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INTRODUCTION

When a casual modern reader considers the English
Romantic poets of the early XIX century, he will most likely
think of love, particularly the flamboyant adventures of
Lord Byron and Shelley. However a close reading of these
poets reveals that romantic love, or what we have come
rather loosely to call "Hollywood" love, was not a major
theme in thelr poetry. This is not to say that they did not
treat love poetically; Keats, it seems to this investigator,
treats some aspect of love in nearly all of his poetry. His
early work is a general statement of his intention of writing
poetry to stimulate man to love, that is, to develop the
capacity to relate to both people and things outside of
himself..

A study of Keats's treatment of various forms and ldeas
of love is both challenging and perilous. It 1s challenging
because to gain insight into. a poetid mind as sensitive as
Keats's requires an investigator to expand his own imagina=-
tion and develop his cfitical powers.. But imagination, how=
ever useful in considering pcssible insights into the poet
Keats, 1s unreliable for a critlcal study of his work.

Furthermore, a study of an abstract idea such as "love"
is in 1tself fraught with enpugh critical peril to alarm

even the most objective of students.
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In order to avoid as much subjectivity as possible, it
is necessary to provide a working terminology, that is, a
definition of terms, before engagirg in a detailed analysis
of Keats's poetry in order to determine what he means by
love. As already observed, definition, particularly of
abstract ideas, 1s difficult to arrive at. The question
"What do you mean by..." occurs more frequently in a conver-
sation than ve nsuaily realise.. Most of the time we take
meanings for granted, with the conclusion that a listener
or a reader ends up with a distorted idea of the concept
ve are trylng to put across. When aware of this hindrance
in communication, we may try to define our terms and to our
surprise -or even our anger- we discover that we were
applying the same term to entirely or almost entirely
different ideas.

Few terms could be as slippery as the one in question.
Everyone has something to say about love; therefore the
definitons and descriptions of love, or what being in love
is, are inmimerable.. There is obviously no possibility of
finding a definition that will do for everyone, everywhere
and at all times; but a definiton must be found if the
present plece of research is to make sense at all. Love,
vhatever else might be said about it, is universal; the

constant concern of man, either for or against it, stands
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as proof, In order to arrive at a universality that may be
applicable to Keats, this chapter will deal with assorted

definitions of love provided by past and present thinkers.
The purpose of treating some of these definitions at some

length has the object of suggesting more than a simple and
brief statement might denote.

Plato, for example, uses an ancient myth to explain
man's need of love, According to this myth, mankind is
originally conceived and created in an androgynous form,
that is, as having both sexes. Punished by the gods for
some mysterious crime, these first human beings were split
in two parts, one masculine and one feminine, Ever since
then, man, according to Plato, has been in search for his
other half:

Vhen all nature was divided in this way, to each

human being came the longing for his own other

half, and the two halves embraced and entwined 1
their bodies and désired to grow together again.

Platonic love, not in its popular conception, but in the
most strict Platonic terms, is this need man has to achieve
unity with the half of his nature that was taken away from
him, When man has achieved this union, when his desire to
be one with his beloved is fulfilled, his humanity is in-
tegrated, and hé is ready, so to speak, to seek union with
the divine. According to Wallace Fowlie, in his "Love in
Literature," "man's love," in Plato's theory, "is his search

for himself, n2
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In broad terms, Platonic love is basically related to man's
search for his identity, an identity which, in essence can
only be found in the union with a divinity, or"the whole®
as Plato himself called it. Man, then, is separated from
his creator, and as such, is only a fragment, a part seeking
to re-unite to the whole.. "For love is the desire of the
whole," Plato said, "and the pursuit of the whole is called
love."3

Another Greek philosopher, Aristotle, describes love
also as a desire, but as a desire charsterized by the mutual
welfare of the persons involved in a love relationship. He
believes that "perfect love"™ can exist only between two
persons of similar, if not identical, virtues. A good persc
in Aristotelian terms, 1s he who has found something that
enables him to fulfil himself, and wishes the same for the
object of his love. Aristotle considers that a good man
lives according to what he believes to be constructive, and
maintains a balance between thought and action resulting in
a jJoy for his existence and for life itself.. Aristotle believes
that acceptance of and love for one's self is pre-requisi;e
to love, because the loved object is viwed as another self
and the attitude towards this object should be the same as
the one the lover has towards himself. "For a man to be
good," writes Aristotle, "he should love himsglf, vhich is a

geod action from which other men may profit." From the love
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a man: has £or: himself and the. way he: leads his own life, he
will Iike and’ accept: the lives of other men,. "which will
bring- forth coexistence: and commnication,, both in: word
and: thought.™

