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ABSTRACT

This thesls is an exanminatlon of the relationship between Keats's
concept of Negative Capability and Wordsworth's concept of “wisge I888ive=
ness”, Since the poets'® ideas on imaginatlion, reason, sensatlon, and
thillosophy axe related to thelr thoughts on Negative Capsbility and “wise
passlveness”, they are also examined. The finael chapter is an attenpt to
show how Keats's ideas concerning Negative Capablllity are worked out in

hig Odes,
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CEAPIER I

INTRODUCTIOR

I had not a dispubte but 8 dlsguisition with Dilke, on vaylouz
subjectas several things dovetalled in my mind, & at once 1%
struck me, what guallity went to form a Hen of Aﬂhi@vem@az
espeelzlly in Literature & which Shakesvsare posessed s
enormousiy == I mean Nogatlive Ca?ﬂnxliu.p that ls whew man
iz capable of bLeln g in uneceriainties, Vysteries, doubis,
without éﬂy lrpitable wsaching altey fact & renson - Cole.
ridge, for iﬂ*txnseg Wﬁaja lat go by & fine isclated veri-
similitude caught from the Penetralium ai ﬁ“i?” fromn
being incapenle of remaining content with nalf ku@”7ﬁﬂbeg

This poesvwed $heough Yolumes woun gernaym take us no Ture
thﬁr than this s that with a great powst the sense of Deauty
CYSROOMSs GVEry @Lbar sonsideration, o raoher U)Li-vﬁ&iﬁ&
all comslderntion. -

Keats®s phrase "Fegative Capsbility® bas long besn of intersst to
scholars and nee been given vericus lwbaypretatlions, B. Y. Garved First
poiuted out that the coneept is closely livked to Kests's longing “for ¢

1ife of of Thoughts® and thad sinilay idess are

Capablility Is s quallity nobd essentially differvent . « « from what Vords-

vorcth calls "wise passivity? [ﬁic]“a’ Garrod doss nodt develop the idea in

¥

suy detall, however, and it was left fox J. Hiddieton Warey, in his siudy

S

Heats, to caxry the comparison facther. Huorry devotes & long chapter ¢

v

Lt

O'
“Feands and ¥ordsworth®, dwelling walnly on the sivdilarities beoiwesn the
two posts, I will webwin beo Muxry’s study later on, but for the moment it
is fmportant to pete that, like Gurred, he clailms that "thers can be neo

doubt . ¢ » that fow Esata == in spite of 2 dtemposary vezcbion «w Woedge

W n e ] R R N M. N O
worth wss ewlnsntly gifted with Hegative Czpadility. Thers vas no fwritable

N
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vegching after fact and vezson in this teachsr of a wise passiv@ngs&9w3
W, J. Bate rejects Garrod's and Fuxry®s contention and clains thot
“egatlve Capablility® Is not objectivity nor yet Wordsworth®s ‘wise pass-
iveness,® although it is indeed objective and passive in naiuxgbﬂg Bate’s
Look wes Lhe fiwvst, snd, I think, only, full-length study of Negstive
Gé?abilityg and alithough almost every crlile of Xeats has deald wilth the
concept since then, they have almest all been influsnced 1o some extent by

-

Bate’s etudy. Thus ths book meriite a felxly closs exaniration,

o

{3

Bate®s study nekes many valuable polwts. He gives & closs ansivels

8 ARLYSLS

of some of Yealte's lettors swd emphasizes the importance o Xests of sonsge

tlons rather than thoughte, of the poel®s ilmaginative pereeniion of the
porld zather than "consequliblve veasoning®, of intultlen rather then logie

sage {the letter of November 22, 1817 to Balley)
(eats s Dirst distinction between the logieal

; tha iptellect and the insgloative, lntuliive
facally, and his insistencs avt merely that the use of the
Imsgination 1s the mere efficacious means of arviviag at
trewkh buh that 44 ds actually the ondy way by which truth
ez be grasped.s

From the "Hegative Capability™ lettex of 27(7) Decombur, 1819,

bowever, Bate Juwaps to the letter o Yoodhouse of 27 Octobsx, 1818 in

P o )

wnlich Keats discusses his concept of the Posticsl Character and drvaws the
dhgtinetion between the Shakespesresn poet and the Wordswonthlan or “sgoe
tistical subling” poet. The Shaksepearsan poobt has no ddentliy of his oW,
Kests elalns; he lives in and through the ideniitles of the objacis he

Y

contenplates. PBate suggests that this abillidy of the pset o identify

)

% E pnin ™ . & Yo opa. R T SOV SV SR I, S £ 30 2 s £ e pord . <
sympathetieally, thuough bis inaglostion, with the objects he eontenplates

Xy
LS (]

o

sany a Negstlve Capabliity. Negatlve Capabllity becomes, then, the

o MILE

4

1,
L
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poetfs ability Lo ananl self, The Tfadlaciouns logle behind Bate’s argument



seems to run thus: Negative Capability is an intuitive or imaginative
approach to 1ife; sympathetic identification depends upon the postia
imeginative approach; therefove, by inference, Negative Capability is the

s3me as svmpamheﬁﬁe ldentification. It seems to maitter Little to Bate that
the "Negative Capabililty” letter and the ledter on the Poetiesl Chavacter
were written ten months apart and that nelther letter makes mention of the
othor topie whalsocwsr. He, nolt Kests, makes the connexion beiwssn the 4us
letters, and he sesms to esiabllsh 1t throuzh the figure of Shake SRPEALE,
who, Feats clalms, possessed Hegative Copabllity and lached identity, I
have no doubt that Keats felt thet any great poetv should possess Negative
Capabilidy and the abliliity for sympathetic &Qmuui ieatlion, and I have no
doubt that they are hoth llnked te the imaginaticn, but thls doss not mean
thet they are cug and the sams coarept.

In ald Zaizpess to Bate, Lt muat Do acknovledged that ai the erd

of his study he states that NHegstive Capability is not "an impiicit trust

in the Imagimation nor, even, the Shakespearesn quality of aunihilating

J.J‘e

ons's own identliy by becoming &t one wlih the sublect, although these too

o
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5@@;@E“é This nice detractien, however, does not
alimlzate his virtual equation of these three things throughout his study,
and the eyuation, as we shall see, has possed on to other crities,

Bate also fails to point out that Keats was greatly influenced by
Yendsworth durdag the peried when the “Negative Capability™ letier was
weitien. Rather, he mentlons Wordsworth enly to draw his distinction

batunen the Shakespsavean poet and the Wexdsworthlan poet of the egotiztie

3
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cal sublime, In fach, Reats wrote to Bailey on B October, 1817 that he

Pgulie disgusted with llterzyy Men and will never know another o excopl
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Hordsworth®. 7 Keats had been studying Worxdsworth diligently at Oxford with
Bailey during September of 1817, and he was introduced t0 the elder poet
by Heydon in early December 1817, Just before the "Negative Capabiiity®
letter was written. On 28 Decembey, 1817 Haydon®s “immorial dimner® took
vlace, attended by both Keats and Wordsworth, and during Janvary 1818 Keats
wrote with enthusiasm to both Taylor and Bailey that he had “seen a good
deal of Wozdsworth“eg Also in January, Keats wrote to Haydon that The
Excursion was one of the "three things to rejoice at in this Age”e9 There
can be no doubt, then, thet -- no matter what Keals's opinlon of Wordsworih
would hecome later -- when the "Negative Capability” letier was written
Keats seems to have had 1little but adwiraitlon for the eldex poet,

Bate also polnts ont that Xeats®s concept of the characterless,
selfiess »oet Lo irflivenced to & Jlaxge extent by Hauliii's views on Shakese
peswe, aund that Hezlitiy also dwells on the importance of the inagination,
There can be no denying thai Keats was friendly with Hazliti by the time

=

the “Regative Capability® letter was written, and he bhad read Hazliti's

book The Round Table with Balley in September, 1817 at Oxford, Many of

daulitt’s ldeas on Shakespeare are begun in The Round Teble although his

full~length leciure on Shakespeore was not dellvered untll 27 January, 1818
at the Surrey Institutlon, & month after Kesls’s levier was written. What
ia more fwportend, however, is the faect thet in 2 olose literary circle
1ike that to which both Keats and Hazlitt belonged, it is difficuli to
gatablish precisely with whom an 1dea origimated and exactly how much cons

writer was influenced by another. Furthermore, thers stlll remains the

atier nakes wo refercencs

}-4

important poiot that the “legative Capablility® 3

+o idsas coneexning the Fost's lack of identity.



Perheps my chiaf critlcism of Bate's book is that he has pressunbed
Keats's ideas on Negative Capability, Imagination, and the Poetical Charac-

ter ag 1f they were a “phil@aophy"gio

an alveady-developed ideal Ly which
Keats lived and wrote, and hence his Tusion of Keats's ldeas into one cone
cept, one “philosophy®™, Ironically enough, the concept of Negative Capabil
ity is precisely a rejection of set philosophies, of preconcelived systems,
and we sye nuch too willing to force upon Keate the vexry thing he wonld
have us weject and whlch he rejected himself, As he wrole later to George
ardl Georgiana Keats: "I am however young wrelting ot random - straining ot
particles of light in the midst of a great darkuness =- without Inoving the
bearing of any one assertion of any one epinians“li Negative (apability,
then, is not & ready-made philosophy, a formula by which to judge good
Fmétrg, and 3% s intevesting to note that, desplie cur resdiness to make
i%t into such, Keals never mentions the term agaln in his letters. Negative

Capability is merely a starting polnt, an ides, a speculstion from whick

3 ekl
Kents zoes on to develop other ideas about poetry. His speculations nay
lead hip, and did lead him, to his definitlon of the Poetical Charactern,
bzt this does not mean that Negative Capeblliity and the Postical Charace
ter®s ability to znnihilate self ave the same, Keats®s ideas develop &
graat deal duwrlog the ten months between these {wo important letters, and
it is thls development, which owes much %o the influence of Yordsworth,
that I hope to trace. And I hope to trace it without ever claiming fop
Feats & forpmiated syetem of ooetlics,

hs 1 stated ebove, Bate’s definition of Hegative Capability has

teinded to influence the ideas expressed on the toplc by more pecent critica,

Jasoh D, ¥Wigoed, in his articie "Negative Capablility and Wise Pagslivenens®,



rejects Garwod ‘s suggestion that the two concepts are similax and contends
that, "in truth, the two are poles apart“eiz Like Bate, he defines Negative
Copability as "the changing, chameleon nature® 13 of the Shakespearean poet,
Again 1ike Baﬁey he clalms that Wordsworth was too much of an egotistical
syatenatizer for Keats to be in‘sympathy with bik, This attitude Lo Wordse
worth cannot be totally denied, but it develops ai'ter the “Negative Capa-
bility" letter and only after Keats has come under the strong infiuence of
Hazlitt’s atitacks on Wordsworth, I also doubt that Heats ever felt as
gtrongly antagonistic to Wordsworth as some crltics would have us bellevs. 1
Wigod acknowledges that Keais®s concept of "diligeat in&slen&e"i5 is similaﬁ
to Wordsworth'’s concept of "wise passiveness®, but contends thai “giligent
indolence® and Negative Capability, far feom belng sinilar, are near
epposiies for while the one imvolves passivity, the otheyr lavolives the
mindfs active movement out of iiself to pariicipate ia new ;almsejé

ba I disagree with the idez that Nagative Capsbillity Ss the sane
as.%h@ voatfs lack of ldentity, I, of course, disagfe@ 1th Wigod's armment,
and I hope 4o show that Negative Capability is clossly linked te Xeats's
concept of “diligen® Indolence™ aud does iuvolve & cartaln kind of passi-
vity. The relatlieonship of these two ideas will Yerm a major poetion of my
avgunent. ¥Yhat Vigoed has falled te realize -~ or has convenlently dise
mlaged - 45 that Keats’s disecussion of “Qiligent indolence® in his lotters

begins in Jamwmsry, 1818 and thus it follows very closely upsn the "Hogativa
Garability” letter of 27 Decembew, 1817, Wigod only draws 2iisniics to
Keatsts "1B19 btenpexr™ of “indolence®,

Bate's influsnce has extended to other aritles 2s well., Alleon

Ward, for exsuple, states that Hegative Capabllity, ™this supacity Tow



suspending judgment in order to veport faithfully on experience also
invclﬁ@s the “capabiliﬁy'of submissionp; the capacity for °éﬁnu111ng self!’
and thereby entering into other identities.” 17 This is merely a reworking
of Bate's argument,

One wecent critic, M. A. Goldberg, who claims that Bate has cone
fused the distinctlon between Negative Capability and “"Synpathetic Iden-
tification™, tries to clear up the confuslon: "The imagination is the
ggégg'byiwhieh a mortal can step into a oneness., 'Negative Capability’
provides the manner through which the imaginative stepping can be croa-
tively praductiveeﬂig This nice distinction is of little help, however
for 1t is otill based wpon the ldea that Negative Capabiliity is the posils
ability to amul self, which is achieved by means of his imagination and
its ability Tor sympathetle ldentification. Furthermore, Goldberg agrass
with Bate and Wigod that Keats®s Negative Capsbillly is “qulte distinet®
from Wopdsworth's "wlce passiveness™, He claims that, while Keats's
Hegative Capablliity involves an acceptance of the worldd as 1t 1g, Words-
worth's “wise passiveness® "is intrinsically bound up with 2 seareh for
eplstencicgical tru%hﬂ"~197while Keats's Negative Capabllity is content
with the conerste world of sensatlons; Wordsworth®s “wise mssivenoss”
leads hinm into the world of thoughits and universal principles. Such an
extreme view of Wordsworth I find impossible to acocspl; the poet who
distrusts the mwrdering intellect and brings concrete sensations bsek to
poetry can haxdly be categorized as excluslvely a searcher after “eplste-~
mologleal feuths” and abstract principles. Goldbers’s study alse fails to
point out Werdsworth's belief in the lmpovitance of the imagination, which

3

is so importont to Keats as well, Bubl Goldberg’s observations sre useful



and his distinctions between Keats and Wordsworth may need Iurther comsid-
eration at a later time.
But Goldberg, perhaps more than most other crities, would burden
Keats with a formulated system of poetics -- as the title of his beok
indicates —- when in fact Keats in his short 1ife never arrived at what
to him would have been a totally satisfying philosoyhy or system of poetics.
Only two recent critics have supported the idea that Negative Cap-
ablility and "wise passiveness® are very simllar concepts and have closely
linked Negative Capability with the concept of "diligent indolence®,
Kenneth Mui», in his excellent essay "The Meaning of the Odes™, states
the position conciselys
Between the middie of February 1819, when he laid aside *The
Eve of 3t. Mexk?’, and the end of April, when he copled out the
first of the odes, Keats wrote very little verse; and it is
apparent from several wremsrks in his lettsrs that he did not
fully wesalize that his indolence was a necessary pause hefore
anothey period of creation. It was closely linked with the
Hegative Capabilliy he felt to be a characteristic of the
vest poets, alternating mocds of activity and indolence being,
in fack; the rhythm of the mind necessary for the exercise of
Negative Capabillty. It is arguable, indeed, that since during
the act of creation the poet must organize, choose, and reject,
he can oxercise Negative Capabillty only during his moods of 20
raceptive indolence - what Wordsworth called ®a wise passivensss, ¥
Hobert Gittings holds & simllaxr point of view. He quotes a long
passage on indolence from Keaits®s latter to Reynolds of 15 February, 1818
and claima that "Keats®s philosophy of Negative Capability finds its nost
cheracteristic and pexfect expression in this letter. » « « 2nd at the
sane tiae fxgaié] realizes that the ‘wise passiveness'® advocated by Words-
worth throughout his poetary was his own creative attitude tﬁoe"zi

But the mature of these studies -- the one is an introduction to

the Odes throush the "0de on Indolence" and the otheor is a blography of



Keats -~ prohlblts lengthy analyses of the relationship between Negative
Capability and "wlse passiveness™, and thelr brief comments must remain
rather speculative, By a fairly detailed examination of Keats’sz letters I
hope to show that Mulr's and Gitting's assertions sre correct, and to
gubgtantlate this point of view by showing how Keats's ideas concerning
ereptivity and aesthstics are worked out in his poetry.

By now 1t 1s fairly obvious that the disagreement on the relation-
ship between Negative Capablility and "wise passiveness™, whether by coine-
cidence ox by influence, comes down to a disagreement between English
scholars anﬁ American scholaxrs, It is alsc obvious that my sympathiss 1is
on the other side of the Atlantic. But before leaving the critical opinicns
thét surround Negative Capability, I would like to dyraw attention to an
intereating cobservation made by George Watscn in his edition of Coleridge's

Bilographia Idteraria,

Hataon suggests that Keats®s term "Negative Capabllity” may have
been adopted from Coleridge’s term “pegative falth® where Coleridge defines
*negative faith® as "That illusion, contradistinguished from delusicn, + o »
which simply permits the imeges presented to work by their own force,
uithout either denial or affirmation of thelr real exlstence by the judze~
men%p“zz Although there is no evidence that Keats ever read the Blographia
== vhich appeared five months before the "Negatlve Capablility®™ letier «-
1t seems unlilkely that, glven the literary circle in which he moved, he
would not have read and discussed 1%, and Coleridge's definlition of "nega-
pive falth" as the imagiretive acceptance of imeges as they are without

subjecting them to ratiomal or "absolute truth” ssems close to Keats's

coucept of Hegative Capabliity as belng in “mysteries, doubts, uncertainties
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without any lvritable reaching after fact & reason.” It is intewesting also
to speculate on the probability that 1t was precisely the ngmp with
its analytlcal approach to llterature and 1lts attempt to form a "philosophy®,
which led Keats to categorize Coleridge -~- and not Wordsworth as some critics

23

would have us belleve™ =« as a poet who does not poussess Negative Capaes
bility, who ls not "content with half knowledge”. But interesting as
Watson's suggestlon is, the influence of Coleridge on Keats ig beyond

the scope of this study.



CHAFTER II

NEGATLVE CAPABILITY AND WISE PASSTVENESS

Before embarking upon a study of the influsnece of Wordaworth®s
concept of “wise pussiveness” upon Keats's concept of Negative Capabllity,
it 1s perhaps useful to recall Middleton Muryy's warning:

In such 2 provinece of Ingulyy it is very Aifficult to be
positive In one's jJudgmentsy Alfficult sbove all fo distine-
gulsh between the inevitable fusion of two peofound postic
influences in the crltic’s own mind and the direct influeace
of the one post upon the other.l

]

Besring this in mind I will proceed witn my study, wiich le based primarily
upon a yeading of Keats's letters. As I am tracing a development fn Keats's

thought, I will adhere, as far as possible, o & chronological analysls of

the letters, Where such an approach would destroy the clarity of wy axgu-

[

ment, however, it will be necessary to trace the development of specifl
ideas through subreguent letters, But I hope that wy division of topies

nbo chwpiers will alleviate this pwoblem to some extent and aliow wme,

ot

)

whevever possible, to sti

P

2k b0 the chironclozical appmcach,

Before approachlng elther letters ovr poenms, howsver, & brlel
definition of the terms Negative Capability and “wise pacsiveness" is
ealled for, although I hope that 2 move precise understanding of thelir
meaning will develow wiith ny argument. Keats defines Negatlive Capabllity
&3 that state "when man is capable of being in uncertsinties, Hystevies,
Goubts, without any ivritable reaching after fact & reascn“;g This is
fairly stealghtforward: 3t 18 a state of heing “content vwith hall knowe

ledge®, an sccoptance of the world in all its diveree aspsects withoub

K



haéing to analyze, vaticnalize, and categorize those asgpscls, without
having to explain away every mystery and doubt, without having to fit
everything into o neat, philosophical system., It iz & statle, thea, that
involves passive acceptance, and which demands that the poet be receptive
rather then searching after fact and reason, It is also, we already notice,
& state that invelves anti-rationalist seﬁtimeﬁﬁgg

Bat theve still remains the gquestion of why Keats chose the paxti-
cular term "Negatlve Capability®. By this I uwerstand hin to mean "the
capablility of being negative®, His cholce of "capablility”™ is perfectly

understandable as the Oxford Bnelish Dictionary defines the word as "The

oality of having room for sny thingg abillty to recelve or contalu®. This
raceptive quality is preclisely what Heats thinks is desivable in the poet,
The choice of the word "negatlive” is zather more difficult o explain. I
believae that Keats has chosen the fterm from his sclentific knowledge of
elesctricliy, an idea that way, &t first, seem far-fetched, but which
becones pexfectly possible when we remsaber that Keats was a madical
student, ard we Ivow for a fact that he attended at least two courses in
Chemistry while studying et Guy's Hoepital in iotéo The eaxrly ninetesnih
century wis & tine of ploneer dlscoveries in the field of electricity,
eppeclelily the chemleal agencies of electricity, led by such eminent
solentists e Sy lHusphey Davy «- who was also well knowa in 1iterary

clrcles -- and his stadont Mlchael Faraday., Thely dlscoveries were widely

acolainsd iun nd by the Royal Institubion, and it would zeem inpo ihi@
that Feats could atitend two courses in Chemismbry without acquiring at lesst

. g It
3 basie knowledge of the properties of electriclity. And one of the wost

frw oy ”~

vasle concepts in the field of electrlelty is that current elzotricliy



fléws from the positive pole to the negative pole.. In his Bakerian Lectuve
“On Some Chemical Agencles of Electricity”, delivered in 1806, Siz Humphry
Davy defined the positive wire as "the wive transmitting the electricity”
and the nega%ive wire as that recelving the eleotricityos
In Keats's metaphoy of éiectricityg then, the negative pole becomes
the ideal representation of the negatively capable poet: like the negative
pole, the poet ls passive, receptive, and as the rnegative pole recelves
the current of electricity from the pesitive pole, so the posit recsives
impulses from the world around him, a world that ls full of mysteries and
doubts that the peet cannot explain, but which in his passive state of
receptivity he does not feel the need to explain, That poetle impulses
ere 1ike an electric curyvent is g sinile that would, I think, have pleaged
Keats,
¥y traecing of the term Negative Capability to a solientific source
is, of course, speculativeg we have no way of Inowing for certalin that this
is what Yests had in mind when he dsshed off the phrase., But I will say
that nowhere have I met with a more satlsfactory explanation of the term.
By now the connexion belween Negative Capability and "wise passe
lveness” should be almost self-tpvarent, Wordsworth's phrose comes from
his poem "Expostulstion and Reply” in which the peoet 1s bevated by &
friend for sltting on an “old grey stone” snd dreamlung his time away. The
friend suggests that he read books instead, 4o which the speaker replies:
'The eye it cannot chusge bhut see,
“Wa cannot bId the ear e stills
Our bodies feel, whevelar they be,
“Against, or with our will.

YHor Jess I Jdesm that there are powsrs,
*Which of thesselves our pinds fmpress,
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*Thet we can feed this mind of ours,
‘In a wise passiveness. 6
(11, 17-24)
Like the state of Negative Capability, "wise passiveness” is a state of
calm recapti&ity during which the mind and hody recelve impulses from the
external world although the rational, intellectual part of the mind is
laid asleep. In the next stanza the speaker questions his friend:

*Think you, mid all this mighty sum

*Of things for ever speaking,

'That nothing of itself will come,

*But we must still be seeking? :

(11, 25-28)

For Wordsworth, too, there must be ne "irritable reaching after fact &
reason”, no need to analyse and explain everything zatlionally. There must
be a ypassive acceptance of things as they are, and wisdom is lransmitted

to the poet iatuitively, through the senses, By “wise passivenesz” I uniewrs

stand Wordsworth to mean that wisdom comes to the poet in & state of pass-

B

ivity, which makes “wise passiveness® a poritmanteazu word rather than simply
8 ﬁcun and adjective. Even if the phrase is simply & noun and an adjective,
the meaning at least indicates that it is wise to be passive. The emphasis
in the poem on the dream-liks state in which such wisdom is {transmitted
is also important to Keats, as we shall see.
This anti-Iintellectual iden of "wise passiveness™ is repeated in

"The Tables Turned” in which the speaksr entreats his f3dend to give up
his books and instead learn wladom intuitively through listening to the
1irnet and the throatles

Ard haxk! how blithe the throstle sings!

&nd he is no mean preacners

Come Forth into the light of things,
Let ¥ature be your teacher,



i5

She has a world of ready wealth,
Our minds and hearts to bless <= 7
Spontaneous wisdom breathed by health,
Truth breathed by chearfulness.

(119 13‘“20)

Wisdom, or truth, is not something that can be sought after and analyzed;
it comes spontanecously through men's senses and imaglnation in communion
with the natural world, which is how, I think, it comes to Keats in a
state of Negative Capabllity. The cholce of the verb "breathed”, meanlng
inhaled, enrhasizes the unconscious and ovganle nature of this process.
Hordsworth goes on to state that "Our meddliing intellect / Mis-ghapes the
beauteous forms of things: / «= We muvder to dissect.” Man's dissecting
rationallsm is totally distrusted; Instesd one should "Come foxrth, and
bring with you a heart, / Thai watches &nd revelves”. It is wibh the
heart, rather than with the head, that man 1@%$ns,8

&

It is poesible, of sowrse, that Keats was not thinking of Words-
worth at 2ll when he wrote his Jetter on Negative Capability. ¥e do know,
however, that he had studied Wordsworth's poetry at Oxford with Balley in

September, 1817, and that he was meeting Wordsworth in London that winter,

ro

Also, on 29 October, ¥sats wrote to Balley defending Wordsworth's poem

"The Gypsles™ from Hazliti's attack which he end Balley had read in The
Hound Table at Oxfoxd, Keats®s comments on "The Gypsies” have often been
praised as excellent criticism, but few critice have bothered to examine
Hazlitt's remarks which are, to say the least, interesting:

. Wordsworth, who has written & somnet Lo the Xing on the
good thet he has done in the last Fifty yesrs, has made an
attack on a set of gypsles for having done nothing in four and
twenty noves. ‘The stars had gone tnelr rounds, but they had
not stivrad from theilr place.’ And why should they, if they
were comsoriable where they were? Ve did not expzet this turn
from Fv, Wordsworth, vhom we had consldered as the prinee of
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poetical idlers, and patron of the philosophy of indolence,

who formerly ineisted on our spending our itime “in a wise

passiveness,®
In his letter Keats says that, had "Wordsworth thoughft] a little deeper
at that Moment he would not have written the Poem at all®, a critieal
appraisal somewhat superior to Hazlitt®s and which not only points to the
weakness and triviality of the poem, but also indicates a belief that
Wordsworth should not have condemned the gypsies for their pessivity. Indo-
lence, after 2ll, becomes 2 prime topic in Keats®s letters by early 1818
and he must have beea thinking about it from at least as early as this
letter. Hazlitt's essay, in fact, continues to desl with the tople of
indolence in quite some deta11,10

The related themes of pasaivity, idleness and indolence hecome of

increasing interesi to Keals during the early months of 1818, bmwedisiely
after the “Negative Capablility®” letter was written. On 23 Jonusry he welifes
to Balleys

Things have happened lately of great Perplexity -—- You must

have heard of them -~ Reynolds and Haydon reloriing and

reorimminating -« and parting for ever =~ the sane +thing

has heppened between Haydon and Hunt - It ls unforiunate --=

Men should bear with each other «- there lives not a Man whe

way not be cut up, aye hashed to pieces on his weakest side.

The best of Men have but a portion of geod in them - a kind

of spiritwal yeast in thelr frames which ereates the ferment

of exlstence -- by which a Man is propell®d io act and strive

and buffet with Clrcumstance. The sure way Bailey, is first

to kuow a Man's faults, and then be passive, if after he

insensibly draws you towards him then you have no Power Lo
break the 1link,11

In dealing with men, 8s in dealing with 1ife, one must passively accept
people with thelr faulls as well as thelr virtues, and accept “things
o o o OF great Perplexity” without having to explain them xationally. These

idess echo the concept of Negatlve Capablillty, but apply that concent
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specifically to sccial relationships. The acceptance of the good and the
bad, the light and the dark, in men and in life also becomes of major
importance %o Keats, and such acceptance is only possible through the
practice of Negative Capablility.

