 speak your counsel now, for Saturn' s ear
"Is all a-hunger'd. Thou, Oceanus,
) " wponderest high and deep;- and in thy face
’ . "I gsee, astonied, that severe content
"Which comes of thought and musing: give us help.
: (IT, 162-6)

Saturn's faith in Oceanus's depth of thought arises from

his recognition of Oceanus'sﬂapparent feeling of

‘contentment in spite of all the woes of the Titans. By

understanding the course of events that led to the

dethronlng of the Titans, Oceanus seems to have embraced
- &

4

the beauty which glves him solace Therefore, Saturn can
ask of Oceanus some balm to soothe his troubled spirit,
a balm whlch thlngs of beauty glve to all receptive mlnds
in thls world of pains and troubles. “

Though Saturn asks for "some shape of beauty [to move]

away the pall/From (his] sad SplIltS" (Endxmlon, I, 12-13),

ﬁ;hls receptlveness to beauty ‘seeims to dlmlnlsh as Oceanus

- discloses what truth he discovered in hlS 1ntense

rumination. Oceanus s preamble to the truth empha31zes the
inherent heauty in the apparently hopeless 51tuatlon,of the

a
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| given the

bitter-sweet nature of their fall and the truth or
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Titans:

"Now comes the pain of truth, to whom 'tis pain; °
"O folly! for to bear all naked truths,

"And to envisage circumstances, all calm,’

"That is the top of sovereignty." (II, 202-5)

The stoicism of bearing all naked truths is revealed as that

which helps‘individuals.td>view all impending circumstances
in calmness. Power or sovereiénty can be a reward for an

- . N ,‘;J
intimate.but calm,experiencigg of the dishearteéning ﬁruths

of existencefﬂ®cganus ig" himself an example of an individual
i Ao

& \\ . o7 “ . i . ' . . , R
role of leadership because of his equanimity in

4

“the face of trying/ ¢ircumstances. He becomes the guide or

i i

il
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governor of his f%ilow Titans, for he understands the
0 , ‘

responsibility of Apollo's beauty. And to make. it possiblé
for the other Titans to behold the beauty and truth in the
conditions leadihg to the fall, Oceanus first reviews the
historical process or natural evolution which brought the
Titans to power some time ago.‘Wigod effectively summarizes
Oceanus's review as follows:

First there was Chaos and parental Darkness, from

whose ferment at the hour ripe for. wonderous

workings came light. And light joining with the

" progenitor, Darkness, "forthwith touch'd/The whole

enormous matter into life" (II, 196-7). The

Heavens and the Earth were then manifest;

mysteriously they united to bring forth the Titans,

among whom Saturn was first born. Then the Titans

found themselves ruling new and beautious realms.65

Having established the circumstances that brought the

Titans to power, Oceanus proceeds to relate them to those

AN
N
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that now leao to their fall:

"on our heels a fresh perfection treads,

"A power more strong in beauty, born of us
"and fated to excel us, .as we pass

"Into glory that old Darkness: nor are we
"Thereby more congquer'd, than by us the rule-

"0f shapeless Chaos . . . N

" . . for 'tis eternal law
“That first in beauty should be first in might:
"Yyea, by that law, another race may drlve
"Our conquerors to mourn as we do now.'
(I, 212 7; 229-31)
Thus, the.%all‘of the Titans is- not caused by their
weakness alone but by the continuous process of evolution ﬁ
which decrees beauty as the ultimate reason for change of
leadership. |
For Oceanus, the perception of the unoistorted truth
about the rise and fall of the Titans entails the necessary
-beauty which lessenS-the tragedy of the fall. Since the
_ Titans themselves did come to power through circumstances
that were.beyond their control, it is only fair that they'
‘be prepared for evoiutionary chahgeshthat may dethrone
them. Moreover, just as they were conscious of the various
changes that took place as they came to power,.so are they
expected to have been able to predict their imminent fall»
from the changes'that they heheld in thehsystem of the‘
world. It ought to have been clear to them'that the eternal
law which initially made them more, beautiful than Chaos and
Darkness is also capabie of brihgihg into existence Apollo,
who is more beautifulrthan Saturn, ae a signal,of a neu

era._Oceanus correctly argues that the Titans must be
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content in the knowledge that their successors are worthier
than themselves and thatithey,«the Titans, have succeésfully
completed their'task in-the ever-changing and inevitable
evolutio;ary érocess.66 That this information given to the
Titans by.Oceanﬁs is capable of giving them solace is
further confirmed by Clymene who relﬁctantly admits that
her senses were filled "with the new blissful éolden
melody" (II, 280).

Apollo's enthronement is symbolic of £he power wielded
.by thoée who have'the.enormous knowledge that is inherent
~ in beauty. Therefore, Apollo's réigﬁ is comparable to the
poet's reign,67 in the sense that.the sovereignty or power
of ‘the poet is based on his ability to apprehend and create
the essential beauty of all things and experiences. The
god's intimate understanding of the nature of the world
tﬁrough an intense feeling of its apparently oéposipé-
‘s circumstances has.a direct counterpart in the experience of
the poe£ portrayed in "The Fall of Hyperion."‘Moheta
maintains that the poet is able to gain admission into the
temple of Saturn because of his sincere concern about the
piight of man. Moneta insists.ghat "None can usurp this
height/But those to whom the miséries‘of.the world/Are
miseries, and will not let them rest" (I, 146-9).. Therefore,
the momént the poet realizes that "Every sole>man hath days
of qu and pain; (I, 172), and £hat only a proper or an

aesthetié,response to joy and pain in this world is the
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key to unlocking the secret treasure-house of the
essential beauty in the world, he attains é new life which
consists of a mastery of life‘s’contradictions——a life
which he can communicate to others through the medium of
art. Any poet who is able to attain sovereignty through his
knowledge of the aesthetic ideal can be rightly addressed -
in the words of Moneta:‘

"Thou has felt

"What 'tis to die.and live again before

"rhy fated hour, that thou hast power: to do so

"Is thy safety; thou hast dated on thy doom.

(I, 141- 5)

The po&er of the poet depends on his intense experiencing
- of existence, whiohhthen yields the knowledge of beauty68
that helcommunicates to his fellow men. He "rules" over
others by giving them the balm that can make human life
pleasanr and Qorthwhile. |
) For‘Keats, the knowledge of beauty that oonfers‘
sovereignty on\the'poet also entails the poet‘s'
acquisition of ‘a strong and comprehensive moral sense that
is useful in all attempts to solve problems in human life.69
His strong belief in the usefulness of the profound moral
sense gained from the aesthetic’ ideal of beauty informs his

70 to Balley. Disgusted

offering of "a poetical comfort"
with the supposed. villainy of the Bishop of Llncoln which
prevented'Bailey from procuring a curacy soon after

concluding his studies in Oxford, Keats offers Bailey a

consolation that is based on the Keatsian conception of the
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usefulness of the aesthetic ideal of beauty. He offers this
cqnsolation to Bailey in the form of a wish because of his
awareness "of the inhuman dearth/Of noble natures"
(Endymion, I, 8-9) in.the world: "O for a recourse somewhat
,hﬁman . . . Oof tﬁe'Beautiful—-the poetical in all things--
0 for‘d Remedy against such wrongs within the pale of the

worldi" 't

For Keats, if it were possible for all men to
have an intimate knowledge "of the Beautiful—-tﬁe poetical
in all things," the world will>be a better placé for all,
because justice.and morality are native to the ldives of all
. who have tasted the essential beaﬁty in human existence.
All men can learn to understand this source of harmony in
-life by appreciating the beauty in all immortal worksbof
art. Sincejthe’beaﬁty.reflected in immortal works assumes

a sense of'cbﬁprehensive morality, the great works "Benefit
. . . the 'Spirit and puise' of good by their mere passive
existence."72\Thus, beauty in its aesthetic form is also
morality,or‘the "pulsé of good" tha£ serves all men.

For Keats, the aesthetic ideal of beauty is also the
source of form and structure in all great works of art. His
belief in beauty ag%the "formal cause" of all great artistic
creations is partly discernible in his axioms of poetry. in
the first axiom, he maintains that "Poetry should surprise
by a fine excess and not by a Singularity--it should strike
the'Reader‘ag a wording‘of~hi§ own.highest thoughts, and

w73

appear almost a Remembrance. The first part of this
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axiom sets up the "exuberance of things of beauty“74 as a

necessary condition for good poetry. Keats is not against
the element of surprise in poetry. In fact, he believes
that surprise is an organickpar;,of poetic expression,
insofar as the surprise is‘not based on "Singularity." The
fine excess of things of beauty that can accouht for the
necessary surprise in poetty may be partly considered to
be a forﬁ’of abundant sensuousness,75‘resulting from an
aesthetic disposition of images and metaphors in poetry.
In the second part of the axiom, "fine éxcess" is
firmly related to the framework which provides structural
coherence‘for the ideas broached in poétryQ Since this
philosophical structure of a poem is,. for Keats, based on
the highest thoughts of man, it is reasonable to'assume
that Keats views the reader's hlghest thoughts as’
intimately true and beautlful The profound thoughts may
then be regarded‘as the basic knowledge of beauty. And
since the great thoughts encountered in the reading of a
poem “appear almost as a Remembrance," it follows that the
reader and poet, inasmuch as théy have intimate psssionate
expefiences of life, éerpetually share some profound
thoughts about life--thoughts that are products of their
perception of the beauty in all things. The reader and
poet share the beauty and truth of existence that are
depicted in poetry and art in general. Essentially, the

manifold stylistic devices, and highest thoughts of men

-
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found in pdetry reflect the beauty of the werld and of
man'e existence.

The second axiom of poetry is really an amplification
of the first. In it, Keats maintains that "the tquches of
beauty [in poetry] should never be half way thereby making
the reader breathless instead Qf content: the riee, the
progress, the setting of imagefy should like the sun come
natural to him—--shine over him and set soberiy « « « in
magnificence, leaving him in the 1u£ury of twilight."76
Beauty in tnis axiom is specified as imagery because in
Keats's view imagery incorporates elements of style and .
poetic ideas. Thus, Keats insists that imagery, a complex
of style and ideas, must be skillfully made to elicit a
feeling of contentment from the reader. For him, this
feeling of contentment should result.from the reader's
response to the essential beauty that‘flows,from‘a sense
oﬁbwholeness in depiction. Wholeness is an fntegral part
of beauty in’Keats's cosmelogy; hence, "?he excellence
of art is its intensity, eapable of making’all disagreeables
evaporate from being in cloee relationship with beauty and
truth."77 |

" Keats's belief in the aesthetic ideal of beauty
underlies his approach 'to criticism too. Since he feeis
that "with a gfeat‘poet the sense of beauty overcomes
every other considefation, or rather obliﬁerates all

u78
S

considerations, it is understandable why he insists the:
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the major task of criticism is the revelation and
assessment of the beauty in works of art. Speaking about
his critical approach to his own works, Keats says that his
"love of beéuty in the abstract makes [him] a severe
critic'f79 of his own writings. Since the beéuty which he
séeks in the abstract embraces all the ramificatioﬁsvof the
aesthetic ideal already discussed in this chapter, it is &
also understahdablé why hé sees himself as a severe critic
of what he writes. For instance, he seéks to verify the
truth of'beauty in Hyperion when he asks Reynolds to "pdt

X to the false beauty proceeding from art, and one // to
the true voice of feeling."80 False beauty is that which
proceeds from mere skilkl or artifice, while true'beauty
prodeeds from true feeling because it is organically
related to the subject. Therefore, feeling is the true
index of good "formal" beauty.

In conclusion, it'is pertinent to remark once again
that £he Keatsian aesthetic ideal éf beauty embraces
virtually everything that the poet reveres in great or
immortal wofks of art. Beauty is for him £he focal point of
all ideas and form in ért. Since the reality of beauty is
guaranteed by an intensé feeling of life and its experiences,
all great works of art are beauties to Keats. Hence, Keats's
life—lqng_aspiration was to add "a mite to the mass of
beaﬁty“ alrgady in exiStence\as a means of ensuring his

o

personal_immortality. _ ;



CHAPTER V

)

THE USE OF ARTISTIC TECHNIQUES

1

Keats's notion of the aesthetic ideal, as has been
demonstrated in the preceding cha?ter, broadly applies to
both the theme an&\style of art or poetry. For Keats, the
organic unity of content and form is the poetic ideal of
truth—beauty or beauty-truth. In most instances, therefore,
his considerations of aesthetic achievements as beauties
necessarily entaii thematic and formal excéllence. For
example, when he writes,‘"I ne'er found so many beauties
in the sonnets [of Shakespeare]--they seem to be full of
fine things‘said unintentionally--in the intensity of
working out‘conceit‘s,"l he is not only lauding the beauty
df-yﬁgﬁ Shakespeare depicts but also remarking the beagty“
of how the various subjects are depicted. Similarly, his
declaration, "I look upon fine phrases as a love_r,"2 ié not
just a statement of his love fof adroitness of vérbal
constructions but also an expression of his fascination
with‘the harmonious bleﬁd.of theme and style in the beauty
of fine phrases. Evidently, Keats's concept of beauty which
is the aesthetic ideal unites what Coleridge calls "the
manner and matter of'poetry."3
Nevertheless, although Keats conceives of art as a

unified creative act, heé is always conscious of the basic

222
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distinction between its form and its content. In a letter
to Bailey he states, "Endymion will test chiefly my

invention . . . by which I must make 4000 lines of one bare

b

circumstance and f£ill them with poetry."4 Theayone bare
circumstancé" is the content or matter of the poem[ while
the "form or manner" is the style, "invention," or
"filling the verses with poetry." Keats also distinguishes
'vtechnique from subject matter in another letter to Shelley

when he writes:

I received a copy of Cenci, as of yourself from
Hunt. There is only one part I am judge of; the
Poetry, and dramatic effect, which to many spirits
now a days is considered mammon. A modern work it
-is said must have purpose, which may be the God--
an artist must serve Mammon--he must have "self
concentration," selfishness perhaps. You I am
sure will forgive me for sincerely remarking that
you might curb your magnanimity and be more of an
artist, and "load every rift" of your subject

- with ore. The thought of such discipline must
fall like cold chains on you.5

The purpose, God, or subject matter of a poem is its

N

content which to Keats is not the only valuable component

>

~of good art. For him, poetry, mammon, or artistry is also
an important part of poems, and indeed the mark of an
effective art. Nevertheless, both "God and Mammon" are\
inseparable parts of immortél works of art.

Apart from remarking:the two inseparable elements of
an artistic work, Keats's statement on his approach to the

writing of Endymion and his comment on Shelley's‘Cenci

also reveal his consciousness of the fact that the skill,



TN

224

craft or "artistry" needed in all attempts to capture the
beauty of all things in art is consciously acquired or

N
learned by the artist. Interestingly, this element of art
is called "poetry" by Keats in both statements. He talks
about filling the fr;mework of Endymdon with "poetry" or of
being a good judge of the "poetry" in Shelley's Cenci. In
fact, he regards Shakespeare's "intensity of working out -
conceits"6 és a deliberate cfeation of the "poetry" of his
sennets. This "poetry" which Keats views as resulting from
an artist's conscious creative act is the concern of this
chapter. Since Chapter IV concentrated on Keats's
cdncep;ion of the thematic element of the aesthetic ideal,*
this chapter will discuss his view of the use of the
"technical" component of the ideal--a component which
Keats - calls "poetry" or "touches of beauty;"7 And since

Keats believes that the "formal beauty" of art depends on

the masterful use of the artistic medium, his concern for

technique in the writing of poems centres around the

effective use of language. Little wonder then that he

advocates a mastery of the diction, idiom, syntactic and

sound patterns of whatever language a poet uses. He
believes that such a mastery is necessary in the task of
making language poetically gmbody the essential beauty of
all things in art or poetry.‘Furthermofe, he maintains

that all conventions relating to the poetic use of

language must be tested on the individuai poet's pulses



as a means ofyguarantecinq their suitability to specific
subjouty, |

Keats's recognition of the importance of artistry to
the etleclive realization of the aesthetic ideal in art
infdfms his view of artistic creativity. Although he
rarely discusses technical form or style in detail,.his
main interest centres around the ways various artistic
techniques contribufe to the total impact a work of art
makes on iés audience, for he believes that the greatﬁess
‘'of art largely depends 6h its effect.‘Therefore, in
assessing Wesf's "Death on the Pale Horse," he states, "It
is a wonderful picture . . . but there is nothing to be
intense upon, no woman one feels mad to kiss, po face

8 He disagrees with many of his

swelling into reality."
contemporaries on the value of West's picture because of
his conviction that the "stylistic or formal perfections”
of the painting are unable to arouse intense feelings in
the geholder. Thus, for him, formalrperfeétions are means
to effect not ends in themselves.

He maintains that "The excellence of every art is its
intensity, capable of making all disagreeables evapordte
by being in close relationship with beaﬁty and truth."9
Comparing "Death on the Pale Horse" with King Lear, he states,
"Examine King Léar and you will find [this aesthetic

intensity] exemplified throughout:” but in West's picture

we have unpleasantness without any momentous depth
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ot speculation excited in which to bury its repulsiveness.” Ho
“For Keats, the skillful bringing ot “"unpleasantness™ into
harmonious relationship with beauty and truth is the

work of art, since its formal and thematic components are
organized in such a way as to elicit from the reader an
appropriate aesthetic response--a state ot emotional
excitement coupled with a form of aesthetic speculation in
which any possible discord is buried. Conversely, West's
"Death on the Pale Horse" is for him a mediocre work of art
in which the grtist has been unsuccessful in intensely
relating its repulsive elements to truth and beauty. The
defect in West's picture is thus traceable to what
Mukatfovsky refers to as the’artist's inability to make
unpleasantness "the means of heightening the aesthetic

11 This poetic intensity

pleasure" or the intensity of art.
that indicates the greatness of art is what Keats himself
graphically illustrates in his sonnet titled "On Sitting
Down to Read King Lear Once Again"--a sonnet in which he
views his tasting of "The bitter-sweet of this Shakespearean
fruit" as consuming him in a fire whiéh will ultimately
give him "new Phoenix wings to fly at [his] desire" (9-14).
Essentially, Keats maintains that artistic works are
more dependent on the skillful and organic arrangement of

the materials constituting the medium of art than on the

mere statement of theme or subject matter for eliciting

7



the aesthetic responée from the readef or beholder. For
instance, he examines ihdividual Ver‘Qs and scenes in.
Kiﬁg Lear, not necessarily as a means of revealing the~
formal components ofAthg play, bqt;as a means of
discovering how the scenes and verses contribute to the
total effeétiof theAwork: Hence his comment on Act I,
Scene i, 291f. highlights the effect which Shakespeare
achieves by an indirect revélation of King Lear's
character:

How finely the brief of Lear's character is
sketched in this conference--from this point
‘does Shakespeare spur him out to the mighty
grapple--"the seeded pride that hath to this
maturity blowne up"--Shakespeare doth scatter
abroad the winds of Passion, where the germs
like bouyant root in stormy Air, suck lightning
sap, and become voiced dragons--self-will and
pride and wrath are taken in rebound by his
giant hand and mounted to;the clouds—-—-there to
remain and thunder.12'

227

By subtly giVing a hint of Lear's pride'througﬂ'metaphoric

comparisons, Shakespeare successfully creates .the aesthetic

effect of intensity of portrayal. Similarly, Keats's
.,é;preciation of the Elgin Marples recoraed in "On Seeing
the Elgin Marbles“——While it‘emphasiZes his feeling of |
"dizzy pain"'(ll)—-also reveals how. the beauty of,tﬁe
marbles "minglés Grecian gfandeur with the rhde/Waste of
0ld Time--with a‘billowy main——/A sunf—a‘shadow of
?agnitude" (12-}4). The grandeur and magnitude»of'the

mafbles‘are qualities that the sculptor captures through

P

skill and discipline.
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Even ;hen he discussei conventional deviceslof poetic
language like simile and imagery, Keats emphasiées their
~usefulness or contribution to the aesthetic ideal. He does
not see imaéery as a merely decorative device. Rather, hey
views imagery as}a.mEans to poetic meaning or effect. For

example, his diségreement with critics who suggest that

the proper rendering of Act I, Scene 4, 39 of Troilus and

Cressida ought to be "I have (as when the Sunne doth light

arstorm)," instead of "I havé‘(as when the Sunne QOth

.

. light a-scorne)," is bésed on the effect produced. He

argues that the commentators "have contriVed to twist manys
beautiful passéges into commonplaces . . .fthereby |
destroying_tﬁe depth of simile intended in the verse—-
taking away all‘the-surrouﬁding atmosphere of Imagery and
leavihg a bare and unapt picture‘."l3 He contends that the
surrounding atmosphere of a simile, which is provided by
.imagery; is an"esséntial.part of the meaning of any simile.
Thus imagery, for Keats, does not merely create a
decbrati&e background but contributes subtle shades of
meaning ﬁo‘poetic.expressiveness.

Keats also discusses Milton's metaphoric use of the

word vale, in "To slumber here, as in the vales of Heaven?"

(Paradise Lost, I, 321), in terms of the way imagery
intensifies the meaning of the word:
There is a cool pleasure in the very sound vale.

The english word is the happiest chance. Milton
has put vales in heaven and hell with' the utter
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affectation and yearning of a great Poet. It is a

sort of delphic Abstraction--a beautiful thing

made more beautiful by being put in a Mist. The

next mention of vale is one of the most pathetic

in the whole range of poetry. -

"Others, more mild,
Retreated in a silent Valley & c."(II, 546-7)

How much of charm is in the Valley'l4
For Keats, the use of valley or vale ls/approprlate and
effective because of the,varlous 51gn1f1catlonsv1t assumes
by being part of a broad pdetic context. Even the sound of
vale, by blending with the poetic atmosphere, heightens its -
effeCtiVeness. The entire aesthetic milieu of~imagery'
converts the word into a kind of delphic~abstractlon which,
in conjunction with the Miltonic vision, creates a sense
of wholeness. Therefote, if.the image of valley is
separated from its poetic ontext, as Keats feels that-the
Shakespearean~commentators have done in separating
"a-scorne" from its aesthetlc context, the .poetic effect
is destroyed.