For Aristotle,. then, to Iove would be: to. 1ive in complete
harmony with other men, but only a: few. of them,, since he
believes that the. human being- can Zove only a limited number
of people, The reason is that a good man, according to Aris-
totle, can not love a bad man, since the loved object is
is. Joved only in so: far as he has good qualities. Besides,
he: says, 1t is impossible to like all men enough tn be
willing to: live in close contact with thems: "One should
not try to have as many friends as possible, but only those
one can have a personal exchange of ideas, and experimnces
to shzau.'e..«“6 Aristotle does not say that we should disregard
the rest of the people; on the contrary he says it is the
duty of the more developed men to help those who have not
reached a level of development equal to their own. But this
he calls benevolence:, which is different from love in that it
needs two people with similar human development. This feeling
of benevolence reflects too in harmonious living, but it
lacks the intense personal contact between two individuals
of the same human stature that Aristotle finds essential in
vhat he calls love,
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Equality of virtue in people is irrelevant in the kind
of love Jesus Christ preached.. Christ expressed love for
-every human being on earth, regardless of his degree of
inner. development.. Contrary to Apistotle, Christ commanded
‘man to love those of evil,.or appearently evil, nature; he
commanded him to love everyone, even his enemles: "Amad a
vuestros enemigos, haced bien a los que os aborrecen, y
orad por lo que os persiguen y calumnian." Christ affirmed
self-love, and furthermore, he asked man to "love thy neighe
bour as thou lovest thyself" in other words he wanted men
‘40 establish an empathic relationship: with esch other. Of
this empathy or identification with the lovei object, Dom
Georges Lefebvre, a Catholic priest, in "The Mistery <t God' -
Iove" says, in reference -to Christian love, that:

+eslove tends towards perfect unity, towards _den-

tification with -the beloved, yet in such a way,

that the beloved -must -remain a separate entity in

order to remain the object of love; in the strict

sense of the words, it is not possible to love

oneself, Ilove is giving.. With its whole being,

it turns -towards ‘the other, it forces us out of

ourselves, ....A lover wants nothing in him to

exist independently of his love; he wants to live

only for the beloved and only as long as his life

depends on the beloved.. ...And, if men can achieve

genuine union with each other, then this will be

through their common participation in that pure,

real love..."9
A Trappist monk offers another definition of Christian
love: ®,..it is sacrifire, it is pain, it is struggle,

4t is fire, ‘it is power, 1t is all -that is good and holy



7.
ind perfect...We must give, give, give our treasure of love
0 all and we will find that our love will always grow -we

‘an never be selfish: give and receive- we always receive more

‘hristian love involves effort, self-discipline and pain, since
t iIs not easy to love one's enemies. The goal of Christian
.ove lies in the achievement of oneness with the world, which
day or may not include emotion. For a Christian, the love of
sumanity is expressed in prayers and in keeping a benevolent
ttitude towards the human beings he meets..

This apparent need of man to establish contact with other
Wen, as pointed out by Aristotle, 1s echoed in Erich Fromm.
romn treats love as tlie successful attempt every man makes
o break through his own 1solation. Man i3 "life being aware
f itself; he has awareness of himself, of his fellow man, of
«is past, and of the possibilities of his futures."” 11 This
wvareness of his aloneness and separateness, of his helpless=-
ess before the forces of nature and of society, all this
akes his separate, disunited existence and unbearable
rison."2 Fromm mserts that mam can not exist without
rying "to unite himself in some form or other with men,
fth the world outside;l3 TIn fact, he gonsiders this craving
=or union as the "deepest need of man.,” A complete failure
t establishing some kind of link with the outer world would