Also on 23 January Keats writes to Geocrge and Tom that Hunt and
Shelley “appear much disposed to dissect & anatomize, any trip or slip I
have made in Qggxgigga“iz Whether or not Hunt and Shelley were so lnclined
is debatable, but Keats shows & definite Wordsworthian disdain for such
dissecting analysis, Continuing his letter, he writes: "I cannot hear to
be uninterested or unemployed, I, who for so long & time, have been addictad
t0 passiveness «- Nothing is finer for the purposes of great productions,
than a very gradual ripening of the intellectual powers.” His attitude to
indclence and pessivity is, no doubt, ambivalent here and he longs to be
gtudying and writing industriously once agalin, but he recognizes that the
"eradual ripening of the intellectual powers® whieh has taken place during
the state of passivity is not only desiyable, but necessaxry for the growth
of his mind, 4 period of indolence is necessary before creatlvity can go
forward, an ldea that wlll need further examination later on.

Hot long after these letters Keats writes one of his two most
famous passsges on indolence and passivity in ﬁis letter of i9 Februsry,
1818 to Reynolds, and well-known as the ressage is, I will quote it at
lengths

I have an idsa that a Man might pass & very pleasant 1life in
this manner <= let him on any certain day read a cevtain Page
of full Poesy or distilled Frose and let him wander with 1%,
ang muse upon it, and reflect from it, and bring home to it,
and propnesy upon it, and dream uwpon it -« wntill it boecomes

gtale == but when will it do so? Never -- When MHan has axrived
at a certain ripeness in intellect any one grand and spiritual



passage serves him as a starting post towards all "the two-and
thirty Pallaces" How happy is such a "voyage of conception,’
what delicious diligent Indolence! A doze upon a Sofa does not
hinder it, and a nap upon Clover engenders ethereal finger-
pointings «- the prattle of a child gives it wings, and the
converse of middle age a strength to beat them -- a stralin of
musick conducts to ‘an odd angle of the Isle? and when the
leaves whisper it puts a ‘girdle round the earth. . « . It has
been an cld Comparison for our wrglng on -~ the Bee hive w-
however it seems to me that we should rather be the flower than
the Bee == for it is a falss notlon that more is gained by
receiving than giving -- ne the receiver and the glver are
aqual in their benefits -- The f{1l]ower I doubt not receives a
{alr puerdon from the Bee - its leaves blush deeper in the
next speing -- and who shall say between Man and Woman which
is the most delighted? Now it is more noble to sit like Jove
that to Fiy like Mercury =- let us not therefore go huwrrying
about and collecting honey-bee like, buzzing here and there
impatiently from a knowledge of what 1s o be sxrrived at: but
let us open cur leaves like & flower and be passive and recepi-
ive «- budding patlently under the eye of Apollo and taking
hints from every noble lnsect that favors us with & visit --
gap will be glven us for Mest and dew for drink -- I was led
into these thoughts, my dear Reynolds, by the beauty of the
morning cpervating on a sense of Idleness == I have not read
any Books =- the Morping eeid 1T was vight <« I had no ITdea but
of ‘tha Morning and the Thrush ssid I was vight -- seeming to

o
BAY ==

3 thou whose Face hatlh Peld the ¥Winter®s windg
Whose eye has seen the Snow clouds hmng in Mist

And the blsck-elm tops ‘mong the freeszing Stays

To thee the Spring will be a harvest-time ~=

g thou whose only book has been the light

0f supreme darkness which thou feddest on

Mght after night, when Phoebus was away

To thee the Spring shall be & tripple morn ==

0 fret not after knowledge ~- I have none

knd yet wmy song comes native with the warmbh

0 fvet not after knowledge -~ I have none

And yet the Evenlng listens -- He who saddens

At thonght of Idleness cannot be idle, 13

&nd he‘s awake who thinks himself asleep.®’

Llthough 1t may seem reverse procedure, I will begin nmy analysis
of this important lebbter with the sonnet on what the thrush sald. Long ago
€, L. Floney unoted that "The suvnnet wes inspired by the song of the thrush

operating upon 2 moed of mental exhaustion and vecalling Vordsworth®s
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principle of ‘wise ];Jassiven@ss5‘”‘ﬂ‘L and Thorxa Balslev writes that "Without

the Lyrical Ballads in the background, the sonnet would never have been

written, or would have been written very differentlyo"15 In listening to
what the thrush says, there can be little doubt that Keats is adhering to
Hordsworth's advice to learn wisdom from the linnet and the throstle, and
the emphasis on sensations, along with the repeated "0 fret not after know-
ledge® - which 45 an echo of the "Negative Capability” idesa «- is very
similar to Wordsworth's “Lines Written at a Small Distance From my House",

a poem from Lyrical Ballads. Like Keats’s somnet and letter;, Wordsworth's

poen dwells on the joy to be found in a day given to idleness in whiec

“the hour of feellng® (L. 24) is totally appreciated and all ratlonal
thonght processes are forgotiten, The connexion between Wordsworth's Lyriesl
Ballads whieh dwell on "wise passivensss" and the letter's emphasis on
being passive and receptive like a flower rather than acitively searching
alter knowledge like a bee, ié also obviousoié Keats®s very imege of the
flover as a representative of paseivity may have been influenced by Words-
worth's numerous poens -- for example, “To the Daisy®, “"To the Celandins®
== which praise flowers for thelr passive receptivity to all aspects of
1ife. In his "To the Same Flower” Wordsworth also uses the image of a "Beg"
feoding ot the Celandine.

Finney'’s analysis of Keats®s somnet continues: "He was inclined o . »
to accept Wordsworth®s philosophy of natural education, according to which
sensatlons or sensuous impressions, which are the primary sources of know-
ledge, iunform man®s mind, impress 1t with Quietness and beauty, and feed
it with Jofty thoughts. These sensations, according to empirical phllosophy,

devslop into complex ldeas by means of the process of associatiene“17 It is
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précisely this process of association that Keats is describing at the
beginning of this letter to Reynolds when he says that after reading poetry
a man should "wander with it, and muse upon it, and reflect from 1t, and
bring home to it, and prophesy upon it, and dream upon it". In thls state
of "delicilous diligent Indolence”, in which the rational part of man -=
that pert of the mind that deals with what Keats calls "comsequitive vea-
soning™ -- ig laid asleep, man's Fancy and Imagination have free reign to
roam into alil realms of sensation and imsginative thought. The process
begins with physical sensations -- "the prattle of a child”, "the converse
of middle age™, "a strain of musick” -= which act as "ethereal finger-
pointings” to set the imagination in flight., These sensatlions are {raas-
ferred to the mind and from there the poet's thoughts move, by means of
assoclation, inte the realm of imaginative speculation, musing, and reflsct-
ing upop any idea that catches its fancy, In this fluld state of asscclation
the imagination can play upon all kinds of diverse sensations and ideas
without having to categorize or rationalize them into 8 system. As Keats
tells George and Georgiana much laters "The only means of strengthenling
one's intellect is to make up ome’s mind about nothing - to let the mind
be & thoreughfare for all ihoughtse"is And it is in mrecisely this state
of diligent indolence, when the fancy is most active, that the creative
process of writing poetry begins., This is not how the creative process
ends, selectlion and judgment belng of imporiance tooy but this is how‘it
begins for Keats,

Keats himsell gives the beat description of how this process of
agsociation works in the same letter to Reynolds. He states that "almost

sny Man may llke the Spider spin from his own inwspds his own airy
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Citadel == the points of leaves and twigs on which.the Spider begins her
vork are few and she £ills the Alr with a beautiful circuiting: man should
be content with as few points to tip with the fine Web of his Soul and
weave a tapestry empyrean -= full of Symbols for his splritual eye, of
agoftness for his spiritual touch, of space for his wandering of distinei-
ness for his Luxury «m“nig The few solid points from which the Spider
builds correspond to the poet’s physical sensations, experienced in the
real world -- and Keats, for all his flights of the imagination, never
doubts the concrete reality of the materliel world -- fxom which the poet,
by means of fanecy's assoclative processes, weaves a beautiful "tapestvy
empyrean”, an imaginary world in which poetry originates. Exactly how this
assoclatlve, imaginative process is linked to Negative Capability hos been

well-Genonstrated by Stuart Sperry in his excellent chapter on “Chemlstry
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Process”, Sperry points ocut that such amsociation in 2 state
of diligent indolence allous

g Torm of verification that proceeds not through the rules of
lcglic bul by meanz of that imaginatlve convergencs —- the inter-
secting or ‘dovetailing’® of diffevent insights -- that by itself
leads to no finmal concluslon but to a deeper awareness of the
"Penetralium of mystery® in its perpetually fascinating complex~
ity. It suggests ths imaginative perception of a series of
interrelationships that lose their wreal vitality and signifi-
cance once we attempt to abstract them ¥rom the flcowing texture
of sensatlons and speculations that embody them, once we seek
to fresze them into the seittled forms of *fact and reazmon’,
Feate's remavks on Negative Capability are more than anything
an attempt to justify poetry 2s a kind of thinking we might
conslder uwnconscions on preconsclous -= & form <f apprehension
frine) aeaiﬁg by relationships and laws distinet from those of
TOREON, <

It is perhaps difficult 1o ascertaln exactly how Wordsworth influe-

snced Keats's ldeas conecerming the mrocesses of the creative imagination

apart from the inltlal siage of “wise passivenesa™, Au examination of
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Wordsworth®s account of how the Greek myths were formed, given in The
Excursion Book IV, however, reveals some interesting parallels between
the two poets, The passage readss

-« Iy that fair c¢lime, the lonely herdsman, stretched

On the soft grass through half a summer's day,

With music Iulled his indolent yevnose:

And, in some fit of weariness, if he,

When his own breath was silent, chanced to hear

A distant straln, far sweeter than the sounds

Which his poor skill could make, his fancy fetched,

Even from the blazing charlot of the sun,

A beardless Youth, who touched a golden lute,

And f£illed the i1llumined groves with ravishment.
(11, 851=860)

Here Wordsworth is describing precisely the creative process that Keats has.
been discussing in his letiers. The shepherd, in a state of "indolent
repose” akin to “diligent indolence", experiences certain physical sensa-
tions == in this case musical sounds == which trigger off his fanoy. His
fancy in turn axplores the imaginative realm and by means of amssociation
the nyth of Apollo is created. We know from Balley's accountgl that this
paégaga was of interest to Keats and sc the parallels betwesen the two poeis
aye not surprising, especially when we remember that Keats, copying Words-
worth, wrote his own version of mythic creation in "I stood tip~toe o » <"«
Keats has a baxd who, "In some delicious ramble” (1. 165) like the state
of "dolicious diligent indolence”, saw a lonely flower drooping over tha
watery then “some falnter gleamings o'er his fancy shot” and the bard
assoclated the lonely, pining flower with a love-lorn man, and hence the
myth of Narclssus was born. The process is almost identical to that des-
crived by Hcrdsmnrthozz

Pagsages describing such creative, imaginative processes are quite

frequent in Wordsworth's poetry, but perhaps the best description of thelr



vorking is given in Tintern Abbey, another poem that was of particular

interest to Keatsgz3 Here Wordsworth describes the effect produced on him
by the memory of the Wye Valley:

Though absent long,
These forms of beauty have not been to me,
As is a landscape vo a blind man’s eyes
But oft, in lonsly xrooms, and mid the din
Of towns and cities, I have owed to them,
In hours of weariness, sensations sweet,
Felt in the blood, and felt along the heart,
And passing even into my purer mind
With tranguil restoration:

(11, 23-31)

From this state the poet moves into:
that serene and blessed mood,

In which the affections gently lead us on,

Until, the breath of this corporeal frams,

And. even the motion of our human blood

Almost suspended, we are leld asleep

In Bbody, and become & living souls

While with an eye made quiet by the power

; Of harmony, and the deep power of Joy,
We see into the life of things. .
(11, 42-50)

No doubt, Hordsworth is here describing a nesr-mystical communion with
ohjects that is a stage or stages beyond the associative processes of the
fancy in & state of indolence, but 1t is interesiing to notlee that the
process starts with sensations; or memorles of sensations, experienced in
the material world, These sensations enter into the mind creating a state
of peace and calm (delicious indolence), From this mocd the physicel sene
gations ave lald asleep and the imaginatlion takes flight until it "sees
into the 1ife of things", that is, communes with all things and sees the
inter-relationship between all things in life. This mystic state is not

unknown to Keats also, and his sonnet "The Poet®™ describes it in terms

that are reminlscent of Tintern Abbey:
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At morn, at noon, at Eve, and Mlddle Night
He passes forth into the charmed alr,

With talisman to call up spirits vare

From plant, cave, rock, and fountain -- To his sight
The husk of natural cbgeeug opens quite

To the core: and every secret essence there
Reveals the elements of good and falrg
Making him see, where Learning hath no light.
Sometimes above the gross and palpable things
Of this diurnal sphere, his spirit fliles

On awful wingy and with ite destined skies
Holds premature and mystic communingss

Till such unesrthly intercourses shed

A visible halo round his mortal head.

The poet, as described in Tintern Abbsy, experiences an imagivative

f

flight to & mystlical communlon with the sssence of objects. And in keeplug
with the idea of Hegative Uapability, Keats stresses thai such infultive
insights into "the life of things®, or what he calls the “Penetrallum of
nystery’, cannos be achieved by "Learning”, that “’r?ﬁiw?&@ veaching after
fact and meason®,

The lmportance that the ldea of "dillgent indolence® holds for
Xeats can be Judged by cne of his margiral comaments in his copy of Shakeg-

pearets Trofilus and (vesasida. He clains that "The Genlus of Shakespesye

was an lnfnlate uelversaliby -- vherefore he had The utmost atchievement

- T . , N w2l
of human intelliset prestrate benenth his indolent and Wingly gaze. Thea
important tople of Shakesypesre's universality wlll Ve discussed in some
detall in wy nasxt chaptew, but here 1t is impowtant to note that Keats
attributes a state of indelience and calm vepose to Shakespsare, who for
hin is the uliliwate poet, his presiding spivit. And Shaksspeare, we reneme

1 £

ber, is the suprewns sxawple of the poel possessed of HWegative Capsbiliiiy,
that calm repose in which mmerous imeginative speculations dovetail withe
ud sny irritable vezching after fact and reason,

Also, in Exndymion, Jsats stedes that he "would vethsr be siruck
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dumb, / Than speak against this ardent listlessness: / Foxr I have ever

thought that 1t might bless / The world with benefits unknowingly;” (Book
T, 11, 824-827), The world is blessed because in this state of axdent
llstlessness, of calm repose and detachment, the imaginative mind is free
to entertain all speculations and so begins the creative process.

The state of indolence is also linked in Keats®s mind with states
of dw=eaming, vision, and sleep for it is in these states, when the body is
laid asleep, that the deep, unconsclous levels of the nind in which the
imagination dwells are released and the mind speculates on diverse 3deas.
Az we saw in the sonnet on what the thrush ssid, "he's awake who thiaks
himself asleep"”; we are awake in sleep because that is wben the lmagina-
tion is most aetive. Keats shares with the other Romantic poets a strong
interest in dreams and vislons as gourcss of poetic creativity and Goldberg
has noted that "Bven in his earllest verse, Keats had been exploring the
role of easy indolence in invoking the powers of the imagination. Sleep,
dreans, indolence, silence, qulel, awekening -- these chords resouwnd with
frequency throughout the 1&Byrinth of the poete . » » This i & stzate fyom
which the creative act seems to arise and toward which it ultimately des-
cends agaimsﬂzi The exact relatlonshlp between dreams, sleep, indolence,
and powtry fov Keats is a tople far too large to be handled withiln the
scope of thiz study, but even a curszory reading of his esrly poem “Sleep
and Yoetry® will establish some of the connexions that he felt to be so
important, There he defines poetry as "might halfl slumb®ring on its omn
right arn® (1. 237), an inagimative power that is veleased in a state of
easy indolence and which is totally divorced from any "irpitable reaching

after fact & zeason”, The power is based on an imeginative acceptance of
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the real world in all its mystery.

I stated earlier that there are two famous letters on the teple of
“diligent indolence", The first I have already discussed; the second is
written on 17 and 19 March, 1819 to George and Georglana KeatngS The
letter itself is not of great importance for throwing further light on the
subject of indolence, for 1t states baslcally the same ldeas as Keals
expressed before. What is important about the letter is that it ls written
in the Spring of 1819, wight around the time of the writing of the great
Odes. Thus it goes a long way to showing that periods of “wise passiveness”
are necessary for Keats's creative procese, for the wriiing of his best
poatry. "An indolent day", says Keats, "f111°4 with speculations even of
an unpleasant eclovur - is bearable and even pleasant alons ws"927 And of
the composition of the "0ds to Psyche” he writess “The Tollowing Poem ~-=
the last 1 have written is the first and the only one with which I have
taken even moderate pains -- I have for the most part dash'd of my lines
in a hurry -- This I have done lelsurely «- I think it reads the move
richly for it and will I hope encourage me to write other thing[s] in even
a more peacsble and healthy sPirito"zg Brown®s account of the composition
of the "Ude to a Wightingale®, although of debatable accuracy, also stresses
a similar trangull and j@yful states

In the spring of 1819 a nightingale had bulilt her nest near ny
house, Keats fell a tranquil and continuwal Joy in her songy and
ane morning he took his chair from the brealkfast-table to the
grasg=-pi0t under & plum=-tree, where he sat for two or three
hours. When he came inte the house, I percelved he had some
scraps of paper in his hand, and these he was quietly thrusting
behind his books, On inguiry, I found those sexraps, four ox

five in mumber, ggﬂt&iﬁ@d his postiec feelings on the song of
oux nightingaleoz

The passivity that be discusses in his letters, then, is an integral part
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of the writing of his great poetry. As the "Nightingale Ode" shows, in
thiz state of "wise passiveness", the sensations produced by the bird's
song trigger off a number of imaginative speculations in the poet’s mind,
and these are the source of the poem,

S50 influential is diligent indolence by this time in Keats®s 1life
that he wrlites to Sayah Jeffrey on ¢ June, 1819: "You will judge of my
1819 tempér wvhen I tell you that the thing I have most enjoyed this yeasr
has been writing an ode to Indolence,“Bo No dowbt this Is an exaggewvation,
e¢specially when we compare the merlts of that ode to the merits of the
Tive great Odes, four of which had probably been written by this time, but
the letter shows how lmportant Keats has recognized indolence to be, The
letter is also interesting for the mention of “"my 1819 temper®, & phrase
that he probably boxrrowed from Wordsworth®s "Lines Written at a Small Dis-
tance from ny House®, the theme of which 1s the benefit to be derived from
days spent in idleness, Just living on "feeling® or sensatlons. Two verzes
show the interest of the poem for Keats:

Cne moment now may give us move

Than fifty vears of reasson:

Our minds shall drink at every pore
The epirit of the season.

Some silent laws our hearts may make,
Which they shall long obeys

He for the year to come nay taks

Our tempsr from to-day,
(11, 25-32)

The emphisls on receptive passivity and sensations, and the antipathy te
"reason” are all aspects of the concept of Fegative Capabiliiy.
But Keats®s attitude towards indolence is not always positive,

however, and there ars wany letters in which he criticizes himself for

being Jdle and indolent. The distinctions Keats makes seem to be mors
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complex than 8 single contrast, however. On the cne hand Keats draws a
distinction between "an easy and an uneasy ind&lence”£31 the first belng
the state of "dillgent indolence” or “wise passiveness" in which sensations
lead to imaginative speculations, the second, a state where one has "nothing
to do . . . and not enough to interest or rouse one; is a capital punishe
nent of a capital crime:”. Balalev describes "uneasy indolence” as that
state when "the mind 1s not in a *healthful state of assoclation,’ indo-
lence becomes torpitude, and beauty cold and 1ifelessn"32 Keats himself
describes the state in scme detail to Balley in May 1818 when he is feeling
s0 depressed over the prospect of George's emigrating to America: "I have
this morning such a Lethsrgy that 1 cannot write . » « L am now so depressed
that I have not an Idea to put to paper -- my hands feel like lesd -~ and
yer it is and Eggg_an] unplessant nunrbsness it doss not take away the pain
of existence . « « I am in that tomper that 1f I were under Valer I would
scarcely kick to come to the %opg“33 Obviously such a state of nental and
physical torpor, complete lifelessness, is very difTerent from, vivtuwally
the antithesis of, that “delicious diligent indolence” in which the body
is alive to all sensations and the imagination to all speculations.

But Reats makes another distinection, between indolence -- and here
I understand him to mean "diligent indolence” ~- and concentrated, active

A

study and theught, and it is interesting to notice that such periods of
gotive study and writlag usually alternate with perlods of indolence. For
oxample, on 25 Aprlld, 1818, not too long after the Tirst important lettew
on the virtues of indolence, Keats writes to Taylor that "cavaller days
are gone by? and now he must turn to a "continmual drinking of Knowledge"

ard attempt to do "some good for the world . . . through application study



and thought."ga And on 31 May, 1819, shortly after his account of the
leisurely writing of the "0Ode to Psyche” he writes to Sarsh Jeffrey that
he "cannot resolve to glve up my Studies® and that he “would zather conquer
my indolence and strain my ne[x]ves at some grand Poem."35 It is apparent
from such comments that, although Keats may not be fully aware of it and
doss, at times, seem to contradict himself, alternating mocds of passlivity
and activity, indolence and application, sensation and thoughtful study,
are necessary for him to create good poetry. And I would suggest that it
is in the moods of intense study and activity that he learns Jjudgment and
applies a process of selection to the numerous sensations and speculations
that have gone on in his pericds of indolence. The two moods then, are not
contraries, but complementary aspects of & single creativs process. As

Yordsworth deseribes it so well in The Prefacs of 1800, "all good poetny

is the sponianeous overflow of powerful feelings; bul though this he trus,
Poems to which any value can be attached, were never produced on any variely
of subjects but by a man who belng possessed of more than ususl orgenlc
sensibiiity had also thought long and deeplys“sé It is with the "spontan-
eous overflow of powerful feelings” that the creative process begins, but
thought is necessary for the application of judgnent and selection.

These alternating moods are s8lso very sinllar to Yordsworthts
descrliption of the creative process at the beglwning of Book XII of The
Preludes

From nature doth emotlon come, and moods

0f calwness equaliy are nature'®s gify,

This is her glorys these two attributes

Are sister horns that constitute her sirvengthy
This twofold lufluence is the sun and shower
Of ail her bounties, but in origin

Arnd end alike benigrant, Hence 1t 1s,
That Genius which exists by interchange
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Of peace and excitatlion, finds in her
His best and purest Friend, from her receives
That energy by which he seeks the truth,
Is rouzed, aspires, grasps, struggles, wishes, craves,
From her that happy stillness of the mind
Which fits him to receive it, when unsought. 3
(11, i-14)’
Unlike Vordsworth, Keats does not ascribe the production of such nmoods in
the poet exclusively to nature, but the alternating moods ars basieally
the same, It is these alternating moods of calm and struggling aspivation
that lead to an apprehension of "truth", an insight into the mysteries of
life, based, not on any rational argument, but upon an imsglnative percep~
tion of reality. It camnot be sought after with fact and reason, bult comes
“ansought®., The "happy stillness of the mind" that vesulte from this Pro=
cess is the same as that Shakespearean "indolent and kingly” repose of the
poet possessed of Negative Capability,

I stated above that 1t is perhaps in periods of thoughtful appli-
cat that the process of selection and judgment so necessary to good
poetry is carried on. Exactly how important Keats knew Judgment tc be is

evidenced in hisz Pown domestic critielsn” of Indymlont "I have written

irdependently wlithout Judzment -- I way write independontly & with Judgment

hereafter, -- The Genlus of Poebtry must work oubt Its own salvation in a nmant

It cannet be matured by law & precept, but by sensatlon & waichfulness in
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iteelf ~= That which is creative must create itself «- That poetie

creation cannot be metured by law and precept is in keeping with the dog-
trine of Negative Capability; what is neaded, instead, is a conbipation of
gensation -- appreciated In & state of "diligent indolence” ~- and watche

fulress or thoughtful Judgment and selection. These together will allow

“that which is creative”™ to “create itself®,
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The attributes that Kezts feels are necessary for the production
of good poetry are very similar to those listed by Wordsworth la The
Preface of 1815, Wordsworth lists "the powers regquisite for the production
of poetry" as:

(1) Observation (which, for Keats, takes place in a state of "wise passive=
ness");

(2) Sensibility (or the capacity to feel sensations);

{3) Reflection (Keats lists veflectlon and nusing as what takes »lace in
the mind during "diligent indolence”);

(%) Imagination and Fancy, which "modify, create, and associate” (It is
precisely these powers tﬁaﬁ are at work speculating and associating

during the state of "wise passiveness® or "diligent indolence™)

Poane
Ut
S

Invention (which, no doubt, is the outcome of imaglnative speculation,

and which Keats claims is “the Polaxr Staxr of Yoetry”);

(6) Judgment (which Keats comes to realize is of such vital importance in
order to keep the imagination in check and to stop fanciful flights
into & totally unrealistic world),>?

By demonstrating these similarities between Keats®s idea of the
creative process and Wordsworth's idea of that process, I am not by any
means claiming that Keats borrowed wholesals from the older poet or even
that Keats was consclous of Wordsworth'’s iafluence most of the time. As
Kenneth Muirx has said, "The value of Keats®s axioms depends not on their
originality, but on the fact that they flowered naturally fiom his own
experienceu“aa Keats claims that "Nothing ever becomes real 111l it is
axperlenced -- Even a Proverb is no proverb to you till your Life has

}
illustrated i%".41 Keats may be infliuenced by Wordsworth's poetry and
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poetic theories, but all he thinks about poetry originates in hls own mind,
is native to himself; or If he adopts an idea he makes it native to himself
by experiencing it., More than 1likely, Keats recognized in Wordsworih's
writing ideas that he himself entertained concerning poetry.

A study of Keats®s ideas on the poetic process would be incomplete
without at least a brief examination of his three axioms on poetry which
are the outcome of his comparison between his aime in poetry and his achie-
vements in BEndymion. Muir has called these axioms "a brillant condensation
of his thoughts about poetry during the past m@ﬁths"“z which makes them of
special interest to my study as the letter of 27 Februaxy, 1818 o Taylior
in which they appear follows closely upon the letter on Fegative Capabliity
and that on "diligent indolence”.