Slnce Keats believes thatispec1f1c devices (or

"touches of beauty” like 51m11e, metaphor and lmagery)
enhance the capablllty of artistic works for ellcltlng
passionate responses from the reader, they can be rightly
regarded as in&aluable components of poetry. However, "the
touches of beauty should never be?ﬂalf.way making the
reai;r breathless rather than content: the rise,’the
progress, the setting of,imagery should like the sun come
natural to him and setgggberly although in the'luxury of

twilight.“15 The relevance of imagery and other touches of

\
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beauty is, for the pdet, meésurablg by both the manner ih
which they awaken the sensibilities of £he reader and the
nature of feelings roused. Hence, oﬁly an imaginative use
of artistic tecﬁniques can'produce a response that makes-
the reader content in a state of excitement.or emotional
fervour. N

Keats believes that poetic techniques which‘enable a
poet - to produce wqus that make the reader content in a
state of emotional excitement normélly evolve from intense
conceptions and depictions of vérious subjects. He is,
therefore, averse tQ a figid adherence to rules or
conventions of creati ity: He declares, "The Genius of
Poetry must work out its own salvation in a man: It cannot’
be matured by law or precept, but by sensation and
watchfulness‘on ifsglf. That which is creative must create

wl6

itself. For him, a '‘direct involvement in the creative

process yields the proper techniques that serve the poetic

"a direct

experience of creativity also entails the bdet's intimate

needs of individual artists. And basica

participation in the.particul%ffcircumstancesrof the
existence of his subjects. However, if a Qoet WiShes to
adopt conventional forms and devices in his works, he
must first test them on his pulses before they can become
personally real to him. Essentiall&, Keats sugéests that
all creative conventions should undergo a process of

personal validation to be useful to the individual poet.
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Keats insists upon the prdcess-of personal validation
of poetic conventions because of his conviction that such

laws as are untested upon tHe individual's pulses detract

]

from thebgenuine neture of the poetie genius and the
significahce of its products, either by restricting the
‘genius's activities or by replaciﬁg creativity with mere
artifice. He regards most works originating from a strict

reliance on conventions as factitious and incapable of

-

evoking the reader's intense reactions. Therefore, reacting

against what he considers to be the artifice and dearth of
sensation in the rigid Augustan approach to art, Keats
writes,

. . . beauty was awake!
Why were you not awake? But you were dead
To things ye knew not of,--were closely wed
To musty laws lined out with wretched rule
And compass vile: so that you taught a school*”
Of dolts to smooth, inlay, and clip, and fit,
Till, like the certain wands of Jacob's wit,
Their verses tallied. Easy was the task:
And a thousand handicraftsmen wore the mask
0f Poesy. ("Sleep and Poetry," 192-201)

\ 4 :

Since what Keats sees as the dogmatic.Augustan reliance on
artistry usually deadens the poetic sensibility by making
artists insensitive to‘the beauty in théir subjects, it
follows, for . him, that those who write'poetry on the basis
bf pheirbtechnical skills alone are mere handicraftsmen and
not real poets. Works that are products of this rigid
adherence fo laws then do ﬁot offer individual poets the
deeired oppofﬁﬁnity to discover>the devices which are
appropriate to the depiction of their-subjects, Therefqre,

o
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Keats reiterates that artistry or creative laws must be
' seen as means and not ends in the c?eation of‘great poetic
works. ,

Just as an inflexible use of artistic devices may
prevent a poet from discovering the natural form.required
for the effective portrayal of a particular poetic
expérience, so also does an uﬁimaginative use of facts or
ideas impede the evolution of a particular form or'style
from the poet's involvement in the existence of his subjéctzﬂ
Keats says that poetry in éome Shakespeafean history plays —
seems compromised by "particular facts. The éoetry is for
the most part manacled with the chain of facts, and cannot
get free from the prison house of history, nor often move

R

without our being disturbed with the clanking of its

17

fetters." He also suggests that the poetry of Milton's

works is sometimes manac}ed with the chain of religious
beliefs,18 énd,Shelley's with ideas of magnanimity.19
Although he accepts the need for poetry to ministerbat
timés'to the religious yearnings of people in Milton's
own era, Keats neve;fheléss insists that Milton's
"exquisiteipassion for what is proéérlf in the sense of
ease and pleasufé; [is the real source] of the finest

parts of paradise Lost."?Y

Similarly, despite his
sympathy for Shelley's need to make poetry a vehicle for
moral proclamatiOhs, Keats ijetts-to the apparent

subordinaﬁion of poetry to ethics or substitution of "God"
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for "Mammon" which he remarks in Shelley's Cenci. He
demands that Shelley "curb [his] magnanimity, and be
more of an artist, and load every rift of [his] subject
with-ore."21
| Keats believes, then, that "Poetry“must be free"

N

from all chalns just as “The poetry of Shakespeare is
generally free as the wind." 122 He advocates poetry that
originates from the soul or the genuine emotions of the
poet because; for him, if the poetic genius is given a
,reasonable measure of freedom, it can discover the organic
forms and devices that are relevant to the deplctlon of its
subjects. His idea of organlc form is in consonance with
Coleridge's conception which emerges from the '
'differentiation‘betWeen organic and mechanical forms: "The
form is mechanical, when on any giﬁen material we impress
a predetermined form not neceesarily arising out of the
properties of the material,--as when to a mass of wet
Aciay_we give whatever shape we wish it'to retain when -
hardened. The organic form,‘on'the other hand, is innate;
as it shapes, as it develops itself with the perfectlon
of its outward form. Such as the life is, such is the
'form."23 Poets must seek this organic formvfor their
- subjects and not rely on rigid'or mechanical forms.

"For Keats, a rigid.or an unimaginativequse of facts,
by reStricting the activity of the poetic genius/.not only

prevents the poet from discovering the. organic-:form of his
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subject but also destroys the romance or mystery that is
an integral part.of poetic appeal. In Lamia, he
graphically illustrates how naked truths can ruin the
charm of art by imposing stylistic strictures on the poet:

There was an awful rainbow once in heaven:

We know her woof, her texture; she is given

In the dull catalogue of things.

Philosophy will clip an Angel's wings,

Conquer all mysteries by rule and line,

Empty the haunted air and gnomed mine--

Unweave the rainbow. (II, 231-7)
Reaffirming his conviction that the inherent charm of art
is often destroyed by undue faithfulness to scientific
certainties, Keats says "That the goblin is driven from the
heath, and the rainbow is - robbed of its mystery"24 by hard
facts. He therefore suggests an aesthetic approach to
" experience in which the ultimate premium is placed on
beauty. Since his conception of beauty unites profound
visions, organic forms, and a desirable element of
mysterious charm, he is able to declare that "with a great
poet the sense of beauty overcomes eGery other

consideration, or rather obliterates all conside"rations."25

For him, "uncertainties, mysteries and doubts?26

about the
écientific facts of subjects rarely hinaer their effective
portrayal. In fact, he maintains that uncertainties as to
‘the verifiable attribﬁteé of a subject can sometimes give
thé poeﬂ the desirable measure of imaginative ffeedom and

enhance his chances of discovering the poetic qualities of

the subject and evolving the forms that best reveal its

)
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true beauty.

Basically, the subordination of technique to aesthéiic
effect, and the preference for organ}c form that.naturally
evolves from the poet's passionate apprehension of his
subject, may be viewed as Keats's characteristic reactions
against any tendency to regard artifice as the goal of art.
And yet, he is aware of the merit of craftsmanship in‘all
attempts to create great works of art. His consciousness of
the Vitalbrole of technique in art is discernible in his
assertion that "The excellence of‘every~§r£ is invits
intensity, capable of making all disagreeables evaporate by

ll27 He

being in close‘relatiohship:with beauty and truth.
is aware thaf the intensity which islcapable of eliminating
' disagreeables by establishing a close»relationship,with
truth and beauty entéils some measufe.of skill. His constant
struggle ﬁo evolve proper devices b§ experimenting with

28 reveals

‘language and.“a wide range ana variety of style"
a serious @ttempt,to'm%éter_fechnique. Indeed, . his
experiments with the roménce, thg lyric, epic, and
dramatic forms of poetry are, as Métthey points out, -
"attempts at reaching the perfection his critical mind
could perceiv}e."'29 And.his love of fine ph;ases-—“I look
upon,fine phrases as a iover,"30 he states--combines a |
love ¥for the musical effects Qf laﬁguage with a

profound interest in the manner in which imagéry, phrases,

and groups of words combine in the expressibn of aesthetic

PR
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meaning.

[ 2

In many ways, Keats's desire to capture in art the

n3l of all things

"intensity inhereht.in the living beauty
and experiences accounts for his exploration of the nature
of language. Since language is the medium of poetry, he
examines its'qualities——diction, sound and syntactic
patterns especially-—-and how they can be effectivelyl
.utilized for the purpose of aChieving aesthetic intensity.
His investigation of language, though inforﬁal, accounts
for his conviction that poetry derives its %ppeal from an
intensive exploitation of the potentialities of the, "native

n32 of the particular language in which it is written.

idiom
And yet, he neithexr gives a theoretical definitidn of what
the native idiom of a languége is, nor approves of what
Muka¥ovsky refers to as a “norﬁ of standard literary

language"33

as the real language of poetic creativity.
Furthermore, he does not establish a personal linguistic
hbrm of poetry as Wordsworth does when he insists upon

"a selection Qf ianguage really used by men"34 as the
appropriate ﬁedium for poetic art. Nevefthelesé,Awhat
Keats means by the native idiom of a‘yénguage is partly
discernible in what he commends in Chaftefton's-usé of the
English language. He declares; "Chatterton is the purest

‘ . {
writer in the English language. He has no French idiom or
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participle;ﬂ}ike Chaucer--'tis genuine English idiom in
English words."35 He also praises the native mﬁsic of the
English words used by Chatterton. Thus, the use of
characteristic English words thatiare free from foreign
inflectiong coupled with éhe use oﬁ English sound patterns
cohstitute Keats's notion of the native idiom of English
which he recommends to all those who write poems in English.
' Keats's recommendation of the specific or peculiar
idiom of 1anguagesvas the standard medium of poetic
expression is not just.a product of an informal exploration
of the use of English. He also studied French and _Italian,36
so it seems that he had a good understaﬁding of the
peculiarities of three ianguages, and that these languages
provided him with a comparative basis er arrivihg at. his
conclusion that all languages should be kept "purei" Thus,
his l§ve of French and italian nétwithstanding, he avows,
"I shall never become attach'd to a foreign idiom so as to
put it in my writings. Englishuought to be kept up."37
There is obviously some element of patriotism in his
advocécy'of the purity of English but there is also an
element of his sinceré belief that the measure of aesthetic
T J
iﬁtensity which an artist can achieve is dependent on how
well his style conforms to the distinctive characteristics
of the language that forms the medium of his‘poetic

expression.

His interest in Milton's use of English, and even
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imitation of the Miltonic style, heightens his
consciousness‘of what he considers to be obvious
corruptions of the English language by a foreign idiom. He
writes, "The Paradise Lost though a fine thing in itself is
alcorruption of our language--it should be kept as it 1is,
ugique-—a cufiosity——a beautiful Curiosity. The most
remarkable Production of the world. A northern dialect

n38 But

accomodating itself to greek and latin inversions.
he is definitely not unreceptive to Milton's achievements.

In fact, he regards Paradise Lost as unique, remarkable,

grand and beautiful. He is particularly impressed by the
effects Milton creates by means of "deviations in

n39 Had the

exceptional cases from the normal idiom.
Miltonic effectsQ—"Miltonic storms,.and more Miltonic
te‘nderness,"40 created through these deviations--been
aesthetically ineffective for Keats, there ought not have
been any need for him to emulate the Miltonic example in
Hyperion.

Nevertheless, Keats views Miltonic inversions as alien

a2

to the nétive idiom of English, and tantamount-to a
distqortion of the natural sound patterns and music of the
language.'His dissatisfactioﬁ with the melodic paﬁterns in
Milton's style is partly emphasized by his preference for
the "native music of Chatterton."4l He cites the strictures
imposed upon his genius by Miltonic deviations from the
norm as the main reason for giving up the‘writing of.

e
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Hyperion: "I have given up prerion——there are too many
Miltonic inversions in it--Miltonic verse cannot be
written but in an artful manner or rather an artist's

humour."42

For him, the inherent artificiality of the
Miltonic style detracts from the merit of ngerioh by
forcing the poet to luxuriate in false or forced beauties.
He asks Reynolas to "pick out some of the lines from
Hyperion and put X to the false beauty proceeding from art,
and one // to the true voice of feeling"43 so that he can
" identify and possibly avoid unnatural beauties that often
result from the artifice inherent in the Miltonic style.
It is important to note that Keats's experiﬁentations
with the English language spring from his unusual interest
in the expressiveness of language--an interest whiéh is
evident in his experiments with language in the early
works. It is not a direct result of his realization of thg
flaws in Miltonic verse. In a sense, all his experiments
with the English language, evident in most of his poems,
are aimed at the attaiﬁment of that poetic excellence
which is capable of capturing the poet's vision and of
eliciting from the reader an intense tesponse. His’apparent
"féilures“,in the early poems are therefore not éo much a
result of his lack of "a theory" of the distinctive
linguistic qualities that enable a poet to depict his.

experiences effectively in art, but owing to his somewhat

limited creative skills or competence. He always sincerely
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seeks to use the bnglish language to c.ruat;c the desired
aesthetic effects in his poems.

Despite the fact that Keats's linguistic experiments
in some of the early poems are sometimes marred by
eccentricities and improprieties of diction, a predilection
for excessive sensuousness, and apparent laxness of
versification, it is obvious that the experiments in the
early works led to his achievements in the later ones.

Therefore, even though John Croker's attack on Keats in

' The Quarterly Review identifies some of the common flaws in
the lanéuage of the early poems, the effects that the poet
strives for in these poems are unmistakable. Croker
expresses his dissatisfaction with Keats's verbalization of
nouns in "turtles passion their voices" and "an arggpr was
nested," identifies quaintly formed nouns like "man-slugs

and human serpentry "&ﬁ:
condemns Lhat he tgggi

the "honey-feel of bliss,"

n unnatural method of forming

verbs as in "the w sparkled” and "the multitude

’ R *
up-followed, " and disapproves of the separation of

adjgékives and adverbs from their parent stock like in
"whiépers pantingly" and in "hushing signs."44

There is no doubt that some of these neologisms and
Vcoinages énumerated by John Croker are deviations from the
norm of standard literary usage of the Enélish language‘in

the Romantic period. Neither is there doubt that they

sometimes detract from the effectiveness of passages in
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Endymion and other poems, espeCially when they are quoted
iout of context. However, when these supposedly outrageous
deviations are considered within the poems in which they
occur, t}ey can be seen as results of the poet's

systematic attempt to exploit the distinctive

. kcharacteristics of the English language for the purpose of

-;.;

expressing the compleXity and intenSity of human

experiences in art Keats neither regards. his experiments °
with the language ‘as unusual nom/views his coinages as N
deviations from the native idiom ot/fhe language. He sees L

his coinages as natural products of’ the linguistic

@

qualities of English--products that are similar to those
that he finds in poets that he loves. In fact, W. T. Arnold
conVinCingly demonstrates that many of the supoosed

peculiarlties in Keats s diction are not uncommon in the

'works of Spenser, Shakespeare and Chatterton.45 And, after

relating "the greater. number of the eccentricities of
Keats's diction to their sources," Arnold concludes that

‘"the purely‘personal and arbitrary elements of Keats's

diction turn out to- be less than us_ually‘*supposed‘.“46

Therefore, the seeming eccentricities in Keats's diction

Py

and the often noted deviant usages are more in consonance

w1th the natural than the unnatural idiom of English And

)

‘in using them, Keats seeks to achieve the intensity of
V

portrayal that is capable of eliciting the aesthetic
emotion from readers.

. %
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‘Keats's uncea51ng interest in actuallzlng the

&

expressive potentlals of the Engllsh language accounts for

what Spurgeon calls Keats's "®lose, acute attention to

word and‘phrase."47 This Keatsian sensitivity to the

expressiveness of language is everywhere evident in the
poems. For instance, Keats'ss use of the abstract forms of
some nouns that are sometlmes c01ned 1nstead of their
normal or concrete forms helps him to redeem some of his
passages from sheer sentimentality, since they serve as the '
means for objectifyiﬁg his sensations and extending the
import of his depictions. This is evident in Keats's use of
"dewiness" instead of "dew" in the following extract from
"I Stood Tip-toe":

Ye ardent marigolds!

Dry up the moisture from your golden lids,

For great Apollo bids

That in these days your praises should be sung

On many harps, which, he has lately strung;.

And when again your dewiness he kisses,

Tell him, I have you in my world of blisses.
(48 54)

'Keats represents the drylng of the .morning dew from the
v'marlgolds with the 1mage of the sun—god Apollo, kissing

the dew from the flowers. His use of "dewiness" instead of

o

"dew" introa&tes an abstract element into the sun-god's

' activity, thereby moderating the sentimentality of "kiss."

3
““Furthermore, the abstract noun relates the concrete

natural world to the abstract mythical andvvisionary”one'in

which Apollo operates. Indeed, the idea of the relationship
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between art and life is brought into focus by this single
abstract noun. Other examples of similar usages .in "I Stood

Tip-toe" are underscored in the following: "To where the

hurrying freshnesses aye preach" (70), "Passing upon their

yvellow flutterings” (92), and ﬁLet me for one moment her

breathing list" (104). Although the value of each of these
examples is not the same,vit is clear that the "&oined" ‘
abstfact nouns check the septimentality whidh the non-
abstract forms may have made more obvious. More
importantly, it is obvious tRwk this stylistic deviation
from‘the norm, like others in Keats's works, represents\
‘an attempt to achieve unigque expressiveneés. Thus, his
stylistic "innovations" or realignments of conventions Qf
English usage are pointers to his constan£ strugglé to

- ‘ R ~ ) :
capture in art the distinctive texture of particular human

'éxperiences which the "normal" usage of the language may
) _

miss.

! )

Keats also. seeks to capture the intensity inherent in
the beauty of all things and experiences by the use of

words that combine emotion and sensation. Such words as

s &

"swooning," "panting," and "aching" are commén in his
works. In theméariy poems, the words often séem to re&eal
the poet's excessive emotion ahd sensibility, but in the:
later poémé/ such Wordépcoﬁbine emotion ;nd sensation, and
.bgcd@glﬁbresgffegtive¢iﬁ.depicting intense experiences:

B &

&y )
20 R as the sunset peeps into the wood -

¥
RO Y
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So saw hé’Eanting light. (Endxgion,‘II, 382-3)

‘My heart aches, and a drowsy numbness painsg
My sense.... ("Ode to a Nightingale," I, 1-2)

For ever panting, for ever young.
,("Ode on a Grecian Uurn," III, 7)

. . . and with a pang
As hot as death is chill, with fierce convulse
Die into life. (Hyperion, III, 128-130)

And on a sudden, fainting with surprise.
("Ode to Psyche," 8)

The successful concentration of sensation and emotion,

evident in these words, is a striking quality of Keats's

~great works. He, ;; o a
‘%“a?&c» T
compounding words. There is often a fusion and

concentration of meaning in such compounding of words.
Sometimes the fusion of grammatical functions takes place’

--a fusion that Croker may have viewed as a deviation

from the norm. In the "Ode on Indolence," for instance,

.compound words like "slde faced,' "deep—dlsq\}sed" and
M fever-£fit" are strlklngly effectlve in the way they fuse

the meanings of the words compounded. Other examples of

v

such compounding of words are "Lethe-wards," "full-
throated" and "deep—delYedf in the "Ode to a Nightingale"
and "spectre-thin" and "leaden—éyed" in the "Ode on a
‘Grecian Urn;“»’

The:compounding of the meaning of words by Keats, as
a means of capturing the intenée beauty of his subijects,
is not restricted.to_the jgining of words w;th’hyphens. At

\

w
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- meanings of different words into conjunctidn through

245

times, by modifying the spelling of a particular word,

Keats coins a new word which combines the meaning of the
unmodified word with that of another word or with the
meanings'ofLother words.“A,famous example is "purplue"
which\he coins from "purple”: "I do not kgow whether‘to
say purple or blue, so in the mixture of théught wrote
pﬁrplue which may be an ekcellent name for a colour made
up'of those f.wo.“48 Alknowledge of the fact.that Keats
éompounds the meanings of words through spelling‘variations
is necessary to the resolution of some problems about his
supposed use of strange or private wé>?s. For insﬁance,
drawing upon his knowledge~of Keats's ability-tq bring the
§pelling changes( Christopher Ricks49'is able to sﬁggest

a reasonable éolution to what Jaﬂes sees as a problem of
spelling and meaning in “the private Keatsian adjective
'sooth' which exisfs in his poetry aldngside the public
'sooth' (meaning of courée 'true') and appearshto conflate

ru20 Ricks maintains that "sooth,"

fsmo&th' and 'goothingl
in Keats's works, usually signiéﬁes "the conjunctionvof
the true, the smooth and the soothing" as is evident in
"'0 soothest sleep!' ('To Sleep,' 5) [being] ;cutely

moviné because it compacts the three."51

3

' Keats's experiments with the language also entail
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‘a close examination 6f the manner in which the‘music or

. melody{of’words contributes to poetic meaninggand effect.
For him, verse derives imporfant shades of me;ning from the
sound of words. He writes, "A melodious passagé'of poegry
is full of pleasures both sensual and spiritual. The
spiritdal is félﬁ when the very letters and points of
charactered language show like the hieroglyphics of beauty;
——thé mysterious signs of immortal freemasonry! The sensﬁql‘

52

life of verse springs warm from the lips of Kean." Kean's

elocution releases botﬁ the sensual and spiritual essences
of verse which seem to lie dormant in the written language
of poétry. The oral or spoken charactefistics-of a
language are in Keats's view very important to the poet.
The proper brganizatioh of the soﬁnds of words in
themselves and wifhin_the poetic structure can produce
musicél effects that excite’the reader's emotions.\Thev
excitement is,‘however, coupled with speculation beCéuse
of the spiritual esgence of verse. Thus, in Some respects,
poetry is the music of words or the creation of aesthétic o
effect by means of the combination,-alternatioh or fusion
of the different sounds of words. A ,
Generally, Keats>regards melody as the spiritual and
sensuous essence of verse because it intensifies and
sometimes creates aesthetic significance as it appeals

directly to -the reader's senses. He often calls poetry

music or sound. For example, describing some of the natural

»
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conditions, and pleasures that usually inspire him to
creativity, Keats states, "No sooner had I stepp'd into
these pleasures/Than I began 'to think of rhymes and
measuresﬁ ("Epistle to Charles Cowden Clarke," 97-8) . He
conceives of poetry here in terms of distinctive -
organizations of rhymes and measures--a conéeptiontwhich is
'k\ifundamentally conventional but which is enriched by Keats
'in the sense that He considers htﬁe musical measures" to
be embodiments of his complex aesthetic ideal. For him,
rhymes, measures Or metres aré'oréanic compbnents of a
langﬁage which a sensitive poet can ?iscover thfough a
genuine or receptive appréaéh to the music of words and
constructiéns in the language of creativity. He therefore
Implicitly d;sagrees—-as Coleridge explicitly‘doe553——with
Wordstrth's belief,that metre is "superadded" ﬁo "a
selection of iaﬁguagé‘really spoken by men"54 for its
pleasure—heighténing attribute. However, Keats agrees with
Wordsworth's view that poetic music heightens aesthetic
appeal——an‘idea which dates'back to the‘£ime when ?lato

associated poetic rhythm with emotional effects.55 ,

Keats's habitual equa'tiuub of-poetry with—rhyme
measure or word music——Coﬁveﬁtional as they may seem--
represent his belief that the melody of language can
ihtensify and even embody poetic_meéning.'Thus, a poet's.
works can be called "rhgme," as in "Sylvian historian, who

canst thus express/A flowery tale more sweetly than our
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rhyme" ("Ode on a Grecian Urn," I, 3-4), and in "I have
been hélf‘in love with easeful Death/Call'd him soft naﬁes
in many a mused rhyme" ("Ode to a Nightingale," VI, 2-3).
Also, in "The Fall of Hyperion," Keats and Moneta call
poetry, music. Moneta, addressing the poet, maintains that
humanists "§eek no wonder but the human face/No music but a
happy ndtéd voice--" (I, lé3—4)} while the poet suggests
that "sure not all/Those melodies sung into the World's
ear/Are uéeless"L(I, 187-9) . IE\is, therefore, proper\that
Keats calls upon his Muse to celebrate ;he birth of'Apollo
with music or melody: )

Meantime touch:piously the ﬁelphic harp,

And not a wind of heaven but will breathe

In soft warble from Dorian flute;
For lo! 'tis for the Father of all verse.