ean destruction in the form of insanity, because throush
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it man merely forgets his aloneness by supressing that world
he wants so very much to belong to; it is manifested in the
taking of drugs, drinking, masturbation and sexual intercourse
for the pleasure of it per se. This "transitory state of
exaltation"15 is jJust that: transitory. It does not succeed
in uniting man with his fellowmen in an established, secure
manner. The opposite happens when man seeks identification
through conformity, that 1s, an attempt to be like everybody
else in order to blend, to fit in. It manifests itself in con-
formity to the way of dressing, behaving, having fun that
the social group approves, and selecting a job considered as
"normal." It is the so-called gregarious instinct expressed
in a herd-like fusionj to quote Fromm: "Union by conformity
is not intense and violent; it is ealm, dictated by rutine,
and for this very reason often 1s insuficient to pacify the

anxiety of separateness."16

And not only that, this kird of
“unity"® destroys the individuality of man; 1% makes him for-
get about himself to think in terms of what is outside of
him.. Creative work is a more satisfactory way of trying to
belong; in this kind of work "the creating person unites hin-
self with his material, which represents the world outside
of himself"l? but again, following Fromm, this is only a
partial success because creative work is not "interpersonal."”

The work of the artist or the artisan by itself is too

detached from people to substitute an integral union with
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the world ",..the vnity achieved in orgiastic fusion is tran-
sitory; the unity achieved by conformity is only pseudounity.
Hence, they are only partial answers to the problem of exist-
ence. The full answer lies in the achievement of interpersonal
union, of fusion with another person in ;gzg,"la

Fromm describes mature love as "union under the condi-
tion of preserving one's integrity, one's individuality...love
is an active power in man... Tn love the paradox occurs tha£
twvo beings become one and yet remain two."19 The reason Fromm
gives love an active character 1s that he sees loves as
bYasically an aet of giving, not of receiving. were again he
comes close to Aristotle's idea that "if it is a beautiful
thing to do good without expecting something in return, it is
rrewarding to receive some kind of benef1t."20 The Frommian
lover gives "of all expressions and manifestations of that
which is alive in him,"21 even his suffering; this is contra -
ry to the Aristotelian theory of love which poses that in
general the lover should avoid sharing his miseries with his
beloved:

«sospeople of manly nature guard against making

their friends grieve with them, and, unless he

be exceptionally insensible to pain, such a man

cannot stand the pain that ensues for his friends,

and in general does not admit fellow-mourners

because he is not himself given the mourning; but

women and womanly men enjoy sympathisers in their

grief, Sad love them as friends and companions in
sSorrov.
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Fromm asserts that in love a person "gives...of his joy, of
his interest, of his understanding, of his knowledge, of his

humour, of his sadness."23

This act of giving works as a fertilizer because what
the lover gives is life which vitalizes the depositary of
one's love or as Fromm puts it "in giving he ecan not help
bringing something to life in the other person, and this
vhich is brought to 1life reflects back to himj in truly giving,
he cannot help receiving that which is given back to him."zk
This idea is in accordance with Aristotle yhen he says:

Ané in loving a friend men love what is good
for themselves; for the good man in becoming
a friend becomes a good to his friend, Each,
then, both loves what is good for nimself,
and makes an equal return in good will and in
pleasantness; for friendship is said to be

J equality, and both of these are found moust in
the friendship of the good,?2

which is the same thing Fromm says about the ciianges operated
in the giver and the receiver of loves

Giving 1mplies to make the other person a giver
also and they both share in the joy of what they
have brought to life, In the act of giving some-
thing is born, and both persons involved are
grateful for the 1ife that is born for both of
thep, Specifically with regard to love this
means: love is a power which produces love;
impotence is the inability to produce love.20

®romm very enthusiastically follows his dissertation witu a

squotation from Marx vhici: I reproduce.