The first axion is that "Poetry should surprise by & fine exness
and not by Singularity -= it should strike the Rezder as & wording of his
own highsst thoughts, and appesr almost a Remembrance@“QB Clarence Thorpe
has noted that "Such fine excess and strangeness Keats found in much of
Shakespeare. It is associated in his mind with a freedon and a fullness
of imagination that must carry the post Into a rxeglon of his owmn creation,
into a state of disentanglement fyrom the particular facis and accidents of
life and I".x:?.,.s’t;r.;:r:ye”lM And many critics have noted that the concept of poetry
appearing almost a remembrance to the reader is infiuenced by Hazlittts
ideas on yoeﬁry,hS Thorpe has suggested that the ides "ssens to eche VWerds-~
worth's ‘emotion wecollected in tranquility'",aé but I disagree wlth hin
here becouse what Wordsworth is describing is the process that the poet
goes through in creating poetry, while Keats is noting the effect that

poetry has on the reader. The axlom is similax, however, to Wordsworth's
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distinction between the Imagination and the Fancy. The Fancy, Wordsworth
claims, pleases the reader by its odd or unusual images and assoclationsg
it surprises by singularity. Thus the Fancy deals with the temporal and
traﬁsitory,a? The Imaginatlon, on the other hand, deals with the eternal
and lndestructible by presenting images and ideas of the highest quality;
as Keats puts it, good poetry surprises by a fine, ov excellent, ewcess,
and thus it strikes the reader "as & wording of his own highest thoughts"«as
Keata®s second axiom is that poetry’s "touches of Beauty should
never be half way therby making the reader byeathless instead of content:
the rlse, the progress, the setting of imagery should like the Sun come
natural natural too him -~ shine over him and set soberly although in
magnificence leaving him in the Iuxury of twilight mw”aag The stress on
organic and nstural imagery is, I think, influenced by Wordsworth's empha-

sis in The Freface to Lyrlcal Balladas on ibe need t0 retumn to natuxal

images. Wordsworth states that "Poetry is the image of man and nature®
and the poet "considers man and nature as essentially adapted to each
other, and the mind of man as maturally the miwror of the fairest snd mosb
interesting qualities of nature="5o The poet must choose hls images from
the fair and magnificent aspects of organic and natural 1ife, Keats's
disdain for the artificial inagery and poetry of the eighteenth-century
poets can be ceen in "Sleep and Poetry", and his attitude here is also
strongly Eerdsworthian,51
Reata®s thinrd axiom, "That 1f Poetry comes not as naturally as the
Leaves to a tree it had better not come at all",52 is also perhaps influ-
enced by Hazlitt, who says in hils essay "On Fosthumous Fame" that "It is,

indeed, one characteristic mark of the highest class of execellence to
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appear to come maturally from the mind of the author, without consciocusness
or effort. The work seens iike inspiration n»"e53 But what Hazlitt is dis-
cugaing is something akin to the Renaissanee idea of "sprezzatura®, the
appearance of ease and natural creation, whereas Keats is claiming that
this must actually be the case. Keats's idea of spontaneous creativity and
probably Hazliti's also, is Indebted, I think, to Wordsworth's claim that

A

"all good poetry is the spontaneous overflow of powerful feelings.
emphagis on "feellngs” would also be of great interest to Keats.,
Thus far I have dealt with Keats®s concepts of Negatlve Capability
and "diligent indolence"” and Vordsworth®s councept of "wise possiveness" in
relation to the poets'® ideas on the creative process, which constitutes a
large part of the meaning and importance of these ldeas. Bub with Keats
the passive acceptance,; the receptiviiy that is an Integral part of thess
concepbs, develops inbto, or becomes connected with, philoscphical guasiions
about human suffering, pain, evil, circumstance and how these aspects of
the real world can be passively accepted. And in dealing with these ques-
tions Keats is again largely indebted to Woxdsworth who, for him, is the
supremne poet of the human heart. How the concepts of Negative Capability
and "wise passiveness” brosden out inmto the wider philosophlcal questions
of dealing with the real world will form the major topic of a later chapter,
but before tracing the development of such ideas it is important to examine
another facet of Wordsworth®s character that was of interest to Keatis,

Wordsworth's ‘egotism?®,



CHAPTER II1

THE POETICAL CHARACTER

In the previous chapter I exsmined some of Wordsworth's tenszts
about the poetic process towsrds which Keate was sympathetle and by which
he vas probably influenced. My stress was on Keats®s favourable attitude
towards Wordsworth, Parallel to this favoursble attitude, howsver, there
runs in Keats®'s mind a blatant dislike for what he feels to he Vordsworih's
“egotion” and the influence of his egotism on hls poetry., Thus we £ind in
Keats two almost contradictory attitudes towawds the clder poet: on the
one hand he feels Wordsworth is the greatest living poebt in England, snd
on the other hand he haltes any poetry that exhibitis the “palpabls design®
he finds in sucn of Wordsworth®s verse, The two attitudes exist in Keats's
mind at the same time so that his opinion of Wordsworth is by no means
clear~-cut, and Keats himself fluctuates between his two views, His admiva-
tich for Wordsworth ultimately dominates, however, and even when Keats is
nost antagoanistic towerds Wordsworth I think he is still belng unconsclously
irnflvenced by the older ypoet.

Keats®s first attack on Wordsworth's poetry comes in a lestier to
Reynolds on 3 February, 1818, very close to the time that he was admiring
Vordsworth's idea of "wlge yassiveness". He wrltes:

It may be sald that we ought to read our Contemporaries, that
Hordsworth &c should have thelr due from us. but for the sake
of a few fins imsginstive or domestic passages, are we to be
bulliad into a cevrtain Philosophy engendered in the whims of

an Bgotlist -« Every man has his speculations, but every wan
does not brood arnd peacock over them till he makes a Talse

35
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coinaze and decelves himself -- Many a man can travel to the
very bourne of Heaven, and yet want confidence to put down his
halfseeing. Sancho will invent & Journey heavenward as well as
any body, We hate poetry that has a palpable design upon ug ==
and 1f we do not agree, seems to put its hand in its breeches
pocket. Poetry should be great & unobirusive, & thing which
enters into one's soul, and does not staxrtle it or amaze it
with itself but with its subject. ==~ How beautiful are the
retired flowers! how would they lose their beauty were they to
throng into the highway crying out, "admire me I am a violet!
dote upon me I am a primose! Modern poets differ from the Bliza-
bethans in this, Each of the moderns like an Elector of Hanover
governs his petty state, & knows how many straws are swept dally
from the Causeways in all his dominions & has & continual itch-
ing that all the Housewlves should have thelr coppers well
seoured: the antients were Emperors of vast Provinces, they
had only heawrd of the remote ones and searcely cared to visit
them, == I will cut all this «= I wlll have no more of VWords-
worth or Hunt in particular ~- Why should we be of the tyibe

of Manasseh, when we can wander wilth Esau? why should we kick
against the Pricks, when we can walk on Roges? Why should we
be owls, when we can be Eagles? Why be teased with "nice Eyed
waghalils,” when we have in sight "the Cherub Contemplation”?

-= Why with Wordsworths "Matthew with a bough of wilding in

his hand” when we can have Jacques "under an ocak & -l

Many cxitvics have recognized the influence of Hazlitt in the ldeas supressed

[A e A

here,” and no doubit Keats was struck by such passages on Wordsworth in The
Round Table when he read it at Oxford with Ballsy:

&n intense Intellectual egotism swallows up every thing. FEven
the dialozues introduced in the present volume are soililoguies
of the same charactey, taking different views of the subject.
The recluse, the pastor, and the pedlar; are three perscns in
one poet. « » . the evident scops and tendency of Mr, Words-
worth's mind is the veverse of dvamatic. It reslsts all change
of ¢haracter, all variety of scenery, all the bustile, machinery,
apd pantoming of the stage, or of real 1ife, -- whatever might
relieve, or welax, or change the direction of itz own activity,
Jealeus of all compelition., The power of his mlud preys upon
itseld, 1t is as if there were nothing but himeelf and the
unlverse, .’

Keatz, I think, wvas probably alse influenced by Reynolds's own
attitude towards Wordswoerth which, although mowe favourable than Hazllitt's
in that he does not condemn egotism oubright, stilll views Wordsworth as an

sgotist, Vordsworth's poetry forms a major portion of Reynoids's axticle
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"On Bgotism in Literature", and in his article on "Wordsworth®s Thanks=
giving 0de" he states that:

Every thing that proceeds from him is an emanation of himself:
-~ he creates it in his own image, -- and, without meaning to
suggest any improper analogy, we would say, that he it is who
gees that 1t is good. This is the proper exerclse and sole
province of genius, -~ which eﬁistsP in quality of its divin-
ity, in itself and for itself.

Hozlitt, 1 think, may also have been influenced by Reynolds who published

hic articles in 1816, before The Round Table or Lectures on the English

Posts were published. But the questlon of who influenced whom is of little
impnortance; what matters is that Keats at this time sympathizes with his
friends in his attitude towards Wordsworth., Keats, as he states, camiot
tolerate poetry that sells a certaln peeconcelved philosophy, a cexrtain
syster of mowals, that has a palpable design.
Precisely where Keats found such moral theorizing in Wordsworth's
poetyy ls debatable, but this atiack on Wordsworth is Important because
it helps Keate to clarify hls own ideas on how poetry should affect the
reader, and in this respect his ideas are qulte different from those of
Vordsworthe In analyzing Wordsworth's ideas in this regard ¥, J. B. Owen'’s
comments are very useful:
~ The reader is evidently supposed to follow a path parallel to

the poet’s: to have his feelings5 sxcited by the post's des-

cription of "objects® and by his utterance of "sentiments™s

and he will, presumably, arrive at a sense of the “importance®

of the subject with which these feelings [inflaxes to the mind]

are connected; especlally “if he be in a healthful state of

asscelation”, that is, if bhis assoclative trains are normal

and similar to the poet®s,.®
It is exactly this idea of Yowdsworth's that the reader should go the same

steps as the woet, that he should agree with the poets moral judgments,

that he should follow the same process of association, that he should
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agree wlth the post on what is impoxtant, to which Keats objects so vigor-
ously. For Keats, the experience of poetry must be as much a process of
indlvidual self-discovery for the reader as for the poet. He does not
expect any uniform reactions and he writes to Reynolds thais

the Minds of Mortals are so different and bent on such diverse

Journeys that 1t may at first appear impossible for any common

taste and fellowshlp to exist between twe or three undexr these

suppositions -~ It is however quite the contrary -=- Minds would

isave each other in contrary dirvections, traverse each other in

Numberless points, and all [for at] last greet each other at the

Journsys end —- A old Man and a child would talk together and

the 0l1d Man be led on his Path, and the child left thinking =-

Man should not dispute or assert but whisper results to his

neighbour, and thus by every gorm of Spirit sucking the Sap

from mould ethereal every human might becone grest » o «f
Keats realizes that the ations, assoclations and speculations that go
lato the poet’s creative process will not be the same as those iriggered
oft in the reader’s mind; also, no two veaders will ever have identical
reactions to a glvea plece of poetry. This iz not something Lo be bewalled,
however;y it is both deslirable and healthy that readers have diverse react-
lons, that they bring their own subjective emctions, thelr own idexntity,
to the poem. It is, of course, desirable that the various readers "greet
each other at the Journeys end", that they be transporied by the poet to
a similar understanding, an insight into 1life's mystery, in the end, but
esch will have travelled on & unlque Journey in the process. In the readers’®
trains of assoniation and thelr resultant speculaiions thers will also he
commen polnta vhers minds overlap in their thoughts so that thewre will be
an overall Kind of unity, but every man must find bis own path, create his
own identity from thls mass of possibilities. And the best kind of poetry

is that which offers the greatest number of possibilitles and allows for

the grestest amount of give-and-take between the poet and the reader. As
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Sperry has described it in dealing with this aspect of Keats's thought,
works of genius act "like a catalysty they serve to stimulate activity but
without determining the nature or course of any individual reaction. They
work impersonally, for the energies from which they derive and which they
express in concentrated form are not merely their own but those of life
itself,"B

This is precisely what Keats means when he says that "Poetry should
be great & uvnobitruslive, a thing which enters luto one's soul, and does not
startle it or amaze it with itself but with its subject." And thls is what
he means by his first axiom on poetry, that "Poetry should surprise by a
fine excess and not by Singularity -~ it shouvld strike the Readexr as a
wording of his oim. highest thoughts, and appear almost a Remembrance."
Poetry must appesr to Ve the reader’s remembrance, his own imaginatlve
effort, not some foresign idea impesed on him by the Poet. That 1s why
poetry must be “great®, "a fihe excess”, so that each and any reader can
find in it a starting polint for his own serles of associations and specu-
lations, whlch, however similar they may be to the poet's, will nevsr be
the same. Great poetry must glve what Keats calls “ethereal finger-point-
ings®, suggestive connexions, usually taken from nature, that set the
reeder on hls ocun poetic Journey; it must aet as a stimulant rather than
ag a coerclve, bullying force. It should by no means have any preconceived
goal or solution or system that the reader is expected to follow. Instead,
poetry 1z at its best when it allows the greatest anount of individual
speculation and asscclation, when "As the concentrated product of imaginae
tive experience, . . o it constitutes a form of communication, the vway

different minds progressively corroborate, assimilate, and extend the
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primitive experience they share in common.

It is appsrent, then, that Keats's quarrel with Wordsworth centres
not on Wordsworth’s idea of the poet's creative prdcess -= we have already
seen how siﬁilar their ideas are in this respect --, nor on Wordsworth's
being a rigid moralist; rather he disagrees with Wordsworth on how poetry
should strike ithe reader, For Keats, poetry should whisper 1lts results and
he feels that Wordsworth's poetry shouts them. And more than this, Words-
worth®s poelry must be too narrow in scope, too restrictive, to allow the
free trains of assoclation and speculation that Keats thinks so necessary
to great paetry.lO Wordsworth is trying to dirvect his reader to a precon-
ceived goal rather than allowing him to follow his own jJourney. He is not
allowing his reader to exist in .the state of “"wise passiveness" ~- or what
Keats calls Negative Capability -- that he feels is necessary to the poet.
He is not allowing the reader to parvticipate imaginatively in the poetic
process. Instead of allowing the reader to entertain muliiple speculations
which will eventually dovetail into his own intuitive understanding of
Jlife's mystery, Wordsworth spells out his reader's course, forcing him to
gee hig, Wordsworth'®s, speculations, to £ind his goal. As Hazlitt says, he
Ypaints the cuigoings of his own heart, the shapings of his own fancy. He
nay be ssid to create hiz own materialsp his thoughts are his real suhjeeﬁ.“ii
He is thus foreing the resder into a search for a goal, or what Keats c¢alls
an “irritable veaching after fact & weason®., He wlll not allow the reader
to be conternt with "half knowledge”, but nmust impose on him the poet's own.
final conclusions.

Whether or not Wordsworth®s poetry actually does this is, of course,

debatable, and Keats®’s attitude is, no doubt, coloured &t this time by his
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personal reaction to Wordsworth the man. On 21 February, 1818 he writes to
. George and Tom that "Wordsworth has left a bad impression wherever he
visited in Town -- by his egotism, Vanity and bigotry -- yet he is a great

Poet if not a Philosopher."12

By this I understand Keats to mean that he
8till greatly admires Wordsworth as a poet, as an artist with whose creat-
ive technique he himself sympathizes, although he cannot accept the philo-
sophiical goals and ideas towaxds which Wordsworth's poetry tries to push
him, He resists this philosophical obtrusiveness, but still clings at the
same time to Wordsworth's concept of "wise passiveness”,

But exactly what kind of poet can produce that "Elizabethan" poetry
that surprises by a fine excess"? It is in the answer to this question
that we can see how Keats's iden of Negative Capability grows -- as I said
in ny introduction it does =- into the concept of the Poetical Character,
although the two concepis never become one and the same., The development
from the one ideaz to the eihef takes place in Keats's ideas concerning how

the poet gains his own sensatlons and knowledge, and how he forms such

-t

sensations and knowlsdge into poems that have no "palpable design". As
stated In the previous chapter, the poet experiences his sensations in a
state of "wise paesiveness” or Negative Capability, a state of passive
recaptivity in which sensations lead, by means of association, to diverse
gpzouiations which eventually dovetail into an intultive undevstanding of
the Hystery, an imaginative understanding divoreéd from explanations of
Yfact & reason”, dbut based, rather, on "half knowledge", on acceptance of
ife as 1t 1s, This is true wisdom and it 1= in this state that the poetic

process begins and is carried on. In order to alliow his reader the same

i/}

peculative and associative freedom, however, the poet nust ensure that,
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in writing the peem, his own identity, his own goals and conclusions, play
as little part as possible. In order to allow his reader to experlence
poetry in a state of Negative Capability, to accept perplexities with half
knowledge, to find his own intuitive understanding of the Mystery, the poet
nust, as far as possible, amnnihilate himself from his poetry. Such annihi-
lation of self is by no means the same as Negatlve Capability: it is rather
a necessary convenience to allow the reader to appreciate a state of Nega-
tive Capabllity, to allow poetry to be truly “great and unobtrusive".

Keats wishes to avold at all times imposing any theory of poetics
on his reader; his poems must have no didactic purpose, Whatever the reader
gains from his poetry must be gained by a comblination of the poel’s imagi-
native expression and the reader's personal, imaginatlve reaction. Just as
certain sensations trigger off speculations and reflections in the poet's
mind in a siate of “diligent indolence”, so a poem rust trigger off personal
specuiations and reflections in the readexr's mind, What Keats feels holds
true for the poet's creative process, also holds true for the reader's
reaction. "That which is creative must create itself™; the poem must be
independent of the poet in order to create itself anew In the reader’s mind.
The poem must give a few fixed points from which the reader's imagination
can weave its own "tapestry empyrean”. In this way, Postry will "work out
its own salvation in a man" and will not force its own philosophy on the
reader. Thus poetry becomes a means of cognition, azn intuitive way of
gaining understanding, knowledge, wisdom that is in a constant state of
progress, reaching evex new heights as each reader or generation of readers
brings to 1t new speculations, assceiations, ideas. This is the "grand

march of intellect” that Keats says has ocoured since the time of Milton.



3

Apd it is only possible for poetry to achieve this if the poet is as
unobtrusive as. possible.
Keats's ideas on the Poetical Character are first expressed in his

letter of 22 Navember, 18i7 to Bailpy iﬁ which he draw& a dlﬂtlnctlon

between "Men of Genilus", who "are great as certain ethereal Chemicals
operating on the ass of neutral intellect -- by [frr-bu4] they have not
any individuality, any determinsd Character"”, and "Men of Power", whom he
“would call the top and head of those who have a proper self",13 The dis-
tinction is bvased on the poetfs ablility, or lack of ability, to exorcise
Yirself from his poetyy. The post of genius, who for Keats is the better
poet, acte on "the Fass of neutryal lnielleclt”, or the reading public, like
“eertalrn ethecsal HVMLcalg”g“k that s, he acts like a catalyst or stimu-
lant, giving Yethereal fingev-pointings” while withholding his own identity,
and. its accompanying values and philoscephy, from the poetry. In this way

-,

+the poet-allows the resder t@ pring nls own imaginative response tc the

poen and so to form his own vaiuves and philosophy. It is exactly for this
reason that Kéatss much later, says that he admires certain Italian engrave
ings he saw at Hayden's: he says that they were Yeven finer to me than

wove accomplish’d works == 85 thers was left so much room for Imegination “15
In this sonse he found them as great as Shakespeare's plays, for, 1like the
plays, they allowed the viewer's lmaglnation tc travel on its own jJourney,
to form its owm speculations and values, to find its own identity and so

L2324

to find 1ts cwn "Penetralium of mystery”. In this respect Keats ls antioele
ratling wmany modern theorlies aboul apt, that art is as muech the creative
apd Imaginative response of the viewsr as 1t is the creative production

of the artist.



In contrast to the poet of genius 1s the poet of power, the noet
who cannot withhold his identity from his work, but must coerce his readers

into an acceptance of his values, his speculstions, his philosophy. This

iz the work of an egotist, and it is under this category ithat Keats, at
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Isast during 1818, feels Wordsworth bvelongs.

L

T4 and “Men
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5 basbicelly this dichotomy -« bebwsen "Men of Genlus

ook

of Powsp" we that Keats expands on in his lebtier of 27 October, 1818 to

Yoodhouses
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w to the postical Chavacher itself, (I mean that sort of which,
I am any thing, I am & Member: thal sort distinguished from
he wordsworthian o sgotistlical subline; WHLL¥ is a thing p&
se and stands alone) it is not 1ltself -- it has no self -- it
18 every thinp and nothing -- It has o mharacter - 1t enjoys
ight and shadey i3 Livea in gusto, be 1t foul oxr fair, high or
low, rich oy pooy, mesn or .slevated -- It has as much delight
in concelving &n Ilago as an Imogen. ¥hat shocks the virtuous
vhilosenihler, delights the canelion Poet, It does no harm from
its relish of the dark side of things any mere than from its
taate for the bright onej because they both end in speculation,
A Poet is the most unpoetical of any thing in existences; bscause
he has no Identity =~ he is continually in for -~ and £1lling
gome other 1ady == The Sun, the Hooun, tna Sea and Men and Vonen
vho are creatures of impulse are poetical and have about thew
an unchangeable attribute -- the poet has none; no identlty -
he is ceriaindy the most unpoetical of all God's (Oreatures,

¥
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Fron his idea that the poet must withhold his identity from his
vork, Keats traces the concept back to the creative process itself and
so develops the thought that the truly great poet must not only withhold
his identity from his postry, but he must be able to identify sympatheti-
cally with any person or thing that he contemnplates, In this sense the
poet has no identity, he totully annuls himself, ard inetead he lives in
and through the ldentities of the objects he contemplates and with which

he empathically ldentifie because he has no identlity, and so ne seld

”5’}
-

valuses o syeten of morals, the poet is amoraly he delighis in the dark
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and the light sides of .1ife, the foul and the fair, an Tago as much as an
Imogen. He is not afraid to present either side of life "because they both
end in speculation." The poet must not present his reader with a set nmoral
or philoscophical standpoint, but must present his reader wlth numerous
images from all aspects of 1life that will lead the reader into his own
speculations and so to his own conclusions. Instead of this, however, the
poet of the "egotistical sublime" is constantly philosophizing and moral-
izing, which is, in Keats's mind, virtwally an insult tc the imaginative
and creative independence of the reader., This is why Keats came to dislike
Hunt, whom he calls "vain® and "egotistical®: "instead of giving other
minds credit for the sams degree of perception as he himself possesses «-
he begins an explanation in such a curious manner that our taste and self-
love is offended continuallyg"17 Instead of leaving beauvtiful images alone
for the meader to speculate and muse and reflect upon, Hunt makes them
hatefal by imposing on them his own identity and values. He will not allow
the reader any creative independence to form his own values from the poetry.

The Shakespearean or Elizabethan\poet, on the other hand, is totally
selfless; he can sympathetically identify with any object he contemplates
or any character he is creating. Im this, he is truly dramstic: he can
appreciate the feelings and thoughts of any number of diverse characters
and present them to the reader impartially,

It has often been recognized that hexe again Keats was probably

influenced by Hazlitt, who in The Round Table and in hls lecture "On Shakes«

peare and Milton" praisee Shakespeare for his lack of identity and his

ability to ilde=ntify sympathetically with his charactersole No doubt Keats

wvas infiuencsd by Hazlitt, but in keeping with my belief that Hazlitt may
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sonetimes be credited with ideas that do not orlginate with him, I would
like to point out that as early as June 1816, Keats's close friend Reynolds

published an article in The Champion "On Egotism in Literature" in which he

uses Shakespéare and Wordsworth as examples of the charactexless and the
egotistical poet respectively. of Shakespeare Reynolds writes:

Shakespeare certalnly was no egd“’aiste He never shines through

his characters, ALl his persons speak like real men and women,

and thelr conversation ssems to spring up from thelir circum-

stances of the moment. In all other dramas, except his, we can

perceive the author through the scene, and hear him promptings

-~ but Shakespeare, after the plays were written, would seem

to have no c¢laim to then.
Of course, both Reynclds and Hazlitt were in the Hunt clrcle, so it is
difficult to say with whom an idea might have originated. Furthermore,
whether these ideas ave Hazlitts or Reynolds®s is of little importance,
for what Keats is expressing in this letter is the outcome of his own
thoughts as they have developed through the year 1817-1818 from the letter
on Nsgative (Capability to this statement about the Postical Character. And
while Hazlitt and Reynolds are describing their critical opinions about
the merits of certain poets, Keats 1s describing his own view of the
creative process from the point of view of a practising poet. His specula-
tions begin with consideration of the poet's creative mood, his state of
Negative Capability or “wise passiveness', and from there he goes on to
consider the effect poetry should have on its readers and how much of him-
geif the post should allow te intrude into the dramatic images and charace
ters he presents. Out of Lthese speculations comes the idea of the Poetical
Character, the characterless poet, and its resultant conclusions about

sultable subjects for poetry. Since the poet is amoral and impartial, any

aspect of 1ife becomes & sultable subject for poetry so long as it allows
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the reader freedom for speculation, Keats's development of thought is
entirely his own.

Also, Keats®s 1dea of the poet’s ability to identify sympathetice
ally with objects is entirely native to his personality. His capacity for
empathy is evidenced from as early as 22 November, 1817 when he writes to
Bailey that "if a Sparrow come before my Window I take part in its exis-

20 But Keats does not mention the subject

tince and pick about the Gravel,”
again until about a year later; althouvgh it must have been in his mind. On
21 September, 1818 he writes to Dilkes "I wish I could say Tom was any
better, His identity presses upon me so all day that I am obliged to go

21

out™. And in his letter on the Poetical Character he explains to Woodhouse:

It is a wyretched thing to confesss hut is a very fact that not

one word I ever utter can be taken for granted as an opinlon

growing out of my identlcal nature =- how can it, when I have

no nature? When I am dn a room with People if T ever anm free

from speculating on creations of my own brain, then not myself

goes home to myselfs but the identity of every one in the room

bagins to to press upon me that, I am in a very little time

anhilated -« not onl'ﬂamang Meng it would be the same in a

Mursery of children<<
Keats seems to have had a remsrkable ability to psrticipate in the thoughts
and feellngs, the very life, of not only people bul animals as well. He
achieves this effect of anmulling self by inmaginatively projecting himmelf
into the character or characters he contemplates. And so intense is his
imaginatlon and its capacity for empathy that he does not even have to
will himself into the ldentity of other people; their identitles press
upor him without his own aective lavolvement, even to the point that he
sometimes disiikes the feelings he gains from symvpathatic identificalion.