(Hyperion, III, 10-14)
The music from the harp and flute provides_sénsual and
spi;itual ﬁleasures for the listener to enjoy on the
occasion of therirthfof the father of verse, Apollo.
It is pertihent to note, however, that the melody .
which Kéats terms the essence of verse does not necessarily

‘\produce puerile pi@asure for the reader. Since the poet

stipulates that "sound must be unaccountably expressive of

description" and meaning to be useful in poetry,s6

the
~kind of feéling generated in the reader is dependent on .’
the nature of experience depicted. Keats maintains that any

verse capable of generating intense feeling of pain or of

ple%sure-~since intensity is the major element of aesthetic
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emotion--is melodious. Such verse could make the reader's
eyes

And ears act with that pleasant unison of sense
Which marries sweet sound with the grace of form,
And dolorous accent from tragic harp
With large-limb'd visions.

("The Fall of Hyperion," I, 142-6)

Keats's comment that "Kean's exclamation of 'blood, blood

" blood!' is direful and slaughterous to the deepest degree,

w37 is largely based

the very words appear stained and gory,
on the dolorous music of the verse. Despite the gory scene
conjured up, and the unsertlihg sensations evoked by Kean's
exclamation, Keats considers the verse to be tuneful .
Another illustratien of the poet's consideretion of melody
as an attribute of tuneful compositions-—no5matter what

kind of sensations are generated in the listener--can be

drawn from his reaction to music. In the "Epistle to

Charles Cowden Clarke," Keats mentions the different

sensations that he feels whenever he listens to various
eompositiqﬁs:_"my heart was warmed luxuriously by divine
Mozart/By Arne.delighted, and'by Handel madden'd/Or by the
song of Erin piexrc'd and sadden'd" (iO9—li1). Some of the

tunes he listened to, produced pleasurable or ‘even elevating

sensations whlle others were unsettling. Nevertheless, all
the feelings generated are alike in intensity and
genuiheness.~Hence,.for him, melodious verse is "Verse from
which the soul would never wean" (108) because the feelings

flow freely from the individual's soul and heart.

L



Pettet rightly suggests that the melody which "comes
to perfection.in the great poems of 1818 and 1819 was to a
large extent spontaneous énd subconsciously achieyed."58
But it is obvious that Keats‘also recognizes thét the
desired melody can be achieved mainly by means of a
skillful management of the sounds of wordé. In a sense
therefore, the melody of his works results from ;is
cdnscious efforts to exploit the musical effects of the )
English language. InAfact, Bailey avows that Keats actually
propoundedra theory of the organizatipn of vowel music
aimed at overcoming monotony in verse rhythm. He reports
"that one of Keats's favourite topics of conversation was
the principlebof melody in verée, which he believes to
consist in the adroit management of open and close vowels.
He had a theory that vowels could be as skillfullyhgombined
and interchanged asbdiffering notes in‘muééc, and that all
sense of monotony;was to be avoided except when expressivé

of'special'\pu‘rpose."59

Keats's comparison of the process of
composing poems to that of makin§ music reveals his

awareness of the necessity of skill to the creation of

— —  melody. He is committed to-rhythmic variations as a means

of overcoming monotony. His suggestion that a masterful
interchanginé and combining of vowél sounds lead to cémplex
and diverse‘musical patterns that match the complexity of
thé aesthetic emotion shows that he pays close attention

to the creation of poetic beauty by means of a skillful
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management of the sound of words.

. In spite of the validity of Keats's suggéstibnbthat a
ca;eful employment of the phonetic qualities of words can
make verse less monotonous, there is still some critical
unéertaintf as to the precise meaning of "open and close
Vowels." This uncertainty makes it almost impossible to
detérmine how Keats himsalf applied the theory in his
works. Since Bailey does not specify what bpen and close
vowels are, criticism can only opérafe on the basis of
conjecture. Bate, for instance, acéepts Professor Cabéil‘
Greet's sugéestion that long vowels and diphthongs may have
been what Bailey and Keats referred t& as open vowels,

while short vowels may have been close vowels to them.60

The analysis of the poet's‘mahagement'of vowels which Baté
buildé on the Greet definition of open and close &owels is
‘logical even though it does not rule out other possible
'definitions of the terms.

Seeking to establish patterns of vowei ofganization in

‘Keats's works, Bate assigns the letters "a" to close vowels

and "b" to open vowels. Although he- succeeds in‘revealing’
many patterns of alternation oonéén and close vowels ’
based dhvthe Greet theory, it 'is possiblé.to resolve all
the patterns intb two; the alternating and the combining -
.of open and close vowels. Thus the two basic vowel patterns

established by Bate are "bababa" as in "And purple stéined_

mouth" ("Ode to a Nightingale") and "bbbbb/ababa" as in
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"Sudden from heaven like a weeping cloud" ("Ode on
Melancholy"). Although the patterns which are pased on the
Greet definiton are consistent or logical, it is possible
to define the terms differently and yet arrive at the same
patterns established by Béte. For instance, close vowels
may be defined as vowels that are entirely enclosed by
consonants or consonant clusters, while those partially
enclosed or not enclosed at all may be termed open vowels.
Following Bate's example( the letﬁer "a" may be.assigned
to open vowels and "b" to close vowels. Though this new
defihition is father ingenuous, it can generate patterns
similar to those established by Bate. For example, a vowel
pattern of "abababaaba" is discernible in "Far from the
fiESY moon and eve's one star" (Hyperion). The fact that
the alternative‘meaning attributéd to Bailey's terms;
reveals sohnd patterns that are similar to those established
by Bate cénfirms the near impossibilit: a uniform or an
absolute dgfinition‘of the terms. It follows, therefore, e

“that withéut a generally accepted definition of the termjsgl'
it is impossible to ascertain how Keats applied the T
theory in his works. Moreover, it demonstrates that most
dicussions of sound patterns and melody in poetry are, to
a large extent, impfessionistic and far from "absolute
objectivity."

In spite of the difficulty}in determining the exact

meaning of open and close vowels, Keats's consideration of

e
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a careful management of vowel music as necessary to the

e

creation of the aesthetic effect remains a valid
proposition. Saintsbury recognizes that vowel music in
Keats's poetry is a result of conscious poetic effort on
the part of Keats when he maintains that "From Spenser and
Shakespeare downwards, all great poets bad used vowel music

and no doubt consciously but its period of constant and

v

deliberate employment, by poets in general, hardly dates

61 &

farther back than Keats." Yet, the Keatsian theory of

vowel management is only a part of his general awareness of

the invaluable role of melody and word music in poetry--an
: . N ‘ N

awareness which makes Keats's poetry, according to Pettet,

"linger in the ear because of its resonance and beauty of

62

word music." Of course, the melody in Keats's poetry has

long been remarked in criﬁicism. His contemporaries either
praised or condemned ;he‘musical effects of his verse, the
Victorians revered the "féscinating felicity" apd "natural
beauty" of his pdetry,63 and modern critics recognize and
praise his "surenéss of ear."%4 Thus, the effect which
Keats consciously strives for in his,poetry——an effect that

[

is somewhat related to what he admired in theWPSpensérian

vowels that elope with ease,/And fioaﬁ‘alongiw%
o*er summer seas" ("Epistle to Charleé?bo&@§n;éiafké“ hrigv SRS .

L
-4

evident to all who read his works. . N &

Part of the "sustained melodic"beauti“gggof,Kéatéfﬁ'@ﬁx
,4" . : L g ‘.",;; A R 14:» F:' i~
poetry is traceable to his mastery éhd§¢ffeé¢£veeusefof EAA

N C o e "
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traditionally recognizable devices--assonance, consonance
and alliteration aménqst others--for the structuring of the
music of words in his poetry. Hence, in spite of the fact
that he does not mention or discuss these conventional
devices, it is true, for instance, that the device of
assonance which the poet often employs influences his theory
of vowel management. Since Keats feels that assonance or
the repetition of the same vowel sound in verse may lead

to monotony and therefore must "be avoided except when
expressive of special purpose,"62 it is important to remark
that he exploits recurrent vowel sounds in the creation of
poetic melody and poetic meaning as is evident in the
following examples:

Deep in the shady sadness of a vale
Far gunken from the healthy breath of morn.

(Hyperion, I, 1-2)

He rests at ease beneath some pleasant weed.
("The Grasshopper and the Cricket," 8)

14

Bertha arose .and read awhile.
("The Eve of St. Mark," 48)

The repetition of /ei/ and /e/ in the example from Hyperion
produces a phonological echo that links the words in which
the sounds occur through emphasis, while the‘unstressed

A

/a/ recurring in the extraét from "The Eve of St. Mark,"

]
forms pause-like transitions to elements that are
emphasized in theé verse. On the other hand, the combination

and alternation of dissimilar vowel sounds like the short

'/i/ and the long /i:/ in the verse from "The Grasshopper

)
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and the Cricket" and in "To visit a dolphinzgord in deep

seas" (*To Homer," 4) alternate_and relate the poetic

‘effects of semantic and phonological intensification with

that of phonological and semantic de-emphasizing.

The melodic excellence of Keats's poems is also

. partly due to consonant music or alliteratidn. At times,

Keats uses an iteratioh of the same consonant sound to
create chiming éffects-—éffects that arise from the device
whlch Empson refers to as the relatlon of “two words by
similarity of sound so that you are made to thlnk of their .

possible connections."®’

In "Far from the giery noon,.and
eve's one sté:" (ngerion),'the recurrent fricative /£/
links the words phonetically and -suggests a fusion of
meanings, while in "Of marble men and maiden oyerwroug;t"

(“Ode to é,Grecian‘Urn"), the bond qreated betweén the

.words by the iteratioh of the labial /m/ is phonological

/ N
~ o :
but not ‘semantic. A complex fusion of the alliterative

_effects in the extract. from Hygerlon and that in the "Ode

on-a Grec1§n Urn" is discernible in “Among.theyfragrant
husks and berries crush'd/Upon the grass I struggled hard"
("The Fall of Hyperiqn,” I, 51f25 where the soft, liﬁuid
/r/ and the hard plosive /g/ complemént each other even as
they éerve as counterpoints. At times, balan;ekdnd contrast
are éliiteratively achieved in the samé verse as in "The
silent éﬁ?eetg were crowded well" ("The Eve of St Mark")

[

where the hissing sibilant /s/ sequence is balanced by,
1) ‘ ’ } 2 ) ‘ |

i
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and contrasted with a sequence of /w/ souh‘
The Keatsian melody is not neéessarily achieved by the

Soet's use‘of'alliterationland assonance as mutually

exélusive devices. In fact, a sense of melodic balance is

often attained by the collocation ssonance and

alliteration in the same verse.: after dark vapours have

Oppreséed our pla;ns,"'%he'VOWel'Séquence of /a:/ is
foliowedAby the recurrence of tﬁe_piosive /2/ » thle’the,
repétitignyéf the conéonant /w/ precedes the vowel sound
/6/ which is séndwicﬁed between consonants /w/ and /f/ in
"With whispefs huéh and shuffiing feet" ("The Eve of St.
Mark;"fjl). The cdnsonantal sequence of /w/»tends to blehd;
onomatopoeically,Athe hushed sound of whispering with that
of éentle shuffling that the f{icative effectively sgggests.
Not all the'bnomatopoeic effects are created by means 6f
defiﬁéble phonetic deQices’or techniques. For example, in

spite of the different vowels and consonants in "Through

verdurous glooms and winding mossy ways" ("Ode to a

Nightingale"),'the yYerse music imitates or parallels the

rolling or flowing condition that is depicted. In fact,
Keats often achieves impressive semantic effects with the

music of his verse even when he does not employ,

‘conventionally recognizable devices. And as Pettet rightly

points out, the "inclination to'Yawn" which is suggested

by “Or on a,haif-reap'd furrow sound‘asleep/Drdws'd-with"

the fume of poppies” is difficult to relate "to some fairly

a yo ¥
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obvious phonetic cause."
Keats's exploration of the.megns to the achievement of

poetic melody is not restricted to either his theory of the

!

ingenious control of vowel music or the use of assonance

-

i .
and alliteration. Vowel and censonant melody is for him
inseparéble from poetic rhythm. Just as he employs
‘alliteration and assonance in the creation of specific

effects, so also does hg use verse rhythm for the purpose
o . . BT .
of capturing particular moods thrbugh a conscious

management of tempo. Forsexample, he uses the accented

"&d" as a means of slowing down the tempo and producing a
N ,-'x;‘-‘j - . ! N : i

meditative, lingering effect as in "globéd peonies,"

"

"warméd jewels" and "white ridgéd mountains; while “in

"Who keepeth clos’'d wond'rous riddle book" and in ". . .
saw ‘beside the shrlne/One mlnlst rlng the omission of the
vowel increases the tempo.

It is important to reiterate at this point that many
of these speculations on Keats's "theory" of poetic music

are essentially hypothetical in nature, more so since there

is no'"standard" or " solute" theory of poetlc music in |

' cr1t1c1smr,Nevertheless, t: 119t1nct1vely Keatsian

melllfluence is also attrlbutable to the poet s falrly
systematlc use of mono- and ‘polysyllabic words. In T"Through
verdurous glooms‘and_winding mossy ways," the polysyllabic
words slow down the tempo, producing akslightly dreamy

impreSsion,‘while‘in "and make me sick/ijjoy and gfief"

-~

o



‘tempo, especially when used as contrasts to monosyllabic
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(Hyperion, II, 288-9), the monosyllabic words produce a
fast and rather crisp rhythmic motion. The effects
associatea with the use of both kinds of words may be

combined to produce empha51s and contrast in the verse

'rhythm "By sweet enforcement and remembrance dear" ("Ode

to Psyche"). Sometimes, the effect produced by these kinds
of words is reversed. The polysyllabic words accelerate the
words having a _considerable number of pauses between them,

as in "Each family of - rapturous hurried notes/That fell,

P2y

o]

.one after one, yet all at once“ (H zperion, 'II, 282-3). He

also uses the repetition of words or even verses to create
a cumuiativeleffect and variation of rhythm:
 No Vorce, no lute, no pipe, no incense sweet
From chain-swung censer teeming;
‘No shrine, no grove, no oracle, no heat
of pale—mouthed prophet dreaming.
. ("Ode to Psyche," 32-5)
Lines 32 and 34 have the“same rhythmic‘pattern and
relatively-sloweg tempo in comparison with lines 33 and 35
which have fewer pauses. The rhythmic movement in the
quatrain is balanced by the recurrence of the same words
and the same verse patterns.

Keats's interest in poetic rhythm necessarily entails
his intimate exaﬁination of the organic adaptatione0f~the
sound of words to some traditional metres or patterns of .
stressed and unstressed syllables in verse, Since in tﬁe
use of metricalvforms Keate”sggks “to anatomize the passion.

T
. A .
. A
;

N
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in every syllable,"Gg'he does not rigidly 'stick to the

metres he uses. He modifies them to suit(ehe specific
effects he seeks, magking hrs metres<organ;c vehicles of
poetic meaning and effect. He experiments with various
metres and poetic forms until they>either fit his subjeet
or he masters the ways of using them to create the beauty
of-his suhjects.’His experiments with the heroic couplet,
which are evident in the early‘poems and the transitional
Endzgion: account for his relative mastery of the form in

Lamia. He experiments with many other forms too, such as

the ottava rima in Isabella, the Spenserian stanza in

The Eve of St. Agnes, the ballad form in "La Belle Dame

Sans Merci," the sonnet form in many sonnets, and the
blépk verse in xperlon.

In his experlments with these ferms,erats remalns
faithful to his tenet of testing all traditional forms on
;the pulses as a means of guaranteeing their appropriateness

to the depiction of particular subjects. He therefore
exploits the potentialities of each form for the purpose

of achieving aesthetlc meanlng and effect, adaptlng the
,conventlonal metres to the moods or experiences he portrays.
‘This adaptatlon of metre to mood can be lllustrated from
.the 51lence and apparent stillness of the openlng lines of
_Hyperion in which the effect is partly a produet of a |

careful adaptation’of metre to poetic meaning:

Deep in the shady sadness of a vale
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Far sunken from the healthy breath of morn,

Far from the fiery noon, and eve's one star

Sat gray-hair'd Saturn, quiet as a stone,

Still as the silence round about his’ lair

Forest on forest hung about his head

Like cloud on cloud. No stir of air was there.

’ (I 1-7)

In spite of ‘the féct that Keats(hses thé blank verse in
Hyperiop, only the seventh verse in this extract conforms
strictly to the-iambic metre. In the other.versés,bhe
punctuates the iambic with the‘trochaic to create rhythmic
variety‘and,avoid monotony. In lines i‘and 2, he even u
eﬁploys the spondee to achieve a lingering effect. This
kind of metrical variation is evident in his use of other
conventional forms.

Keats's experiments encompass the use of rhyme paﬁterns
and sound structures that often affect the melody énd |
rhythm 6f his verse. He'modifies many traditional rhyme
patterns in his guest for euphony and drganic éound
structures. His modifications\are'eviden£ in all his poems
even,though he does hot=discuss them in his letters.

'Xet, an inde# to the effects he seeks in thg adaptation of
cohventional rhyﬁe séhémes to his peculiar needs is pateﬁt
in his reference to the apparent incompatibility of the‘
rhyme schemes of the traditional sonnet forms withvthe
 native‘mﬁsic.of the English langﬁage. His intimate
understanding of the qualities of the sonnet form, derived
from composing sonnets on the Petrarchan  and Shakepearean‘

70 made him sensitive to the inherent limitations

-

A-ﬁmdels,

’ RN
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1. of the form. He writes, "I have been endeamouring toﬂﬂg
discover a better sonnet form. The legitimate does not suit
the language over well from the pounc1ng rhymes—--the other
kind appears too elegalc—-and the couplet at the enhd of 1t
has seldom a pleasing effect." 71 His dlssatlsfactlon with
the legitimate or Petrarchan sonnet centres around the
aﬁbgabba rhyme pattern of the octave. The sandwiching of
tgg spurlous couplet of llnes 4-5 between the ‘true couplets
of lines 2-3 and 6-7 of the Petrarchan octave produces an
effect which to Keats is "pouncing." With regard to the
Shakespearean sonnet, he maintains that the elegaic stave,72
of abab ln the quatrains,_and the epigrammatic snappiness

- of the ooncluding~couplet are unsatisfaetory, and considers
these limitations to be basically responsible for an
apparent dissonance in the_sonnet'melody.

His experiments'mith‘the sonnet form'are therefore
aimed at eliminating the pouncing rhymes in the Petrarchan
form, the elegaic stave‘and the snappy}couplet of thev
Shakespearean model as a means of creatlng a new sonnet
‘melody that is in consonance with the natural music of
English. His quest for the ideal sonnet form takes him
through circuitous paths in wﬁlch he tries his hand at
altering the Shakespearean and P%trarchan models 1n

various ways.73 His most radical modlflcatlon of the form

Y
" is in his use of blank verse for "What the Thrush Said."

Nonetheless, it is in the sonnet "If by dull rhymes" that
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he makes a conscious effort to overcome the gpecific flaws '
he descries”in'thé two traditional sonnet models. In "If by
~dull rhymes," he adopts a complex pattern of rhyme--
abgqbddé/bcefef——in wiifh the Petrarchan pouncing rhymes
.and the Shakespearean eiegaic‘stave, along with the
concluding couplet, are éliminatéa. Assessing his sucéess
in this experiment, he states, JI\do not pretend to have

succeeded."74

Whether he succeeded or not, the fact remains
Athat his aim is to find "Sandals more intérwoven and

" complete/To fit the'naked'feet of Poesy" (4;6)-—an'aim-that
~1is in keepiné with his belief that poeﬁry must be written
wiﬁh a keen ear for the native music of language. Indeed,
this sbnnet is thématically an extolling of the need to
make rhymelan organic part of the nax‘ral melody of
languages. - '

That he abandons the sonnet form after writihg "If by
duli rhyme" is common knowledge. However, in spite of the
fact that his abandgnmeht éf’the form may seem to éuggest
that he consiaers it to ke somewhat unresponsive to h%s
modifying efforts, his search for an appropriate verse
form does not cease. He continﬁes to'seek "a stanza form
which, while capable 0f that structural strength which
comes from the correspondence of stanza wiﬁh stanza,
éhould yét avoid monotony, and should offer reasonable
' | 75

freedom of movement within the stanza."'~ Hence, in the

"Ode to Psyche," he carries his search beyond the limits
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. of thelindividual sonnet. The ode can be regarded as a
string of loosely connected sonnets. From the rather loose
‘and quaintly comple#.structure of the "Ode to Psyche," the
poet's groping towards the ten-1line verse structure and
rhyme pattern of the six great odes is discernible. Ih
‘comparison with the "Ode to a Nightingale," "0de on
Melancholy”" and "Ode on a Grecian Urn,"-the "ode to Psyche”
has longer stanzas, more metrical variations, greater
diversity in staniaic rhyme pattefns, varying number of

i

verses per stanza and even a greater number of shorter

76 Furthermore, aithOugh it is a brilliant

lines.
illustration of Keats'e beiief in the modification of
traditional forms as a,meansvof avoiding moaotony,\the "Ode
"to Psyche” is aot structuxally as suceessful as the other
‘odes. At best, its success lies more in its lyricism than
in its structural coherence.77 |

The ten-line stanza, characteristic of four of the
great odes, consists of "a Shakespearean quatraln and a
Petrarchan sestet."78 &ecats's reduction of the number of
verses in the'sonnet to ten eliminates the pounCLng rhymes,
the repetitive elegaic stave and the snappy conclﬁding
couplet froﬁ the new ode Qerse. The rhyme scheme of Abab
is adopted in the quatrlans of all the odes. Howevg,;:gv hl?

de51re to avoid boredom is noticeable in the use to whlch

he puts the Petrarchan sestet. In fact, only the "Ode to a

Nightingale" maintains a consistent rhyme pattern of
4
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cdecde in the 'sestet. The cdecde scheme serves as a
working basis and is present in the first four stanzas of
the "Ode on Indolence,f the first two stanzas of the "Ode
on Melancholy" and the, third and fourth stanzas of fhe
"Ode on a Grecian Urn." In the fifth stanza of the "Ode on
Indoleﬁce," the last stanza of the "Ode on Melancholy,"
and the first and last stanzas of the "Ode on a Grecian
Urn," 'he adopts the cdedée séﬁeme, while the sixth stanza
of the "Ode on Indolénce".and the second of the "Ode on a
Grecian Urn" have the cdeced scheme.