And it is in coanexion with this unpleasant aspsct of the characterless

poet that Keats eventually links these ideas about identity to the concept
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of "diligent indolence®,
On 17 March, 1819 Keats writes to George and Georgianas

On Sunday I went 1o Davenports' were [for vhere| I dined == and

had a nap. I cannot bare a day anhilated in that manner -- there

is a great difference between an easy and an uneasy indolence ==

An indolent day -- fill'd with speculations even of an unpleasant

colour -~ is bearable and even pleasant alone == . , » but to

have nothing to do, and to be surrounded with unpleasant human

identities; who press upon one just enough to prevent one getting

into a lazy position; and not enough to interest or rouse oneg

is a capital punishment of a capitael crimes: for is it not glving

up, through gocdnature, one’s time to people who have no light

and shade a capital crime??3
Far from Negative Capability being the same as the poet’s lack of identity
or his ability to identify sympathetically with objects, as Bate and others
have claimed; here such empathy destroys the state of "easy indolence®, or
"delicious diligent indolence", in which the exercise of Negafive Capability
is possible. Keats is prevented from getting into a stats of "easy indol-
ence" or “wise passiveness” in which the fancy beglns to follow trains of
association; instead, unpleasant identitles press upon him destroying such
speculation., Of course, if the persons had "light and shade", had interest-
ing facets about thelr character, identificatlon with them would become
desirable and they might become the source of interesting speculation in
a state of "diligent indolence", and this is how Keats's idea abouti the
Poetical Character becomes linked to his concept of Negative Capability,
although the two ideas are never one and the same. They never can be the
same, becauze while sympathetic identification involves active imaginative
participation in the lives of others, the mood of Negative Capability
involves passive acceptance of sensations and the resulting speculations,

The two cannct be carried on at the same time as we see from this letter,

Also, the capacity for empathy is often linked with unpleasant feelings
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fof Keats, whereas "diligent indolence"” or the state of Negative Capability
is intrinsically connected with pleasure,

After consideration of Keats's view of the Poetical Character,
there remaiﬁs the question of whether he could put his ideas into practice;
can he be the Shakespearean poét who withholds hls identity entirely from
his poetry? Keats does seem to achieve this goal in some of his romances,

notably The Eve of St. Agnes, but here the achievement is aided by the

development of character being kept to a minimum and by the poem’s belng
largely descriptive rather than dealing with 1deas. In any poem that does
deal with lideas rather than simply narrating a story Keats's personality

begins to intrude and the recast of Hyperion as The Tall of Hyperion shows

him moving, at ths a2nd of his pcetic career, towards an even more personal
type of poetry than he had written before. The Fall ls narrated in the
first person and it concentrates on ideas about the role of the poet and
poetry that have great personal importance to Keats. The whole poem is
given in the form of & personal dream and thers can be no doubt that we
2re dealing with the workings of Keats's own mind, with his personal quese
tions and the answers which he 1s formulating for himself and other poets.
Middleton Murry suggests that The Fall "was 'the egotistical sublime’ in
a Gifferent sense from that in which Keats applied the phrase to Wordsworth, .
and it involved him in an intense inward struggle == a desperate question-
ing of hls own purpose and signlificance, which . . . came to him with a
Wordsworthian backgroun ".2@ The Fall, then, although it deals with the
guestion of the lot cof poets in general, is still a very personal, egocen-
trie (in no derogatory sense) poem, No doubt, the ideal of the Shakespearsan

poet 1s still a goal to which Keats is aspiring, and his "greatest ambition"
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18 always to write "a few fine ?1ays".25 He hopes that a few poems with

"Character and Sentiment”, along with the "drapery' of St. Agnes live, will

nerve him up for writing those plays, but he does not continue to write
such dramatic poems. Instead he turns to personal problems and values in
The Fall. Keats Seeﬁs to realize that, if he is to write great drama he
must first go through a Wordsworthian atlempt te clarify his purpose as a
poet and his values in the world of circumstance, for in nineteenth-century
Ingland there are no common values on which he can rely as a framework for
drama in the way that Renalssance playwrights relied on accepted values;
he must find his own. As Middleton Murry points out, in a world where all
faith in any system has heen shattered, the only hope for emulating the
work of a poet like Milton is to go about it in the way Wordsworth does,
"oy attempiing to create an eplc of the rediscovery of vital religlon in
the experience of a prophetic mana“26 This 1s what Keats must do for him-
self, and in going about it he is as much indebted to Wordsworth as he is
to Shakespeare,

Keats, in consideriﬁg these moral questions, develops his concept
of the Poetical Character into his social and ethical idea of "disinter-
estedness”, If the poet can truly annul self and sympathetlically identify
with other objeects, he must be totally selfless; if he has no self-interest
whatsoever he can be truly charitable, understanding, forgiving, loving,
or what Keats calls "disinterested". This concept is formulated in the
same letter of 19 March, 1819 to George and Georglana in which he discusses
his state of indolence., He writess

Very few men have ever arrived at a complete disinterestsdnsss

of Mind: very few have been influenced by a pure desire of the
benefits of cothers =- in the greater part of the Benefactors
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[of] & to Humanity some meretricious motive has sullied their

greatness -- some melodramatic scenery has facinated them -y
He strives towards the state of "disinterestedness", selflessness, the
"pure desire of the benefits of others", as the ideal moral state, but he
seriously wonders if he will ever be able to achleve such a state because
of his interest in his own problems. It 18 one thing to become the Shake-
spearean amoral, characterless poet, but it takes an even greater effort
to become "disinterested", to be able to practise the Christian ideal of
charity. Far from being amoral, this is the top of moral states, and in
these quéstions Keats is dealing as much, or more, with the realm of
Wordsworth as he is with the realm of Shakespeare. It 1ls precisely for
his ability to be disinterested and to identify sympathetically with others

that Wordsworth pralses the Wanderer in Book I of The Excursion:

Unoccupied by sorrow of its own,

His heart lay opens and, by nature tuned
And constant disposition of his thoughts
To sympathy with man, he was alive

To all that was enjoyed where'er he went,
And all that was endured; for, in himsslf
Happy, and quiet in his cheerfulness,

He had no painful pressure from without
That made him turn aside from wretchedness
With coward fears. He could afford to suffer
With those whom he saw suffer,

(11. 362-371)
This is the state that Keats wishes to achleve for himself, although he

28
questions whether anyone sxcept "Socrates and Jesus™

have ever truly
been "disintervested”. What is more, he begins to worry that if true disin-
terestedness existed in all creatures, the laws of survival on which the
whole natural realm exists would collapse and "in wild nature the Hawk

would loose hls Breakfast of Robins and the Robin his Worms The Lion must

2
starve as well as the swallow", 7 He coneludes, however, that both men and
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animals have too much instinctive self-interest to warrant such fears:
The greater part of Men make their way with the sane instinc-
tiveness, the same unwandering eye from their purposes, the
same animal eagerness as the Hawk «-
There are even admirable qualities, Keats claims, in the self-interested
aspiration towards their own "purpose” in men and animals because of the
intensity of the emotioni but for him the state of "disinterestedness™
‘remains the best state for man and he urges all men to carry it "to its
highest pitch"”.

This concept of "disinterestedness" throws some light on that

difficult passage in Book I of Endymlon:
But there are

Richer entanglements, enthralments far

More self-destiroylng, leading, by degrees,

To the chlefl intensity: the crown of these

Is made of love and friendship, and site high

Upon the forehead of humanity. .

(11 [ 797"802 )

This "love and friendship" is true altrulsm, and it is only pozsidle when
a man destroys his "self", his ego and its self-interests, so allowing hiwm
to identify sympathetically nuiih the joyé and sorrows of othewrs and to aid
his fellows wherever possible, But such an 1deal is not always possible
and Keats bewails the fact that there must almost always be "The Jjourney
homeward to habitual self!" (Endymion, Book II, 1. 276).

The concept of the Shakespearean Poetiecal Character; then, is an
ideal to which Keats always aspired in his short career as a poet, but in
working out his thoughts concerning that ideal he found that it was first
necessary to answer important questions cohcerning hig role as a poet and

as a maix, In hls attempls to answer these questlons he is indsbted for

help as much, or more, to Wordsworth as to anyone else,



CHAPTER IV

"SENSATION" AND IMAGINATION

In the preceding chapters I have discussed some of Keats's ideas

L I

about the process of writing poetry in which the terms “sensatlon" and
"Imagination" have cropped up again and again. In order to avold a lengthy
digressicn, I have until now delayed attempting to define these terms in
any detail, but such definitions are necessary in order to wderstand

fully Keats's ldeas concerning Negative Capability.
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iny exanination of Keats®s use of the terms "sensation"” and “imagi-

nation® must begin with his important letter of 22 November, 1817 to Balley:

I am certain ¢f nothing but of the holliness of the Heart's
affections and the truth of Imagination =~ What the imagl-
ration seizes as Beauty must be truth -- whether it exislted
before or not -~ for T have the same Idez of all our Passlous
sz of Love they are all in their sublime, creative of essens.
tial Beauly == In a Word, you may know my favorite Speculaticn
by my first Book and the little song I sent in my last «-
whieh is a vepresentation from the fancy of the probable mode
of operating in these Matters =- The Imagination may be
compared to Adan's dream -- he awoke and found it truth. I am
the more zealous in this affair, because I have never yel been
able to percelve how any thing can be known for truth by
conseqguitive reasoning -- and yet it must be -- Qan 1t be

that even the greatest Philosopher ever arvived st his goal
without putting aside numerous objections -- Howsver it may be,
0 for a Idfe of Sensatlions rather than of Thoughts! It is ‘*a
Vision in the form of Youth® a Shadow of reality to come wel

"Sensation™ ig & word that Keats uses loosely and with various
negnings, and it has been defined in varlous ways. Clarence Thorype, for
&8y ¥y ey
gxample, states that "By ‘'sensatlons® Keats here means feelings or inbtui-

tlons, the pure activity of the imegination, as Ernest de Selincourt, and
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later Sidney Colvin have pointed out."2

W, J. Bate, on the other hand,
claims that "Hazlittfs constant use of the word ‘sensations' in the tradi-
tional empirical sense =~ as virtually equivalent to concrete experience --
added a new ferm to Keats's own habitual vocabulary (hence the remark at
the moment about the 'Life of Sensations')QOB As contradictory as these
two definitions seem -~ the one sees "sensation® originating in the poetfs
mind and the other sees it origlnating in the external worid -- they are
both correct, I think.

That Keats uses “"sensation” with the emplirical meaning of sensory
impressions recelived from the material world is evlidenced in his defini-
tion of the word in his medical notess

Physiclogy of the Nervous System. The ist office is that of

Sensation == 1t is an impression made on the Oxtremities of

the Werves conveyed to the Brain.”
This definition limits the term to physical sense impressions. But in
discusging one of Fanny Brawne's friends, he states that she "plays the
Muéi@ without one sensation but the feel of the ivery at her fingers“.5
Here he implies that sensory perception is not all that there is to "sen=-
sation”s thils women lacks the sensibility, the feeling, that is slso part
of the experience, He also uses "sensation" with the meaning of emotlion ov
feeling when he asks George and Georglana: "With what sensation do you
read Fialdi?b?ﬂé

From these varlous uses of the word, it is apparent that Keats
dozs not 1limlt "semsation” to sither an external or an internal phenomencn;'
rather he is using it to mean, in Sperry's words, "a process, an assimila-

tion of outer stimulus and inner response that proceeds through time™, 7

The physical sersation is transported to the brain where it elicits an
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enotional response, a feeling, combinations of which constitute a person's
gsensibility. It is in this way that sensations become linked with the
imzginatiocn.

Garrod has observed that Keats's interest in sensatlons was prob-
ably largely influenced by Wordsworth and Coleridge, who, with Lyrical
Balladg, had put the senses back into poetry.s Wordsworth's emphasis on

sensation is amply evident in Tintern Abbey, where he states that he is

"well pleased to recognlze / In nature and the language of the sense, /
The anchor of my purest thoughts, the nurse, / The guide, the guardian of
my heart, and soul / Of all my moral being.” (11. 10B-112). It is to the
sensations experienced 1n nature that Wordsworth attributes the buillding
up of his "wmoral being”, an idea that implies a process, & continuua, that
begins with sense stimull which in tern evoke responses in the mind and
emotions of the poet. Such a coantinuunm from the senses to the mind and

heart, from the external world to the post's inner belng, is even nore
2 ¥

explicitly expressed earller in Tinltern Abbey

But oft, in lonely rooms, and mid the din
of town% and cities, I have owed to them,
In hours of weariness, sensations swaet,
Felt in the blcod, and Tfelt along the hﬁ&ft
And passing even into my purer nind
with tranquil restoration.

(11, 26-31)

For Wordsworth, then, as for Keats, “sensation”™ has no slmpie,
clear-cut meaning, but invoives a complex process that has various aspects,
both external and internal., It involves the physical forms of nature from
vwhich stimull come to the senses, but it also involves a molding of these
stimull from within the poet's imner being. As Vordsworth would say, 1t

involves "action from within and from without®, E The action from within
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involves the imagination acting as a unifying agent; it takes mere sense
impressions and arranges and interprets them into our perception of reality.lo
It is a complex process, sensory, mental; and emotional that altogether
constitutes the poet’s consclousness, his overall mode of perception. It is
Integrally linked with the poet's emotions, what Keats in this letter calls
the Heart's affections”, and with his mind, especially the imaginative
part of the mind. Hence Keats'’s cxy of "0 for a Life of Sensations rather
than of Thoughts!" The process does not involve the rational, analytical
part of the mind, that which deals with abstract ideas and theories. Rathsr,
it is a process based on the imaginative perception of the concrete reall-
tiles of the material world; the sensory aspect can never be ignored and all
idess must be empirically "proved on the pulses®, As Keats tells Bailey,
the hezvenly state of having one's "happiness on Earth repsated in & finer
tone and so repeated . . . can only befall those who delight in sensation
rathey than hunger as you do éft@r T?uthg"il In keeping with the concept
of Hegative Capability, truth cannot be irritably sought after with fact
and reason: truth is percelved through an openness to the 1life of sensa-
tiong, the process of pevception that we have been dlscussing. And, as we
have seen, it is in this state of Negative Capability that poetry is born
and creativity proceeds.

But to say that truth is percelved through an openness to a life
of sensations is not to claim that this intuitlve perception is in any way
transcendental, or extra-sensory, and 1 think that those critics, like de
Selincourt and Colvin, who have stressed cniy the intuitive aspect of "sen-
sation” have distortsd Keats’s meaning by emphesizing only one aspect --

the internal - of the process, They have forgotten that Keats's perception
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of the world is always strongly rooted in the sensory, even if sensory
experience leads to wild flights of the imagination., Keats would always
agree wlth Wordsworth that the sensations must be “felt in the blood"
before they é&n pass into the "purer mind”.

It is perhaps misleading even to say that it is with an openness
to a 1life of sensations that truth is perceived, for strictly speaking,
Keats claims that it is the imagination that apprehends truth. But it is
ifficult to say where, in the complex process, sensory experlence ends
and the imagination and emotions take over, and Keats himself never txies
to anzlyze the process in thls fashion; for him, the process always remains'
a continuum. |

Keats clings tenaclously throughout his poetical carser to his
faith in the “"suthenticity of the Imaginatiocn"”, his certalnty of "nothing
but the holiness of the Heart's affectlons and the truth of Imagination®,
It is the Romentic belief that imsgination can intuitively comprehend
reélity, the truth of things, in a dlrect understanding that does not
invelve analyticedl rationalism, for the reason cannot understand what the
imagination can. The origin of knowledge, then, ls experience shaped by
the imagination, or what is commonly called "imaginative intuition" or
"imaginative insight".

This type of imaginative apprehension of truth is again emphasized
in Keats®s letter of 30 January, 1818 to Taylor in which he dlscusses the
"pleasure thermometer"” passage in Endymion:

The whole thing wmust I think have appeared to you, who are a
consequitive Man, as a thing almost of mere words -- but I

assure you that when I wrote it, it was a regular stepping of
the Imeginaticn towards a Truth, 1<
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It is the imagination that apbrehends truth, and Taylor may not be able to
understand this because he is "a consequitive Man", by which I understand
Keats to mean a reasoning man,

Like Keats, Wordsworth too has great falth in the Imagination and
its ability to perceive truth, and, although Keats's ideas concerning the
imagination are entirely his own, they were probably bolstered by Words-
worth®s views on the subject. Wordsworth®s faith in the lmagination's

ability to grasp truth is many times displayed in The Excursion, much of

which is taken up with the topic of the superiority of the imaginaticn
over reason., Ln Book IV the Wanderer goes to great lengths to show that it
is "well to tyust / Tmagination's 1ight when reason's fails® (11. 771-772).
And Vordswoyth goes on to emphasize that it is in the imagination that
parmanent truth, as cpposed to ephemeral opinion, lies:

Access for you
Is yet preserved to principles of truth,
Which the imaginative Will upholds
In seats of wisdom, not to be approached
By the inferior Faculty that moulds,
With her minute and speculative pains,
Opinion, ever changing!

(Book 1V, 11. 1126-1132)

One last example from The Excursion cannot be overlooked. Words-

worth claims "That to the imagination may be glven / A type and shadow of

an awful truth"; a claim that not only demonstrates his faith in the authen-
tieity of the iragination's perception, but which may have been at the bhack
of Keats's mind when, in discussing the imagination, he says that it is

¥a Shadow of reality to come”. Here Keats is discussing his concept of
heavenly beauly as having one's earthly happinesé repeated in a finer tone,
and by "a Shadow of reality to come" he mesns that sensations experienced

in this life are a prefiguration, in a lower or grosser tone, of that
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heavenly state., But since that heavenly state of beauty is the ultimate
reality that is attainable to man, then for Keats that heavenly beauty
must be the ultimate truth, "an awful {truth”.

No doubt Keats was impressed by these passages in The Excursion,

but YWordsworth®s strongest claim for the Imagination’s capacity for appre-
hending truth is given in Book XIII of The Prelude, a poem whose virtual
subject is the growth of the poet’s imagination:

This Love more intellectual cannot be

Without Imagination, whiech, in truth,

Is but another name for absolute strength

And clearest insight, amplituvde of mind,

And Reason in her most exalted mood.

(21, 166-170)

This "Love more intellectual® 1s Hor&swcrth‘s.equivalent to Christian
charity, or what Kéaﬁs calls "disintcrestedness®, true altruism, and it
is imtegrally linked with the Imsgination, that faculty that has the "clear~ -
est insight® and which perceives eternal truths, It is perhaps not surpri-
sing, then, that in discussing the Imagination, Keats says: "I have the
same Tdea of all our Passions as of Love they sre all in thelr sublime,
creative of sassentlial Beauly”. Keats too links the Imagination with subliue
Love, "caritas", which itself creates the essence of beauty in 1ife and
in art,

HMore generally, both Keats and Wordsworth link their faith in the
Imagination with their great faith in man's emotions,; his feelings, passe
lons, and alfectlons, Keats's belief in a counexion between the imagination
and man's emotions is pointed out in the letter to Bailey where he speaks
of "the holiness of the Heart's affections and the truth of Imagination".

For Keats, the emotlons are holy; they are truthful and honest, and it is

an intuitive, emotive knowledge that he follows, a knowledge that cannot
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be'comprehended with the reason. Similarly, he praises Shakespeare for

being a "mlghty Poet of the human hea.rt".,13
Wordsworth also links the imagination with the emotions and, like

Keats, he haé a strong faith in man's passions, his feelings. We have

already seen the link between the imagination and the heart in Tintern

Abbey, and in the Preface to Lyrical Ballads he tells us that the subject

of "Low and rustic life was generally chosen because in that situation the
essential passions of the heart find a better soil in which they can atiain
their maturity,"iu It is the passions he is interested in and "the heart
within the heart, the seat / Where peace and happy consclousness should
dwell"” (Excursion, Book 1V, 1l. 627-628). The emotive and imaginative
knowledge of life is twruly valid, and

The estate of man would be indeed forlorn

If false conclusions of the reasoning power

Made the eye blind, and clcsed the passages

Through which the ear converses with the heart.

(Excursion, Book IV, 11, 1152-1156)

Seﬁse impressions must travel to the heart and so be linked with the imagi-
nation. Poetry itself is "the spontaneous overflow of powerful feelings,"
It is "the most philosophic of all writing: it 1s so: its object is truth,
not individuwald and local, but general, and operative; not standing upon
external testimony, but carwied allve into the heart by passiono"ls buch
a c¢laim is very similar to Keats's ideas in Book I of Endymion where Pan,
the god of passion and emotion as well as the symbol of the creative
Imagination, is pralsed as the "Dread opener of the mysterious doors /
Leading to unlversal knowledge" (11. 288-289). It is really surprising that,

upon hearing Keats recite this hymn to Pan, Werdsworth said it was "a Very

. 16 . .
pretty plece of Faganism™,  surprising because Keats®s ideas are so



61

similar to the older poet's.

In considering Wordsworth's ideas on the imagination in comparison
to Keats's, some attention should be given to the concept that the imagi-
nation is a unifying force in contrast to the reason which dissects, Accord-
ing to Christopher Wordsworth's Memoirs, Wordsworth claims that the imagina-
tion "is that chemical faculty by which elements of the most different nature
and distant origin are blended together into one harmonlious and homogeneous
whole.“17 The imagination reconciles all opposites and byrings ovder out of
confusion., It gives meaning and beauty to objects and 1deas and events by
forming sensory impressions, emotions, and thoughts into a unified whole
that is pleasing to the veader, And this is one of its chief functions,

Keais dees not lay nearly so nuch stress on th2 unifying power of
the imagination, which is in keeping with his idea that poetry should be
"grand and unobtrusive', “a fine excess" that presents a profusion of
images and allows diverse ideas and speculations to be held in Juxtaposi-
tion. Any uwnifylng force might endanger the eclectic nature of great poetry,
nmight not allow Iagos and Imogens 10 exist side by side., But Xeats does
suggest that the imaginetlion gives an overall direction to poetry, if not
a unity, vhen he states that "a long Poem is a test of Invention which I
take to be the Polar S%éi of Poetry, as Fancy is the Salls, and Imagination
the Rué'.der;‘"18 The fancy entertalns many ideas and speculations, and the
imagination gives them direction, form. In discussing VWeat's painting Keats
alsc states that "the»excellence of every Art 1s its intensity, capable of
waking all disagreesbles evaporate, from their being in close relationship
with Beauty & Teuth, "9 Art, which is created by the imagination, makes

"disagreeables evaporate®”, mekes the dark and unpleasant side of life as



62

bedutiful and acceptable as the light side, makes an Jago as delightful as
an Imogen, The imagination, then, accepts 1life in all its bitter-sweetness,
its pileasure and its pain, as beautiful. It beautifies truth, or reality,
not by ignoring or passing over the pain and darkness, but by viewlng then
as integral toc an overall unity'that is itself beautiful. This is why "What
the imagination seizes as Beauty must be truth"; the imagination must (in
the sense of "can only") grasp truth, reality, as beautiful, "whether it
existed before or not". Whether reality existed in the minds of others as
beautifvl or not before, the imagination now makes it beautiful, presents
it as beduty. That is why "all our Passions" == pain as well as pleasure,
sorrow as well as joy, —- ave "in thelr sublime, creative of essential
Beauty”. In thelr sublime form as art all passions dwell in beauty. This
is why Keats "can never feel cextain of any truth but from a clear percep-
tion of its Beautyo“ze Reality must be seen in its ipherent beauty, and it
ig the real world that constitutes Keats's "mighty abstract Idea . .  of
Besuty in 2all things,"21 Such thoughts concerning the imagination are
closely related to the concept of Negative Capability, the calm acceptance
of 1ife with all its uncertaintlés and mysteries; in all its diverse
aspects, without having to explain them rationally. Once life's mystery,
the mystery of reallty or truth, has been accepted, the imagination grasps
it as beautiful,

Finally, there remains the consideration of the imagination as a
creative force for both Keats and Wordsworth., As Clarence Thorpe puts it
in reference to Keats, "First, the imagination as an instrument of intui-
tive insight is the nost authentic gulde to ultimate truth; second, the

imaginstion in its highest form is & generative force, in itself creative
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22 We have already seen Keats's ideas on how the

of essential reality."
creative imagination works in the metaphor of the spider spinning his web
in the letter of 19 February, 1818 to R@ynolds.23 The imagination works on
concrete sensations and materials of the real world and re-creates them
into a world of new forms that is beyond the world of sense experience but
still strongly rooted in concrete reality. Keats never forgets that concrete
reality and physical sensations are the starting point of the iwmaginative
Journey, no mdtter how remote the realms are to which the flights of imagli-
nation carry him. As he explains it in another letter, he locks “upon the
Sun, the Moon, the Stars, the Earth and its contents, as materials to form
greater things -- that 1s to say ethereal things -- but here I am talking
1lke & Madman —=- greater things than our Creator himself madei"2¢ With his
imaglination he can create greater things than God himself, but such crsa-
tions are not built on airy fantasiesy rather, he uses the concrete
naterials of the real world -- the Esrth and its contents -« and shapes
them into imaginative sreations, poetry.
Again, in End aion?.Keats describes this creative process:

‘Be still the unimaginable lodge

For solitary thinkings: such as dodge

Conception to the very bourne of heaven,

Then leave the nsked brain: be still the leaven,

That spreading in this dull and clodded earth

Gives it a touch ethereal -~ a new birth:

(Book I, 11, 293-298)

Imagination can journey to "the very bourne of heaven", the height of
imaginative fancy, the point where the imagination leaves the brain in
the form of poetry. Bul it can only make that Journey by giving "a touch

ethereal’, "a new birth", to "this dull and clodded sarth®, the real world.

The imagination can create things, events; ideas anew, but only by beginning
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wifh reality and re-shaping it into more ethereal, sublime, ideal forms.,
It transcends the world of sense but is rooted in that world,

So vivid 1s Keats's Imagination that he claims in his letter of 31
Decenber, 18i8 to George and Georglana that he can imaginatively partici-
pate in the life of any society?

Yet you axe very little more removed from general assoclation
than T am -- recollect that no Man can live but in one socliety
at & time -~ his enjoyment in the diiferent states of human
soclety must depend upon the Powers of his Mind -- that is vou
can imagine a roman tyriumph, or an olymplec game as well as I
can. Ye with our hodily eyes see but the fashion and Manners
of one country for one age ~= and then we die -- Now to me
manners and customs long since passed whether among the
Babylonians or the Bactrians are as weal, or eveven [for even]
more real than those among which I now live el

Here Keats goes so far as to claim that the worid his imagination creates
is in fact more real to him thaﬁ the society in which he lives. This 1s
so because of the intensity with which his imagination and emotions parbi-
cipate in the created world, and it is the imagination and emotlons that
perceive truth, or reality. |

This passage is very similar to lines in Wordsworth®s "Prospectus®
to The Recluse, which would have interested Keats not only for their ldeas,
but for their very vocabulary with its emphasis on Beauty:

~= Beauty -- a llving Presence of the earth,
Surpassing the most fair ideal Forms
Which craft of delicate Spiriis hath composed
From earth's materials -~ waits upon my steps:
Pitches her tents before me as I nove,
An hourly neighbour, Paradise, and groves
Blysian, Fortunate Fields -- like those of old
Sought in the Atlantic Main -~ why should they be
A history only of departed things,
Or a mere fiction of what never was?
For the discerning intellect of Man,
When wedded to this goodly universe
In love and holy passion, shall find {hese
A simple produce of the vomtion day,

(11, b2e55)



"Beauty', says Wordsworth, is inherent in “the living Presence of the
earth”,; in reality, an idea similar to Keats’s "mighty abstract Idea . .
o Beauty in all things". And beauty, for Wordsworth as for Kesats, is the
proper subject and realm of poetry. Wordsworth also claims that when his
"discerning intellect” -- Keats's “"Powers of the Mind" -~ works upon the
real world with emotions of "love and holy passion” -« Keats'’s "Heart®s
affections” == he can imsginatively particlpate in the life of remote
societies. His imaginaticon, working with his emotions, creates those socie=
ties s0 vividly that, for him, they are as real as the actual world. The
imsgination has remarkable creative powers.

But for Wordsworth, as for Keats, the imagination, for all its
Flights, is strongly linked to the material world, tov the forms of nature
and the physical sensations they produce. The whole object of The Recluse,
its "high argament”, ls {to show "How exquisitely the individual Mind /
¢« o to the external World / Is fitted: -- and how exquisitely, too -= [/
¢ e o The external World is fitted to the Mind: / Aud the creation (by no
lower name / Can it be called) which they with blended might / Accomplish"
("Prospectus", 11, 63~71), There is a reciprocal relationship between man's
inaginative nind and the universe, in which he receives sensory impressions

& 2}

from the material world -- in a recepilive state of “wise pessiveness" «-

and. his imagination, strengthened by his faelings, his passions, nolds,
unifies, arrarges, those inpreseions into an imaginative percepilon of
reality. CGreativity is boen out of thls reclprocal zelstionship, this
"balance, an ennchling interchange / Of actlon from within and from withe-

outs / The excellence, purs spivit, andi best powsr / Both of the object

seen, and eye ihat sees.” (Prelude, Book {IT, 11, 376-37S), The inmagination



66

and passions re-create these sensations into beautiful forms. As Keats
would say, "all our Passions . . . 8re . .« « creative of essential Beauty."
The molding, unifying, re-creative process of the imagination

Wordsworth describes in some detall in the 1815 Preface

Imagination . . « has no reference to images that ave merely
a falthful copy, existing in the mind, of absent external
objectsy but is a world of higher import, denoting operations
of the nind upon those objects, and processes of creation or
of composition, governed by certain fixed laws, . . o Fancy
does not reguire that the materials which she makes use of
should be susceptible of change in their constitution, from
hexr touch . . « Directly the reverse of these, are the desires
and demands of the Tmagination. She reccils from cvve:s:y thing
but the plastic, the pliant, and the indefinite.?

The imagination does not merely copy objects from the material world, but
shapes and creates, or composes, those objects into more sublime forms,
into "a world of higher 1mpor*“. Thus it can only work with objects that
are plastic and pliasnt. And Wordsworth nmever falls to associzte these
operations of the imagination with the senses, the passions. In the Essay

s

Supplementsry he writes

The dﬁﬁ?OpﬂﬁdtG business of poetry . . « and her duty, is to
treat of things not as they are, but as they appears not as
they exist in themselves, hut as they seem to exist to the
senses and to the passions,.Z?
J. B. Owen points out that, for Wordsworth, the imagination
makes poems "rise above particularities of scene towards ‘general truth,'
or an idea; because, in Robinson’s words, . . . ‘lmagination is the faculty

by which the poet conceives and produces -~ that is, images «- individual

forms in which sre embodied universal ideas or abstrac%ions,’"ZB Out of

the diverse sense impressions recelved from the external world, the imagi-
nation Torms a universal truth or idea. This is vexry similar to the "ethe-

rializing” processes of the lmagination described by Keats in which the



67

imagination gains "universal knowledge"; 1t is "a regular stepping of the
Imagination towards a Truth." In the Many, the imagination perceives the
One.

In this brief discusslon of Keats's and Wordsworth's ideas concern-
ing “sensation” and imagination I have dwelt upon the similarities between
the two, for it is through the simllarities that cne can suggest that
Keats was influenced by the older poet. There are, of course, many of
Wordsworth's ideas concerning the imagination with which I have not dealt
since my object is to show the possible influence of Wordsworth upon Keats
rather than to make a detailed comparison between the two poets. Finally,
I would again like to stress that iu svggesting that Keats was influenced
by Wordsworth, I am not suggesting that Keats simply borrowed or adopited
the older poet's ildeas wholesale. Keats's ideas concerning “sensation® and
imagination are his own, developed by himself, but in developing his ideas
he was probably aided, suppported, and urged on by those of Wordsworth's

ideas he found similar to hls own,



CHAPTER V

REASON AND "PHIILOSOFHY"

Keats's anti-rationalist sentiments have been mentloned briefly in
previous chapters, but this topic is so important to him, and so closely
linked with his thoughts on Negatlve Capablility, that 1t deserves some
detalled treatment. ) belleve also that Kests, in his reading of Wordsworth,
must have found many of his own ideas on the topie to be very similar to
those of the older poet.

Keats's anti-raticonaliism develops te a large sextent out of his
contrast between imaginative, intuitive insight end cousecutive, anslytic
reagoning. We hawve already seen that he has great falth in an imaginalive
pereception of tyruth and on 22 November, 1817 he writes to Balley that ha
has *“never yet been able to perceive how any thing can be known for truth
by consaguiitive reasoning -- and yet it must be mw"sl Keats is preparved to
concede that some people may arrive at truth through the laborious stages
of analytic reasoning, but such a process is totally invalld for him. As
he agein writes to Baliley on 13 March, 1818:

New wmy dear fellow I must once for all 1ell you I have not

one Idsz of the truth of any of my speculations -- I shall

never be a Hessoner because I care not to be in the right,

when retired from blckering and in a proper philosophical

tenper -2
Here Keats 1s suggesting that he can entertain numerous diverse specula~
tlons concerning life, but he must accept his speculations on faith; they
camot be proved by a system of analytle reasoning., Life is far too complex

and involves too many opposing and contradictory forees to be rationally

68
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expiainable. True philosophy, then, is not rationalism, but the calm
acceptance and intuitive understanding of the humaen condition in its
totality. But while the imagination unifies, the reason dissects; While
the one intuiﬁively perceives, the other analyzes. Unlike the imagination,
the reason cannot be content with half-knowledge; it cannot accept the
mysteries of life, bult must attempt to explaln everything in minute detaill;
it cannot exlst in a state of Negative Capability. Furthermore, reason
demands that you come down on one side of a guestion which necessarily
excludes many other aspects of that guestion. True philosophy, on the other
hand, sees 1ife steadlly and sees it whole, sees unity in all the diversity
through imaginative understanding.

These idezs are expressed even more strongly in the letter of 24
September, 1810 to George and Georglene in which Keats discusses Dilke’s

Y

naracter:

[2]

Brown compiained very much in hils Letter to me of yesterday of
the great alteration the Disposition of Dilke has undergone --
He thinks of nothing but FLQT‘tical Justice’ and his Boy -= Now
the ffirst owolitical duty a Man ought to have a Mind to is the
happiness of his friends. I wrote qroxm a comment on the subject,
vherein I expilzined what I thonght of Dilke's Character. ¥Which
resolived iteelf into this conclusion., That Dilke was a Man who
cannot feel he has & persopal idsatity unless he has made up
his Mind about mverv thing., The only neans of strengthening
one's intellsct is to make up ones wind about nothing =< to
let the mind be a thoroughfare for all thoughts. Not a select
party, The genus is not scaves in popalation. All the stubborn
arguers you nest with are of the same brood =- They never
begln upsn a subject they have not preresclved on, They want
to hammer their nail into you and If you turn the point, still
they think you wrong. Dilke will never come at # truth as long
as he lives; because he Is always trylng at it, He 1s a Godwin-
methodist,3

£
J.

Here Keats no longer speake of reason per sg, but of Godwinian, analytical
eason. This discussion of Dllke as a Godwinian brings together a number

of Keats®s ldeas, Mirst, Godwin's wiilitarianism with its stress on
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self-interest is totally opposed to Keats®s idea of "disinterestedness”,
true altruism, in which "a Man ought to have a Mind to . + . the happiness
of his friends", Of course, Godwin is ultimately aiming at a kind of
altrulsm similar to Keats's in many ways, but he claiws that man can come
at this through powers of reason, an idea which to Keais is anathema. Far
from making men charitable and disinterested, rationalized, systematized
viewpoints make them narrow-minded, "stubborn arguers®” who "never begin
upon a subject they have not preresolved on.” They can "never come at a
truth"” because they are always searching after it with "an irxritable reach-
ing after fact & reason". Only the imagination, with its ability to hold
many speculations in tenslon, can arrive at truth, which links these idesas
to the concept of Negative Capability. Truth cannot be sought after by
reason, or as Yordsworth says, we do not need to searchi instead one needs
to remalin in a state of "wise passiveness"” or "diligent indolence™ in which
“the mind is a thoroughtare for all thoughts", all diverse speculations,
including their doubts and uncertalnties, which eventually dovetall into
an imaginative understanding snd acceptance of life in its complexities,
Instead of thls,; however, Dilke must search after truth and feels he has
no identity unless he has made up his mind about everything. He can never
be truly “disinterested". And more than this, he must always be trying to
foree his argument, his system, his reasoning, onto other people, which,
as we have seen in dealing with Keats's ideas on the Poetical Character,
is something that Keais hates.

Hordsworth's attitude towards rationalism is rather more complex
than Keats®s, As & young man he was an avid Godwinian and he had great

faith in the Godwinian ideals of the French Kevolution. These ideals were
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based upon the belief that all men are rational beings and sc all men are
equal, His faith in these ideals was shattered by the aftermath of the

French Revolution, however, and through the Solitary in The Excursion,

Wordsworth traces his own gradual reccvery from this shock, This topic is

I

dealt with even more personally.and in greater detail in The Preluds. After
losing his falith in reason, he 'tu::‘ned_ instead to the human affections ard
the imagination Tor support. This new view of life is evident throughout
his poetry, and the poem entitled "A Poetfs Epitaph" is a typlcal example,
Here Yordsworth criticizes, among others, the analytical Philosopher and
the rigld Moralist:

Physician art thou? -- one, all eyes,

_ Philosopher! -« a fingering slave,

One that would wpeep and botanize
Upon his mother®s grave?

A WMorallst perchence appearss

Ted, Heaven kuows how! to this poor sod:
And he has neither eyes nor ears:
Himsellf his world, and his own Godg

One to whose sneoth-rubbed soul can cling
Nor form, nor fselin great or smally
A reasoning, sel m“ufflclng thing,
An inteliectual All-in-alll
(11. 17-32)
These marrow-ninded; rationalizing, analyzing peeple are totally egocentric
and develd of all emotion, all passion, all feeling., They can never be
truly disinterested, they can never sppreciate the mystery of 1ife for
4
they have lost all semse of wonder. In ceatrast to the Phllosopher and
the Hoxalist, he presents the Poet who lives in a state of "wise passive-
ness" or Negative Capability:
ie is retived as noontide dew,
Or fountain in a noon-day groeves

- And you must love him, evre to wvou
He will ssem worthy of your love,
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The outward shows of sky and eaxrth,

Of hill and valley, he has viewed;

And impulses of deeper birth

Have come to him in solitude.

In common things that round us lie

Some random truths he can impart, --

The bharvest of a guiet eye

That broods and sleeps on his own heart.

(11, 37-52)
He lives in a state of passive receptivity, receiving his understanding
of life from the sensations, or lmpulses, he gains from nature., For hinm
there is no analyzing, no systematizing, no "irritable reaching after fact
& reason"; instead he has an intuitive understanding of life's mystery, an
appreciation of 1lts wonder.
Modern science, which is a hranch of analytical philosophy, also

comes under strong attack from both Keats and Wordsworth, both of whon

totally distrust its cold, caleulating, rational approach to life. Wordse-

worth's contrast between Poetry and Sclence in the 1802 Preface is well

known, but perhaps his best denmunciation of cold, calculating, classifying

sclence is given in Book IIT of The Excursion where he describes certain

kinds of sclentists:

He who with pocket-hammer smites the edge

O0f lucklsss rock or prominent stone, disgulsed

In weather-stains or crusted over by RNature

With her first growths, detaching by the sitroke

A chip or splinter -- to resolve his doubts;

And, with that ready answer satisfied,

The substance classes by some barbarous nane,

And hurrles on; or from the fragments plcks

His speclmen, if but haply interveined

With sparkling mineral, or should crystal cube

Turk in its cells ~=- and thinks himself enriched,

Wealthler, and doubtless wiser, than before!
(11. 178-189)

Such a man cannot be content with the wonder of 1life, with half-knowledge

and its doubts and uncertainties; he must be constantly searching after
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kndwledge; he must explain everything and thinks he is wise although he
has false wisdom,

Keats's dislike of sclence is equally strong and 1s evidenced
from as early as 21 September, 1817 when he writes to Reynolds in a very
sarcastic tones

I have nct time to elucidate the forms and shapes of the grass
and trees; for, rot it! I forgot to bring my mathematical case
with me; which unforitunately contained my triangular Prism so
that the hues of the grass cannot be dissected for you .
In thig letter Keats also tells Reynolds that "we [himself and Bailey]
have read Wordsworth", who probably influenced hls attitude to sclence.

But Keats's most severe criticism of science is given in Lamia
where he attacks "cold philosophy” which, through its connexlon with
Newton's prismatic reductlon of the rainbow,6 is virtuwslly equivalent to
sclence:

Do not all charms fly
At the mere touch of cold philosophy?
There was an awiul rainbow once in heaven:
We know her woof, her texture; she is given
In the dull catalogue of common things.
Philesophy will clip an Angel's wings,
Conguer all mysterles by rule and line,
Bmpty the haunted air, and gnomed mine --
Unweave a rainbow, as it erewhile made v
. The tender-person’d Lamia melt into a shade.
(Paxrt II, 11. 229-238)
This type of scientific analysis is the opposite of Negative Capabiliiy;
it destroys the mystery of 1life and man’s imaginative apprehension of
that mystery.

Keats's attitude towards reason, knowledge, and philosophy is not

static, however, and as he begins to mature poetically, he begins to

realize that certaln types of reason, knowledge, and philosophy are

necessary 1f he is to write great poetry and if he is to serve mankind.
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Bubt in considering this movement of his towards reason, knowledge, and
philosophy, it is important to remember two things: first, Keats never
forgets that, for the poet, the imagination lis of prime importance and it
is the imagination that percelives truth; secondly, the type of reason,
knowledge, and philosophy that he seeks is not to be confused with ration-
alism and science, those branches of phllosophy that are preoccupied with
analyzing, dissecting, explaining, classifying, theorlzing, and systema-
tizing, Rather, for Keats, true philoscphy 1s concerned with the human
heart and understanding the human condition in all its diverse and confusing
elements, including its suffering, pain, and evil. What is more, hls search
for philosophy ultimately demands an acceptance of life rather than an
explanation of it. And this knowledge is not opposite to his desire for a
1life of sensatlons and his belisf in the truth of imagination as some
critics have claimed;B rather, it is an addition to those previous beliefs,
a further development of his mind, to make his understanding of 1life and
his poetry more stable, more human and less escapist. As Santayana has
explained its

In philosophy itself investigation and reasoning are only

preparstory and servile parts, meaus to an end. They terminate

in insight, or what in the noblest sense of the word may be

called theory, gawpra, —-- & steady contemplation of all things

in thelr orvdier and worth. Such contemplation is imeginative, No .

one can reach it vho has not enlargsd his mind and tamed his

heart, A philosopher who attsins it is, for the momeni, a poet;

and a poet who turns his proctliced and passionate imagination

on the corder of things, or on anything in the light of the

whole, is for the moment a philosopher.9

Keats's movement towards an increase of knowledge, or what he calls

'philosophy ¥, is linked to z number of other developments in his mind, scme

of which I have already dezlt with, and all of which show a Wordsworthlan

infivenss,
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First, this desire for knowledge is linked to those periods of
"application, thought, and study" which alternate with periods of "diligent
indolence"” as we saw in chapter II. Such periods of thought and study, in
which judgment is carried on, are necessary for the production of great
poetry, Keats claims, and here, as we have seen, his ldeas are probably
indebted to Wordsworth. There is also much to be learnt from books and
study generally, for all knowledge increases one's understandlng of life,
As Keatls explains it to Taylor:

I was purposing to travel over the north this Summer -- there

is but one thing to prevent me -~ I know nothing I have read

nothing and I mean to follow Solomon®s directions of ‘get Wisdom

-= get understanding® «- I find cavalier days are gone by. I

find that I can have no enjoyment in the World but continual

drinking of Knowledge =- I find there is no worthy pursuit but

the idea of doing some good for +the world -- . o .+ I have been

hovering for some time between an exguisite sense of the luxur-

ious and a love of Thilosophy -=- were I calculated for the

former I should be glad «-= buf as I am not I shall turn all

ny soul to the jatter. 10
No longer may he write 'escapist' poetry that involves pure flights of
fancy into totally unrealistic realms, Not only must his poetry be rooted
in human sensations and the.r@al world, but it must also be rooted in a
wide understanding of the human condition. In order to gain this knowledge
he sets up a plan of stody for himselfs

[I] shall learn Greek, and very likely Italian -- and in other

ways prepare myseli to ssk Hazlitt ln about a years time the

best metaphysical road I can take.
And in hig next letter to Reynolds he says that "BEvery department of know-
ladge we see excellent and calculated towards a great whole. I am so
convineed of this, that I am glad at not having given away my medical
Books, which I shall agaln look over to keep alive the 1ittle I know

1o wi2 : .
thitherwards, "™ ALl knowledge is important in oxder to appreciate the
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organic unity of life. Even the sclentific knowledge to be found 1n medical
books is important, for the highest kind of science leads, after all, to
philosophy, a unified and integrated view of life in its totality. This
shows that Keats is not opposed to science in itself, but to the totally
analytical, dissectling, and rational approach of many sclentists who see
no unity or mystery in life. They see only the parts, but never the whole.

For Keats, then, a certain amount of knowledge can be gained fron
studying and reading bocks, although he is quick to point out that "axioms
in philosophy are not axioms until they are proved upon ocur pulses: We
read fine -- things but never feel them to thee [ggg_thé] full until we
have gone the same steps as the A.u‘i;hor,"13 It is not enough that knowledge
be imparted to the reader in the abstract; he must experience in the real
world what he learns from books. Furthermore, books are not only used to
gain knowledge; they also act, like sensations experienced from nature,
as a stayting point for the poet's own idess and trains of speculations:
“any one grand and spiritual passage serves him as a starting post towards
all *the two-and-thirty Fallaces® How happy is such a ‘voyage of concept-
lon,' what deliclious diligent Indolence!"14

Hordsworth, too, feels that there 18 much to be gained "Through
length of time, by putlent exercise / Of study and hard thought" (Prelude,
Book V, 11, 9-10) and he devotes a whole Book of The Prelude to "Books",
Yet, 1like Keats, he too hates bookishness divorced from experience,
intellect without sensation, theory without wealiity, and he strongly
criticizes the educational system for concentrating entirely on the intell-
ectual rather than integrating both aspects of man. Furthermore, like Keats,

"he valued books chiefly as a source not of knowledge but of inspiration
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and delight, of food for the imagination and the sense of wonder“'15

Secondly, Keats's desire for knowledge is closely linked to his
desire for experlence in the real world. He must experience life in ordex
to write about it; he must gain experientlial knowledge foxr "Nothing ever
becomes real till it is experieﬁced“.16 It is preclsely for lack of experi-
ence that he crlticizes the third Book of Endymion:

My Ideas with respect to it I assure you are very low -- and

I would write the subject thoroughly again. but I am tired

of it and think the time would be better spent in writing a

new Remance which I have in my eye for next summer -- Rome

was not built in a Day. and all the good I expect from my

employment this summer is the fruit of Experience which I

hope to gather in my next Poem, 17
His next poem, Isabella, does attempt to deal with the very human experlences
of love, death, and grief, and although he later criticlzes it for being
full. of “inexperience”, it is a step forward in coming to terms with humen
suffering after the mythical love of Endymion for a goddess.

Actual experience beccmes to Keats as important as, or more import-
ant than, any knowledge that can be learnt firom books, as we see in his
conments on hils walking tour of Scotland:

I should not have contented myself these four Months trampling

in the highlands but that I thought it would glve me more

experlence, rub off more Frejudlce, use [me] to more hardship,

— identify finer scenes load me with grander Mountains, and

strengthen move my reach in Poetry, than would stopping at

home among Books even though I should reach Homer —-
The walking tour would give him experience of life, particularly of the
hardships of 1life, its pain and suffering -- which he saw in abundance on
hls brief visit to Ireland -- and this experience he intends to use for
poetey.

For Wordsworth, the need for the poet to experience life in the

real world 1s & commonplace. He strongly criticizes the eighteenth-century
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peets for thelr artificiality and their abstractions that are divorced from

reality. The main object of Lyrical Ballads 1s to deal with the evexryday

experiences of rustic folk and to express them in the real language of men.
And in doing so the poet tends to dwell on the hardships and sufferings of
the rural classes. For him, as for Keats, bookish, abstracl theory is no
good unless it can be worked out in human experience and much of The Nxcurs
sion is devoted to the tople of how the Solitary comes to terms with the
experiences of realliy after his theoretical hopes in the French Revolution
have been shattered,

Thirdly, Keats®s desire for knowledge is closely linked to his
growing need to appreclate and understand pain in relation to plessure,
sorrow in relation teo Joy, evil in relation 1o good. How can these opposites
be reconciled in the real world? This guestion plagues Keats From the

beginning of his career. In Sleep and Poetry he says that "First the realn

1°11 pass / OFf Flora, and old Pan" (11, 101-102), the wealm of mythology
where all is bhappiness, delight, and sensuous luxury. But then he asks
himself the imporitsnt question:

And can I ever bid these Joys farewell?

Yes, I must pass them for a nobler life,
Where T may find the agonles, the strife
Of human heaxrtiss

(11, 121-125)

™

He must {try to undersitand the “Shapes of delight, of mystery, and fear"
that pass before him, made up of perscons who weep and persons who laugh,
"Some with thelr Taces muffled to the ear / Between thelir arms; some,
elsar in youthiul bloom, / Go glad and snilingly athwart the glooms" (11,
138-146), He must atieupt to zccept these diverse aspects of 1ife, and to

seg them as an organic whole,
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By the time he writes to Taylor on 30 January, 1818 about the
"pleasure~thermometer” passage in Endymion, Keats has come to realize an
"Attempt in the Drama" must involve "the playing of different Natures with
Joy and Sorrow,"19 In keeping with the concept of Negative Capability,
drama must involve an appreciation and acceptance of both sides of life
without having to explain them rationally or analytically. Later, as we
have seen, Keats goes further than this and claims that the great dramatist
nust be able to identify with characters from both sides of l1ife, Iagos
and Imogens, The importance of Sorrow for Keats can also be seen in the
song to Sorrow sung by the Indian Maid at the beginning of Book IV of
Endymion. In her song the Maid tells of how she has learnt to appreciate %
sorrow and padn as . well as pleasure and joy. She no longer searches for l
pleasure alone by pursulng Bacchus, but accepts melancholy as integral to
the totality of life.

Such acceptance of hoth jJoy and sorrow as being equally important

to 1ife is also stressed by the speaker in Book III of The Excursion in a

passage that L think was probably of interest to Keats:

"Your desolating sway,

Sheds, ' 1 exclaimed, ‘no sadness upon me,
And no disorder in your wvage I find.
What dignity, what beauty, in this change
From mild to angry, and froa sad to gay,
Altermate and revolving! He benign,
Hew rich 1pn animation and delight,
Yith aught, as more desirable and fair,
Devised by fancy for the golden age;

(11, 311-320)

For Wordsworth, as for Keats, true besuty 1lies in reality, in the harmony
of all sides of 1life, in the appreciation of sorrow as well as joy, pain
as well as pleasure. This beauty is far greater than the imagined beauty

of the wealm of "Flora and 01d Pan", or what Wordsworth calls "the golden
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age' of mythology.

But for Keats there still remains the problem of the evil and
destruction on which the natural world seems to thrive and thie problem
comes to a head in his verse epistle to J. H, Reynolds, Here, as in Sleep
and. Poetry, he has a vision "Of shapes, and shadows, and remembrances, /
That every other minute vex and please" (31. 3-4). He explains to Reynolds
that he has been having visions of delight and joy, but that his happiness
has been destroyed by his awareness of the destructive forces in nature:

I wvas at home
Ard should have been most happy, =- but 1 saw
Too far into the sea, where every maw
The greater on the lesser feeds evermore, --
But I saw too distinect into the core
0f an eternal fierce destruction,
And so from happiness I far was gone.
L 4 L] e ® & ® e ° ® € L3 & 2 ® L] © 8 [ ] [
Still do I that flerce destruction see, ~=
Trhe Shark at savage prey, -- the Hawk at pounce, =-
The gentle Robin, like a Paxrd or Ounce,
Ravening a worm, =-

(11, 86-103)
He has tried Lo create an imaglnative realm of “Flora and 01d Pan™ in which
all is happiness and bllss, but his imaginative perception of reallty is so
vivid that he cannot stop in this realm of fancy; instead, his imagination
travels into the real world where the presence of destruction, pain, and
evil destrcoy his happy vision. And, because he cannot yet accept this daxk
slde of 1life, he Jaments that his happiness is spoilt. He points out that:

to philosophlze
I dare not yet! Oh, never will the prize,
High reason, and the lore of good and ill,
Be my award! Things cannot to the will
Be settled, but they tease us out of thought;
Or iz it that imagination brought
Beyond its proper bound; yet still confin'd,
Lost in a scrt of Purgatory blind,
Cannot refer to any standard law
Of either earth or heaven? (11, 73-82)
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He does not yet have that philosophlical detachment and repose that allows
him to appreciate all sides of life. And in trying to settle the question
loglcally he is only more confused, "teased out of thought', for any
systematic answer must involve the rejection of certain aspects of life,
Instead he needs "High reason". It is important to note that this "High
reason” is not the low, dissecting and analyzing reason to which he has
referred sarlier, Quite the contrary, it is a synthezlzing and unifying
force that allows one to view life as an organic whole. It is what Words-
worth in Book XIII of The Prelude calls “"reason in her most exalted mood"
(1. 163), which he equates with Imagination and links to "love more
intellectual”, true altruism,

Thora Balslev has drawn attention to the similarity between the

questions Keats asks in the Epistle and the questions concerning good and

evil, -reason and philosophy, in Book V of The Excursion;21 The Wanderer askss

Are we & creature in whom good
Preponderates, or evil? Doth the will
Acknowledge reason's law? A living power
Is virtue, or no better than a nanme,
Fleeting as health or beauty, and unsound?

(11, 469-473)

The Priest answers that, because of our involvement in 1life itself, we
cannot reach "That speculative height" of objective detachment in which
we can appreciate & balance of good and evil, joy and sorrow:
'Spite of proudest boast,

Reason, best Reason, is to imperfect Man

An effort only, and a noble aim;

A crown, an attribute of sovereign power,

5t111 to be courted -- never to be won.

(11, 501-504)

Keats 1s not prepared to accept this answer, however, and he continues to

strive towards that detached state of objectivity, of "High reason” or
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"best Reason"”, in which the calm acceptance of 1life 1ls possible, And in
gaining this state he is again indebted to Wordsworth as we see in his
long letter of 3 May, 1818 to Reynolds in which he compares the merits of
Wordsworth and Milton,

I will consider the beginning of the letter last as it states a
conclusion that is the result of his numerous "Branchings out" in the body
of the letter. One of these "Branchings out" involves

the consideration of Wordsworth's genlus and as a help, in the

manner of gold being the meridian Line of worldly wealth, --

how he differs from Milton, == And here I have nothing but

surmises, from an uncertainty whether Miltons apparently less

anxiety for Humanity proceeds from his seeling further or no

than Wordsworth: And whether Wordsworth has in truth eple

passion, and martyrs himself to the human heart, the main

region of his song =--22 In regard to his genlus alone -- we

find what he says true as far as we have experienced and we

can judge no further but by larger expsrience -- for axioms

in philosophy are not axioms until they are proved upon our

pulses: . » o Until we are sick, we understand not; -= in

fine, as Byron says, “Knowledge is Sorrow'"y and I go on to

say that "Sorrow is Wisdom" -2
Keats has found Wordsworth’s poetry to contzin truth because it deals with
the humen mind and the human heart. As he himself is discovering, the true
poet must have a vital understanding of the human condition, which is more
important to Keats than Milton's epic grandeur with its focus on God. Keats
is realizing, like Wordsworth, that there is knowledge to be gained from
accepting sorzow, pain, suffering and that this appreciation of sorrow
brings true wisdom. He 1s fast moving towarxds the true state of Negative
Capability, that calm acceptance of life in its totallty. And in gaining
this state he ls greatly aided by his understanding of Wordsworth's poetxry,
The elder peoet, he feels, has gone through the same stages as he is going

through in order to gain that state of philosophical calm that involves

true knowledge, true wisdom; and Keats traces these stages of development



83

in his letter. The account is a virtuwal recapitulation of his own develop-
ment as a poet and as a man.
The first stage in this development is the infant chamber:

1 compare human 1life to a large Mansion of Many Apartments, two
of which I can only describe, the doors of the rest being as yet
shut vpon me -- The first we step into we call the infant or
thoughtless Chamber, in which we remain as long as we do not
think -~ We remain there a long while, and not withstanding the
doors of the second Chamber remain wide open, showing a bright
appearance, we care not to hasten to it; but are at length imper-
ceptibly impe}led by the awakening of the thinking principle -=-

. g 2l

within ug <=

This infant or thoughtless Chamber involves a life of sensation alone,
enjoying all sensual delights for themselves without any thought of respon-
25

sibility or morality. It corresponds, as many critics have pointed out,

to the earliest stage described by Wordsworth in Tintern Abbey, in which

he enjoys "glad aniwal movements . . . in the hour / Of thoughtless youth"
(11. 75-91). EKeats's very vocabulary in describing the chambers of 1life
is influenced by Wordsworth's poen,

Upon leaving the thoughtless chamber one enters into the sscond
chamber of life where the thinking principle is awakened:

we no sooner get into the second Chamber, which I shall call
the Chamber of Maiden~Thought, than we become intoxicated with
the light and the atmosphere, we see nothing but pleasant
wonders, and think of delaying there for ever in delight:
However among the effects this breathing 1s father of is that
tremendous one of sharpening one's vision into the heart and
nature of Man -- of convincing ones nerves that the World is
full of Misery and iHeartbreak, Pain, Sickness and oppiression
-~= whereby This Chamber of Maiden Thought becomes gradually
darken'd and at the same time on all sides of it many doors

are set open ~-~ but all dark -- all leading to dark passages
~- We see not the balance of good and evil., We are in a Mist
-= We are row in that state -- We feel the "burden of the

Mys%%ry,“ To this point was YWorxdsworth come, as far as I can
concelve when he wrote 'Tintern Abbey' and i1 seens to me that
his Genlus is explorative of those dark Fassages. Noy if we

26

live, and go on thinking, we too shall explore them.“



The "Chanbes of Maiden-Thought" is the poet’s imaginative world, what
Keats eariier refers to as "the realm of Flora and 014 Pan' where imagined
perfection and beauty exist. To remain in such dream-like and mythic worlds
1s tempting, but Keats resalizes that in order to become, 1like Wordsworth,

& poet of the human heaxt, he must pass into the dark chambers, must come
to terms with the suffering, pain, and evll that bothered him so much in
the "Bpistle to J. H. Reynolds". He must attempt to find a balance of good
and evil, and to attain the third stage that Wordsworth describes in

Tintern Abbey where he can appreciate "The still, sad music of humenity™

92). Such an attempt to understand 1ife, however, does not involve
logically snalyzing and sclentifically explaining every aspect of 1ife.
Rather, it iz an appreciation of 1life's mystery, an acceptance of the human
condition as it is wlthout being able to explain it leglcally. This is the
supreme exercise of Negative Capability, And such an attempt to understand
life involves an acute balance of intense involvement in 1ife itself and
calm, philosophical detachment in which the poet can see life steadily-and
see it whole, This is the "kingly and indolent® state that Keais feels
Shakespeare had reached, and which he desires to attain., And for both Keats
and Wordsworth, this insight into life'’s mystery is based ultimately upon
an imaginative apprehension of 1ife and not upon any rational system.