In."To Autumn,"-Kéats even extends the limits of his

newly evolved stanzaic form. While the three stanzas

constituting the ode retain the Shakespearean quatrain

form, the Petrarchan seétets are replaced by Keatsian

septets. The septets of the ode have rhyme patterns of

chedcce in the :first stanza and cdecdde in the second aﬁd

third. The manner in which thought and rhythm'is controlled
in "To Autumn" demonstrates the flexibility of the form
both in individual lines and within the stanza unit.
Essentially, the structural coherénce of five of the six
g;eat odes makés the new ode verse pattern anlinstrumeﬁt}
which to Keats, is capable of eXpressing his poetic visions
in verse and of conforming to the reéuirements of the
native music of the English language.

Keéts's poetry, "at its most fmpressive height," is

79

characterized by "suavity of diction and rhythm" which,

1
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according to Pettet, makes his poems "rich, sofﬁ and
mellifluous."80 However, it is necessary to stress once
again that Keats's interest in the music of words and verse
is not an end in itself. He considers melody an organic
part of poetic form or structure, and a contribgtory factor
in his struggle to create poems that effectively embody the
‘essential beauty of the world and human life. Therefore,
the manner in which his verse melody éontributes to his
attempté at poetic visioning can be likened to his grapgic
description of the thematic‘role of music in Milton's

Paradise Lost. He declares, "Heaven moves on like music

throughout. Hell . . . also moves on like music, not
grating and harsh, but like a grand acc0mpaniment in the

base~of,Heaven."81

In consonance with this Keatsian
declaration, it is'correct to say that’in "To Autumn," for
instance,‘Autumn moves on like music throughout.“The other
annual seasons also move on like music, not grating and
harsh, bu£ like a gfeat»accompéniment in the wbrldu

. :
I ya .

Apart from sound and melody, imagery is also regarded
by Keats as an important part; if not the most impo;tént
element inlthe poetic immortalization of the essential
beauty in things and experiencés; Indeed,’in his statement
on the nature of "touches of beauty" in poetry, he |

specifically mentions the role of imagery-—-maintaining that

"the risé, the progress and the setting of imagery should

1
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like the sun come natural to the reader and set soberly
althodgh in magnificence, leaving him in the luxury of

twilight."8?

He holds the view that, for imggery to be able
to arouse the aesthetic emotion of mature excitement in the
reader, it must be natural or be -an organic component of .
the poetic expression. The rise, the progress and the
setting of imagery, by being as natural as the daily
"movemeht" of the sun, represent how imagery organicallyv

. structures meaning in a poem. Moreover, imagery is able to
elicit the aesthetic emotion from the reader because it is
also an embodiment of the poetic import. Thus, Keats
conceives of’imagery, not merely as a decoratiwve poetic
vesture but as a means to structufal coherence, aesthetic
meaning and effect in all great‘boems. '

This Keatsian view of imagery does not admit of any

separation of the "pictorial” from the conceptual structure

" of a poem. The conceptual and~pictorial textures of a poem

are inseparably'fﬁsed into one by experiential images.
Insofar as Keats conceives of images as complexeé of the
visual or sensuoﬁé and the mental elements of a poep, the
'rise, the progress and'@he setting of imagery is identical
with.the rise, progress and setting of conceptualization in
great poems. The development of a poem, especially if»it is
along the lines of an aesthetic "argument" as is the casé
in the,gfeaﬁ odes, may therefore be considered (in the

words of Ward) to be the-unfdlding of the "dialectics of
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imagery.

"étxli uﬁ%av1%hed brlde

ngb,

Urn," for example,.

of quietness" embodies the dual ektn;

‘eﬁiff p@ﬁ@@nence and

LT

which is itself a concrete and v1sual\1mage, by anoth

¥

pictorial image of an unravished bride creates a uniqueg%‘q
' S TR
relationship between the subject (urn) and the analogue w%@ﬁ

(bride) in which a conceptual tension between permarence
and change is entailed. The undertone of the possibleﬂ
ravishment of the bride which is integral to the image
\introduces another conceptual tension betweéen the present
and the future. In fact, the ode is a worgi g out of the
implications of these conceptual tensions by means of other
images that contribute to either side of the poetic
argument .even as they work‘for the fusion of the extremes
into the aesthetic ideal of truth-beauty that is affirméd
at the end of the poem:
Keats's intimate understanding of\the'structural and

semantic fuﬁctions of im;gery in poems accounts for the
high premium which he places on "the surrounding atmosphere

ll84

of imagery. He believes that the poeticfcohtéxts of

images are basically responsible "for the creation of

complete pictures"85

--pictures that make the significance
of images manifest. The image of the "unravished bride" is,

for example, not complete without the modifications
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introduced by "still" and "quietness." However, he is aware

that not all images can be compressed into a single verse.

He advocates a careful determination of, and attention to,
thé environment of an image within a g&em because he
believes that no poetic image can be lely appreciated or
its effectiv ngﬁ.assessed wa&pout a careful determination
of what the poetié atmosphere adds. to the inage's value.

Therefore, he disapproves of all critical attempts to

dissociate images from their contexts. 3¢

-
d

For Keats, imagery consists of imaginative bringing

together of numerous and sometimes contradictory visual or

’ . . . . 8
@ sensuous and conceptual elements 1in aesthetic associations. 7

Ana, as has been”T™ndicated earlier, such assdciations’ may

or may not be fully achieved within a single verse; hencé,
some images span many verses. When an image extends over a
nUmgg: of verses, it becomes imperative that the reader

seeks  its relevance and meaning from the larger poetic
: i ¢ gu. N : 0
context created by all the verses that describe the image.

pMﬁhy striking Keatsian images are of this kind and require

2

. ,reference to their contexts to discover how they
.. ..figuratively express meaning:
* When in mid-May the sickening East wind .
- shifts sudden to the south, the small warm rain
Melts out frozén incense from all flowers,
And fills the air with so much pleasant health
‘That even the dying man forgets his shroud,--
Even so the lofty sacrificial fire,
~Sending forth:.-Maian incense, spreads around
S, Forgetfulness of everything. but blfss, o
. L . And clouded all the altar with soft smoke:

_—
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l From whose whlte fragrant curtains thus I heerd "
Language pronounced.
("The Fall of Hyperion," I, 97—l07)
Thefoeotral image here is that of a poet by the side of an
‘alier, but?the‘staﬁe of mind of the‘poet'which.ie directly
affected by'ﬁhe enohanted sufroundings~is revealed through
the}larger poetic COntext.fThe>milieu from which the
‘complete image emerges is reminiecent of that often :
aseooiated with the Miltonic or~epic simile. Basically, the
" conversion of the "sickening East wind",tokﬁarm rain-
producing“South wind which releases flowervfragfances into
the air (97‘100)vis.the analogue or vehicle that bears, by
means of_“thellofty sacrificial fire" (i02),-the subject
' matte;*or tenor of the, blissful waftage of Maian incense;
the }fagrance'of the incense fills the air asethe
"enchantlng voice is heard. Furthermore, the flower-‘
vfragrances phat make even the dying man forget his shroud"
‘(162) become the vehicle for the tenor of a pOet,_whoﬂ
‘oVercome_by the incense and voice, forgets "everything but
blise" (l03), The enchanted environment elicits intense‘
reactions oi sublime pasSions from .the poet——passions that
.make»him»fo;get everything in the intenée‘blissfulv
ekpefience of eSseotial oeauty. , e
The poetic atmosphére does not always have ‘this kind
of metapharic Complexitvaithin Keats's system. Sometimes
Keats views it as the setting or ‘background that gives

. P ' . v . R Lo
specific definition to the object or forges its distinctive
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identity. He calls the poetic device by which an artist

creates this background "stationing" or "statuary.

Discussing Milton's mastery of this device, Keats writes,

Milton is.not content°with the simple description,
he must station,--thus here, we not only see how
the Birds "with clang despised the ground," but

we see them "under a cloud in prospect.” So we see
Adam "Fair indeed and tall-under a plantane"--and
so we see Satan "disfigured--on the Assyrian Mount."
This last with all its accompaniments, and in
keeping in mind the Theory of Spirit's eyes and
the simile of Gallilio, has a dramatic vastness '
and solemnity fit and worthy to hold one amazed

in the midst of Paradise Lost.88 :

By creating a distinctive settlng for the image Qhréugh

statlonlng, the poet lS also able to- reveaiﬂﬁumejaué fa

P

" associations. upon which the reader s mlnd can speculate

i

ana upon whlch new lmages can be built. The Miltonic

statlonlng of the dlsflgured Satan on the Assyrlan mount

F
'prov1des Keats w1th a condltlon in which he descrles

dramatic expan51veness and sublimity. He ‘tries to create

backgrounds'for his images whenever herthinks that such

=)

o

settlngs can contrlbqte to the poetlc meanlng of E&e lmages.

wi"' ‘ i

Hence, hlS recognl%gon and use of thlS dev1ce are

attributable to what' Ridley .sees as the poet's "dramatic

\1nst1nctaof settlng the stage.

w89

Since the'stationing device is capable of concentrating

and extendlng the 51gn1f1cance of a particular 1mage,

Keats employs 1t in most of his poems for 1nten51fy1ng

poetic effect. In "I Stood Tlp—tOe," Keats~demonstratesﬁ

the relationshiop between poetic form and image--a pcetic;

»
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expression of the bond between art-and life--by means-of

‘stationing when he states that "In the calm grandeur of a

sober line/We see the waving of a mountain pine" (127-8).

R

The verse and the, mountain pine seem to fuse into a single
» :

Visual image at the very moment when their dlStlnCtlve

attributes are vividly realized. A more obvious example of

Keats's use of stationing can be drawn from. the particular
fenVironment he creates for- Lamia as she p051tions herself

where she can best be seen by LyCius after her

transformation from Snake to an attractive woman :

‘ . . . There she stood
About a young bird's flutter from a wood,
Fair, on a sloping green of mossy tread,
\\\\ By a calm pool, wherein she passioned
To see herself escaped from so sore ills,
While her robes floated with the daffodils.
N (Lamia, I, 179-184)

Keats is not just satisfiedFfto depict.Lamia,standing; he
adds a limiting distance in the form of her relationship

with a wood--"a young bird's flutter from &' wood." Lamia

‘ is‘not just fair, her fairness blends into "a sloping

[N

green of mossy treed/B§ a clear pool." Her robes, in a
gesture which is harmonious with her passions,."floeted
like daffodils." In faot,’not’only.is Lemia stationed, but
all the other images that make up the setting are defined
in the process of depioting the—;&rmony between Lamie and

her environment.

In his comment on the. Miltonic device of stationing,

Keats also mentions "statuary" which, to him, is identical



e

272

"with stationing. However, a careful examination of his
[

poems shows thatustatuary actually exténds the meaning of
,stationing. In "The Fall of Hyperiﬁn;" the poet cdmpares
statues of Thea and Moneta thus, "I mark'd the Goddess
Theavin fair statuary/Surpassing wan Moneta by ghe heéd“
(I, 136-7). Statuary copﬁotés the sculpturai qualities of
figures in Keats's poeﬁry—-figures'that are mostly modelled

after those of Greék art. The clearly defined outlines and

rather motionless qualities in Keats's verbal sculpturing
of epic scenes and of figures like Saturn and Thea are

unmistakable. Keats even describes Saturn and Thea in their
despbndence by relating them to sculptural figures:

Just where her falling halr might be, outspread

A soft and silken mat for Saturn's féet.

fAemgs with alteration slow, had shed

ir seasons #four upon the night,
) these two were postured motionless
Ftairal sculpture in cathedral cavern.

“(Hyperion, I, 81-6)

The métionlegeness of Saturn and Thea, which is compared to

tﬁat of sc ptdral figures in a cathedral cavern‘ is an

example of what Ian Jack terms the typical Keatsian

achievem ﬂt in "verbai sculpture'.'.'90 Keats hlmselfkls aware
of the s atuesque qualities of many scenes in zgerlon. He
"asks Haydpn to await the completion of the poem before
seleéting a scene or figure for the illustration which hg
intends to paiﬁt. He staﬁes, "In Endymion . . . you may
have bits of the deep and fentiméntal_cast-—fhe nature of

Hyperion will lead me to treat it in a naked grecian
. é@"” ) _ \\
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Manner."9l Statuary is thus a.technique that imitates what

seems to Keats to be qualities of Grecian sculpture.

The use of stationing or statuary is distinctively
lKeatsian in the.sense that the devioe_admits of Keats's
imaginative enrichments of his subijects. The images are no
mere descriptions of statues; they partake of the
sensuoushess of Keats's imagination. Inhmost cases, the
figuresiand scenes that are portrayed by means of these
technidues do npt originate from speoific statues. His
‘imagination teems with eoic and Grecian figures and scenes.

., He wr{tes;'"I feel more and moreﬁevery'day as.my

»,imagination strengthens that ikdo not live in this world

alone'but in a thousand di ferent worlds. No sooner am I
- g

# alone than shapes of epic greatness are stationed around

#

me.‘Acconﬁlng to my state of mind I am with Achilles

e
-

«
- shouting-in the trenches, or w1th Theocritus 1nithe vales

of SlClly "92 He, thereforgﬁ draws his materials from the .

5*‘% -,

shapes statloned aroundghlm‘in his 1§ag1nat1ve life as’ well . -E

‘as from those in his normal ex1stence.?The pr51ond%e o ﬁ@ié-z

authenticity of ‘his imaginative visions.nakes his epic :

figures richer.“ | - | A &
Since Keats's imagery"evolves from his passionate ‘—é

involvement in.the existence of his’subjects, his images

are usually enrlched by 1nt1mate experlences. HlS |

passionate experlences are respon51ble for the 1ntense

sensuousness whlch 1nforms his 1magery As Flnney rlghtly

N
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e

points out,

The 1magery of Keats's poetry has two notable
qualities. In the first place, it is
comprehensive, having images of all the -sensory
system--sensations of sight, touch, temperature,
‘pressure, taste, .smell ,motor sensations, and
internal sensations, hunger, thirst, lust, etc.
In the second place, it is sensuous, being rich in
.the images of the intimately physical sensati

.of touch, temperature, pressure, taste, smell and
other internal sensations.93

(SN

These senses contribute to the rlchneSS of keats's«imagery.
For instance, the following passage describing the,opening

- #
of the palace door of Hyperion illustrates how the senses

are part of the 1mage creating procgss:.
wmﬂ 8 “é‘g(

e
. . . his palace door flem
In smoothest silence, sa .

# Blown by serious Zephyrs§ <

" And wandering sounds, sli

¢In fragra ce soft and GOORREE
That injfRMEEgevere magnificence
| Stood £ wn, for the God to enter.
. ( zEerlon, I, 205- 212)
4 In' order to apﬁﬁd kie ‘this poetic scene fully, the senses

i

of hearing, sight, motion, smell and touch must come into

full play. Furthermore, new sensations of greater
complexity are created by Keats's usé of words that are
conventlonally ‘associated. diﬁﬁ some senses for modlfylng
other senses/that are unrelated-to them traditionally. For
example, ;smoothnessﬁhis a word that normally refers to
the sense of touch, but in the quoted passage Keats

¥y%"?§%§lates it to the sense of hearing, "smoothestisilence."

l‘}W

Smell and touch are also associated in "fragrande soft,"

while touch' and sight modify each other in "coolness to
.o ol o
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" the eye."

In creating image%yithat draws‘upon the entire sensory

system, Keats often strives for the attainment of a unified

‘senzation which is analogous to his idea of aesthetic

intfnsity. He is aware of the basiC'prooess of the;reaotion

-

.of the human senses to Stimuli-—a‘proceesfin which different

senses receive impressions from a’singlé stimulus at the
same time, and then-they resdlve the impressions into a

unified sensation or response. His recognition.of the

A

importance of thés'prOCess in human experience and in

poetic creativity can be illustrated from the followinq‘

£2

passages:

Methought I heard some old man of the earth
Bewailing earthly *oss; nor could my eyes
And ears act in hfhon of sense
Which marries swekt sound with the grace of form,
And dolorous accggt from a tragic harp :
With large- limbed‘ViSL ns.

("The Fall of Hyperion,‘ I, 440-5)

I heard, I look' a: two senses at once, ‘o
So fine, so subtle, felt the” tyranny

0f that fierce threat and h ‘the task proposed.
& "The Fall of H rion," ‘I, 118-120)

#C
In the first passage, the activities of the?senses of
siéht and audition arenunresolved‘into:a unified feeling,
resulting in a dissociation inappropri%?§,in the artistio
task of “uniting subject and;fOrm; The poet is’unable to
respond‘fully to Saturnfs ineffective callito his fellow
Titans to rise»and’ﬁight to regain their lost kingdom

because his eyes and ears are unable to act in unison. '

"y o . - ’

&
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Conversely, 4in the second passage depicting the poet's

reaction to‘Moneta's injunction,[ the t®o senses act in
unison. Moneta's threat is impreXsed ulpon the‘pdet through
sight and audition simultaneously: Yet, the impressions
made on both senses are harmoniou ly resolved into a
unified feeling by the poet.

\Although the poet's unifiédwre$90nse“resnlting»from
theuresolution of the impressions on his two senses into
one seems a commonplace experlence, a closer examination

of ‘the second pa§%age cited above reveals an interestingf

transference of the conventional act1V1ty of the sense of

hearrng to that of sight. This subtle transference is not

overt because the reader ‘can easily assume that the poet

may have beheld the threatenlng gesture of; Moneta. as he . o

g

neard the words 0f threat. But as tne passage stands, the

.combined impressions of both senses seem to be resolved

into that of seeing, converting the passage into a

statement to the effect that the poet "heard, saw the

threat." Such effects are common in Keats's imagery:

Also, when he would taste the spicy wreaths
Of incensé, breath'd .aloft from sacred hills,
Instead of sweets, his ample palate took
gavour of poisonous brass and metal sick.

(HzRerlon, I, 186-9)

Hyperion tastes rather than smells incense. The transference

-

ofﬁsense activity is accomplished by qualifying "wreatns of

incense" with "spicy." The use of "wreaths" also suggests

vision. Since in this passage, Smell'and sight are S .(_

A
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subordinated to, gustation, a further intensification of
taste is achieved by referenoe to Hyperion's "aﬁple palate
taklng savour." "PoiSonous brass and metal sick," add the
sense of touch to the senses whose activities have been
taken over by taste. ~
Other methods by which Keats drawsbupon the entire

sensory system include a progression from one sense to a

p01nt where two or more senses eventually become unlted

e, descrlblng how he saw the temple of Saturn
emosyne, the poet states, "My quick eyes ran

. e— .
’on/From stately nave to nave, from vault to Vault/Through

<

baw rs of fragrant and enwreathed light" ("The Fall of
3NHy§er10n,' II, 53-4) . The v1sual activity is :elnforced

and eXtended in "bow'rs of fragrant and enwreathed llght"

by the senses of smell and touch. Three senses are also

ijéought 1nto play in the\poet s appeal to his Muse in

%Isabella——“o turn thee to. the very tale/And taste the

T

.music of the vision pale" (II,
_— e

. A,
:hearing and s&ght or imaginati¥e vision are brought into

391-2) . senses of taste,

a relationship En which thelr distinctive qualltles are
b
brought into balance. The olfactory sense Tis relnforcig by

the tactile: ™ . . we mlght/Be,1ncense—plllowed every

summer nlght" (Endymlon, II, 998-9); "What soft incense

\\hangs upon the boughs" ("Ode to a nghtlnqale ) ; and "the

moist scent of flowers,.a;dlgrass,,and leaves’ ("The Fall
94 ' |

C
of Hyperion," I, 404). ~

)



CHAPTER VI

MYTH AND SYMBOL

. 1

That Keats views mythfas an important instrument in
poetic creativity is evident from the pervasive ﬁse of myth
in his works. For him, myth is an invaluable source of
symbolic language for expressing his conception of art, “his
‘ndtiqn of the nature andcrele of the artist, and his
\ aesthetrc vision of life. His works abound 1n classical
allu51ons which he regards as organlcally related to the
thematic and_strUCtural development ofi his poems. Specific
poems like the odes +to Apollca and Maia are'addres‘sed to *
mythical deities that are symbolically relevant to‘his
view of art and life. Endymion and the Hyperion fragments
are distingtiVe recreations of eld myths—--recreations that
enable the poet to project his own "myth“ of poetie
existence.’ "Sleep and Poetry“.is fundamentalLy an

.
enunc1atlon of his poetic programme and pr1nc1ples by means
of mythlcal symbolism.. The great odes, in splte of the
»f;gt that only the "Ode to Psyche" is overtly centred on
an old myth draw upon classical myths as they contrlbute
to Keats's mythical v151on of the world. ®ven "To Autumn,"
the most naturaljstic of the great odﬁs is conceived of in
the vein of classical personification and derives mhch of
its profundltyffggiwhelng a fasc1nat1ng representatlon of

i ) "o

) 278
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how the seasonal changes in nature reflect those in man‘s
life.
Basically, Keats's exposure to Greek mythology is

traceable to "his reading Lempriere's Classical Dictionary,

Tooke's Pantheon, Spence's'Polxmetis, Chapman's Homer, "

and "Elizabethan and seventeenth—century poetry, soaked
e}
like all Renaissance therature in myths and allusions."

.However, his sustained interest in, and distinctive use of

cla551cal mythology stem from the afflnlty of his mind or
genius to the original Grecian splrit of myth-making," og
what Clarke (his contemporary) refers to as "Keats's

| nd The interfusion of
1deal and sensuous life, humanlty and divinity, and
1maglnat1ve and actual worlds ih old myths fasc1nates
Keats, more sO, 51nce 1t is in agreement with his aesthetic
ideal of the unity of belng in all true llfe.5 HlS sincere

© ‘ :
desire is, therefore, to employ the universal spirit of

myth—making in the poetic exp y of his mythic wvision

of the world E
Keats conceives of myth as a form of art6 that is

’

analogous to Jung's "fantasy-thinking.' 7 However; whlle

Jung postulates a collective unconsc1og; “as the fountain-

head from Wthh myths flow, Keats maln ins that all great

myths sprlng from the intense experlenc s and asplratlons

of individuals. Since ancient myths are products of man's
p : _

intense experiencing of existence, Keats believes that
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they constitute "the very essence of our common humanity
and living stuff of experience.“9 For Keats, "The real
substratum of myths,"” like that of all great‘works of art,
"is‘not a substratum gﬁ/%hought but of {[the] feélingW}O of
the liVingvbéauty of the world.