But by now Keats realizes that knowledge plays an important part
in attempting to understand, or appreciate, life’s mystexy, although
knowledge for him must always be experiential and not merely theoretical,
As hz explains tc Reynolds near the beginoing of the letter:

An extensive knowledge is needful to thinking people -= it takes
avay the heat and feverp and helps, by widening specuistion, 1o
ease the Burden of the Mystery: a thing Y begin to undersiand a
Jittle, and which weighed upon you in ths most gloomy and true
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sentence in your Letter. The difference of high Sensations with
and without knowledge appears to me this -- in the latter case
ve are falling continually ten thousand fathoms deep and being
blown up again without wings and with all [the] horxoxr of a bare
shouldered Creature --= in the former case, our shoulders are
fledge, .and we go thro' the same air and space without Tear,2!

Knowledge, or what Keats at other times calls philosophy, is important and
helpful in his attempt to appreciate life's mystery =-- Wordsworth's "Burden
of the Mystery" -~ because it allows him to understand many varled facets
off 1ife, Thus he has & greater insight into seeing life as a whole, as a
totality in which every aspect, dark or light, has its place. Knowledge
heips him to attain that state of calm detachment that is the ultimate
outcome of the practice of Negative Capability. And it does this, not by
usurping his imagination, but by strengthening his imagination as the
netaphor about flying -- interestingly evoeative of Milton -- demonstrates.
The poet does not cease to have imaginative flights of fancy into dream-
like worlds, but hie imaginative visions are strengthensd and informed by
knowledge of the real world. 4s Clarence Thorpe explains 1t so well:
the poet would no longer go through the old ocak forest 'in a
oarren drsam®; rather he would carrxy into that dream the sober
wisdom of humen thought and knowledge, and the steadying influ-
ence of a sympathetlic understanding of the heart of man; the
apparent break with the world would never be real, for always
the dream would bhe enrviched by the living presence of the
relpitating actuality of the earth ig a soul made wise by
fellowship with its eried and pain.z
Keats's meture attitude towards knowledge and *philosophy® and its
relationship to the imagination is best exemplified in Book III of Hyperlon
where Apollo, the symbol of the poet, attains gedhead or poetic maturity:
*Knowiedge enormous makes .a God of me,
*Names, deeds, grey legends, dire events, rebelllons,
Majesties, sovran volces, agonies,

*Creations and destroyings, all at once
*Pour into the wide hollows of my brain,
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'And delfy me, as if some blithe wine

*Or bright elixir peerless I had drunk,

*And so become immortal,'’

(11. 113-120)

¥nowledge comes to Apollo because he has experienced the pain and suffering,
as well as the Joy, of the human condition; he has "Die[d] into life" (1.
130}0 And this krnowledge strengthens and informs his imaginative insight
irto 1ife’s mystery so that he appreciates all aspects of life, its "Crea-
tiens and destroyings", its Joy and paln, as parts of its igtal unity and
ultimate beauty. But this knowledge has not céﬁe to him through analytical
processes and an "irritable reaching after fact & reason". Rather, he has
remained in a receptive state of "wise passiveness", or Negative Capability,
in vhich intuitive insight has come to him through his imaginative percep-
tion of the veal world, It is this state of Negative Capability that allous
the poet to apprehend the highest kind of truth and to achleve that caim
detachment in which "'to bear all naked truths, / And to envisage clroum-~
stance, all calm, / '"That is the top of sovereignty.'" (Hyperlon, Book II,
11, 203u205). This mature vision of 1ife is the Tinal outcome of the
speculations that begln with the early concept of Negative Capability.
And in attaining this mature vision Keats owes much to Wordsworth and

his concept of “wise passiveness",



CHAPTER VI

CONCLUSION -~ THE ODES

Thus far my study has dealt almost exclusively with Keats®s letters’
for it lg here that his ideas concerning Negative Capability are most
explicitly expressed, I have attempted to show that the concept of Negative
Capability is, 1L not ldentical to, at least strongly influenced by Wordse

!

wortn's ldea of "wisme passiveness" as expressed in Lyrical Ballads and

el

some of his later poeltry,” The probabllity of the influence of Yordsworth's
ldea upon Keats's is heightened by the fairly large amount of blographlieal
informetion that shows Feats's great interest in, and admivation for,
Vordsworth the poet at the {ine that Keats's idess on Negative Capability
were develoring. But the similarity between the two ideas themselves 1s,

T think, enovgh to claim that Keats's idez was influenced by Wordsworth's,
a2 ciaim that is by nc means new, as we have seen, Dul uhich has often been

£

refuted. I hope that my re-examination of this topic has gone some way ito
settling the question, especially with my new approach to the term
"Negative Capability” iltselfl,
Throughout ny study I have strongly maintained trhat the concept of
Regative Capability I3 not a systematic phllosophy vy which Keats lived
end wrote, but is rather a developing idea that grows as he adds to it
from hic new sxperiences., The origlmal letter on Wegatlve Uapability is,
after all, move speculative lthan conclusives; 1t is & starting point for a
number of ideas concerning wostry. From the beginning the idea of Negative
Capability is 1inked to Keats's bellef that truth is perceived intultively

&
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r the imzgirstion and not by the reason, And truth is perceived in a
_passive wnd receptive state of "diligent indolence” or "wise passiveness™
From there the ldea of Negative Capability becomes linked with Keats's
thoughts on the workings of the creative imagination and the poetlc process
ttself, In this way Negative Capablility becomes linked with the nature of
the 1deal poet, the Poetical Character. Through each developing siage of
these ideas I have shown how Keats's ideas were probably influenced by Vordse

worth's ideas on the perception of iruth, the creative imagination, the
poetic process, raiionalism, and the impertance of emotions. In ordey Lo
give & balanced view, however, I have also shown whers Keats®s ideas have
strongly differed from Wordsworth's, namely on how poetry should affact the
reader. &nd ihToughouvt I have meintainsd <hat even when Keats's ideas ave
strongly infiuenced, consciously or unconsclously, by Wordsworth's, he does
1ot bovrow wholesale f1oem tne olaer poet; anythiug he adopls must be experi-
ensed in ovder to be real, so thal «ll his idezs are, in the end, his own.
Keats®s concept of Negative Capabiilty 1s not confined 4o his
letters, however, and the best conclusion I can glve to this study is to
shovw how his ideas on FHegative Capability and "diligent indolence" ave
worked out in sowe of hls poetry. Keats is, after all, a poet Tirst and
foremost, I will proceed, then, with & »eeding of Keats'®s five great Odes:
“Cde to Fsyche", "Ode to a Nightingale", "Ode on a Greclan Urn", "Ode on
Melencholy”, and "To Autumn™: I bave chosen these posms beecause they ave,
I believe, the culminaticn of his work and as such they contain his most
mature thoughts.
Now, to talik of

the Cdez™ &s a grovp, is, naturally, to assume

&

that these five posme share cerialn thomes, ideas, and attitudes, an
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assumptidn that is not new, but which by no means has universal critical
aupnort. * I intend to go further than this, however, and claim that the
Odes are a progression of thought, each Ode taking up where the previous
one leaves off,

My reading of the Odes, as wsll as being based upon an understand-
ing of Hegative Capability, is also based on an understanding of Keats's
theory of soul-making which isg the final ocutcome of his thoughts concerning

"philosophy", suffering, paln, evil, and the other toplcs dealt with in
the last chapter, all of which are closely linked to the exercise of Nega-
tive Capability. This idea of soul-making is his attempt to find & meaning
in a world that contains so many contradlctory forces, so many inexplicable
elensnts, And the meaning that he finds is not one based on an analytical
and reticnal appreach to life, but ons that involves the calm acceptance
of 2ife, that involves a fallh In 1ife itself. 4s he explains 1t to George
and Georgiana in his lstter of 14 February-3 May, 1819:

Call the world if you Please "*The vale of Soul-making® Then you
will find out the use of the world (I am speaking now in the
highest terms for human nature admitiing it to be immortal which
I will heve take for granted for the purpose of showing a thought
whlch has struck me concerning it) I say 'Soul making' Soul as
dlstinguished from an Intelligence -- There may te intelligeunces

r sparks of the divinity in millions -~ but they are not Sculs
t211 they acquire identities, till each one is personally itself.
Iijueiilg@ﬂCLu ave atoms of perceptlon -~ they know ard they
see and they ere pure, in short they are God -- how then are
Jouls to be nade? How then are these sparks which are God %o
have identity given them -~ so as ever to possess a bliss pecu-
Liar Lo each ones individual existence? How, but by the medium
of a world l1ike this? This point I sincerely wish to consider
because 1 think 1t a grander system of salvatlicn than the chrys-
tain religion -« or rather it is a system of Spirit-creation ~-
This is effected by three grand materials acting the one upon
the other for a series of vears -- Thess three x'n':awnwo 5 are

the Intelligence -~ the human heart (us distinguished from
intelllegenne or Mind) and the World or Elemental stace suited

For the proper action of Hind and Heart on each uthe: for the
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purpose of forming the Soul or Intelligence destlined to possess
the senze of Identity. , . +» Do you not see how necessary a
World of PYains and troubles is to school an Intelligence and
make 1t a soul? A Place where the heart must feel and suffer in
a thousand diverse ways!’

I bégin ny study of the Odes with the "Ode to Psyche" because it
was probably the first written of the g’.‘z‘ou}_mi,LP and because 1t gives us in
a nuitshell the stages of the soul from its creation to iis attaimment
of immortality in a type of heaven where earthly happiness 1s "repeated in

e Tiner tone and so repeated".5

=ats probably developed his ldea of the goddess Psyche as repro-

senting the soul from Lempriere's Classical Dictionary, which states that

Psyche "is o nymph whom Cupld warried and conveyed to & place of bliss,
o ¢ ¢ The word signifies the soul, and this personification of Psyche,
firet mentisned by Apulaius is conseguently posterlor to the Augustan ags,
though it is connected with ancient mythology".6 Keats must have realizad
the appropriateness of this goddess as a symbol to embody hls concept of
soﬁlemakingg gspecially as she had only falrly recently bezen viewsed az a
goddess by Apulelus. Furthermore, she had gone through tremendous suffering
in her search for Cupid before she was inmortallzed. Let, then,; Psyche be
the intelligence, or the spark of divinity, which becomes a scul after
rroeriencing "a Wordd of Palins and troubles"™ in her long, agonized search
Tor Cupld. An examination of the poem will show how Keats develops this
theme.

The Ode opsus with the poet’s statement of the mood he was in
when he saw Psyche and Cupld:
Surely I dreamt to-day, or did I see
The winged Psyehe with awakened eyes?
T

I wender’d in a forest thoughtlessly,
And, on a gudden, falinting with surprilse,
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Saw twe fair creatures, couched side by side
(11, 5-9)
John Holloway suggests that this mood is simllar to that expressed in "Ode
on Indolence®™, a mood §f "inertia and oblivion and suspension between
sleeping and waking".7 It is a vislonary state of "diligent indoleunce” or
"wise passiveness" in which an intultive understanding of truth is gained.

In this state of reverle the poet sees Psyche and her Cupld coupled
in amorous embrace "'MidAhush‘d, cool~rooted flowers, fragrant-eyed, /
Blue, silver-white, and budded Tyrian," (11. 13-14). In this sensuous
setting the immortals seem to have achleved that heavenly state in which
they enjoy "what we call happiness on Earth repeated in a finer tone and
5o repsated." They have achieved a state of perfect bliss in which their
consumated love never becomes cloylng; a paradoxical state of bhelng and
yet becoming.

But how did Psyche achlieve this "happy, happy” state? The answer
te this is probalkdy inherent in stanzma II1 where the poest addresses Psyche
as

0 latest born and lovellest vision far

0f all Olympus® faded hieraxrchy!

(11. 25-26)

But desplie the fact that she is the lovellest of all goddesses, she is
not worshipped, has no temple, no choir, no musicians to celebrate her and
there is a hint that she has suffered in "a World of Pains and troubles™,
This world has reacted with her heart to form her soul., Kenneth Allott
comaes close to what Keats is getting at here when he says that she "is the
*loveliest vision far', lovelier than the Moon or Venus, because she is a

love~goddess with an undersianding of troubled human sxperience, because

she has known in hee cwn person -- as no true Olympian can ever know -



suffering snd seemingly hopeless longing,"8

In stanza IV the poet proclaims that he will be Psyche's choilr, her
musicians, her shrine, her poet-priest. At this point the poet takes on a
mood of activity -- "I see, and sing, by my own eyes inspir‘*d” (1. 43) -
and finds a balanced tension between his previous drowsy reverie and his
present excitement at worshipping the goddess, This inspired mood also
involves something of an insight into, an intuitive understanding of, the
goddess's situation.

This mood becomes more creatlive in stanza V, although the creati-
vity is closely linked to that paradoxical state of active indolence, the
"working brain® actively creating "in the aldst of this wide quietness'.
The post emphatically proclaims:

Yes, T will be thy vriest, and bulld a fane

In scme untrodden region of my mind,

¥here branched thoughts, new grown with pleasant pain,

Instead of pines shall murmur in the wind:

(114 50-53)
The fact that the temple is bullt in an "untrodden region’ of the mind,
where "shadowy thoughts" create, suggesté that this is a part of the mind
vhere clear, cute-and-dried veasoning does not tread; an area that has not
been desecrated by analytic thought, and where the peet will bs able to
preserve the vislonary temple from the invasion of sclentific logiceg In
this area only the imagination works: Fancy is the gardener. And this
cceatlion in the post’s mlnd is the outcome of speculations that began in
a state of "diligent indolence",
In this area of the mind the poet creates a virtual heaven for

Fsyche and her lover:

Andt theve by zephyrs, streams, and bivds, znd bhees,
The moss-1ain Dryads shall be lull’d to sleeps
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Andl in the mlidst of this wide guietness

4 rosy sanctuary will I dress

With the wreath'd tr@’lig of a working brain,

With buds, and bells, and stars without a nams,

Who breeding flowers, wi 11 never breed the same:

(11. 56-63)
Faney will £ill this realm with "all soft delight'™ (1. 64), sc that a state
is atiained ia whlch all sensuous beautles from all the seasons arz exper-
o . i0 . i N

flenced at once and ave everlasting, In this imaginary realm beauty does
not die, and here Psyche will evermore meet her Cupid by the light of "A

bright toreh” (L. 66). Thus Psyche, or the soul, achiaeves that ecstatic,

heavenly state of having her earthly happiness constantly repeated, but

she can only attain this because she has Jed a 1ife of lutense sensations,
both of pleasure and pein, and so she gaing that state of eternal love,

And love, for Heals, is the highest and best of sensations,
The myth of Fsyche serves Heats well to exemplify hls philesophy
of "soul-malking™ Loy her myth integrates aspects of melancholy and of love,

both of which are important in Keats's ideas, As far as philosophy goes,

however, the Dde does have its limitations., The idea of a soul which is
greated and progresses to heaven has only gone ox in his mindg 1t is

Linagined, and so is like a theory. As such 1t is not veal, for "Hothing
ever hecomes real till it is experienced“," What will happen if he tries
to attain this beavenly state in the reality of earthly 1ife? This is the

e icn that Keats faces as he writes '"Ode to a Hi
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The i i ﬁ i gale also serves Keats as an appropriate symbol arowd :%
which to order hls philosophy, for; like Pesyche, it is asscclated with
th 12 : .
hoth meAdncho ;and love.  And, like Psychs, the bird -- or at lesst its

song == atltains a heavenly state of constant ecstasy, although we are not

told that it went through melancholy stages Lo achlieve this,
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Tne opening of the 0de is also somewhat parallel to the opening of
the "Ode to Pysche": again the poet experiences a state of drowsy numbness
in which his senses are numbed and hls imagination takes over; a state of
"uilmgent {;uojénce" in uhlch the exercise of Negative Capability ia

possible. The stale also involves a TFusion of pain and rleauure in a way

that the bird itself does:

My heart aches, and a drowsy nunhness pains :
My sense, as though of hemlock I had drunk, i
Or emplied some dull oplate to the drains
One minute past, and Lethe-wards had sunk:
‘Tie not through envy of thy happy lot,
fut being too happy in thine happiness -—-
That thou, light-winged Dxyad of the trees,
In sone melodious plot
Of beschen green, and shadows numberless, :
Singest of sumrer in full-throated ease, }
(11, 1-10) !

The Tirst four lines show the poet in a downward movement involving pain,
co e . e o
while the last zix lines show him in an upward wmovement involving pleasure.

The poet’s upward novement is towards the happiness of the nightin-

1

gaie as he seeks to ldentify with the bird who has attained a heavenly
state somewhat simlliar to that attained by Psyche. Like that “happy, happy
dove" ("Psyche’, 1. 22) ~- the hird image creates a link bhetween the
goddess and the nightingale -- the nightingale is in a state of eternal
happiness, emphasized by the repetition of the word “happy™. And the bird’s
"melodinus plot / Of beschsn green, and shadows numberless” is simllsr to
Peyohe's heavenly gardes in the poet’s mind, created by "shadowy thought”.
The poet hopes to attain this “"finsr tone" too, through ldentification with
the biwd, cor rather with its song or spirit. 13 Thus, in both "Pgyche” and
"Nightingale™ the poet is talking about a being that is both physical and

spiritual, the song being an excellent symbol of both,
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The poet's desire to identify with the bird's song ls a desire to

escape the real world and attain heavenly bliss here on earth. But, like

Psyche's temple, which exists in the poet's mind and can only be reached
by his imagiration, the bird's "melodious plot" exists somewhere in the
wood beyond ths poet's view and he can oniy reach that spot through a £light
of the imagination. In stanza II he hopes that "a draught of vintage" (1. 11)
wiil allow hin to meke that flight by destroying his selfhood:

That T might drink, and leave the world unssen,

And with these fade away into the forest dim:

(11. 19-20)
There is a desive for the state of "delicicus diligent indolence” of stanza
I where it was crested by "being too happy in thine [the bird's| happiness™,
and one gets the impression that the poet had a momentary comminion with
the bird's song before the poem opens. He hopes that drink will allow him
to attain this communion again -- by allowing his imagination to take
flight ~~ and maybe ‘o hold it,.
Stanza 111 vividly articulates the real world from which the poet

longs to escupe, a world of:

The weariness, the fever, and the fxet PR PR

Here, where men sit and hsar each other groany

%here palsy shakes a-few, sad, Jast gray halirvs, -

Where youth grows pale, and spectre-thin, and dles; S

Hnere but to think 1s to be full of sorrow

And leaden-syed despairs,

fWhere Beauly cannot keep her lustrous eyes,

Or new Love pine at them beyond to-morrowv,
{21, 21-30)

This 1s the horrific, diseased world of reality, the world of cruel suffer-
] a 0% mle Mg - N . 4 12“' 3 = -~ 1

ing in which Tom had just dled,” and whers love and beauty are fleeting
and trensient. The repetition of the word “"Where" emphasizes the poet's

monotonous despalr, and the eupnstic "Here™ at the beginning of line 24
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serves to pronounce the d}?hQime between the nlghtingale's imagined world
"among the leaves" and the poet's real world. The real world 1s completely
opposite to the nigﬁ£ingale's, where beauty, symbolized by the bird's
melodlious ecétasy, is everlasting., It is also completely opposite to the
rich, sensuous world of "Dance, and Provencal song, and sunburnt mirth!"

(1, 14 ) to which the poet longs to escape by means of drink in stanza II.
But the post seems unable to attaln the selflessness, the "dissolving" of
self, necessary to escape; he cannot attain the state of Negative Capability
in which his imaginaﬁiéﬁ has free flight. The reason for this may be the

mere fact that now he thinks =- "Where but to think is to berfull of

sorrow” == for thought, at least reasoned thought, involves a consciousness

of selfhood 1n which the distinction between "I and "thou" exists. I the

poet could shut off his ecapaclity Tor reasoned thought and let his imagina-
tion alone work, ne could leave the world of rezllity and fly to an identl-~

ot s - s 2 . o 15
fication with the bird the way he did just before the poem opens. ™

Trink having failed, in stanza IV ths poet attempts a new means by

which to fly to the nighting idealized realm, thiz time Yen the view-
less wings of Foesy," (1. 33). And this time, despite the fact that “"the

dull brain perplexes and retards® (1, 34), he is able to arrest his
reasoning processes and let his imagination 1ift him to the bird's realm
of beauty, where:
tender is the nisght,
And haply the Gueen-Moon is on her throne,

Jdustertd around by all her sterry Faysg
(13, 35-37)

But if the poet enjoys & momentary, imagined communion with the nightingale,
ne is quickly back on earth again

But hers there is no light,
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Save what from heaven is with the breezes blown
Throvgh verdurous glooms and winding mossy ways.
(11. 38-40)

But this time the return to the world of experience leaves him
more reconciled to reality, and the previously tortured movement of the
Ode takes on a sense of tranquility in stanza V. The darkness of reality
8111l pervades the scene, but now it does not prevent him from participating
in a complete imeginative enjoyment of the natural beauty of the English
spring:

Tﬁa grass, the thicket, and the fruit-tree wild;
White hawthorn, and the pastoral eglantine;
Fast fadlng violets cover'd up in leaves;

And mid-May®s eldest child,
The coming musk-rose, full of dewy wine,

v,

The murnurous haunt of flies on summer eves,
(11. 45-50)

Por the Tirst time in the poem he remembers that the world of soul-making
has 1is eonsucvs beauties too, and the faclt that they are transient and
nortal -- the "Fast fading violets" -- serves to helghten thelr beauby
rather than negate i, Bven the "darkness” (1. 43), symbol of death, is
"embalimed” -- endued with bélmy fragrance -- which gives it rich, rather
positive connotations. This rich description, along with the sense of calm
in this passage, sheow Keats moving for the first time towards the total
acceptance of process and moritality that he achieves in "To Antumn®. And
the mood of indolence, evoked here by the images of "soft incense haﬁg{ing}

upon the toughs," and "The murmurcus haunt”, is similar to the mood created

i

5

"To Avtumn, as we shall sse. It 1s a transference of the creative mood

of "diligent indolence", felt at the beginning of the poem, that involves

)

an acceptance of natural process. Again his reasoning faculty is laid

~ Y - 3

aalesp sod hls creative imagination allows him to partiecipate in the world
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of the object contemplated, but here that object is the natural world, aot
the bird's 1deal one, This is as near as Keats has yet come to his concept
of Negative Capability, that state of "beling in uncertainties, Mysteriles,
doubts, without any lrritable reaching after fact & reason™. Here, despite
his uncertainties and doubts about life, there is no need to analyze and
explain the fading of the violets, no need to rationalize death. Bernard
Blackstone suggests that the fact that the poet "cannot see" but is prepared
tt " " e . Y 16
to "guess" at his surroundings reinforces this idea,

The acceptance of reality is momentary in this poem, however, and
the ¢all of the nightingale to join it in an ldeal realm is never far away:
it ceturns, in fact, with "Darkling I listen;” (1. 51). But now, instead of
a desperate cry for communion with the bixd's song, the poet begins to
neditate on the experience he has been having and similar experiences he
has had hefores

and, for many a tine

I have besn half in love with easeful Desth,

Cal1l'd him soft names in many a mused rhyme,

To take into the air my qulet breath;

' (11. 51-54)
The reason why he has been half in love with easeful Death is that, when
he has an intensely ecstatic experience which involves sensuous pleasure
-~= guch 83 the womentary, imaginative communrion with the nightingale's
song -- he longs to die al the height of the experience and so be trans-
ported immedisztely to heaven wheve hls happiness will be "repeated in a
finer tone and 50 repeated”. Thus he will wanage to hold the beauby of the
. X b} 3 .‘1.7 - .

moment and he eternally happy. Farxthermore, hearing the nightingale's

song ané communlng with 1t seems to be the most intensely beautiful and

ecgtatic experlence he has ever had, for



Now more than ever seems 1t rich to die,

To cease upon the midnight with no pain,
While thou art pouring forth thy soul abread
In such an ecstasy!

(11, 55-58)
But already fhe poet is suspicious of such an escape ag is evident by the
fact that he has only been "half in love" with Death and now it only "seems"
rich to die. The realization that it is impossible to accomplish such an
escape, and so it is useless to try, is emphasized in the last two lines
of the stanuza:
St1i1l wouldst thou sing, and I have ears in vain --
To thy high requiem become a sod.
(11. 59-60)
If he was to die, the bird's song, instead 6f an ecstatic, vital force,
would become a "requien”, whlle the poet would return to dust. The poet’s
perspective ca death has now completely changed: no longer is death rxich
and aliuring; instead it realistically involves mortal decay that is far
renoved from escape to heaven's bourne. The bird, aftexr all, has not
reéched its heavenly state through death, Death in itself, he realizes,;
canggt“?eaq hé@rﬁo eternal happiness. He mﬁst go through the whole process
of soul-making in whiég déatﬁ hasvitﬁ‘proper significancs.
This changed wiew of death does not, however, change the post's
attitude towards the nightingale's song, and in stanza VII he addresses

the bird

bt

Lbaeld s

Thou wast not born for death, immortal Bird!

No hungry generationz tread thee down:

The volce I heaxr this passing night was heard

In ancient davs by emperor and clown:

Perbaps the self-same song that found a path
Through the sad heart of Ruth, when, sick for hone,
She stood in tears amld the alien covng

The same that oft-times hath

Charm'd magic casements, opening on the foam
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Of perilous seas, in faery lands forlorn.
(11. 61-70)
The bird's song has managed to transcend death and attain immortality. Much
controversy has gone on among critics as to whether the nightingale is an
appropriate symbol of immortality or not. What many of them fail to realize,
however, is that it is the song -- which represents the spirit of the bird
== that is immortal and not the particular feathered creature. Keatls
emphasizes this by capltalizing “Bird". Holloway is one of the few crities
who does realize how Keats uses the bird. He says:
Beats, entranced as he listens to the nightingale and responds
to 1ts apparent ecstasy, has an experience that seems to him to
transcend experience. The voice of the nightingale, we might put
it, is made irmmune first to histery, and then to geography: it
can estaplish a rapport with dead generations or with faery lands.
It is also inportant for cur understanding of the Ode to realize

that the song can relate to both the happiness of "emperor and clown" --

where 1t acte as cntertainment -- and to the sadness of Huth, for whom it

i

is

comfort, It has Lecome a unlversal, immertal symbol by virtue of its

ability to appreclate the basic emotions of man in a way that the poet as
yet camnot. Kba@s haz fused into his nightingale both the Classical symbol
of melangholy and the Medieval symbol of 1ove,19 When the poet learns to
appreciate both pain and pleasure -- which is basically what soul-making
and Negative Capabllity are concerned with - he may attsin to the nightinn

] o

gaie{ghgtata of eternal bliss,
The ypoet does not seem to realize this yet, however, and the
“forlorn® at the end of stanza VII sevves only to shatter his poetic
vision of imwmortal bwiliss:
Forlorn! the very word is like a bell

To toll me back from thee to my sole-selfl
(11, 71-72)
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He returns to himself -- once more creating the dichotomy between his real
world and the nightingale's ideal one -- and the drawn out effect of the
run-on line gives the onomatopeic sound of the funeral bell, Death is now
seen as totally negative and the nightingale's song has become a "plaintive
anthem" in the funeral metaphor,

Now that the world of weality, with all its associations of pain
and suffering, has rushed in upon his vision, the poet views the eternity
promised by the nightingale's sonhg as merely an 1llusion created by fancy.
And he now realizes that "the fancy cannot cheat so well / As she is fam'd
to do, deceiving elf." (11. 73-74). Such escapist flights of fancy are
useless because in the end he must return to the realm of reality:s no
escape 1s possible, The poem does not, however, involve a rejection of the
imagination, ez Stillinger claims it does;zo instead, the poet realizes
that such imaginative communions with ecstatic sensations can only be
momentarily experienced "in a finer tone" here on earth, and so it is
useless to txy and hold that experience. As Gittings says:

Keats is left once moré with his 'world of circumstance', in which
the soul must grow through its pains of experience, helped by such
inklings of eternity, but not in the end able to depend upon them, 21

The Ode ends with the question:

Yas 1t a vision, or a waking dream?
Fled is that music: == Do I wake ox sleep?
(11, 79-80)
The implication seems to be that if it was "a waking dream" then it was a
pure fantasy and the nightingale's bliss can never be meal, but if it was
"a vi§ien"s then there may be an element of reszlity in it, In any case the
quesﬁ%gu.is not aaswered, which seems to imply that the poet has not yet

-

decided for himself,
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The question "Do I uwake or sleep?" not only echoes the previcus
guestion, but seems to be inguiring into the significance of the state of
"drowsy numbness" he experienced at the beglnning of the poem.22 In such
states of ardent llstlessness during vhich the imagination is in control,
do we glimp§§ﬂ;§§;ity‘or not? Again the question remains unanswered, hut
it leads Keats into the "Ode on a Greclan Urn" in which he does see the
significance of such a state, and in which he does learn a very important
lesson from the urn, an object whose immortality is similax to that of the
rightingalets song. Thus "Ode on a Greclan Urn" is similar to "Ode to 2
Nightingale™, but it involves another step forward in Keats's developing
philosophy,

The poem opens wlth an address to tha uwrns

Thew stlll unravish'd bride of guietness,

Thou fogter=chlld of silence and slow time,

Sylvarn historian, who caunst thus expross
A flewery tale more sweetly than our rhyme:

(11, 1-4)

I+ &g immediately apearent that the urn is 2 fusion of paradoxical elements.
It is en "uwnpeavish®d bride”, which imbliés that it has achieved the perfec-
tion of being a bride; a symbol of great beauty, yet it is still unravished
by passionate Intensity, an ldes that is emphasized by the deliberate dusl
neaning of "still" snd by the fact that it is wed to "quietness". It has

23

gttained to that stabte of "mystlc oxymoron™,”” of perfect being and still

Y

beconing (by virtus of iz unravished nmature), We are thus led to belleve
that its perfacted heauty will not pass, for it has managed to fuse
together Its wortal and immortal gqualitles, its fluidity and 1ts fixity,

apd so attained a state of permaneancs,

e wen's permanence is similar to the nightingale's immortality,
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but they are not identical states, for where the nightingale's song
transcends time completely, the urn is the foster-child of "slow time".
It has succeeded in bringing time almost to a standstill, but not comple=-
tely., That the urn is "still unravished" also implies that at some future
date it may be ravished, and so it is not completely out of the reach of
"hungry generations” in the way that the nightingale's song is. Perhaps
the poet can learn a lesson from the urn == in a way that he could not from
the nightingale's song -- because the urn is not as completely removed from
his realm as the nightingale was, At any rate, the poet does seem to be
more successful at imaginatively communing with the world depicted on the
urn than he was at communing with the nightingale'’s world.
The rest of stanza I is taken up with a description of the world

depicted on the urn, gilven to us through a series of rhetorical questions:

What leaf-fring'd legend haunts about thy shape

Cf delties or mortals, or of both,

In Tempe or the dales of Arcady?

What men or gods are these? What maidens loth?

What mad pursuit? What struggle to escape?

What pipes and timbrels? What wild ecstasy?

(110 5"’10)

The counfusion over whether the figures on the urn are men or gods, coupled

with the wild ecstasy deplcted on the "bride of quietness”, reinforces the

P

dea that the urn fuses together all opposites. The willd ecstasy, however,
is ag nuch, if nol more so, the poet's as it is the urn's, and the series
of staceato guestions shows the poet projecting hils own passion into the
world of the wen as he becomes sympathetically identified with that world,”

The second stanza vaguely answers. some of the gquestions possd in
the flrst as the poet becomss more intensely identified with the urn's

world, His empathic advance into this vealm is emphasized by the increasing

ol
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concentration of his attention: he no longer regards the total wen, but
discusses the individual symbols on the frieze and the intense activity
of the flgures there:
Heard melodies are sweet, but those unheard
Are sweeter; therefore, ye soft pipes, play on;
Not to the sensual sar, but, more endear’d,
Pipe to the spirit ditties of no tone:
(11, 1i-14)
The rationale behind this statement is the same as that behind the urn
itself., Once a melody is heard it has reached its fulfilment, its perfec-
tion is over, Unheard melodles, on the other hand, are in a state of
constant becoming, while they are also in a state of being on the urns they
are perfection held in eternity. This state also belongs to the figures on
the urn, who, although they cannot consummate their love, know that it
will never fade:
Bold Lover, never, never canst thou kiss,
Though winning near the goal -- yet, do not grisve;
She cannot fade, though thou hast not thy bliss,
For ever wilt thou love, and she be fair!
(11. 17-20)
These lovers have attained a state of permanence that is more satisfying
than the worlid of reality whers love and beauty are constantly fading and
passing away; even their incomplete moment is superior to earthly life. is
Gittings says, "The stillness, the timelessness of great art , . . is
contrasted with the inevitable disappointments of human experience."25
The contrast between the two worlds is strongly emphasized at the end of
stanza IIT, but before that the poet continues to identify sympathetically
with the figures on the urn. His identification is so complete, in fact,

that he seems Lo participate in their happiness. This is emphasized by his

exclamations:
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Ah, happy, happy boughs! that cannot shed

Your leaves, nor ever bid the Spring adleus

And, happy melodist, unwearied, _

For ever piping songs for ever news;

More happy love! more happy, happy love!

For ever warm and still to be enjoy'qd,

For ever panting, and for ever youngg

(11. 21-27)

The piper, the lovers, even the trees, have virtually attained that heavenly
state of having thelr earthly happiness "repeated in a finer tene and so
repeated”, and the use of the present participle form for the verbs empha-
sizes this eternal process. Thelr state Ls simliisr to, but not idsntical
with, that of Psyche and the nightingsle. They are in that "happy, happy"
state of Psyche and Cuplid, but while the goddess and her lover can eternally
consunmate theiy love in the poet's mental temple, these lovers can never
consunnate theirs, for they are'frozen on the urn. Fucthermore, we must
rememner that thes: lovers still exiet in "slow tlwe™: they have not {rans-
cended time completely the way Fsyche and the nightingale have.

They bave, however, succeseded in escaping the "World of Palns and
troubles" where passion "leaves a heart high-sorrowful and cloy'd, / A
burning forehead, and a parching tongue.” (11. 29-30). But the poet cannot,
for a1l his ecstatic;, imaginative projection into the world of arit, forget
the world of reality where beauty fades and dies, where love is cloying,
And more than {this, he begins to reallze in stanza IV that the heavehly
state attalned Ly the figures on the urn does not in fact lack its dark
side. The imagined "1ittle town" (1. 35) in this perfect world is empty,
"silent", and “desolate" because its inhabitants have left to attend the
sacrifice, The tone created in this stanza is one of welancholy, and the

inherent sense of loss comes with a slight shock after stanza III, The mcod

is not altogether unprepared for; however, and from as early as stanza II
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we are told that the lover on the urn "hast not [his] bliss,” (1. 19).
John Holloway claims that the triumph of the lovers on the urn lies "in
the realized perfection of a slingle polgnant and yet graclous moment. This
moment embraces the same fusion of qulet and wild ecstasy, the same
exqulsite but precarious balance of grief and happiness . . . that Keats

himself knew in *To a Nightingale'."zé

I am inclined to go furthey than
this, and I feel that the whcole urn contains an exquisite but precarious
balance of grief and happiness exemplified in the juxtaposliion of ecstatic,
warm love of stanza III and the empty desolation at the end of stanza IV.
This balance is important for our understanding of the "Beauly-Truth" idea,

What has happened in stauza IV is that the poet's imagination is
unable to stop at the passionale pexrfection depicted on the urn and it
carries him further into the dark side of the urn's worldd, in the same way
25 hls meditation cn the nightingale®s song lead hinm into Ruth's melancholy
and "Forlorn". But in the “Nlghtingale" Ode it is still "a flaw in happi-
ness to see beyond our bourn” and the experience, despite its momentary
tranquility, teaches him only that "the Fancy cannot cheat so well / As
she is fam'd to do”. In the "Ode on a Grecian Urn", however, he goes far
beyond this and the urn teaches him how to reconclle what he sees on it
with what he imagines beyond 1t: how to reconcile pleasure and pain.

But before turming to the urn'’s message, I would like tc dwell for
a while on how the poet learns from the urn, As we have seen, at the
beginning of stanza IV the poel stops projecting hls passion into the
urn‘e world, stops identlfying with the lovers there, and begins to think
of the world beyond: the town. He returns 4o his sole-self, begins to

question the wwen once move, and realizes that it does not merely mirror
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his own passion, but that it has a lesson 1o teach hin of its own. His
state of passionate empathy is changed for one of calm receptivity in whlch
the urn becomes his teacher, It is significant that hls questions demand
answers that involve rationalizations: he wants to know aspects of time

and space ("Who are these coming to the sacrifice? / To what green altar

e « « 7") but discovers that such questions cannot be applied to this urn
which, although existing in time anhd space, defies both., He realizes that
what the urn has to teach him cannot be learnt by questions, that "lrritable
reaching after fact & reason". He cannot comprehend the urn's message by
the analytlcal and logical procedures of "consequitive reasoning™; he will
never reach the truth by trying at it and so he ceases to question. Instead,
he adopts a state of calm receplivity, of "wise passiveness” ox Negative
Capabillity in which his reasoning capaclty is dormant and hls imagination
alone 1s active, It is in this state that he intultively learns the urn's
nessage.

Although this state of "diligent indolence"” is not verbally artic-
ulated In this Ode, it is implied in the‘mood of calm receptivity that
overspreads the poem by the end of stanza IV, and by the statements he
makes to the urn in stanza V, Now that he has ceased to questlon, he
addreszes the urn in a tone of reverent admiration, maybe even of grati-
tudet "0 Attic shape! Fair attitude!™ (1. 41). And what, if anything, has
this "silent form" done for him? It has teased him “"out of thought / As
doth eternity:" (1L1. M4-45), The similarity to eternity is appropriate,

ol course, because the urn has virtually achleved such a state, But the
approyclateness of the analogy lies in more than this: it tells us the

kind of process the poet has gone through to learn the urn's message, He
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has been teased out of thought in a similax way that eternity teases us
out of thought, and here I take "out of" to mean "beyond, further than",
That 1z, the urn has taken hin beyond the analytic processes of thought
into a realm that transcends rationallty: the realm of imaglnative intul.
tion, The concept of eternity cannot be known by methods of reasorndng for
the rational mind works in the realm of time and space and is boggleld by
such concepts. The imagination, however, which grasps ldeas intuitively,
can conceive of a concept like eternity. And it is to the poel's imagina-
tion that the "silent form" has revealed its "Cold Pastoral” for it is
only his intuitive imagination that can grasp such a messags.
Finally, to the wrn's message:

Yhen old age shall this generation wasie,

Thour shalt remain in ridet of other woe

Traann our's, a friend to man, to whom thou say’st,

Bgauty is truth, -- Truth Beauiy, =-- that is &ll

Ye knrow on Haeth, and all ye need to know,

' (11, 46-50)7

The three lines that come before the Beauty-Truth statement are imporitant
for they clestly articulatg a feeling that has been growing throughout the
poen -- first from the hint that the lover cammot have his bliss and then
througn the desolate 1ittle town -= that life contains waste and woe, pain
and suffering, as well as passion and Joy. Even the urn's woxldd of jJoy and
ecatasy contains aspects of this dark side of 1ife. But in the wrn's equa-
tion of Beauty and Truth it teaches the poet that he should not txy to

(131 8

agcape the “Wordd of Pains and troubles® the way he did in the "Nightingale"
Ode, for all of 1life is beautiful, "Beauty is truth® means that beauty is
inberent In every aspect of 1life in the real world, and likewlse, "Truth

Beauly" means that every aspect of 1life in the veal world is besutiful.

Trars blrth and dsath, pleasuve and walin, joy and sorvow, creation and
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destruction, process and change, are all beautiful because they are all
necessary and integral aspects of life. All are necessary and integral to
the formation of the soul, which is itself beautiful,

This 1s the message that the urn teaches the poet, and he receives
it in a mood of calm acceptance. It 1s interesting to notice that the
nightingale hints at a simllar message through its association with pleasure
("emperor and clown") and pain (Ruth's melancholy), but there the poet was
unable 1o receive the message in the way that he does here, Thus the poet,
Keats, has moved a step further in his philosophy of scul-making: he has
Jearnt to accept the daxk side of 1life. What he learns here is baslcally
the same as Apollo's "wondrous lesson™ in Hyperion, when "Knowledge enci-
mous makes a God" of him. And Jjust as Apollc’s knowledge comes to him, not
through analytic rearoning, but through an imaginative visilon, so the poet
learns the vrn's message by means of his imagination., He is truly exercising
Negative Capability and what he learns in this state is basically a faith in
life itself, a faiﬁhrin the vale of soul-making, that supports him through
1ife.

With his philosophy of soul-making now boldly articulated, Keats
turns to a new Ode, "Ode on Melancholy", which, as its name implies, is a
rather bold proclamation that the dark side of 1ife must be accepted in
order to iive 1ife to the full. It involves no dramatic search for a
statement of truth -- the truth being known before the Ode begins -~ and
in this senge is the most doctrinaire of the Odes. As Bate polnts out, it

bas nothing of the "developing discovery by the poet of what he really

o'

elieves”, nor does it have any one dominant symbol from which the theme

"2

- . e ot : 8
avelops as we gel in "Nightingale™ and “"Grecian Urn".” Instead, Keatis

~
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deals directly with the idea of melancholy itself, although he treats it
in his typically concrete fashion,
The didactic tone of the Ode is evident from its opening lines:
No, no, go not to Lethe, neither twist
Wolf's~bane, tight-rooted, for its poisonous winej
Nor suffer thy pale forehead to be kiss'd
By nightshade, ruby grape of Proserpine;
Make nol your rosary of yew=berries,
Nor let the beetle, nor the death-moth be
Your mournful Psyche, nor the downy owl
A partner in your sorrow's mysteries;
(11. 1-8)
This list of negative injunctions is a warning to the reader to aveid
saturation in melancholy symbeols of death because we will eventually
become numb and insensate to feelings of pain and melancholy, which are
themselves a desirable part of experience in the vale of soul-making:
For shade to shade will come too dwewslly,
ind dyown the wakeful anguish of the soul.
The shades, or ghosts, of Lethe will come and kill ocur capaclity to exper-
lence. If we dwell obsessively on the inducements to melancholy, then our
capacity to aprreciate a real melancholy fit will be losty we will have
drovned -- a perfect lmage which-also links back to Lethe -- or satiated
our "wakeful angulsh of the soul", The soul must keep itself awake and
alert to savour its anguish, the depressiocns of spirit Keats knew so. well,
Already he implles that true sensations of pain, angulsh, melancholy are
as desirable as sensations of pleasure and jJoy because they are integral
to 1life as a whole,
This idea contlmies into the second stanza:
But when the melancholy £it shall f£all

Sudden from heaven like a weeping cloud,
That fosters the droop-hsaded ficowsrs all,



And hides the green hill in an April shroud;
(11, 11-14)

It is significant that true melancholy comes as a sudden fit, springing on
man, It cannot be induced by obsession with symbols. And it comes from
heaven,; which glves 1t very positive connotations.2'9 But these images are
a strange mixture of creative and destructive forces, of pleasure and pain,
The melancholy fit is lilke a cloud,; a creative, life-giving forecs, but it
is a weeping cloud, signifying melancholy. And it fosters flowers, symbols
of joy, but they are "droop-headed", suggesting mourning., Finally, the
weeping cloud hides the green hill, symbol of life and youthful growth, in
an April shroud, symbol of death. Thus Keats emphaslizes his idea that
creation flows easlly into destructlon, pleasure into pain, life into
death; ons camnct exist without the other for both are important to 1ifej
they arve all, in fact, aspects of a single life force.

In the second half of the stanza the poet gives advice on what we
should do when the melancholy fit falls,., We should "glut our sorrvow" on
some {ransitory beauty:

on a morning rose,
Or on the rainbow of the salt sand-wave,
Or on the wealth of globed peonless
Or 1f thy mistress some rich anger shows,
Emprison her soft hand, and let her rave,
ind feed deep, deep upon her pesrless eyes.
(11. 15-20)

This openness to, or virtual concentration on, things of flesting beauty

m
oy
Y]
2
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ns the sensation of melancholy; it refines our sensibility to the
finest of intensity, which is the exact opposite of killing our sensations
through satlation as we got in stanza 1,
These images of transitory besuty also imply an acceptance of

; qas 30
process whlch ipvolves ultimately an aceceptance of death,”” Life is process,
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involving hoth birth and death, pleasure and pain, Furthermore, beauty and
joy are helghtened by the fact of their transience, This is a philosophy
that Keats had been unable to accept a year before in the epistle "To J, H,
Reynolds". "Now, with the philosophy of soul-making through a world of
trial to support him, he can bear that vision, and even use it to goodo"31
He is happy with life's destroyings as well as its creatings.
He has come a long way, too, since his search for a symbol of
eternal beauty that transcends pain and death in "Ode to a Nightingale".
He no longer desives {o escape to heaven's bourne in one quick step. Now
he 1s perfectly prepared to accept that:
She dwells with Beauty -- Beauty that must dies
And Joy, whose hand is ever at his lips
Bidding adieu; and aching Pleasure nigh,
Turning to Polson while the bee-mouth sips:
Ay, in the very temple of delight
Veiltd ¥elancholy has her sovran shrine,
Though zeen of none save him whose sirenuous tongue
Can burst Joy's grape against his palate fines
His soul shall taste the sadness of her might,
&vd be among her c¢loudy trophies hung,
(11. 21-30)
Heore +the ideas are personified for emphaéis. We see that Beauty is tran-
slent, that Jov and Helancholy dwell in the same “sovran shrine”, that
Pleasure passes easily into Polson, The one cannct exist without the otherx,
an idea that iz similar {to Blake's concept of "necessary contraries", Only
the person who is able 1o welish sensucus Joys and pleasures in their
finest intensiiy can behold, and vellish, "Veil'd Melancholy™, and so
5
sxperience life to its fullestgj&
The acceptance of beauty's transient nature and the acceptance of

all aspects of 11fe is less didactically, but more powerfully, expressed

in the ode "To Autumn', written three or four monthz after the other Odes.
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T+ is the culmination of his philosophy of soul-making and of his concept
of Negative Uapability.

"To Auvbumn” was written when Keats was stayling at Winchester in
September, 1819. He was enthralled by the beauty of the season and on 21
September he wrote to Reynolds describing the inspiration for the Ode:

How beautiful the season is now -= How fine the alir, A temperate

sharpness about it, Really, without joking, chaste weather --

Dian skies -- I never 1lik'd stubble -fields so much as now -~ Aye

better than the chilly green of the spring. Somehow a stubble

plain locks warm -- in the same way thal some plctures look warm =-

?2%§BStIUCk ne so much in my Sunday's walk that I composed upon
Some of these phrases actually appear in the Ode and, although the poem
goes far beyond this physical se{ting, the théme remains basically autumn
itself, Keats uses a set of personal impressions, taken from his natural
surroundings, to catch his philosopnie mood at this time -- a mood, as he
expresses it; of "a more thoughtful and quiet power" than he had experienced
before.

The theme, as I stated above, is autumn itself, and the poem cpeus
vith an apostrophe 1o the season and with a description of nature at its
richest and wipest stage. Through concentration on details of the fruilt,
the flowers, and the bees, Keats creates an exquisitely vivid, Iush, and
celourful pleture. It is a depiction of perfection, of fulfilment, of
ripeness, of growth reaching its climax bensath "the maturing sun" as the
vines and trees bhend beneath the weight of their fruit.

Yet amld this attained fulfilment there is still a sense of on-
golng growth, of process, achleved by the use of the present participle --

"matucing sup® (1, 2) and "Conspiring" (1. 3) -= and by the idea of the

sun and autumn consplring “"to set budding more, / And still more, later
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flowers" (1. 9), so that the bees are deceived into feeling that summer
will never end. As Bate points out; Keats has achieved "a union of process
and stasls (or what Keats had called 'staticning*).”sa His commentary
continues:

What the heaxt really wants 1s being found. Here at last is

something of a genuine paradise, therefore, It even has its

deity == @ benevolent delty, that wants not only to ‘load and

bless', but also to ‘spare', to prolong, to set 'budding more',

And yet all this is put with concrete exactness and fidellty.

But Bate, like many other critics, seems to miss the negative
aspects or hints given in this stanza which show that the poet is aware
of the passage of time and sc of perfection., In the last line there is a
reference to the summer which has alveady past, and, by implication, autumn
will pass likewise., The poet also tells us that the bees "think waym days
will never cease" (1. 10). This nse of the verb “ihink" meaning "believe"
shows that the poet knows more than they: he knows tﬁat warm days will
cease and, unlike the hees, hé is not uraware of the fact that beauty iz
transient and perfection momentary. But the poet's awareness of these
things in no way detracts from the rich, sensuous beauty of the sceneg
instead, it heightens that beauty,

In stanza II the poet's lmagination enters into the description
and we get autumn personified in three appropriate settings, The personi-
fications are remarkably resonant and evocative, presenting images that
hover between the traditional allegorical figure of autumn as a woman and
the vurely natural scene. Fdr example, in the first personification there
is a figure "sitting careless on a granary floor" (1. 14), but the "halr
soft-1ifted by the winnowing wind” (1. 15) is a strange mixture of human

hair and staliks of wheat suggested by “"winnowing”. Thus the human and
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natural are beantifully integrated, Nowhere are we given a concrete figure
.of a woman, but a sense of femininity pervades the plcture and hovers like
an animating spirit in the natural scene.
It is also significant that,; in her relaxed postures, "Drows'd
_with the fume of poppies” (1. 17), autumn seems to be in a state of
"diligent indolence" similar to that achieved by the poet in the previous
Odes, In this state she both fully appreciates the beauty of the season
and calmly accepts its passing away, She is truly exercising Negative
Capability, and so is similar to the poet.
0f the second stanza, Bate says:
it is something of a reverse or mirror image of the first =- we
find stillness vhere we expect process. For now autumn 1s con-
ceived as a reaper or harvester. Yet 1t 1s a harvester that is
not harvesting., This benevolent deity is at first motionless,
'aitting careless on a granary floor*, or asleep on a ‘halif-
reap'd fuirrow®, while its 'hook / Spares the next swath and all
its twined flowers' -~ spares not only the full grain but those
tlater flowers' that are interlocking with it. Movement begins

only in the latter part of the stanza, Even then it is only
suvgeq ted in the momentary glimpses of the figure Peepiﬂg

s

'steady® 1 "laden head' as it crosses a brook.””
This is true: there is a sense of the prolonging of avtumn fulfilment; but
there is also a sense that time is passing and autumn with it. Autumn has
become a "gleaner" and, despite the fact that she “Spares the next swath”
(1, 18), she has already begun to bring the flowers to an end, "next"
implylog that she has already cut some. The "last oozings" (1. 22) of the
cyder~press suggest that the end 1s approaching, while "hours by hours™
signifies time passing away, There is a paradoxical mixture of lingering
and passing, but there is no doubt that autumn is withdrawing, that the
death of the year is approaching, that perfection nust pass,

Thls idea comes out more strongly in stanza III where we leave the
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personified figure of autumn and return to concrete images of 1ife as we
got in stanza 1. But where stanza I is a celebration of the sights of
autumn, this is a celebration of its sounds:

Where are the songs of Spring? Ay, where are they?

Think not of them, .thou hast thy music too; -=-

While barred clouds bloom the soft-dying day,

" And touch the stubble=plains with rosy huej

Then in a wallful choir the small gnats mourn

Among the river sallows, borne aloft

Or sinking as the light wind lives or dles;

And full-grown lambs loud bleat from hilly bourn;

Hedge-crickets sing; and now with treble soft

The red=breast whistles from a garden-croft;

And gathering swallows twitter in the skies,
(11. 23-33)

The opening question implies that the season of youthiful Spring
has long passed, and with it its beautiful sounds,. Time and the seascns
pass, Bub aubumn has its musie éoc, found in the "wallful choir"” of “small
gnats", ﬁherbleat of the lambs, the cricket's song, the robin's whistle,
and the swallows' twilttering. The images cof these animals are extremely
rich,; but in no way cloying, and there is a remarkable sense of orches-
trated sound. Bu@ although this stanza contains the richest imagery, it
also has the greatest sense of agtumn passing away, and it is to Keats's
credit as a poet that he can achlieve this magnificent richness in conjunce
tion wlth an underlying mood of melancholy.

The hint of autumn passing is first given at the beginniung of line
3 where the word "While" makes us realize that the music of autumn will
only last while barved clouds do. Also in line 3 we get "soft-dying day",
a symbol, howsver gentle, of the approaching end, of death; and this image
is Tound, rather oddly, in conjunction with the verb "bloom" which suggests
Trultion, But the -yoking of the two is deliberate and serves to reinforce

the thems that in the richest, noest intenss moment of beauty there is a
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melancholy sense that it must pass. In the fourth line we get "stubble-
plains” which suggest that the crop has already been harvested, 1s gone,
whiie in the fifth line the "wailful choir" of "small gnats" who "mourn"
heightens the sense of melancholy. They seem to be aware of the approaching
end, BEven the "light wind" which "lives or dies"™ suggests an easy passage
from 1life into death. In the eighth line, the "full-grown lambs" suggest
that growth and fulfilment are over, while the "gathering swallows" suggest
not only the approaching nightfall, but also "gathering” for migration
south as winter and death approach, But it is important to note that they
are still "gathering", and the day, like the season, is "sofi{-dying" --
the use of the present participle creates a sense of lingering, and Keats
has managed to capture autumn in its most intensely and polgrantly
weautiful moment,
Bate inslsts on calling this poem perfect and I fully agree with
hin. He says:
the whole is perfected -- carried through to its completion --
solely by means of the given parts; and the parts obsexrve
decorun by contributing directly to the whole, with nothing
left dangling or independent,
Not only the formal structure but the vhole conception
of the odal hymn becomes transpavent hefore its subject., The
poet himself is completely absent; thers is no 'I', no sugges-
tion of the discursive languege that we find in the other odss;
the poem ls entively concrste, and self-sufficlent in and
through its concreteness, O
Desplite its self-sufficlent completeness, however, "To Autumn" is
even richer when viewed in conjJunction with the other Odes for it is 1lhe
culmination of Keats's philosophy and 1t contalns perfectly his belisef
that pleasure and pain are clossly, integrally, related; that the appre-

henslon of intense beauty -~ such as we get in this ofde -~ must involve a

feeling of melancholy vecause this beaudy is tuansient. Joy and sorrew
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cannot exist without each other -- at least not here on earth -~ and the
experience of one is heightened by .the attendance of the other. But nowhere
is this theme explicitly stated as we get in "Ode on Melancholy"; the theme
of transitoriness and mortallty is only suggested; the theme is inherent
in the natural images. As Leonard Unger says:

Whereas in 'Ode on Melancholy' the theme, in one of its aspects,

is the immediate subject, in 'To Autumn® the season is the

subject and the details which describe and thus present the

subject are also the medium by which the theme is explored. The

relationship between subject and theme 1s not one of analogy.