As a form of art, myth is, in Keats's view, neither a
visionary creation which "must aqtual;y be believed in"
~nor "a pretty irrele?ant‘make—believe or idle fancy."*ll .
And yet, Keats implicitly queétions the validity of the
eighteenth-century belief that myths should not be taken
seriously when he avers that "they are very shallow people

12 He maintains that the

who take everything literally."
eighteenth-century attitude to myth--which, according to
Freund, results from the fact Eﬁat myth "seemed to the
philosopher a piece of folly, to the literary critic a
serious breach of decorum, and to the moréIist a‘giving of
.hostages to the ﬁriests"l3-—arises from arrather literal
approach to myth} Hence, he. considers myth to be,“a Verbal

14

or pictorial expression of reality" that must not be

éonfused with, or substituted for reality, but must be seen
as "a valid perception into realj.ty."l5

Fpr Kegts, the ultimate value oﬁwany"gréat myth liesv- .
'in_its subyle relationéhip fo life. Since he believes that

mythé cannot be literally true, he insists that they are

. \ N
figurative statements of profound truths about man and his
16

Myths

world or effective symbols of the adesthetic ideal.:




views of "eternity" share an element of the univj
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are, for him, symbols in the Cole{fdéean.sense, for‘Keats's
idea of "symbol"” is fundamentally ix‘co‘nsonance with " ‘:
Coleridge's conviction that "a symbol is character%zed
ébove all by the trangluscence of the eternal throqgh the
temporal."l7\However, insofar as Coleridgé's notion 6§‘the
"eternal" partly”connotes the:transcendéntal or that/"which‘

18

belongs to the world of absolute values," it is a¢mewhat

‘opposed to Keats's concept of the "ete;nal.“lg’Bnéﬁ.R}h o

L

makes the poets' notions of symbolism identical. Tyt
: w A
Wk
thus, for Keats, "a temporal depiction" that

symbolically reflects universal truths.
- . .
Keats believes that myth is not just "a fantasy-way of

suggesting truth" but also an act of creating reality or

20

truth because myth has a reality of its own. For him,

myth like any other good symbol "always partake§ of the

reality which it renders intelligible; and while it
enunciates the whole, abides itself as a living part in'

21

that unity:of which it is represeﬁtative." Since myth

"

3

dgaws.upon and creates>fr6m the "Ethereal things" that
constitute Keatsian reai;ty,?z_it'follows that myth |
simultaneously Cregtés and represénts reality. Moreover,
the validity of thh lies joinily in its symbolic of |

anagogical functien, its aesthetic truth, and the intensity

of the myth-maker's experience.

Keats's understanding of the symbolic and aesthetic
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function of myth explains his deep insight into the true
spirit of myth-making and accounts for his disapproval of

the pSeudo;classical tendency to use myths and allusions as

vmere ornaments in poetry. Like Wordsworth{ he rejects the

use of mythlcal allusio%s and "personlflcatlons of abstract

'ldeas as merely. mechanlcal dev1ces of style, 23 contendlng

that they are poetlcalgy effectlve only when they
organlcally -contribute to the realization of the concerng

of partlcular works. For him, allusions can potentially

.enhance poetic significance because they are usually based

on mythical images and symbols that truly capture vital

elements of human experience--images and sfmbols which, to

" modern psychologists, are archetypal fepresentations of

"archetypal patterns"24 of man's "reactions to often-

repeated crises, needs and longings in the long‘tale of .

human”existence."25 Hence, Keats holds the view that these

‘récurrent symbols in.old myths, whenlrightly employed,

enhance the structural and thematic effectiveness of poems;
after all, great_poaﬁs depict and racreate important'
universal human experiences. | |
Convinced that arahstypal images and symbols in old
myths must be 1ntegrated into poems to maké them
aesthetlcally relevant, Keats always strives to make old
myths integral to his immediate poetlc coﬁ;erns by
recreating what he sees asvtheir origins in man's

passionate response to natﬁre and life. Similarly, he

)
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Yo

cdnstantly seeks an intimate imaginative experience of the

, 4 .
original emotions that engendered those Greek myths that

he feels are relevant to his Vision of the world because,
as he puts it, "We read fine thlngs but do not feel them to

the full ugtll we have gone through the same steps as the

126~

Author." Essentlally then, he 1maglnat1vely~correlates

L]

. N .
his’reactions to life'with those of ancient myth-makers in

order to authe tlcate the old myths and establish a sound

N

'ba51s for the creatlon of hlS own myth of the poetrc
“approach to human existence. Insofar as he is able to

relive the events from whlch anc1ent myths sprang, Keats

t

feels that he can 1ntegrate the myths 1nto his;poems‘and .
" use them to enrlch his own myth Evert is, therefore, rlght
in remarking that "Keats s mythography, except in some of
his apprentice poetry, is not merely 1nc;dental, decoratlve,
exotic or imitative"27 but‘organic to his poetie and
mythic view of the world. | h

Since Keats also belleves that myth is "a form of
rltual behav1our which does not find 1ts fulfilment in the
act but must proclalm and elaborate a poetic form of
truth n28 he v1ews ancient myths (or cla551cal
organizations oft:%chetypal 1mages and symbols into
mythlcel unities) as dlstlnctlve creaﬁ&ons of cosmologlcal
'structures. Therefore, he draws upon these anC1ent "means

A w29

of expressing complex reallty (or means of indirectly

creating metaphysical systems) in his poetic attempts "to
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: , SN -/ .
. resolve the large, unanswerable perplexities that/ afflict

W30

all men by constructing his own myth. Van Ghent

;malntalns that. the Keats;an myth of the poetlc approach to

life ' appears every where in Keats s poetry, now under one

w3l”

mode of rgallzatlon, now #inder another. Many other

critics like Bate, Balslev and Perkins implicitly or

s

explicitly mention ‘elements of the Keatsian myth. Perkins,
for 1nstance, remarks that "In the great myth, in the
.Letters, of human life as 'a vale of Soul—maklng there is

a gradual formlnalof a human 1dent1ty or 'Soul' by means o?
¢

'a World of Pains and troubles;' 1n Hyperlon, there is a

similar myth of the: cosmos, progre551vely evolving forms,

" 32

more complex, aware and beautiful. Indfact, Keats's

A
speculatlons on Soul—maklng and the chambers of. the human

- B

mind, in his letters, form the theoretical framework of“ V"‘~V63m

»

the mythopoeic vision of the world that. is discernible in

all his poems.33 o ) o

v 2
In most of his poems, Keats vitalizes classical myths
and 1ntegrates them 1nto his own myth Even ‘in the early .

poems—-whlch some CrlthS consider to be "the best examples

3

of the poetry of_luxurles, stimulating sensuous and erotic

ll3

~pleasure”. ~-Keats revivifies old myths and employs them’in_

\

! . : : ; ) , ,
j;he projection of his own myth. "I .Stood Tip-toe," for

instance, which’'is an early poem that seems no more than a

IS
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~record of Keats's enjoyment of .natural beauties, is in fact
both a-recreation of hew Greek myths originate from man's
'lmaginative response to natural phenomena and ah enactment
ef the Keétsian_procees of myth-making. In the poem,.Keats's
sensuous enjeyment of nature’ES‘objectified and transformed
into the native impulse engenderihg éreat myths by being

related to the intense emotions underlyiﬁglsuch old ﬁyths

as Psyche, Pan and Endymion. Moreover, the concept of myth

that emergef\from the proeeSS of myth—making in "I Stood
Tip~toe" demonstrates, what to Keats, 1is the similaritf
between the mythic and poetic processes. The myth—maket's
progress ftom,an intense participation in hature tolthe
embodlment of the experlence in myth parallels the poet s
progress. f;om a passionate lnvolvement in life to its )
'representatlon in poems. And, the symbolic and aesthetlc
4relat10n of the world of myth to the actual one is the same
as the subtle relation of art to life in the Keatsian
sfstem.35 Thus, "I Stood Tip-toe" may be rightly regarded '
as a peetic statement ongthe e}igin, nature and
aignificahce'of myth.

The process of myth-making spans three distinctive
stages in "I Stood‘Tip—toe"—-stages that cotrespond‘with
the three chambers of the human mind gin Keats's slmile of
human life and form the basis of Keats'e mythopoeic visien A\

of the world. The first stage (1-115) can be -termed the“)

stage of "Infancy" because it is concerned w1th the state
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of mind and kind of knowledge that Keats associates with
the "infant and thoughtless Chamber of the human mind."
The second stage (116—186) which draws upon the egperiences
of the chamber of Maiden—Thought,‘may~be_called the stage
of Maiden-Experience. And the thirn’stage (181—242) is the
stage of Mature-Experience because its concerns are the
same as those of the chamﬂér of Mature- Thought A_
systematlc movement of an 1nd1v1dua& from the first through
//the second and to the third stage marks a progressive
| understandlng of the nature and 51gn1f1cance of myth——.
symbollzlng man S progess towards a be‘ter understandlng of
f the nature of llfe in Keats's system. |
The first or Infant stage 1n the process of myth-
maklng ("I Stood Tip-toe," 1-115) is represented by the
individual" s;"unconsc1ous" or "thoughtless" participation
iln the world of myth and in nature. Unaware of the
dlfference between hlS llfe in the normal and in the
mythical worlds; and between his "Identity" and that of
'flowers in nature and'deities in myths, the individual
lives in-a state of Infant solidarity with allqcreatures.

Hence, Keats portrays the "Infant-poetﬁ36'

as a person whose -
consciouSness of "self-hood"uis.yet unborn. The‘Infant;
poet does not see himself as.separate from his environment
but as a natural part of lt he is one w1éh the flelds,
woods, and sk;es (1-40) . Human 1rfé is, to his Infant mind,

hardly different from the existence of "sweet buds" (3)
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"clouds ‘in the fields of heaven"‘(IO) and deities in the
"realm of Flora and old Pan" ("Sle/pﬁang Poetr;," 101-2).
Uncon501ously experiencing a harmonlous coalescen&% of myth
'and reallty, and of a::‘and llfe, -the Infant-poet's 1dea of
"the world becomes that in Wthh v181onary and actual
'eéperlences are undlfferentlated And, having no sense of
‘a dlstlnctlve ‘Identity, he feels only "the fundamental
solldarlty of llfe that underlles the mult1p11c1ty of its
,forms "37
- This stage of'Infancy corresponds with the first
chamber ‘of the human mind, making the Infant -poet 1df£t1cal
‘w1th the "Intelllgence" in Keats's ?cheme of Spirit-
‘Cfeatlon.38 Essentlally, Keats's view of the Infant -poet's
state of mlnd foreshadows the anthropologlcal conception of
the " prlmltlve mind whlch is unaware of'd1v151ons ‘between
itself and external objects n39 Moreover, ‘this state of
Infancy Wthh is llke the Blakean state of Ennocen5e40 has
much in common with what modern psychologlsts associate
;w1th man in hlS orlglnal state," orvwhat they see as the
psychologlcal state "in man's pre*history when the
individual and the group, ego and consoiousness, man and
the worldy were indissolubiy bound up with one’another that
. the law of participation mystique, of unconscious 1dent1ty
prevailed between them."41
Keats often draws upon the characteristics of this

"participation mystique"42 that are idéntified in this

\
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stage of Infancy for mak%ng the artistic device of
"personification" organic to poetic expression. Since human
and non-human entities partake of undifferentiated
éxistencé in,this-stage, it is natural to characterize
natural occurrences in terms of human experiences. For
instance, in "a spring of clear water/Babbling so:wildly of
%ts‘iovely daughters/The blue-bells" ("I Stood TipftOe,"
‘31—3), the relationship between the spring and\thévflowers
‘is given in human terms—-thé blue-bells become thelspring's
daughters and the spring,takes-on the'at%ribuﬁes of a
proud mother. This personification of the spring and the
flowers is "organic" since‘it springs from the poet's ‘
immediate‘involvement inpéhe "feeiings" of thése inanimate
elements; aftér all, the Infant-poet shares in the life-
force thatzflows‘through all things.43 o

. Keats believes that ®he Ihfant—poet's vision of fhe
world emanates from the universal mythopoeic spirit (or the

spirit from which all gieat myths flow) because Infant

. —poets partake of the harmony in all things. However,

since they live in an "unconscious state," their embracing

of the profound truths in myths is only a prelude to a
better knowle&ge of these truths that is attainable’in the |
final stage of myth-making. The second stage or the stage
of Maiden-Experience ("I Stood Tip-toe," 116-180) marks
the birth of.ghe Maiden-poet which is possible because

-

of the awakening of self-consciousness or what
. . -~ A
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3 . S
psychologists refer to as the beginning of individuation.44

In this stage, the Infant-poet becomes a Maiden—poet 9
because he now begins to perceive the distinctions between

himself and his environment, between v151onary and actual .

§: between the pleasant =

‘yf&: and in nature

experlences, between art and llfe,

and unpleasant elements of aﬁtthd‘
Since he can no longer llvd vgﬁbﬁtqﬂlsghhere myth and

reality are the same, he is forced to seek some explanations

for the "participation mystique"46

of the stage of Infancy,
While he does not fully explaln the phenomenon in this ]
stage, khe Maiden-poet is able to establlsh the 1mag1nat1ve
land natural origins of myths from an exfmlnatlon and a
recreatlon of the ancient myths of Psygne, Pan and
Narcissus.

V'The‘recreation of the myths of Psyche and Pan in thisg
stage of Maiqen—Experience reveals how old myths originated
from the interaction of a passionate poet with the
’heightened beauty of nature. Basically, the moon increased"
the enchantment of nature to a level where it elicited the
myth-generating passion from the original creator of the
mfths. As'a "Spangler of cleuds, hale of crystal rivers
3gand/Mingler”with leaves and dew.and tumbling stream" (118-
V9): the‘moen transformed nature into "a fair paradise” [
which lnspired the ancient myth-maker, and yhich is still

capable of inspiring poets today as it did of old (125-7).

~The enchantment of the heightened beauty of nature "charmed
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-

]
1

[the ancient myth-maker] away from all his troubles" and
"uplifted him from this worldﬁ iﬁto.the mythical one (137-
l40)~where he witnessed the fulfilment of tﬂe love of
Psyche for eugid, and the agony of the unreéﬁited love of
- Pan for Syrinx.

‘The Maiden-poet, having experienced the iﬁtense
sensations that open "the realms of wonderment" for the
myth-maker, proceedé to discover the imaginative process

that enables a self-conscious but passionate man "to behold
' 47
"

The recreation;' P
* - )

o 3

Dryads behind some trees.

& nature <lof : ﬁﬁm

Narcissus helps the Maiden-poet ;to experiencét

48

"the simple imaginative mind" which can create myths from

the inferaction of man with nature: "What first inspired a
bard of old to sing/Narcissus pining o'er the &ntainted
spring?" (163-4), he asks. "A meek forlorn flower" (122) on
,the bank of "a clear pool" (167), he answers. The lonely
:énd love~sick floweg-—"drobping its beauty o}er watery
clearﬁess/To WOoO its own‘sad imége into neérness" (173-4)
in the midst of a beautiful setting-—brought fspme fainter‘
gleamings o'er the poet's fancy/Nor Qas‘it long ere he had
told the tale/Of young Narcissus, and sad Echo's bale"
(%78—180). In'%ther words, the loneliness of the flower
affeéted thé myth-maker déeply, ahd opened the door to the
“realms‘df wondérmént" (140) where the flower's plight is

re-enacted as a form of humaﬁ drama' in which the

personified Narcissus is the central chaﬁfcter. B T
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While the reviyificatién of the old myth of Narc;ssus
in "I Stood Tip-toe" sensitizes the Maiden-poet to the
imaginative and\hatu%al sourcé of myths, it also projects
Keats's "theory" of the origin of mQ‘h in nature. In
Endx@idn, for instance, Keats depicts the‘origiﬂ of the
Endymion myth (I, 540-650)--an origin thét is mainly the .
protagonist's imaginative reaction to the effec? of the
moon upon him.vgndymion recounts the experiencé himself:

Ah lo! from opening clouds, I saw

The loveliest moon, that ever silver'd o'er

A shell from Neptune's goblet: she did soar

So passionately bright, my dazzled soul

Commingling with her spheres did roll

Through clear and cloudy, even when she went

At last into a dark vapoury tent. (I, 591-597)
Endymion's soul is lost in the moon'sbspheres—;a definite
natpralistic rendering of the union of lovers. The méon
which was a mere naﬁural element at the beginning o¢f
Endymion's experience gradually takes on human gualities as
Endymion's ;elation to her is transformed into a
relatiohship Qith a loved one. Thus, the naturalistic basis
for the personificatioﬁ of the moon is established. The
moon becomés Cynthia (I, 601-609), Endymion's "commingling
‘with the moon's spheres™ aséumes the status of the
consummation of love between him and Cynthia, while the
moon's retreat to "hef dark vapoury tenf" signals
Endymion's loss of his lover.

This Keatsian "theory" of the origin of myth in nature

is, in some respects, "a personal extension of the mode of
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mythological explanation then a commonplace"--an

4

explanation which Hazlitt "summarizes in the first of his

Lectures on the English Poets."49 It is also partly derivedl

from Keats's idiosyncratic reaction to Wordsworth's "theory"
of the natural origin of ancient myths propounded in

The Excursion (IV, 847-860).°% In fact, Blackstone is

correct in arguing that, because in The Excursion Wordsworth

virtually refers to the ancient myth-makers as "'those
bewildered Pagans of old times' who saw things that were
not there," Wordsworth "deflowers what Keats sanctifies."Sl
Thus, Wordsworth's supposedly "original insight" into the
source of myth is a disguised ridicule of the s%age of
Infancy which Keaté views in a more sympathetic manner by
recognizing the truth of Anqient myth-makers' imaginative
experienceslsz Like the Maiden-poet, Keats (conscious of
the visionary origin.bf mythé)53 neithef confuses myth
with reality nor dismisses it as a senseless pagan make-
believe. Rather, he regards myth as an indirect expression
of truth by means of‘imaginative transformations of natural
phenomena and human experiences into a form of art that
dates back to antiquityﬂ Unliﬁe Keats's, however, the Maiden-
poet's perception of the truth in myths is somewhat )
fragmented. Conscious of himself as a distinct entity that
1s separate from other entities, the Maiden-poet tends to
conéider.man's pleasant and unpleasant experiences of life

--experiences that are symbolically portrayed in the myths

-
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—-as mutually exclusive. Hence, for the Maiden-poet, the
myths of Psyche and Pan respectively represent the bright
and the dark effects of the chamber of Maiden-Thought,
while the myth of Narcissus symbolizes the apparent
inéviéﬁbility of the poet's seclusion or loneliness in this
world. ‘

Keats is convinced that a poet's knowledge of the
imaginative and natural source of myth can help him make
mythical alldéions or references organic components of
poems. He stresses the need to make allusions bearers of
the imprint of the origins of the myths from which they
are drawn as a means of making them easy to blend into rmew
poetic contexts in which they are needed. For him, the
inclusion of the natural and imaginative origin of myths
in allusions is identical with the provision of "the
surrounding atmosphére of imagery"54 that is vital to the
realization of "complete poetic pictures."55 Therefore,
Keats insists that all allusions, no matter th brief_they
may be, must subsume the sources of the myths from which
they are taken.

Keats constantly strives to place the classical
allusions he employs in his poetry within contexts that |,
suggest their original sources in ancient myths based on ,
nature. While many of his allusions in the early poems may
appear conventional, especially when they are cited out of

context, it is evident that Keats's personal involvement
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in the native spirit of the original myths gives the
allusions new lives and integrates them into their new
poetic contexts. It is, therefore, difficult to agree fully
with Sherwood's assertion that "In many references to Greek
mythology in the early poems thére is littlé that is
noteworthy, [Keats] -has caught the habit of allusions from

the poets whom he loves, and in many cases does not swing

a

free from alleions. The Muses and Graces, the buds of’
Flora's diadem, flush'd Aurora in the roseate dawning,
chaste Diana in her bower . . . and similar expressions
beaflthe staﬁp of pseudo-classical repetition of mythical

names and are little inwrought with the meaning of the

n36

context. Keats's use of references to classical myths

in the following extract--an extract which contains most
of'thé examples cited by Sherwood--shows how his personal
involvement and fhe subsumed natural origin of the old
myths contribute to poetic meaning:

. - . fain would I follow thee
Past each horizon of fine poesy;
But 'tis impossible; far different cares
Beckon me sternly from soft "Lydian airs,"”
And hpold my faculties so long in thrall,
That I am often in doubt whether at all
I shall gee Phoebus in the morning:
Or flush'd Aurora in the roseate dawning!
Or a white Naiad in the rippling stream;
Or a rapt Seraph in a moonlight beam;
Or again witness what with thee I've seen,
The dew by fairy feet swept from the green,
After a night of some quaint jubilee
Which every elf and fay had come/ to see:
When bright processions took their airy march
Beneath the curved moon's triumphal arch.



! 295
("Epistle to George Felton Mathew," 11-12; 17-30)
Keats's' personal involvement in the conditions depicted is
unmistakable. To him, the horizons of fine poesy and
"Lydién airs" are in the realm of myth, while the
distracting immediate cares refer to his medical “studies.
The emergent relationship between his désire for the charms
of the imaginative world and the commonplaces of ordinar;
life is that of conflict, an apparent conflict which the
Maidén—poet feels intensely and which is suggestive of the
recurrent theme of the seeming incompatibility between art
and life in Keats's poems. Though the conflict between art
and-life is not fully explored in this passage, its
significance, which is actually enhanced by the mythical
references in this poem, matches that in later poems such
as the "Ode to a Nightingale" and the "Ode on Melancholy."
Whil® in this epistle and in "O Solitude" the poet is
troubled by the fear of the loss of the imaginative world,
in the "Ode to a Nightingale" it is the loss of the
ordinary world that bothers him. The struggle to create a
harmonious relationship between the requirements of poetic
transport and life's practicalities is as strong in this
epistle as it is in the odes. Therefore, since the mythical
allusions in this epistle, like those in the great odes,
contribute»tg the exploration of the apparently
conflicting aims of imaginative and actual experiences,

they are thematically relevant.