The theme inheres in the subject and is at no polnt stated in

other terms. That is why we could say, in our reading of the

poem, that the subject is both the reality and the symbol,37

But to extract the theme from the subject for a moment. It is

lmportant to note that despite the sense of melancholy and the suggested
awareness of the approach of thé end, there is a total acceptance of
mortality and transitoriness, The poet has come to accept death totally as
an integral part of life. There are no wild qusstions and "By accepting
the signs of decay and disappearance in all its surrounding world, the soul
watures itself into a final compietion."BB The poem 1is, then, the end of
Keats's philosophy of soul-making. To adopt Keats's own analogy, the school
has been accepted by the c¢hild and the child has learnt to read; the soul
has learnt tc accept and to love the world in all its diverse aspects.
This resulis from the exerclse of Negative Capability, that mood of caln
in which he is reconelled to life without having to rationalize it., It is
an acceptance vased on faith -- his faith in soul-making -- and this in
turn 1s based on hls imaginative perception of the real world. The truth
of 1ife, cr wisdom, is received by the imagination in a calm state of

Negative Capsblliity or "wise passiveness”.
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““Keatz's great intervest in Tintern Abbey iz svidenced in his long
letter of 3 May, 1818 to Reymolds (Lettewrs, L, 278-281) in which he dis-
cusses YWordsworth's poetic progress.

g, Spurgeon, Keats's Shakespeare (Oxford, 1966), p. 151.

25The Poetics of Romantieism, p. 104, In Sleep and Poetry Keats
cbaserves that "for what there may be werthy in these rhymes / 1 partly owe
to hin [slsep] ™ (11, 347-348), and in Endymion he praises "magic sleep® as
the "great kev , « . to 811 the mazy world“7~0f silvery enchantmenti”
(Book I, 11, 453-461),

Wordsworth also emphesizes the state of "weariness", that dream-
like state, in which the Greek shepherd creates myths (The Excursion, Book
I7), and in Tintern Abbey he emphasizes that "serene and blessed mcod" in
which he is "lzid aslesp in bedy"” while his imagination takes over,

“Letters, 1T, 77-79.

“Ibia,, 11, 7.

““Thiq,, II, 106.

Quoted by W. J, Bate in his Johu Keats (Cambridge, 1566), p. 501,
See also Keats's letters %o Faony Keats on 12 Aprll, 1819 (Letters, IL, 51)
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and to Haydon on 13 April, 1819 (Letters, 11, 55), both of which stress
his mood of idleness.

O etters, II, 116,
ipsa,, 1I, 77,

32kents and Wordsworth, p. 38,

3JLetu@rs I, 287,
Ppig,, 1, 271

35Ibid., II, 113, See also his comment to George and Georgianas "I
must again begin with ny poetry == for if I am not in action mind or Body
Iam in pain." (Letters, II, 12),

36Lyrica1 Ballads 1798, p. 157.

Bii vealize, of course, that Keats more than likely never saw The
Prelude as it was only published twenty-nine years after his death, and
although I have tried to confine my study of Wordsworth'’s influence to
poens published while Keats was allive, the similarities between the two
poets in this respect warrant some sttention. Wordsworth is, after all,
expressing a completed view of ideas we have seen developing in his othex
poetry and prose,

38Letters, I, 374, ‘Keats's italics. See also Keats's comments to
Reynolde on Lanias "I have great hopes of suecess, because I make use of
ny Judgment more deliberately than I have yet done®. He also says in this
letter that he has spent "many thoughtful days", (Letters, 1L, 128).

39Lit@rary Criticism of Willilam Wordsworth, ed. Paul M., Zall
(Lincoln, 1666), pp. 140-ik1, It is interesting to note that in his
Anatomical and Physiolegical Note Book Keats notes that “The Mind has
3 Functions: 1 Memory, 2 Judgment 3 Imagination". (John Keats's Anatomical
and Physiological Note Book, ed. M. Buxton Forman, New York, 1970, p.2).

ZJ’O"Kea'ts and Hazlitt" in John Keats: A Reassessment, p. 149.

u{&g&texs, 11, 81,

42"Keats and Hazlitt", p. 148,

Mretrers, 1, 238,



auThe Mind. of John Keats (New York, 1964), p. 184. Keats had

expressed a similar idea earlier to Reynolds: "Poetry should be great &
unobtrusive, a thing which enters into one's soul, and does not startle
it or amaze it with itself but with its subject." (Letters, I, 224),

“5See, for example, Muir, "Keats and Hazlitt", p. 148. A passage
I have noticed in Hazlitt's writing that may have been influential is his
comment on The Tempest: ". . . the character of Caliban not only stands
before us with a language and mamner of its own, but the scenery and
situation of the enchanted island he inhabits, the traditions of the
familiarity of an old recollection." ("On Shakespeare and Milton" in
Lectures on the English Poets, intro. by A. R, Waller, London & New York,
n.d., p. 48). We know that Keats attended these lectures and studied them
afterwards,

1
'6The Mind of John Keats, p. 184,

Q?Wordsworth’s distinction between the Fancy and the Imagination
is given in the 1815 Preface in Literary Criticism of William Woxdsworth,

v, 153.

’ .
+BWGrdswor%h also states in the 1815 Preface that "When the Imagin-
ation frames a comparison, if it dces not strike on the first presentation,

a sense of the truth of the likeness, from the noment that it is perceived,

grows -- and continues to grow =< upon the mind"”, a claim that is somewhat

similar to Keats's idea of poetry surprising by an excess. (Literary Criti-

cisn of William Wordsworth, p. 153).

Q
4’§g§§ers, I, 238,

500 s 0al Ballads 1798, pp. 166-167.

51

The passage from "Sleep and Foetry" to which T am referring is:
Could all this be forgotten? Yes a schism
Nutured by foppery and barbarism,

Made great Apoilo blush for this his land,

Men were thought wise who could not understand
His glories: with a puling infant's force
They swayed about upon a rocking horse,

And thought it Pegasus. Ah dismal soul'd!

The winds of heaven blew, the ocean roll’d

Its gathering waves -- ye felt it not. The blue
Bared its eternal bosom, and the dew

Of summer nights collected still to make

The morning preclous: beauty was awake!

Why were ye not awake? Bubt ye were dead

To things ye know not of, == were closely wed
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To musty laws lined out with wretched rule

And compass vile: so that ye taught a school

Of dolts to smooth, inlay, and clip, and fit,

Ti1ll, 1like the certain wands of Jacob's wit,

Thelir verses tallied.

(11. 181-199).

These elghteenth-century poets would not allow physical sensations, exper-
lenced from nature, to spur them into imaginative speculation. Instead,
they followed a preconceived, artificial system of poetlies that is the
antithesis of Keats's concept of Negative Capability.

[ +4
521 etters, I , 238-239,

53The Round Table, p. 24.

5h .
Lyrical Ballads 1798, p. 157,
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FOOTNOTES TO CHAPTER III

1Letﬁers, I, 223-224,
.z”ee for example, C. D, Thorpe, "Wordsworth and Keats -- a Study

in Personal and Critical Impression", p. 1016, or K. Muir, "Keats and
Ha.z:ti’t'b", Pe 147-

3"Obmervacionq on Mr, Wordsworth's Poem The Excursion" in The

Round Table, p. 113, Hazlitt states the same idea in his lecture "On the
Living Foets™ where he says that:

Mr. YWordsworth is the most original poet now living. . . .

His poetry is not external, but internal; it does not depend

upon tradition, or story, or old song; he furnishes it from

his own mind, and is his own subject. He is the poet of mere

sentiment.

(Lectures on the English Poets, p. 156)

We know that Keats attended this lecture. (cf., W. J. Bate, John Keatls
pp. 259-260),

Qboieetea Proge of John Hamilton Reynolds, ed. L. M. Jones {Cam=
bridge, 1966), p. 76. Ln his essay "The Quaruﬂrly Review -- Mr. Keats",
Reynolds echoazs the same idea of Wordsworth: "Posterity ils a difficult
mark to fit, and few minds can send the arrow full home, Wordsworth might
have safely clearsd the raplds in the stream of time, but he lost himself
by looking at his own image in the waters." (Selected Prose, p. 227).

o

“Owen glosses Wordsworth's use of "feelings" in this case as
"faculties, analogous to the physical senses, which respond to stimulus
frem without”, (Wordsworth as Critic, Toronto, 1969, p. 38).

6Wo"ﬁsworth as Critie, p. W1,

?@ette@i, I, 232,

8Keata The Poet, p, 59, Sperry’s study of Keats's ideas on how
poeiry should affect the reader is generally excellent.

Q
’Ibid., ». 55.

1OOrx the narrow scope of modern poetry compzred to the "great and

unobtrusive" poetry of the Elizabethans, Keats may be again indebted to
Hazliitlt, who wrltes:
The great fault of a modern school of poetry is, that it is an
experiument to reduce poetry to a mere effusion of natural
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sensibility; or what 1s worse, to divest it both of imaginary
splendour and human passion, to surround the meanest objects

with the morbid feellngs and devouring egotism of the writers'

own minds,

("On Shakespeare and Milton" in Lectures on the Frglish Poets, p. 53).

4
1l"0bservations on Mr. Wordsworth's poem The Excursion" in The
Round Table, p., 112,

Yletters, I, 237.

13T’id., I, 184, Keats's term "Men of Genlus" may have been borrowed

from Haziitt, who sta*eg in his essay "On Posthumous Fame"” that Shakespeare

"was almost entirely a man of genius , . . He seemed scarcely to have an
individual existence of his own, but to borrow that of others at will, and
to pass successively through 'every varlety of untried being', =- to bﬁ
now Hemlet, now Othello, now Lear, now Falstaff, now Arlel, In the mingled
interests and feelings belonging to thie wide range of imay imaginary reality,
in the tumult and rapid transitions of this waking dream, the author could
not easily find time to think of himself, nor wish to embody that personal
identity in Idle reputatlon after death, of which he was so little tena-
cious while 1iving.” (The Round Table, p. 23

14,ettfrs, I, 184, Here Keats is using the werd "ethereal” with &

sclentific meaning. As Sir Huumphry Davy explains it in his discussion "Of
Radiant or Ethereal Matter":

In treating of the different substances which, by their agencles,

combinations, or decompositions, produce the phenomena of chemls-~

try -- radiant or ethereal matters will be first considered, as

their principal effects seem rather to depend upon their commun-

icating motion to the particles of common matter . . . than to

thelr actually entering into combination with them.

(The Collected Works of Sir Humphry Davy, Vol. IVi Elements of

Chemical Philosophy, p. 140).

5Le%teﬁs, IT, 19. Keats disliked West's painting Death on the
Pale Horse because “in this plcture we have unpleasantness without any
momentous depth- of specuLauion excited" (Letters, I, 192). It is not the
unpleasantness he objects to, but the fact that the painting does not
allow the viewer .to enterﬁain speculations.

6Le%ters, I, 387. The term "egotistical sublime" Keats may have
developed from Wordsworth himself for Wordsworth uses the term "sublime"
quite of'ten in connection with consciousness of self. For example, in the
1815 Preface Wordsworth states that the creative aspect of the imagination
works by "alternations proceeding from, and governed by, a oublime conn
sclousness of the soul in her own mighty and almost divine powers
(Literary Critielsm of William Wordsworth, p. 149),
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17Letters, 11, 11,

181n his lecture "On Shakespeare and Milton" Hazlitt states:

The striking peculiarity of Shakespeare's mind was its generic
cuality, its power of communication with all other minds -- so
that it contained a universe of thought and feeling within itself,
and had no one peculiar bias, or exclusive excellence more than
another. He was just like any other man, but that he was like all
other men, He was the least of an egotlist that 1t was possible
to be, He was nothlng in himself; but he was all that others were,
or that they could become., He not only had in himself the germs
of every faculty and feeling, but he could follow them by anti-
clpation, intultively, into all their concelvable ramifications,
through every change of fortune or conflict of passion, or turn
of thought. . . . His genius shone equally on the evil and on
the good, on the wise and the foolish, the monarch and the beggar,
(Lectures on the English Poets, pp. W47-48)

19391ected Prose of John Hamilton Reynolds, p. 59.

Pretters, T, 186,

?Ireig,, 1, 368-369.

221414, I, 387. For other lebters that express similar ideas
about identities pressing upon him and annihilating him, see Letters, I,
392 and 395, II, 5 and 349,

2tetters, II, 77

!
2+geats, p. 285. Murry goes on to point out that Keats's distinction

between poels and mere dreamers, made at the beginning of The Fall, is prob-
ably influenced by similar distinctions and questionings in The Excursion, III,

25§etters, I, 234,
26

Keats, p. 283,

2?Letters, II, 79,

S e,

81v1d., II, 80.

2914, I, 79.

Prpia,, 11, 79.
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FOOTNOTES TO CHAPTER IV

Yetters, I, 184-185,

The Mind of John Keats, p. 64,

BJOhn Kea-ts, Pe 2’&00

@John Keats's Anatomlical and Physlologlcal Note Book, p. 55.

5

Letters, II, i3,
6 :
Ibia., II, 18,

7Kéats The Poet, p. 7

language of gae%ry i before ali else the languaﬁe of the senses. The
Lyrical Ballads are, as I have saild, before all else, a revindlcation in
peatry of the 3ife of the senses, They are a crusade against the long
domination in posgtyry of the Reason. They have their origin in the convice-
tion that truth, truth in and for poetry, is given by the repcrt of the
senses. Postry begins in the free surrendexr of ourselves to the impressions
of sense.” (pp. 126-127).

“The Prelude, Book XII, 1. 377.

1OWord sworth describes the process in even greater detail in The
Prelude, Book IX, 11, 265-275.

l%Lehters,‘I, 185,

P1ya,, 1, 218,

Bria,, 11, 115,

18
14Lyriea1 Ballads, 1798, p. 156,

151@id&9 p. 166, See also The Prelude, Book XIII, where Wordsworth

talks of "Emotion which best Foreolghf need not fear, / Most worthy then
of trust when most intense." (11 115« 116).

16The Keats Clrcle, II, 1b&,
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17Quoted in R. D, Havens, The Mind of a Poet (Baltimore, 1941),
I, 213,

18Letters, I, 170.

Yia., 1, 192,

201p14., II, 19.

2lmsa,, 1, 403

227he Mind of John Keats, p. 10U,

ZjSee above p. 21,

2 otters, I, 143.
251016, , 11, 18.

2611t§§ary Criticism of Willlam Wordsworth, pp. 146 & 152,

v

7§§§QL, p. 160. Wordsworth's italics.

_ 28Wordsworth as Critlc, pp. 183-184, See alsc Havens's comment
that, for Wordsworth, "poetry of the higher kind [is that] in which '1ife
and naturs are described as operated upon by the creative or abstracting
virtue of the imagination'" (The lMind of a Poet, p. 209),
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FOOTNOTES TO CHAPTER V

"Letters, I, 184,
2
Tbid., I, 243,

3Ihid., II, 213.

ucf. The FExcursion, Book IV, 11. 987-992 for a similar attack on

analytical philosophers, Hazlitt draws attention to this passage when
commenting on the passage in The Excursion that deals with the creation
of Greek myths:
The foregolng is one of a succession of splendid passages equally
enriched with philosophy and poetry, tracing the fictlons of
Eastern mythology to the immediate intexcourse of the lmagina-
tion with Nature, and to the hablitual propensity of the human
mind to endow the outward forms of being with 1life and conscious
motion, With this expansive and animating principle, Mr., Words-
worth has forcibly, bul somewhatl severely, contrasted the cold,
narrow, lifeless spirit of modern philosophy,.
("Obsegvations on Me. Wordsworth's Excurslion" in The Round Table,
p. 115

SLetters, T, 162,

6Keats's dislike for RNewton was well known to his friends as is
evidenced in Haydon's account of his "immortal dinner" at which both Keats
and Wordsworth were present, Haydon writes:
He [Lamﬁj then, in a strain of humour beyond description, abused
me for putting Newton's head into my picture -~ "a fellow," sald
he, "who believed nothing unless it was as clear as the three
sides of a triangle,” And then he and Keats agreed he-had des-
troved all the poetry of the wrainbow, by reducing it to the
prismatic colours. It was impossibvle to resist him, and we all
drank “Newton's health, and confusion to mathematics.” It was
delightful to s=e the good-humour of Wordsworth in glving in to
all our Trolies without affectation, and Jaughing as heartily
as the best of us.

{Quoted by Bate, John Keats, p. 270)

7These lines were probably influenced by Hazlitt, who, in Lectures
on the English Poets, states that: T
poetry is one part of the history of the human mind, though it
is nelther sclence nor philosophy., It cannol be concealed, how-
ever, that the progress of knowledge and refinsment has a
tendency to clrcumscribe the limits of the imaginatlon, and to
¢lip the wings of poetry. (p. 9)
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8See, for example, G. R. Elliott, "The Real Tragedy of Keats",
PMLA, XXXVI (1921), 315-331, and R. D. Havens, "Unreconciled Opposites in
Keuts“, Philological Quarterly, October 1935, pp. 289-300.

9Quoted in C. D. Thorpe, The Mind of John Keats, p. 113, Thorpe
goes on to comment;
This is a doctrine to which Keats would have heartlly subscribed.
For in this larger sense he was always an intuitionist, The
imaginative 1s the highest,; the most gensrative, of all poetic
functions. Reason and knowledge are reguisites, it is true; but
only as educators of the imagination. They are but guldes to
point the way. In the end the pupil far outruns the m?s+sr,
{p. 113)
Thorpe's study of the growth of this 'philosophlcal' approach in Xeats's
mind is, I think, the best to date, Other studies include the articles by
BElliott and Havens mentioned above as well as &, O, Bradley's "Xeats and
'Philosophy'”, in his A Micellany (Lnndn 1929). A more recent study is
Jacob Wigod's The Darkening uhambe The Growth of Tragic Conscicusness
in Reats (Salsburg, 1972), All of th9&€ studies have exploded the old myth,
propcuaiea by Gaerrcd, that Keats 1s "the grest poet he is only when the
senses capture him” (ﬁﬁﬂ}i pe 62),

Vresters, I, 271,

Yrvig,, 1, 274,

21v5a,, 1, 277,

Ura., 1, 279.
4,
Y1, 1, 188,

4
j"’R. D, Havens, The Mind of a Poet, p. 129.

léggﬁgggé, II, 81.

Y1vsa., 1, 168,

18;§1d,, I, 342,

Yrp14., 1, 218-219. Much later, when he was in Italy, Keats clained
that the "information (primitive sense) necessary for a poen” is "the know=-
ledge of contrast, feeoling for light and shade,™ (Lcttmro, 11, 360).

20, . . Y .
This unconventicnal image of the savage Robin may have been
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influenced by Wordsworth's poem "The Redbreast Chasing the Butterfly",
which alsc presents the Robin as a humter,

21K6ats and Yordsworth, pp. 102-104,

zzlt has long been recognized that Keats's wording here is pro-
bably an echo of Wordsworth's "Prospectus” te The Recluse, which reads:
we look
Into our Minds, into the Mind of Man ~-=-
My haunt, and the main reglon of my song.

(11, 39-41)

2ettors, I, 278-279.

Z4v14,, I, 280-281,

25The influence of Tintern Abbey upon this letter has been polnted
out by E. de Selincourt in his edition of The Poems of John Keats and by
many other critics including C. D, Thorpe, The Mind of John Keats, pp. 43-
47, -These eritics have also pointed out that "Sleep and Poetry" traces the

Abbey for some of its ideas. As this comparisor has been dealt with so
often, T will not dwell on it here, More recently, J. Burke Severs has
rejected the claim that "Sleep and Poetry” follows the pattern of develop=-
next set up ia Tintern Abbey, but although his detalled argument ralses
some good points, I still agree with earlier critlies that Keats's poems
and letters are indebted to Wordsworth's poem., See J, Burke Severs, "Keats's
'Mansion of Many Apartments,' Sleep and Poetxry, and Tintern Abbey®, Modexn
Language Quarterly, XX (June, 1959), 128-132,

26 .

4 34
Letters, I, 281,

214, I, 277.

Prne 1ird of Jobn Keats, p. 101,
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FOOTHOTES TO CHAPTER VI

1Perhaps Wordsworth's best discussion of the idesa of "wlse passive=-
ness"” outslde of Lyrleal Ballads is given in an early draft of a passage
for The Prelude, Book VII found in the Alfoxden Notebook. The passage reads:’
h There is a holy indolence
Compared to which our best activity
Is oftimes deadly bane.
They rest npon their oars
Float down the mighty siream of tendency
In the calm mood of holy indolence
A nost wise passiveness in which the heart
Lies open and 1s well content to feel
As nature feels and to recelve her shapes
As she has made them
The mountain's outlines and its steady forms
Gave simple grandeur to his mind, nor less
The changeful language of iis countenance
Gave movement to his thoughts and multitude
Hith crdsr and relation,
(Quated in The Prelunde, ed, E. de Selincourt, Znd edition rev., Helen Darbi-
shire, Oxford, 1659, p. 566).
Keats, of courss, conld not have seen this passage.

ﬁJohn Holloway, for example, says that "these poems collectively
make up & psychological deocumnent -- an unexpected one -- of unique interest”
and he gees on Lo interpret the Odes as "a complex and detailed poetic
revelation of what Keats knew himself as the creative mood,” ("The Odes of
Keats", in his The Charted Mirror, London, 1960, pp. 40-41), Robert
Gittings also views the Odes as being “bound together by a unity of form
and themeo", but he goes on to state that "The order of the Odes does not
natter greatly; there is no progress of thought from one Ode to the other”
(John Keats, London, 968, pp. 454-U55%, a statement to which I am totally
opuosed. Lt should also be noted that when Gittings speaks of "the Odes”
he exnludes "Psyche" which he claims in no way resembles the other Odes.
Rermeth Allott is one of the critics who imsists that the Odes cannot be
viewed as a ‘zonp. See hils essay "The ‘0Ode to Psyche'", in K. Mulr, ed.,
doha Keats; A Beassessment, pp. 75-95.

el
13

"\

L stters, II, 102, Robert Gittings suggests that the Odes can be
read in conjunction w1th the "soul-making" letter, but he does not deal
with the topic in detail, See John Keats, p. 455.

hFor a discussion of the dating of the Odes see Robert Glttings,
The Odes of Xeats and iheir Earliest Known Manuscripts (Ohio, 1970}, PP
7-16,

5

“Letters, I, 185, Although this letter expressing Keats's views onr
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heaven was wrltten over a year before the Odes, the idea of the heavenly
state as one in which our earthly sensations are repeated in a finer tone
was stlll in his mind at the time of the composition of the Odes as the
"Bright Star" sonnet shows. Although there ls some controversy as to when
this sonnet was composed, most critlcs agree that it was some time between
February and July, 1819, Keats's ideas on the heavenly state are, I think,
important for our understanding of the Odes as Earl Wasserman has shown in
The Finer Tone (Baltimore, 1953).

63= Lempriere, A Classical Dictionary (London, n.d.), p. 510,

?“The Odes of Keats", p. 43,

8"The '0de to Psyche'™, p. 86. The suffering and seemingly hopeless
longing that Psyche has endured in her search for Cupid, although not
explicltly stated in the poem, is inherent in both the myth and the poen.

9Jac? Stiliinger, in his essay "Imagination and Reality in the
Odes™, in his "The Hoodwinking of Madeline” and Other Essays on Keats's
Poems (Chicago, 1971), cleins that the Ode is an attempt to celebrate man's

myth-making capsclty in oxder to preserve it against the age of Lockean
and Newhondan veason,

1OA sinilar sitvation is created in Keais's "Fancy", 11, 31-36,

Urotters, 11, 81,

3 -

Iin C1a551 L literature the nightingale 1s associated with
melancholy, and in Medleval literature with love,

L.

s not uncommon for a song to be an external manifestation
of the singer's spirit,

It has long since been recognized that the line "Where youth
grows pale, and spectrs-thin, and diesy" is a reference to Tom's death,
and Kenneth ¥ulr polnts out that Keats associated Tom's illness with the
volea of the nightingale by means of a passage in King Lear, See "The
¥eaning of the Odes", p, 68, T

15m*¢u idea also crops up in "lamia" where the beautiful 1llusion
created by Lamia beglns to crumble when a ftrumpet blast from outside sets
"a thought a~puzzing in his [Lyc:us é] head"”; he then begins to analyze
their situatlion.

iéTha

CX

ongecrated Urn (London, 1959), p. 327.
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17In the "Bright Star' sonnet we also get this wish for death while
experiencing some ecstatic pleasure, in the belief that the pleasure will
continue eternally in after-life,

4
l8"The Odes of Kests™, pp. M6-U47,

19‘I‘he idea of a song as symbol of basic human emotions, which glves
it its universal guality, also comes out strongly in Wordsworth's "The
Solitary Reayper". There, too, the song transcends both geography and his-
tory. This poem undoubtedly influence& Keats's Ode,

200y pagination and Reality in the Odes", pp. 99-119.

21£gpn Keats, pp. 464-L65,

22The sinilaxrity between the poet's state at the beginning of the
poen and the question at the end is polnted out by Holloway, "The Odes of
Keats"™, p. 50,

ZBThﬁ term is first applied to this Ode by Kenneth Burke in his
gssay "Synmbolic Action in a Poem by Keats™ in A Grammar of Motlves (1945),
The term is adovnted by Wasserman who elaborates on it at length in The
Finer Tone. ¥e do not need Burke or VWasserman in order to understand d this
uﬁate, howevpf for it is amply articulated by Keats when he says, in his
lebter of 21 Dbcembely 1817 to George and Tom, that "the excellence of
every Art is iits intensity, capable of making all disagreeables evaporate,
fro§ tﬁeii being in close relationship with Beauty & Truth" (Letters, I,
192). '

rll
“ Wagserman claims that Keats was aware of the meaning of ecstasy

ge of the soul out of the self”" (The Finer Tong, . 49),
ces the idea of the poet projecting himself into the urn'

28 “"the passa
which reinfor
world.

26”The Odes of Keats™, pp, 48-49,

27Hc*e I have used George Keats's transcripd version of the Ode «--
probably the closest to the original -~- which implies that all of hhe last
two lines of the stanza are spoken by the urn.

It 1is unnecessary for me to say that the Beauty-Truth statement
made by the urn has been the source of much critical analysis and contro-
versy. I will just say that I disagree with those critics -- eg, Middleton
Muery and Allen Tate ~- who claim that this statement is out of place in
the context of the poem Liself, and with those critics -- eg, Cleanth
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s/

Brooks -~ who claim that the statement only has significance and meaning
within the dramatic context of the poem. The statement is, I feel, impor-
tant both in and out of the poem,

28J0hﬂ Keats, p. 520.

29The image of melancholy as a cloud alsoc appears in Keats's

Journal letter of February-May, 1819 to George and Georglanat "This is the
" worid ~- thus we cannot expect to give way many hours to pleasure --
Circumstances are like Clouds continually gathering and bursting --"
(Letters, II, 79).

3OThe image of the rose also appears in the journal letter to
George and Georglana: "The point at which Man may arrive is as far as the
raralel state in inanimate nature and no further -- For instance suppose
a rose to have sensation, it blooms on a beautiful morning it enjoys ltself
-= but there comes a cold wind, a hot sun -- it cannot escape it, it cannot
destroy its annoyances -- they are as native to the world as itself:"
(Letters, II, 101),

Bj'Gittings, John Keats, p. 461,

e
JEWordsworth, to0, enjoyed and valued moods of melancholy as he
states in The Frelude, Book VI, 11, 1i88-207.

FLetters, 11, 167,
Hsohn Keats, p. 582.
o, ». 582

= T4

““Ihid,, p. 581.

posthtumitot.y

3?"Keats and the Mueic of Autumn”, in John Xeats: Odes, a Casebook,

Ay
3bRcbert Gittings, The Odes of Keats and thelr Farliest Known
Manuscrlpts, p. 13
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