R~
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Moreover, the classical'allusions in thisvextract from
the "Eplstle to G. FL Mathew" contribute to the structural
coherence of the poem. As is the case in most eg?ly poems,

. the references here bear the stamp of the poet' s lntlmate
understandlng and sensitive use of the nm@élhatlve and
natural orlgln of myths. He shows that a poet cannot "see
Phoebus in' the mornlng/Or flush d Aurora 1nwthe roseate

‘ dawnlng" (2l 2) untll his splflt is able to soar above the
mere phy51oa1 aspects of nature. Keats carefully
‘incorporates his knowledge of the genesis of the mythical
visions 1nto the allu51ons as a means of authentlcatlng his
'own use of the old myths. Slmllarly, the natural orlglns,of
‘the old myths are,indiCated in most of the classical
allusions. The'white Naiad's existence is tied tosthe
physical”feality’of a rippling streeq (23); the Seraph is
associated with the_moohlight's beam‘(ﬁl), and'Phoebés
comes to life only With the cominé of-dayn. N |

The mythlcal visions 1nform1ng most ‘0of the allu51ons
Kegts employs in his poems are concretlzed by the actual
world and the poet's "artistically detached" attitude |
towards the imaginative experience. In fact, what is
emphesized in th;s-stage of Maiden-Experience 1is how the
'valiq;ty of the world of myth stems from the aotual world
and the poet's imagination. Sihce in Keats's view whatever

the‘imagination siezes upon as beauty must be truth whether

it existed before or not, the mythic world is made real by

)
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the imaginatien's perception of its beauty; the poet's
» clalm in the "Eplstle to G. F. Mathew“ that Mathew and he
had prev1ously seen "the dew by fairy feet swept from the
green,/After a night of quaint jubilee" (27-8) is thus
true. In many other poems, Keats insists upon the truth and
tAbeauty of this kind of experlence and craves for more of it.
Keats observes that the varlous natural conditions
which gave rise to Greek myths are forener preSent to the
imaginative persons who seek the myths that are “latent in
the manlfestatlon of nature, the legend laden wind, the

forest and the lake."57

The valldlty of Keats S statement
is implicit in his recreations of the imaginative and
natnral origin of myths in this stage of Maiden-Experience
and in his reference to the continuing presence of myths in
contempo:ary natural conditions. He maintains, for instance,
that it is possible for a “modern" poet tthear the voice
telling the Endymion myth’if he is attentive to nature:
"the strange‘veice is," however, "upon the wane" (Endymion,
ITI, 849). In "I Stood Tip—toe;" the myth-maker who first

v
created the Endymion myth is said to have been inspired by
the plight of Cynthia whose unreciprocated love for
Endymion made her desolate (193—204),‘while in Endzmiqnﬁ
the myth-maker, being a latet\generation poet, is.sdpposed
to have imbibed the myth from a lake:
S 'tis a ditty

Not of these days, but long ago 'twas told
By a cavern wind into a forest old;
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And then the forest told it in a dream

To a sleeping lake, whose cool and level gleam

A poet caught as he was journeying

To Phoebus' shrine; and in it he did fling

His weary limbs, bathlng an hour's space,

And after, straight in that 1nsp1red place

He sang the story.up into the. air, :

Giving it universal freedom. (II, 729-739)
The version of .the legend of Endymion, released by this
later generation poet  into- the air, still echoes through
nature for'the attentive ear to catch. It is remarkable,
. »y .
however, that the different sources of inspiration for
each of the two ver51ons of’ the myth glven in "I Stood Tip~
.toe".and in Endzglon are essentlally the same. The poetic
vision engendering the myth in the minds of both .poets is
the same because it is the reflection of the image of the
moon on the "sleeping lake" that reveals an image of
Cynthla in desolatlon to the second poet——an image s1m11ar'
to that espied by the first poet who created the myth from
the solltary ex1stence of' the moon in the blue sky

The origin and contlnuity of myths in‘nature having

been established in the stage of Maiden—Experience,fKeats
proceeds to a direct treatment or creation of mjth in the
stage of Mature—Experlence ("I Stood Tip-toe," 181 242) .
He briefly relates the myth of Endymlon w1thout elaborating
its natural origin58 as a means of heralding the birth of
a Mature—poet"who is aware of the unity of being or "the

principle of beauty in all things" that underlies all

great myths. In this stage of Mature-Experience, the split
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between the Maiden-poet and his environment is mended as
“the Mature—poet iméginatively Oor symbolically revives the
"participation mystique" that characterized the stage of
Infancy. To illustrate the stage of Maiden—Experience and
demonstrate the interrelation of all the stages in the "~
process of myth making, Keats draws upon the Endymion myth
and characterizes the state of mlnd that is capable of
.producing myths from the enchantment of the natural world.
The poet who first told the story of Endymion is séid to
have "surely*burst our mortal bars" and gone "iﬂtb some
wond'rous‘regionﬁ in search of Endymion ("I Stood Tip-toe,"
190-2) . The result of the poet's search in the "invisible
-world" (186) is sung in the myth of Endymion, a song which
Keats calls "the sweetest of all songs" bécause it blesses
all those who hear it as it symbolically sheds light on
the human condition. |

In recfeating'the_Endymion myth in this\stagevof
Mature-Experience, Keats equates the mature myth-maker with
the'mature poet, and also states the symbolic fusion of the
mythlcal and actual worlds. The poet, seeking admlttance to
the mysterlous realm, is poised "upon Latmus' top" (194)
like the one who stands "tip-toe upon a little hill" in
the stage of Infancy. But the Mature-poet is a conscious
ana imaginative participant in the ritual of myth and not
an "ﬁnconséious" or "innocent"'person. Hence, the "breeze

which fans him" is simultaneously a natural phenomenon and
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"a solemn, sweet and slow hymn from Dien'sptempleJ (192-
200) . The mooh, in. her lonely existence in the sky, is not
just a naturalvrepresentative,of Cynthia as;wae*the case.ip
the stage ef Marden-Experience but "actually" a desolate
Cynthia. Being negatively capable and able to live in the
visionary world, the Mature-poet no longer needs to

establish the natural link between the actual and the

. mythical worlds to make his visions authentic. He perceives

. .
Cynthia "in person," addresses her as "Queen. of the wide

air" (205), and calls upon her to inspire his ;song about

’

- her amorous relationship with Endymion.

The direct treatment of myth in this stage of Mature-
Experience is, however, not as transcendental as it appears.

Myth is£cdnceived of as4a'Coleridgeah symbol that "partakes

61

of the reality which it renders intelligible;" hence, the

»transformatlon of the actual to, the mythlcal world or: V1ce

\

versa is accompllshed ‘in a state of 1mag1nat1ve 1nten31ty.“

The 1nterfus1on of both WOrlds is therefore an aesthetlc

{
L3

“act that unites the "self~consciousness" of the stage of "

Maiden-Experience with the "self-abandonment" of the stage

of Infancy in order to create the mature vision of the
stage of Maturity-~aevision of the interaction of "the
brighr, clear wegther,/ |. . . men of health in unusual
cﬁeer/And YOung Apolio\&ﬁ his pedestal" (214-5, 217{. This

kind of mythical vision, associated with Mature—~Experience,

~1s possible because concerns in the world of myth seem to
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coincide with those in the normal world. for instance, the
‘créator'of the myth of Endymion is himself a lover--a fact
whiéh heightens his sympathy for Cynthia and%makes him an
active participént in the Endymion myth\iather than é
passive witness. Other than thé poet, many 6ther pefsons,
kespecially lovers, are affected by the events in the

world of myth. In such an enchanted atmosphere,

The breezes were ethereal, and pure. :

And crept through half-closed lattices tq cure

The languid sick; it cool'd their fever'd sleep,
- And soothed them in slumbers full and:deep. ¢

Soon they awoke clear-eyed: nor burnt with thirsting,
Nor with hot fingers, nor with temples burning:

And springing up, they met the wond'ring sight

Of their dear friends, nigh foolish with -delight;

Who feel their arms and breasts and kiss and stare,
And on their placid foreheads part their hair.

Young men, and maidens at each other gaz'd

With hands' held back, and motionless, amaz'd

To see the brightness in each other's eyes;

And so they stood, fill'd with sweet surprise,

Until their tongues were loos'd in poesy.(221-235)

. ' -
While the obvious sensuality of the lovers seems to detract

from the total artistic success ofythis scene, it must be
realized thaﬁlthé lovers are partaking df the bliss in a
myth about love, and that sensuality is an integral part of
love. Indeed, the charm of’the mythical world overflows
iﬁto the actual one and ijectifies the sensuality of the
human lovers because it unites.both‘worlds in this étage

of Mature vision. Many poets are born in this union. The
union of Cynthia and'Endyhion does not only inspire the

.myth—maker to create the myth, it also moves the "wholly"

human lovers to sing of love. The Endymion myth thus
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becomes the myth of the Latmians too, making the poet
realize that this union of both worlds forms the basis of .
: N
) o
the symbolic import of myths.6?/ A
/ el

Aware.of the true significance of myths, the Maturé—
époet{is now able to reassess the previous stages of myth- :
making and thereby acquife é.knowledge of the harmony of
life that the chamber of Mature-Thought offgrs him through
the stage of\Mature—Expefience. He can‘noQ see the stages
of Infancy and Mgture—Experience as representing man's
"unconscious" and "self-conscious" approaches to myth
,'respectively, even as he per;eives how the "human meaning

63 is highlighted in the mature or

imﬁlicit in myths"
direét recreation of old myths. The Mature-poet can now
see the my£hs of Pan and Psyche as depicting complementary
‘aspects 6f humah life, while the myth of Narcissus becomes
‘a symboiic enactmeént of the poet's struggle to ;ggdncile
his apparent isolation with a concern for humaﬁity.;v

Similarly, the "old myth of the moon goddess and her lover

Endymion [in 'I Stood Tip-toe'] already symbolizes for

¢ , ‘
Keats64 the inspiration of the poet by supreme beauty,"65

because it represents man's inspiration by the aeéthetic
‘ideal‘hhich KeétS'regards as man'sihighest goal in life.
Thé pqét, who through an intense response to the wondefs of
nature is vouchsafed the vision ofbthe COnsummationnof the
love betweéthynthia ahd Endymion in "I Stood Tip-toe" is
qlosely rélated to the poet who iate; elaborates the myth

'
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in Keats's Endymion. Both boets are lovers (190); hence
they are ineluctably drawn to the myth. In actively
participating in the myth, both poets work out Keats's
central belief in Endymion that the quest for ideal love is
the same as the quest for the aesthetic ideai, and symbélic
of the search for a mature understanaing of the nature of
man's existence in this world. Other events in "I Stood
Tip-toe" foreshadow Keats's elaborate and symbolic
treatment of the tragic.aspects of humaﬂ life in Hyperion.
The agony of Saturn becomes symbolic of man's suffering
.in the world--a theme which Keats sympathetically

deals with in "I Stood Tip-toe" by making ordinary human
beings share of the supreme joy of the mythical union:

"The ethe;eal breezes . . . crept through half-closed
latfices to cure/The languid sick; it cool'd their fever'd
sleep" (221-3L3 The blissful breezes that surrounded the
lovers in Ehe.aorld of mytﬁ are transformed into medicinal
bréezes as they comeiin contact with sick and suffering
peéﬁle. Thus, the myth contributes to the ultimate aim of
poetry whichth Keats is "To soothe %he carés, and lift
the thoughts of man" ("Sleep and Poetry," 246-7). Myth
like poetry, in Keats's view, doés not necessarily relieve -
the cares of man, by inviting him to escape‘into a
transcendental wgrld. Rather, it binds man to the earth by
"moving away the pall/From-our dark spirits" (Endymion, I,

12-13) . )
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Keats's central myth is that of "the méking»of a
great poet or the 'birth' of a man of achievement."Gé It
is essentially thé‘depictiOn of the poet's “ordealé" or

"rites of passage"67

in each of the three stages of myth-
making established in "I Stood Tip-toe." Since the three
stagesﬁparallel the three chambers of the human mind in
Keéﬁs's simile of 1life, it follows that the poet's‘search
for profound‘mythic and poetic insight corresponds with his
guest for the true meaning.of art and life. As Kenneth |
Allott points out, Keaté's "ideas on the meaning and
function of myth are always bound up with his attempt to

68

make sense of the human situation." Keats's myth of the

bifth of a great poet is thus symbolic of the birth of a

great man because the ultimate meaning of life which the

-

poet discovers at the conclusion of his quest is actually
the Keatsian mythopoeic view of the world--a view which,
accofding to Perkins, centres on the subsuming of the

"evil of the world within a wider, more hopeful vision of

things.“69

While Keats's mythopoeic vision of the world is
vdiscernible4in all his poemsband in most of ﬁis letters,
Endymion and the Hyperion fragments constitute the really

explicit Keatsian myth of the poet's development. Not only

are these poems Keats's only explicit myths, they also
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contain the most sustained elaborations of the three

stages in a poet's progress towards maturity. That the
poems are recreations of old myths does not detract from
their originality. Egdxmion and the Hyperion fragments are
neither imitative reproductions of classical myths nor "the
mere filling out of the old myths with poetical ornaments."70
Believing that old myths areeuSeful "raw materials" for the
creation of new myths, Keats transforms the ancient myths
of Ehdymion and Hyperion intQ new myths that are capable of
projecting his own vision of the world. However, it is
important to remark that Keats's choice of these old,myths
as instruments for his own myth is not gratuitous. Aware of
the similarities between the encient myths and his own,
“Kedts feels that; insofar as the earlier Endymion and
Hyperion mytﬁs are enactments of "the universal patterns

71

of motivations and conduct" in the lives of "great

n72 they are capable of furnishing him with

spirits,
valuable thematic and structural patterns for the
realization of his “modern" myth of the poet.

For Keats, the central chatacter in his myth is a
great spirit who is a "hero" like all great splrlts in the
long tradltlon of Western mythology.73 Hence, the Keatsian
myth "i?herits its deep binding power and its richness of

74 than just the

suggestion from more archaic sources"
Greek myths of Endymion and. Hyperion. Van Ghent, dlscernlng

the similarity between Keats's myth and many other ancient
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myths of the hero, pbints'out some characteristics that
Keats's’myth shares with the older myths. She maintains
that Keats's poet-hero is not only like the‘main character
in the traditional hero myth but that his quest is also
similar to that of earlier heroes because he "is afflicted
with a feverish 'strife of opposites'" and forced to
undertake an archetypal quest in which he "descends
underground (or ascends pinnacles)" before he eventually
"wins immortality or 'identity.'"75 The "strife of

opposites" which precipitates the poet-hero's quest in

- Keats's myth is vario;:Ty represented in the poems. In

Endymion, for instance, the strife results from the

seeming incompatibility of human and divine love in the

mind of the protagonist, in Hyperion the ostensible

conflict is between‘change (fall) and progregs (redemption),

while in "The Fall of Hyperioh" the apparent opposition

between art and life’is the ;ause of the conflict.

Whatevér the sources of strife are in the different poems

that combine to project the Keatsian myth, it is certain

thaf.the goal of the poetr-hero's quest is £he same in all

poems--that is, the discovefy and intimate experiencing

of the harmonious coalescence of the supposed opposites.
Since the poet-hero's archetypal quest is basicrto

the myth that appeérs "everywhere in Keats's poetry,"76

the Keétsian myﬁh depicts tHe "edgcation" of the poet.in

each of the three stages outlined in "I Stood Tip-toe"--
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stages that show the poet's progress towards a better .
knowledge of art and life. All Keats's poems contribute to
the full realization of this myth in the sense that the
"poetical characters" ("personas")77 in each of the poems
represeht the poet-hero at various points in his three-
stage search for the meaning of art and life. Nevertheless,
Endymion's quest for ideal love may be regarded as Keats's
Central, and most sustainéd single effort at fhe mythical
depiction of the poet~hero's education because Endymion, as
Keats's only complete myth, provides the reader with the
most complete yérsion of the Keatsian myth.\Moreover, the
main Eglgé of the adventure of the poet-hero is fully
stated and worked out in Endymion. The poet-hero's goal,
revealed to the reader in the introductory section of the
first book of Endymion, is the experiencing of the essence
of beauty in all things (I, 1-33). This objective is
restated by Endymion himself as the attainment of
"fellowship with essence" (I, 779) and reaffirmed in
Glaucus's scroll as a participation in the bliss offered
by a discovery of "the symbol essences of all motions,
shapes, forms and substances" (III, 697-703) . Evidéntly,
the crowning experience of the quest is an intimate
partaking of the joys associated with a knowledge of the
Keatsian aesthetic ideal or "principle of beauty in all
things"--an ideal that has been'fﬁlly discussed in the

fourth chapter of this study. And, as has also become
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obvious from the Keatsian system examined so far, this
ideal can be attained by the poet-hero only in the thifd
or final stage of his quest.

When the main action begins in Endymion (I, 63ff.),
the pr;tagonist is no longer in the first or Infant stage
of his quest. His discontentment with the "thoughtless
n78 of the Latmian worshippers of
Pan.makes him different from the other Infant-minded
iatmians and introduces him to the second stage of the
quest. Similarly, in many other poems like the great odes,
"La Bélle Dame Sans Merci" and "The Fall of Hyperion," the
reader first encounters the poet-hero in the stage of
Maiden-Experience. Howevef, the fact that the characters
that represent the poet-~hero in most of Keats's poems are
introduced to the reader in the second stage does not mean
tﬁat Keats disregards the experiences of these'characters
in the stage of Infancy. All that it means is that the
experiences of other characters who are unable to progress
beyond the first stage are depicted as almeané of revealing
the pOet—hero's state of Infancy. For instance, insofar as

Endymion shared the same faith with the Latmian worshippers

of Pan at some time past, the outlook of the Latmians_on

" life becomes an adequate reflection of Endymion's infant

outlook on life. Hence, what the knight-at-arms in "La
Belle Dame Sans Merci" experienced before his dream and

What the dreamer-poet learned before he took the vision-
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inducing draught in "The Fall of Hyperion" (I, 148-9) are
representations of the Infant knowledge of the poet-hero.
In Endymion, Keats concentrates on the lives of the

Latmians as a means of revealing what Endymion or the poet-
hero has graduated from. Like the Infant-poet in "I Stood
Tip—~toe," the Latmians in Endymion "thouqhéleSSly" accept
the bond between all things, creatures, persons, and
deities--~a bond which to them is unquestionably fostered
by Pan. They believe that Pan is the visible and invisible
source of the being that flows through all things, quickens
nature to productivity and provides the basis for happiness
in the lives of all people. The priest enumerates the many
manifestations of Pan as he urges the Latmians to offer
their thanks to Pan for all the blessings they have
received:

"Yea, every one attend! for in good truth

Our vows are wanting to our great god Pan.

Are not our lowing heifers sleeker than

Night-swollen mushrooms? Are not- our wide plains

Speckled with countless fleeces? Have not rains

Green'd over April's lap? No howling sad

Sickens our fearful ewes; and we have had

Great bounty from Endymion our lord.

The earth is glad: the merry lark has pour'd

His early song against yon breezy sky,

That spreads so clear o'er our sOlemnity."
In enumerating the manifold blessings from Pan, the priest
reiterates the general Latmian faith that human happiness

and natural bounty come from a rather concrete world of

myth. Even the joys of Endymion's reign are seen as divine

-
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gifts by the Latmians who live in an Infant world where
myth and reality interfuse. In Hyperion, the unfallen

Titans live inian Infant world which is similap to that of

” » —
the‘Latmﬁans\ The interfusion of the actual and the
=

imaginative is evident in Saturn's recall of the life of
the Titans before the fall--a life consisting of

"ol ee . godllke exerCLSe
“Of 1nfluence ben;gn on planets pale,
"Of admonitions to the w1nds and seas,.
"Of powerful sway above man's harvesting,
"And all those acts which Delty supreme
"Doth ease -its heart of love in
! "Beautlful thlngs made anew, for the surprise
"Of the sky-children." (I, 107-112; 132-3)

The "sky-children" are the heavenly counterparts df‘the

-earthly Latmians. Yet, both the sky-children and the

Latmians live in a world in which myth and reality are

hndifferentiated; hence, the manner in which Saturn's act

. of love beneflts the sky—chlldren in HzEerlon is ldentlcal

w1th how Pan s act of love benefits the Latmians in

Endxglont

The Latmians, the unfallen Titans and the Infant-

5

poets are all regarded by Keats as "Intelligences" whose

unconscioushlives of bliss make them "gods" and enable

-them to live either in "a long immortal dream" (Lamia, I,

127—8)79 or "in a haven in the world,/Where they may .
thoughtlessly sleep away their days" ("The Fall of
Hyperioh,“ I; 148-9). All these "Intelllgences" are, in

Keats's myth of the poet's growth, symbots of human beings

o



=y

vy

311

Iy

who are satisfied with gheugliss of the Infant world and
are therefore under no pressure.to seek the truths in the
other £wo stages. Just as the Infant-poets are free from
tﬂé need to strive fdr matufity, so ;lso are the
Iﬁteli{gences spafed,thé ordéals that ultimately lead to
the acquisition of Identities or Soul-states. Little wonder

then, that while the Latmians are happy in the Infant world,

Endymion recoils from what he considers to be the naivetéd

o§ his people.

Endymion's dissatisfaction with the Infant love of the
Latmians for Pan.whichﬂmarks the"beginnipg of his,Maiden
lbve for Cynthia symbolizes the selé;consciousness of the
poet-hero--a self-consciousness that signals his progréss
from Infancy to Maiden-Expérienéél Similari§, the apparent
contrast‘betWeen Eﬁaymion's bossession of Cynthia in the
dream world and.ﬁisrloss of her in the real{world represents
the seeming‘incoﬁpatibility between the Maiéén:poet's
imaginatiﬁe and actua; experiences. Hehce, Endymion's
pursuit of a tranééendental lovewand’the Maiden-poet's
pursuit of an escapist kind of art in this stage.of Maiden-
Experience reflec¢t the brightﬁesé of the chamber of Maiden-
Thought, while Endymion's "irredeemable" ldss of Cynthia in
real life and the Maiden—poet'é view of real lifefas
"unmitigated" tragedy refléct the darkness of the same
chamber.}fhe discovery of the ostensible opposition

between the real and the ideal, art and life, change and

N
\
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progress constitutes.the main education of the poet in
tthis stage. o

The pbet—herd's education is accomplished by means of
different ordeals that seem to emphasize the conflicts )
between art and life in this stage of Maiden—EEEEF}ence.
Endymion, the fallen Titans and okher Maiden*foets i;\\\;

\
: SN
undergone by the poet-hero in this stage. For instance,\Egé

Keats's works undergo ordeals that are symboyﬁc of tho%e
dreamef's-experience in."The Fall of Hyperion," Saturn's‘
~dream about his\Infant reign over the sky-children in
HyEerion, the Maideﬁ-poet's single—mindeé pursuit of the
dfeam offeged by the nightingale's song.in the "Ode to a
Nightingale" and the prbtagonist's dream about an airy
Cyhthia ip-Endzmion»Varidﬁgiy depict the poet—herg's
exposure‘to ﬁhe "brightness" of Maiden-Experience. On'thé
other hénd, the dreamer'é“immediaﬁe reaction to the trggic
figure of Saturn in "The Fall of Hyperlon," Satufn's agony
‘ caused by his fall in zEerlon, the Maiden- poet s
frlghtenlng exposure of the tragic circumstances of life in
the "Ode to a Nightingale" and Endymion's experiencing of
the unattractive realities of life without Cynthia are
variations on the poet-hero's feeling of the “darkness" of
Maiden-Experience.
In Endymion, the protagoﬁist'é-pursu}t of his limited
conception of the nature of Cynthia cohstitutes the poet-

hero's fascination with art as a means. of escaping reality
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--a fascination which reflects the bright side of Maiden-
Experience. Sinée Endymion sees Cynthia as- an ideal that
relieves him of the responsibility of being associated with
reality in this stage, he believes that Fhe goddess of his
dream (art) is unrelated to aﬁy actual maiden in Latmos
(reality) . For Endyﬁion) therefore, the winning Qf
éynthia's love is‘"a higher hope/ . . . of too wide, too
vrainbow—large a scope" that it frees him from all
respoﬁsibilities to his society (I, 774—6). Moreover, he
feels that "to fret after the myriads of earthly wrecksﬁ
(1, 776-7) is outside the sphere of anyone who seeks the
ultiﬁate. Hence, he conéeives of such aq;iviﬁies as are

. S =
capable of léading him to the ideal in terms'that are
gbsolutely unrelafed to the ordinary world. He‘seekS‘é
"heavenly religion" defived from the enqhaﬁtment,of Aeolian
>music, melodious propﬁecying, and charms of the mythical
erlé. When tragic inéidents surface in his ideaiized
vision, they aré usually unrelatea to reality; the giant
battles of gods become mere theatrical .diversions. Since
‘he does not aﬁlthis point understand the symbolic relation
of giant batt;es to the human gituation, his belief in this
_stage that if anyone feels these great evénts he can "step/
Into a sort of oneness, and his state/Is like that of
floating spirits" (I, 795-7) is more like that of the -
Maidén—poet in the "Ode to a Nightingale" who feels that‘

he can "leave the world" (II, 9) and its suffering behind
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(III), fly to the world of the immortal bird (IV), and be

80

"released from the painful world of actuality."” Simjlarly,

his view of love as the highest ideal (I, 805-7) is
vitiated by transcendentalism. The Cynthia he seeks in this
stage is too airy to be either true or related to reality.

Essentially, Endymion is deluded by the airy promises of

the brightness of his Maiden—imagination.81

While Endymion's wish to live in the dreem world of

"Cynthian" charms which causes him to substitute illusion

-

for reality is the "ordeal" based on the bright effect of
the chamber of Meiden—Thought, his "venoming of all his
days" in the normal world (like the dreamer in "The Fall
ef Hyperion") is the "ordeal"” based on the dark effect of
£his chamber. Endymlon s feeling of the dark effects of
.ﬁhis stage of hls'development thus consists of his loss of
Cynthia in reel‘life and his deep sense of disappointment
~which causes him to exaggerate the "ugliness" in nature

and the "treachery" in life:
: &

all the pleasant hues

Of heaven and earth had faded: deepest shades

Were deepest dungeons; heaths and sunny glades

Were full of pestllent light; our taintless rills

Seem'd sooty, and o'erspread with upturn'd gills

Of dying fish; the vermeil rose had blown

In frightful scarlet, and its thorns out-grown

Like spiked aloe. If an innocent bird

Before my heedless footsteps stirr'd, and stirr'd

In little journeys, I beheld in it

A disguis'd demon, missioned to knit

My soul with darkness. (I, 691-702)

The darkness in Endymion's soul is the horrid mood that

[
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infects natufe in this scene. The negative aspeéts of
nature are over—emphasized in a manner that is reminiscent
of the Maiden—poet's:consideration of nature as an arena of
"eternal fierce destruction" in the epistle "To J. H.
Reynolds" (97). Endymion's horrid mood also affects his
perpeptioﬁ_of life, and the.Latmian society because he
recoils from his people's’woréhip of Pan, regards real
maidens as worthless in comparison with CYnthié, and ;iewé
his royal duties in'La;ﬁos as uninspirihg. \ dj{’

Endymien's "dreamgiife"’with Cynthia (which accounts.
for his wish to'sqbéﬁiﬁﬁﬁe visionary for reél experiences)
represents his feeiing_o% the bright effect of the chamber
of Maiden-Thought, while his "waking-life" without Cynthia
(which is respanéible for his viewing reality as repulsive
and for his "venoming ‘all his days"gz) constitutes his
expefiencing of_£he dark effect of the same chamber. -
Nevertheless, Endymionfs entire Maiden—éxperience is not"
marked by only one experience of the bright, ana another of
the aark, effegts of thiﬁichamber but by:maﬁy expoéufes to
each of the two effects.ﬁ?n the first bookrof Endzmién
alone, the protagonist is éxposed to each of the two
effects for up to four times.83 In the second, third and
fou:gh books, Endymion's many exposures to these effects
-are augmented by his being a sensitive witness to

expefiences like his own in the relatieonships of other

lovers such as Venus .and Adonis, Arethusa and Alpheus,
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and Glaucus and Circe. Each new feeling of the effects of
the éhamber intensifies Endymion's Maiden-Experience by
revealing to him new aspects in his dream-life with.Cyhthia
(art) and his waking—life without her (reality). Many
scenes like the Cynthian world of love (I,‘540—670; 11,
707-827), the underworld palace of Dian (II, 259-262; 301-
313), the cons;Lmation of Venus's love for Adonis (II, 477-
589) and the celebrations. in the palace of Neptune (III,

- - 862-932) comblne to form Endymlon s feeling of the
‘brlghtness of Malden—Experlence And scenes like the
Latmian world without 'Cynthia (I, 691-702; II, 855;869),
Venus's pining for Adonis's love (II, 45%~478),‘the
pathetic existence of Gléucus\(III, 192—230) and the sorrow
of the Indian maiden (IV, 30-250) constitute Endymion's
feeling of the aarkness of Maiden-Experience.

In many of the great odes, the main'dhardcter is
involved in activities that may be regarded as reflections
of his'feeling of the dark and bright effects of Maiden-
Experience. For instance, in the "Ode to a nghtlngale,
the experiencing of the brightness of this stage in the
poet-hero's quest is evident in the pleasure he‘éssociates

with Lethe (I, 4), "melodious plots" (I, 8-10) and mythical

v * ~.

worlds (II, 3-10; IV, 1-10; V, 1-10), while his feeling of
the darkness is obvious in the sorrow he sees in "the fever
and fret" of human existenqe (IITI, 3), the sickness and

death of young people (III, 4-6) and the tragedy of Rﬁth
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(VII, 6-10). In the "Ode on a Grecian Urn," the bright and
dark effects‘correspahd with the permanence of art and the
transience of iife respectively, while in the:"Odern
Melancholy," all attempts to escape reality and those
connected with "the wakeful anguish of the soul" (I, 10)
form the Maiden-Experience of the protagonist, and
symbolize the poet-hero's "o;deals" iﬁ the‘second'stage of
his quest for mature pogtié(insights
In Hyperion, Saturn's recall of his Infant reign over

the world, like the dreamer-poet's sojourn in the
mysterious garden in "The Fall of Hyperion," reveals his
feeling of the first effect of Maiden—Experience. On the
other hénd, Saturn's agony caused by his fall, like the
dreamer—poét"s experiences in the temple of Saturn, marks
the second effect noticeable in this stage.'Keats capturés
Saturn's sad plight by portraying his pathetic appearance
(Hzperion, I, 1-14), and byvmakiné Thea outline the changes
that Saturn's fall has caused in the universe:

" .-. . heaven is parted from thee, and.the earth '

"Knows thee not, thus afflicted for a God;

"And ocean too, with all its solemn. noise,

"Has from thy sceptre pass'd; and all the air

"Is emptied of thy hoary majesty. »

"Thy thunder conscious of the new command,

"Rumbles reluctant o'er our fallen house; _

"And thy sharp lightning in unpractis'd hands

"Scorches and burns our once serene domain."

The chaotic state of the universe which' Thea depicts

results from Saturn's loss of control over the various
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natural forces through whose activities he ruled over
heaven and earth.

Saturn's fall affects other Titans too. Hyperion is
first plagued by bad omens before he falls--he relinquishes
,his role as‘sun god. Oceanus, the god of the sea, a;d
Enceladus, the god of wrath énd/volcanoes, aré'among other
Titanps like'Mnemosyne, Thea and Clymene who fall with
Saturn. With the fall, the Titans shed the divinity which
made them "solemn, undisturb'd/Unruffled"'(I, 330-1) and
take on human frailties like "fear, hope and wrath;/Actions
of rage and passion" (I, 332-3) . The dethronement of the
‘Titans and its attendant suffering in Hyperion become part
of the dreamer-poet's vicarious feeling of the dark effect
~of Maiden-Experience iﬁ "The Fall of Hyperion." The dreamer-
poet witnesses the intense sorrow of. the Titans (I, 215-
460).as a complément to his difficult task of ascending the
steps leading to Saturn's shrine, and to his rather N
uﬁsettling dialogue with Moneta.
iki - .Insofar as Keats believes fhat an intense feelinggof
béth effects of Maiden-Experiénce leads to insights that
facilipate progress to the final stage (Mature—Expérience),
it followé that thefe are inherent pointers to maturity in
the second-stage experiences of Endymion, the Titans, the
brotagohis£ in the great odes, and the dreamer—poet in
"The fall of Hyperion." These representatives of the poét—

hero must, however, understand the pointers before they
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can progress to the next stage. Hence, it 1s reasonable to
regard Endymion's ability to pursue the ideal revealed to
him in his dream as an indication that he may eventua%ly
progress ?3{3nd the second sﬁage. Furthermore, what he
learns from the Venus-Adonis myth, and from collaborating
with Glaucus suggests that the‘"ideal" love which is the
goa} of his quest is actually aétainable. That the love_he
eventually wins in the third stage differs from his earlier
notion of it demonstrates how’effectively the inherent
pointers to his success have contributed to the correction
of his limited understanding of. the ideal.

Endymion's dream;encounter with Cynthia is, in the

words of Campbell, his "call to 'q;aest."84

What Endymion
seeks is the meaning of his dream. Peona's contention that
- dreams are meaningless because "they're'more slight/Than
the mere nothing that engenders thém" (I, 754-6) does not
make him give u§ the quest. BelieVing in thé Keatsian
dictum that "What the imagination siezes as Beauty must be

truth--whether it.existed before or not,"85

Endymion
continues the guest which takes him beyond the immediate
Latmian environment. He aéscends into the underworld,
explofé§ the inner seas, and takes a flight ihto the airS®
where helwitnesses and participates in other quests that-
are related to his ow;. His contact with other lovérs in
the world of myth enables him to understand his own blight,

encourages him to persevere in his search, and prepares
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him.for_a new vision of the ideal. S

The myth of Venus and Adonis points towards Endymion's
‘progress to the next stage by'making his goal an
attainable One'.87 The myth shows that Endymion's quest 1is
(bdsically a re-enactment of thé Adonis story. Aware that
the alternation between bliss and agony had once'trqubled
Adonis, Endymion's hope for immortality through Cynthia»is
rerkindleqv Venué herself encourages Endymion by iﬁforﬁiné
‘'him that his quest will be successful if he peréeveres.
The awakening 6f Adonis from his long slumber also enables
Endymion to become aware of how the ideal is related to
the real, because Adonis's revival symbolizes thé coming
of spring.

While the myth of Adonis points out the path to
success, the myth of Glaucus reveals possible obstacles on
the way to succeSs( and suggests Ways of overcoming such
obstacles. Endymionlis toid how Glaucus's impatience coét
him the love of Scylla and exposed him to Circe‘s curse.
Glaucus's pathetic appearance enlists Endymion's
sympathy, while his humanitarian‘task of storing all the
drowned lovers makes Endymion a willing collaboratof in the
reviving df the ship—wreckéd lovers. The celebrations in'
the palaée’of Neptune mark both the revi&al of a sense of
social responsibility in Endymion and the neutralizing of
the Circean curse on Glaucus. Having helped to free.

Glaucus from his curse and having taken part in the



lovers' feast, Endymion is poised for progress to the

next stage of his quest. Glaucus's dilemma in his
relationship with Scylla and Circe also foreshadows
Endymion's internal conflict in ﬁhe fourth book, caused by
his love for the Indian maiden in spite of his pursuit of
" Cynthia.

Just as the intensity of Maiden-Experience provides
Endymion with a valuable insight into the nature of his
lquest and ﬁakes it possible for him to progress from
Maiden to Mature Experience, so also does Saturn's plight
- (like that of other Titans) contain elements that suggest
the possibiiity of his progress to the final stage.
Saturn's determination to find out why the Titans fell
(I; 27-149) paves the way for his discovery of what may
help him survive the agony of the fall and iﬁch him towards
Mature—Experience. Oceanus foéré his explanation of the
fali to Saturn in the council of the fallen gods; He
maintains that the fall of the Titans is'natural because
it is in accordance with the "eternal law/That first in
beauty should be first in might" (Ii, 228-9). Oceanus
insists that "to bear all nakéd truthg,/And envisage'all
circumstances, all calm,/ . . . is the top of sovereignty"
(IT, 203-5). If Saturn wishes to regain his sovereignty--
albeit ﬁndér the new regime of Apollo--he must learn to’
feel the "naked truth" of his fall intensely and calmly.

Insofar as Oceanus and Clymene are willing to make the
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necessary adjustments, and accept all the changes resﬁlting
from the fall of the old gods, they can be regarded as
Titans who are poised on the threshold of the final stage

of the poet-hero's development. Hence, it is fair to suggest
that if Saturn and other Titans ever overcome their
despondency and accept the "natural course of events"88
that is resposible for their dethronement, they can proceed
to the stage of Mature-Experience. In fact,:the ihtensity
of their grief seems to point towards the possibility of
their surviving the worst effects of the fall--a
possibility that may have becomé a certainty if Keats had
completed the poem. In the extant fragments of the poemn,

however, Keats portrays Mnemosyne as the only Titan who

actually becomeé part of the new opder of ‘things: "She

belongs to the world of the conquered and the conquering.“89

Not only has Apollo‘seen her in his dreams, he also gains
the knowledge that deifies him from her (Hyéérion} III, 63-
132). In "The Fall of Hyperion,"anemosyne becomes Moneta.
She guards the temple and shrine of Satufn. She reveals

the tragic history of the gods to the dreamer-poet in order
tb educate hiﬁ and make him a mature poet. Keats-finds the
Mnemosyne-~Moneta symbol useful in expressing the transition

90

from the old to the new order of things” --a transition

which symbolizes the poet-~hero's progress from Maiden to
. ' N
Mature poetic insight. s

In the great odes, Keats bases the poet—hero's
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transition on the peception of the inadequacy of
experiences that reflect only one of the two effects of
Maiden-Experience. Basically, the opposition between the
two effects becomes less significant as the poet-hero feels
each of the effects intensely. He discovers that the bird's
song in the "Ode to a Nightingale" is ﬁelodious and
enchanting, but he also finds out that the song belongs to
"faery lands forlorn." He is fascinated by the unchanging
beauty represented by the urn in the "Ode on a Greciam
Urn," but he is disappointed that the beauty of the,a?;\
lacks the warmth of real life. And in the "Ode on =
Melancholy," he is attracted by the promises offered by
"Lethe" and yet he realizes that those promises include
that of oblivion. All the fascinations.offered by the
bright part of Maiden—Experience seem to lack the
distinctive attractions of the dark effect which is
represented by the tragic world of suffering in the "Ode to
a Nightingale," the world of proéess and change in the "0de
on a Grecién Urn," and the "wakeful anguish of the soul" in
the "Ode on Melancholy." By intensely fegling each of the
two effects of Maiden-Experience, thé‘poet—héro becomes
less able to diStinguish.oqg from the other. This state of
"confusion—in—intensity" marks the transition from the
second to the third stage--a state which forces the poet-
hero to ask, "Do I sleep or wake?" in the "Ode to a

Nightingale."
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The poet-hero does not seem to move beyand the
transitional point ip tﬁe "Ode to a Nightinga%e." When the
'poem‘ends, his intimate feeling of the two d@fects of .
lMaiden—Exberience emoothens‘the sharp edges of the split
,between his 1mag1nat1ve and actual experiences but it does
not necessarlly create a bond between the opposites. This
bond is, however, created in the "Ode on a Grecian Urn"
and the "Ode on Melancholy” as a sign of the poet-hero's
attainment of mature poetic insight in ﬁhe third stage of
his quest. Beauty and truth are equated as a demonstration
of the poetic insight into°lifeAthat the poet—hero has
felt in the "Ode on ‘a Grecian Urn". "'Beauty is truth,
truth,beauty'"‘Summarizes the*mature poet's vision of the
world. In the "Ode on Melancholy," the maﬁure poet states
his Qision thus:’ _ _ : , i ‘

Ay, in the very temple of delight
s Veilideelancholy_has her sovran shrine, v
: Though seen of none save him whose strenuous>
. ' PR ) tongue
Can burst Joy's grape against his palate fine;
His soul shall taste the sadness of her might .
‘And be among her cloudy trophies nung (ITI, 6-10)
‘fIn "bursting Joy s grape against his palate fine," the.poet—‘
hero achieves matur1ty~and ®an now perceive the unity of
being in all things. This harmonious interrelationship of
. all things is symbolically‘depicted in "To Autuﬁn" bj
, plaéihg the "season of mists aﬁd mellow fruitfulneES“ ih

concordant relationship with other seasons. A year becomes

the larger context in which every season plays its role--a

//
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'role that is congruent w1th roles, played by other seasons
Thls seasonal harmony symbolizes the harmony in the llfe of
a matgre man,‘the interrelation of art and life, and the
"principlevof beauty in all things." a
k Endymlon S sojourn in the "Cave of Quletude" (Endyﬁion,

Iv, 513 562) and the Indian malden s rejection of his love

mark the transition from Maiden to Mature Experience. As

soon as the pleasures of the aerial trip van£;h with the

loss of Cynthla and the Indian maiden who accompanled him

i

in his flight, Endymlon "descends" into the Cave of

Quietude for solace: )

- Happyi gloom!
S Dark paradise! where pale becomes bloom
Of health by due; where silence dreariest
Is most articulate; where hopes infest;
- Where those eyes are brightest far that keep
,_Thelr lids shut longest in a dreamless sleep.
(IV, 537-542)"

The intensity of his feeling of loss blurs the distinction
between sorrow and joy--"anguish does not sting; nor
pPleasure pall“:(IV, 526)--in a manner that recalls the
Indian maiden's sorrow revealed in her song. When Endymion
leaves the Cave of Quietude, he beholds the Indian maiden
and declares his love for her while repudiatingYCynthia
and all forms of ideals. He declares:
I have clung

To nothlng, lov'd nothing, nothing seen

Or felt but a great dream! -O I_have been

Presumptuous against love, against the sky,

Against all elements, against the tie '

Of mortals each to each, against the. blooms
Of flowers, rush of rivers, and the tombs’

A SRR S L i Lo}



I

N T N 326

Of heroes gone!
! No, never more
Shall airy voices cheat me to the shore
Of tangled wonder, breathless and aghast.
Adieu, my daintiest dream! (1v, 636—43' 653-6)

Although he has been presamptuous about love, humanlty and
natq;e, Endymion's sin isﬁnot the pursuit of’the ideal;
hence; his rejection of the dream is as bad as his
rejection of reality. In fact, his supposed affirmation of
actuality is vitiated by his desire to live with the Indian
maiden in a kind of hazy world that is separate from that
in whlch other human beings live:

Let us aye love each other; let us fare

On forest fruits, and never, never go

Among the jbodes of mortals here below

Or be by phantoms duped. (IV, 626-9)
in a sense, therefore, Endymion spurns both the real world
}and the ideal'one‘in the type of lifeewh;ch he offers.tb
the Indian maiden. The maiden rejects this offer( and
thereby forces him to move on to the third stage of his
quest in which he can discover that the'ideal'resides in
the’ordinary and vicevversa.

The-tranéformation‘of the Indian maiden into Cynthia
before Endymion's eyes signais his Mature-Experience. This
"miracle" convinces him of tﬁe interpenetration of the
imaginative and real worlds. He learns thaawhe can have

""fellowshlp w1th essence" only when he is able to have

fellowship with the normal or real. As soon as he

recogniées that the Indian maiden and Cynthia are .one,
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the Indian maiden accepts his love. Endymion and his new
love return to the normal world of Latmos. End?mion is now
willing to perform his royal duties since he has also
discovered the symbolic significance of Pan to his people

in his quest for the ideal. Of course, his ultimate

achievement- symbolizes the mature vision of the poet-hero--

-a vision in which the aesthetic ideal is discernible in

~

the veridical world.

" While in Endymion love is the instrument by which the
artist feels his way towards the discovery of the essence
of thiﬁgs, in Hyperion the agony of the Titans is the means
by which the poet hero feels he tragic circumstances of
man's life. Apollo [ 1nt1mate, €rception of the grief of
Saturn precipitates. the delfylng pangs that consﬁitute a
traﬂéition from the reign o; Saturn (Maiden—Experieﬁce) to
that of Apollo (Mature-Experience):

Sooh wild commotions shook him, and made flush
All the 1mmortal fairness of his limbs:

, . . and with a pan
As hot as death is Chlll with fierce c¢ lse
Py

Die into life: so young Apollo anguish'

His very hair, his golden tresses famed

Kept undulation round his eagér neck.
(IIT, 124-5; 128-135)

With the subsiding bf"his pangs of deification, Apollo

takes over the kingdom lost by the Titans. His reign: (which

commences in the third and final stage of the poet-hero's
gquest) is the $eign of beauty (the artist) because Oceanus

maintains that the enthronement of Apollo is in accordance

S 7. L R e R R
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with‘“the eternal law/That first in beauty should be fifst
~in might" (IT, 228-9). Since the suffering of the Titans
'symboiizes'the fate of mankind,9l and siﬁce Apollo (the
artist) is enthroned only after he has intimately felt the
suffefing of the Titans (mankind), it follows that Apollo's
rule is a syﬁbolic affirmation of thé usefulness of art and
the artist in a world "where men»sit‘and hear each other
groan;/Whefe palsy shakes a few, sad, last gray hairs,/
gWhere youth grows baie, and spectre;thin, and dies."
Apollo's reign (which is coterminous with the rule of
the'artist) is manifest through "the bliésful melody"A(II,
280) which ?e;vades the entire universe. Apollo in Hyperion
is still the "God of the goiden lyre"vof the "Hymh tq
Apollo" whose music in combination with ﬁhat of all
immortal poets flows through nature in the "Ode to Apollo."
If the god's "blissful mélody" in the ode and in the hymn
seemé‘to refleét the briéhtness gf Maiden—Exp%pience,92 in
‘Hzgerion the melody definitely reflects Mature—Experiende
because it comes from Apollo}s "enormous knowledge” of the
trégic‘parf of‘life. Inso?ar‘as his "lyre all é%iden" (I1I,
63) p;oduces the "new tuneful wonder" (III, 670) and
captures the tragic évents that deified Apollo, it is music
that can "soothe the cares; and 1ift the thoughts of man"
("Sleep and Poetry," 247): thereby justifying the rule of

the artikt.

In "The Fall of'Hyperion," Keats makes the nascent

«
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poet (dfeamer) go through experieﬁces that ark similar to
those Qf Apollo as a means of establishing the symbolic
link between the god and the artist. The dreamer-poet's
transition from Maiden to Mature vision parallels.that of
Apollo in the sense that his thfoes 6f transformation. from
dreamer to poet'are like Apollo;s pangs of deification.

The same goddess (Mnemosyne-Moneta) is in qhargé of‘guiding
both of them through the trauma.that leads to maturity.
Also, the reason which Moneta gives for the'admissiqn of
the dreamer to the shrine 6f Saturn is reminiscent of that.
given by Mnemosyne for the enthronement of Apolio: "1 Thou
hast felt/What 'tis.to die and live again before/Thy fated
hour;‘that thou hast power to do so/Is thy safety" (I, 141-
4) . The dreamer gains maturity or becomes a poet only éfter
he has 5ympathetically identified with Saéurn's grief and

perceived how . the fate of\the Titans represents. the fate

~of mankind. As a mature poet, he is aware that the true

. \
poet is not "a mere dreamer" but is he to whom "the

miseries of the world/Are miseries, and will not let him.
rest" (I, 148-9). S |

ESsentialiy,\Keats usés the mythical quests of variohs
poetical characters to symbolize the poet's quest for
mature aesthetic insight. The three stages which they paés
through enable them to examire variouélaSPects Bf

. {
. . : K] . N f :
imaginative and actual experiences before they .can embrace

the aesthetic ideal. The stage of Maiden-Experience, with
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its two effects and its transitional point, marks the most
significant part of the poet-hero's education in Keats's
myth. Whatever mission each éharacterLundertakes-—Endymion'
seeks ideal love, the dreamer wishes to become a mature
poet, and Apollo "seeks" a kingdom;—léads to the same goal.
The goal is the attainment of what is to Keats the
aesthetic ideal--a goal that is achieved in the third stage.
In all éuccéssful quesfs, the poet-hero discovers the
neceSSity of life to art and vice versa. Aft, for Keats,
cannot turn .its back’On hﬁman suffering. Therefore, the
poét—hero at the conclusion of his queét‘knows'that art
recognizes the tragic eiements of life and endeavours to.
create beautiful things that are joys for ever because
ﬁhey are "a cheering light/Unto our souls, and bind to us
so fast/That whether there be shine or“gloom o'ercaét/They

must be with us, or we die" (Endymion, I, 30-33).



CdNCLUSION
« t
The central concerns of this study have been to
elucidate the major ideas of John Keats and\place‘them
within the integrated conception of art which underlies his
poetic practice and his critical assessments of artistic
works in order to enhance his image as a literary critic.
His ideas and unified critical vision have been constructed
from the apparently sporadic, fragmentary, andwdetached
statements about poetry (art) and poets (artists) that
abound in his poems,vlettérs and miscellaneous prose,
becausé it is believed that.his remarks, in spite of their
informality, contain a unified artistic vision that is
stili'relevant todayj'or at the very least, the remarks
"addvup to a considerable body ;_o‘_iicritici_sm."1 Moreover,
the cardinal notions in his poetics--notions like "Negative
Capability," "intensity," "poetical character," "poetic
imagination“ and "Beauty"——havs been elucidated and
related to each other as a means of demonstrating the
coherence of, and implicitly fesolving most of the,supposed
contradictions in, his crltlcal thought Finally, it has
been malntalned throughout the study that Keats's
dlstlnctlve brand of Romantic aesthetics evolves from his .
commitment to poetry that has "a direct applicability to |

human life."2

331 ,
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Keats's intimate involvement in life and art accounts
for his belief that the "old and vexing conflict between

art and;life"3

which Plato calls the "ancient quarrel ‘
between philosophy and poetry"4 is spurious. Convinced that
.life and art are man's direct ané indirectiexperiences of
the world, he propounds their mutual interdependence. He
contendé‘that insofar as art draws upon life, and insofar
as man benefits from the significaht human éxpériences\
preserved in art, art aﬁd iiferilluminate and enrich‘each.
other. And then, he concludes that they are complementary,
rather than conflicting, aspects of the total reality of
man's existence.

For Keats, an individual's‘percepfion of the plighf
of man in this world'gf uncertainties is usually manifest
‘in his life and art. He maintains that a view of the
wor%d as a harmdnioﬁs blend of pleasant and unpleasant
circumstances often translates ‘into a form of art in which
there is é coﬁélex unity of reality and idealism. He also
states.that an outlook on life that is governed by the
seeming conflict between opposites is mostly reflected in
art as an oppos;tion between the visionary and the
realistic. Life‘and’its image in ért thus make up the
‘"total reality" in Keéts's.éystem. However, for Keats,
the appropriate vision of the world is that which
harmonizes, while the inappropriate one is that which
isolates the potentialities and Iiﬁitﬁtions of human life.

\
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-Poetry, according to Keats, must be "the natural
utterance of the completest living . . . or it falls short

of true poetry."s'

The "finest and completest living"
designates the mastery of the disparate components of life
and art, while "true poetry" refers to the expression of
this mastery in art and life. Art and life are thereby
pPresented as different elements of the same reality. As
"the most genuine being in the ngia(" the poet li?es a‘
"life of Allegory: his works are theicomments on it;"6 The
pdet's life'(viewed'in its Allegorical form) is art, while’
- 'his art (considered as a representation of the human
condition) is life becaﬁse the Keatsian system projects the
coalescence of art and life; ensuriﬁg that poetry is not
just.an art form but also a way of life.

-

Remarking the interpenetration of art and life in the’

poetry and criticism of Keats, Trilling asserts that "being ,‘

7 0f course,

a poet was Keats's way of being a man."
Trilling's remafk will best mirror Keats's point of view -
if it also assumes that being a man waereats's way‘of
being a poetg Keats's broad—baéed éharécterizations of the
poet (artist) and his'QOrks are cdrollaries\of the |
correlation between art and life. Since, for him, all

works that embody the concord of the world (be they N
‘artistic or otherwise) constitute‘true poetry, and since

all human beings who manifest this harmony in their lives

and works are poets, it follows that all significant

./M
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achievements in all fields of human endeavour can be
called "poems" whiie all aufhors of these achievements can
be regarded -as poets. Hence, Keats considers Shakespeare's
plays and Socrates's dialogﬁes to be poetry, and regards
Milton and Jesus Christ as poets.

These comprehensivé concepts of poetry and the poet in
Keats's works are reminiscent of the Platonic notions of
"poetry . . . as freations of all great souls" and poets as
"all masters of the artsl"8 In fact, Keats himself calls
great poets souls and their works he terms expressions of
the soul. Like Plato, Keats believes that "As various as

n9 and

the Lives of Men are--so various become their souls
the manifestations of‘their souis. While ail those who have
tasted the beauty of all‘things are soﬁls to Keats, only
those who perceive the "absolﬁte forms" are souls to Plato.
Keats's conception of the soul—making dttribute is thus |
less transcendental than that of Plato. The understanding
of, and participation in, the concord of the world are, to
him, what makes an individual a soul dr. a great poet.

What the individual must embrace and manifest in his
lifg.and works (as an indication of his being a Soul or
poet) is variously referred to by Keats as "the principle
of beauty in_all’things," "the poetical in all things" and

truth, truth beauty."lO

It is the aesthetic
ideal of Keats's system--an ideal that complexly reflects

the unity of ‘art and life. It signifies the theme and
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style of éreat artistic‘creations, and the aim and nature
of great men and poets. As the theme of art and aim of life,
the aeéthefic‘ideal denotes a profound knowledge of man and
his world. This knowledge, which consists of intimate
experiences of the apparently different circumstances and -
" characteristics of life, informs the lives and works of
all great men and poets. Similarly,.ds the sﬁyle of art and h
as a way of life for poets, the ideal refers to the
qualities of great art and life. Hence, the greatness of
art and life is seen by Keats as depeﬁdent upon an
effective manifestation of this ideal.

The interfusion of art and 1life iﬁ the aesthetic ideal
is, in many respects, responsible for the interrelation of
statements about art and life in Keats's works. Keats's
direct remafks about, or dgpictions of, art are usually‘
indirect observations on or portrayals df lifé,\and vice
versa; making art and life symbols of éne another. Hence,
Keats's consideration of "intensity" as."the excellence of
evéry art," because'it is "capable of making all
disagreeables evaporate by being inﬂclose relationship with

beauty and truth,“;l

is an indirect or figurative reference
to the intensity which accounts for the excellence of life.
The "beguty“ and "truth" that traditionally designate the
antipgdal aspects of life and art are made complemeﬁtary :

aspects of reality by intensity in Keats's system.

A
"Intensity" is, of course, passionate experience or the
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force that "evaporates the disagreeables" by uniting
opposites in art and life. Just as Keats's statements about
art apply to life, so also do his statements about life
apply to art. For example, his observation that "a man's
life of any worth is a continuous allegdry"l2 is a
figurative statement abqut the Allegorical nature of great
art. The complex nature of an Allegorical life--that in
which the aesthetic ideal is evident--is symbolic of the
complexity of Allegorical poetry..

"Allegory" and "syﬁbolism" are usually identical in
Keats's poetics. In most instances, they refer to
correlations of art and life--correlations in which the
"symbol" or "allegory" "partakes of the reality which it

13 For example, Endymion's exertion

renders intelligible."
for the sake of Cynthia's love does not only represent,
but also subsumes an artistic endeavour; hencé, it is an
appropriate symbol of man's effort to understand his life
in the world. If the comparison is stretched a little
further, Endymion's exertion and the dreamer's struggle in
"The Fall of Hyperion" become symbols of one another.

The fact that in Keats's works art and life "partake
of the reality which they render intelligible" is
responsible for the mutual interdependence of the two
distinctive processes that make up. Keats's scheme. for the

education of the individual or for making man discover and

manifest the aesthetic ideal. One of the processes is that



which enables an "Intelligence" to acquire "Soul-state."
This process (which leads to the discovery of the ideal in
life) is depicted in Endymion and outlined in his popular
speculations on the "Chambers of the human mind" and on the

wld

world as "a vale of Soul-making. The other process aims

at making the individual a true poet or transforming‘the
dreamer into a poet. It leads to the discoverf of the ideal
in art and is depicted in the Hyperion fragments and many
other poems. These two processes, by subéuming, ,
symbolizing and paralleli;g one another, combine to form i
the "complete scheme" for thg education of great men and _

o

poets-—a scheme which has t stages (Infant, Maiden and

i3

-Mature stages) that are deg to enable the individual

to improve his knowledge o ity through art and life.

: *
'+ The different characters or personas in Keats's

YE

works are almdst invariably representatives of individuals
who are in one of these three stages that make up the
scheme of education. Each stage represents an approach to
reality which the individual must thoroughly understand.
The proper response to the needs of each stage leads to
the individual's pfogress towards the attainment of the
goal of his education. Keats's works seem to concern
themselves always with the fate of characters who are
engaged in some form of "mythical" quest for the aesthefic
ideal. The quests like the myths in Keats's works are

sometimes explicit and at other times they are implicit.
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The chareetetsf=experiences in each of the steges represent, -
"ordeels" that"ﬁhst‘be undergone as part of the training.
While some eharaeters compiete the quest,'ether; hardly
~progress beYond the first or second stages; hence, it is
possible to characterize, in‘a’general manne:} the -
J 0 e . o
apgroaches to reality of individuals‘in each of the three
_stages. Those who are unable to dlstlngulsh between

themselves and thelr env1ronments are ln the first or

¥ . ~—

“‘.
infant stage; those who have a sense

ff?self—consciousness
L .

2% . e

but appreach‘the'wetld esif'%t/wete afeitadel of .
‘contradictions are in the secepd or Meiden staée where
Brighthees and darkness stboIize,mutﬁaliy exclusive
aspects of the world; and those .who,  in spite of their
%elf-conSCiousneés, perceive the harmoniousvbondlbetween
ail things and experiencee in the world are in the third
ot Meture stage‘where“the adquisition of persanal
Identltles‘by Intelllgences,rand transformation of dreamers
into poets, 51gnal the attalnment of the aesthetic ideal.
The succesSful completion of the scheme of Soul-
- making leads to the birth of a greatlpoet whose works can
be considered to be'greet poetry. The aesthetic ideal
‘which the poet acquiree in the third stage of his
<training, being'COmplex andarelated to an -intimate
- understanding of life, guarantees the profundity of the
knowledge which is iﬁplieit in‘ail great:poem;. Bagically{

therefore, Keats's consideration of poetry as the highest
< -

o ¥

e
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u)n
product of man s 11fe and his belief that "the greatest

men in the world are poets"l derive th&nr validity from

the fact that the poet'l education helps him to solve the

problems "of life in the presence of'ills," of the

,,apparent'conflict between art and‘life,"‘and‘of the

16

usefulness of art in a world of v1c1551tudes .Hence; he

employs the standards establlphed in thls scheme of the

poet s education for asse551ng the llves and works of all
who claim to, asplre to, or llve pOeth lives.

Keats's pronouncements on the nature.and functhn of
the poet and his poetry‘are essential delineations of the
characterlStics'and worth of those who have attained the

aesthetic’ ideal through the Soul-making programme, and in

“their works. The attributes'of_Souls and the qualities of

their works serve as 1deal standards by wglch Keats judges

A the llves of poets and thelr poetlc creatlons,,lncludlng

his own poetry and life: He applles V1rtually the same

'standards in hiS'judgement of poets and their works

‘because, as has been stated. earller, he regards poems as

Lmages of thelr creators qr as. expre551ons of - the ‘'souls of

3

~poets. In. fact, since "Keats s preoccupatlon 1s,f‘1n the

“ words of Wellek, "wlthrthe poet, his character and

functlon, and not w1th poetry as»structure and meanlng nl8

it follows that poets ahd thelr works share ldentlcal
g

""gualltles that constantly p01nt to the mutual

o

;nterdependence and coalescence of art and life.‘x

2
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The cardinal attributes of a true poet, in Keats's

view, are "Negative Capability,! empathy ("poetical

- character"), passionate sensitivity or sentience,

imaginative maturity (poetic imagination) and wisdom gained

Ithrough an intimate understanding of the unity of“being in

all things in art and'life. These attributes translate into
specific}qualities in great poems because poems‘mirror thg
lives of their authors. For instance, a poet's sentience
correlates-ﬁith the intensity in his art which, as has been
stated earlier, serves as the link between the artist's life
and his works. Keats conceives of the passionate sensitivity
of a poet as a way of’life,lthe foundation of knowledge;
~

and the power that resolves apparently contradictory

-

‘experiences into unity "O for a life of Sensations rather

19

than Thought," he declares. The fact that he feeds that

- sensations highlight the aesthetic ideal in the lives and

works of poets demonstrates that a life of sensationxis
not ‘necessarily a life without thoughts; it is a life in

which sensations and. thoughts are broucht into harmony,

N

for these sensations ensure that poetry is an intehsity -

of beauty. ' #

"Negative Capability" is, for Keats, the’ability of

e

the poet to be in “untertainties, mysteries, doubts,
220

'Without irritable reaching after fact or reason." It

enables the poet to concentrate on, and explore his subject

>
'thoroughly \g?ﬁﬁt being forced to fit his findings into a

-

é?"

8 2 b

d . S

3
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.

doctrinaire system. The insights that flow from the poet's
honest efforts coupled with the distinctive qualities of

the subject reveal the beauty of the subject--a beauty

&
?

which is more impoftant than any metathSical system. This
- does not mean that the poet's works lack coherence or some
form of, system. What it means isvthat his system is
1mpllc1t, and broad enough to absorb naturaITy the
numerous elements : assoc1ated with his exploratlon of the
subject Shakespeare is Keats's supreme example of a poet
who possesses Negatlve Capd%*f;ty while Colerldge is hlS
example of one’ who lacksithlquﬂallty .

- negatlvely capable" poet, in his reiation to his
subjectf is to Keats a \poetical.character."’As a poeticai‘

character (that is the poet in his dramatic stance), the

. poet has great empatth capabllltles that he employs in

\u,

\

picts in hls poems. Keats dlstlngulshes the poetical
Taracter from the poet s "poetic self" or ego by ltS
;fchangeablllty, and malntalns that the poetlcal character
can become other things only when it succeeds in
;uspending-the poeth.rigid personality or ego. "The
poeticaL”character is everything and‘nothihg"Zl because
it is changeable.‘it constrasts with the "poetic self" or
the Wordsworthian ego "which is a thlng per se and stands

w22

alone. The poet, employlng his dramatlc attrlbutes, is

"the most unpoetlcal thlng in ex1stence" because he
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interacts with his subjects as chameleons and "ethereal

Chemicels" do.23 The changeablllty of the dramatic.

personallty of the poet is not 1ncon51stent with his

personal Identlty. In fact, the-personal»Identlty of the

poet validates his dramatic persondlity b§ providing the

measure of self-aWareness‘and knoWledge that is neéessary

to the genuineness of the poeticel cﬁaracter's roie of

"filling some other Bodies."24 |
The poetical character or the "dramatically capable .

poet," because of" h%s ablllty te\¥ecome every subject, can

effectively capture the essential beauty in all thlngs.vHe”

explores and depicts his subjects in an objectlve rather

than subjective fashion, ensuring that his works are \ ’

objective portrayais of various subjects and not merely

subjective projections of his own ego or rggid convictions.

When poetry 1acksvthe objectivity which he associates with

the activities of the poetical character, Keats regards

such poetry_as‘having "a“balpable design upon us"--a kind

of poetry that "we hate" ‘because 1t is "enqendered in the

wh%ms of an Egotist." 125 He contends that we hate poetry

that startles our souls with its technical,qualities_

instead of its subject, and concludes that true poetry

"must be greatvand ﬁnobtrusive, a thing which enters into

one's soul and does not startle it or amaze it with itseif,

| 26

@utvwith its subject."“® This kind of poetry which enters

into man's soul is what Keats believes flows naturally

i
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from the drém&tically capable poet, for it is objective
depiction; nét me%e self-expression. A ‘ :

For Keats, the poétic imagination is the propelling
force of the poetical character or the poet in genefal. It
is the ideal manifestafion‘of the human imagination--an
ideal which is bnly potentially present in all human beings
and thus cén oniy be actualized through the. scheme of
-+ Soul-making. The poetic imagination "brings.the whole soul

27 by synchronizing all man's

of man into activify"
faculties and obliterating the supéosed causes of conflict
betwéen sensation and intellection. It is a cbgnitive and
creative power that enables the poet to perceive fully,
‘barticipate intimately in, and'aeﬁict‘br create objectively,
the beauty which is the real being in all thinés. It creates
Visions that never lapse into mere trénscehdentalism, and
vitalizes actualities without destroying their fundamental
qualities.

The poetié imagihation's éogﬁitive and creative .
‘activities furnish the poet with, as well as aid'his
poetic disseminaﬁion of, the complex knowledge of the
world's concord. The complexity of this"knowledgé, implied
in the complexity of the aesthetic ideal, makes the’poét
a philosépher in the Coleridgean sense of "no man ever
[beingjﬂa,great poet, with;ut being at the samé time a ~

28

.profound phiioéopher." ‘The poet's life and his works are,

for Keats, the best manifestations of this philosophic
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understandlng of man and his world. Yet, the poet llke his
poetry "must be unobtrusive" in expressing this ldeal in
order to justify Keats's consideration of the poet or his
poetry as "the supreme powexr/ . . . might haIf.slumb’riﬁg
on lts\rlght arm” ("Sleep and Poetry,' 236-7). Power is
con{erred,on true poems and poets by the fact that they
express the aesthetic ideal--a power which, thoﬁgh non-

¢

assertive and unobtrusive, is nonetheless unmistakable,

: . . . . 2
even in their "mere passive existence." 9

Poems and poegs that poéseSS'the qualities discussed
so far (of eourse Keats adds a few others to these
qualities) are, in Kearts's system, fﬁndamentally useful to
man. 'They are frlends that 'soothe the cares, and llft the
thoughts of man" ("Sleep and Poetry," 246~7) in a world

. - -where men sit and *hear each other groan;
Where palsy shakes a few, last gray hairs,
.Where youth grows pale, and spectre-~thin and dies;

Where but to think is to be full of sorrow

And leaden—eyed despairs,

Where beauty cannot keep her lustrous eyes,

Or new. Love pine at them beyond to-morrow.

("Ode to a Nightingale)" III, 4-10)

JU
" are

Poets and their works, as active. "frlends to man,
"beautiful things". that serve as "cheering light/Unto our
souls, and bind to us so fast/That whether there be 'shine’
or gloom.e'ercast/They must be with us or we die" (Endymion,
I, 30-33). The beauty of poets ang poems is not that which

“invites man to escape into an ideal world that is purggﬁ_of

all tragedies but that which "binds man to the earth"
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(Endymion, I, 75. It is therefore neither puerile idealism
nor glib justification for suffering iﬁ'the world; it is.
:an embodiment of the Keatsian vision in‘which "nothing is
seen in isolation - . . the whole is apprehended in the
part and everything has a use, aQrole to play in the
totality of human experience."3},

Keats's concentration on the ﬁature and function of
poets and poetry does not, however, mean'that he neglects
the technical aspects of art. As a remérkable craftsman
himself, kéats thinks about,'and comments on, the
technical or formai part of‘poetic,creatimity——albeit mény
of his idéés oﬁ form and technique are‘implicit in his
observations on the nature of poetry and poets. Inv%'broag
sense, therefore, his concern for technique centres: around
the efféctive use of language in poeﬁry that entails a
mastery of diction, idiom, syntax and phonetics. He
maintains that conventions relating to the use of language

y : .
the’ sonnet or couplet must be

-

and adoption of forms like

teséed on the pﬁlses‘éﬁ“in&ividual’poets*tO“déférminé
their relevance to particular subjects. His experiments
with the English language whiéh consistkgf "innovations"
and "realignments" of conventions enable him to create
"new" words and syntactical patterns that he believes can
capture the distinctive textures of experiences in his

poems. His theory of the alternation of open .and closé

. ™~ N
vowels, his experiments with the sonnet, ode, narrative"’
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.verse‘and romance amongsf others, and his use of myth,
imagery, symbol and metaphor, containlvaluable hints about
xhis view of the technical aspects of art. Essentially then,
Keats's remarks on artistic techniques, like his géneral
comments on the natﬁre and function of poets and poems,
emphasize the ways in which they embody the aesthetlc

ideal.
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