11,

*Assume man as man, and his relation to the world

as human oney and you can exchange love only for

love, confidence for confidence, etc. If you wish

to enjoy art, you must be an artistically trained

personj if you wish to have influence on other

people, you must be a person who has a really

stimulating and furthering influence on other

people . Every ons of your relationships to man

and to nature aust be a definite expression of

your gea%, individual life corresponding to the

otject of your will. If you love without calling

forth love, t.at is, if your love as such does not

produce love, if by means of an expression of life

as a loving person you do not make of yourself a

loyed person, then your love is impotent, a mis-

fortune. 27.
Hennicger's ccaception of Freudian love is very similar
to theories expostulated by Fromm. Both psychoanalists agree
that love, a meaningful and satisfying relationship with
other human teings, 1s the oaly way we can live our lives
successfully”28 to use the words of Dr allan Fromme, a
follower of Freud. The breaking away from the lonelicsss of
the self, as explained by Erich Fromm, has its equivalent in
the Freudian theory of love, which asserts that loreliness
is overcome by the development of ™attachments." Like Froam,
who eonsiders that love requires dally practics, the
Freudians Karl Menninger and Allan Fromme consider love as
an ability to be acquired and developed through practice.
Thus, in Freudian terms, love is an ability %o develop
attacktments. Ir A. Fromme explains the meaning of attachment:

wWhen two things are sttached, they are two things
brought together and bound To each other in some
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vay, whether it is two pieces os wood fastened

with nails and screws, or two pecple joined by

coamon interests winich they pursue together, or

an individual and an activily to which he is |

linked ty some interest or desire within him,2¥
Love "in larger terms}y writes Dr a. Froaze, may be defined
then as "any kind of attachment, whether to a person, an idea,
a place, an object, an activity, even to oneself.®30 Dr Lgrl
Henninger elaborates more on this theory by stating that
Freud identified love with the "life-instinct" and hate with
tte "deatheinstinct? Both these instincts fora part of human
nature, the life instinect expressvd in men's creative acts
and the deathe~instinct in all that is destructive or aggres-
give. In this sclentific theory of love, as Dr enninger
calls it, tke life instinct -that is love=- expresses itself
in three formss 1) Neutralization of destructiveness, 2)
attachments to nonesexual objects and 3) attachaments to
sexual objects.

The neutralization of destructiveness is called sublie
mation which Dr Menninger describes in the followlng terus:

All aggressive erergy except that small quantity

necessary for selfedefence against real dangers

is turned into useful channels and eamployed in

the services of living and loving. aggression,

destructive energy, is thus effectively denatiured,

and by a shift in object and modality it becoumes

constructive. This latter process constitutes sublj
mation, as I view it. 31

It is better to love than t0 have to sublimate, but it is
better to sublimate than to hate, stales a Freudian precept.
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The second category of attachments according to
Hepninger includes attachment %o non-sexual objecis, such as
our tools or our possessions in gensral. There is orly one
step from an attachment to things %0 an attachaent to such
non-huzan objects as animals, especiully pets, and the
object of nature, such as trees. There is a greai tendency,
espacially asong children %0 personify these non-human
objects by talking to them and treating them as beings like
themselves. Dr Menningar ¢onsiders these atiachments to vs
produciive for man, since they, in their way, nnite man to
life. There is no harm as long as the affection for non-
human objects is not motivated by fear of loving people, Ths
ability to have deep friendshbips and some kind of attachment
to society is also a direction of the life-instinct toward
non=sexual objects; evean mere socializing may produce "an
exchange of feelings aand mutual stimulation of affection®32
though the danger lies in the conformism that srieh Fromn
speaks of,

In establishing his first contact with the world, a nove
born baby begins by experiencing ob;ects with his body, espe=
cially with his mouth and hands. A cnild feels he must fouch
things, hold them in his hands,y or even take them to pleces
0 experience the nature of the object in a fuller way. Bul
as an adult, he 1s usually satisfied with the impression his
eyes give him of almost every non-human object, Few adults,
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impressed though they may be at the sight, for example, of
Michelangelo!s David, would be tempted to touch, to experi=
ence with their hands, the marble that the statue is made of.
This shows how man loses, as he grows up, his capabllity of
establishing contact through his body; except in erotic
experiences, man is gradually relating less and less with
his body. It is true that, in some countries, friends still
Kiss each other when they meet or say good bye, but for the
most part a mechanical shaking of hands is the only physical
manifestation of the attachment we have Hr our friends. Dr
Allan Fromme observes that

Strong feelings find their clumsiest expression in

human speech. The language of the body comes to our

rescue because of the utter simpliclity of its exe

pression. A man's and a woman's hands reach out and

touch. Silently they elogquently speak of their

mutual awareness. An all enveloping bear=hug more

deoply proclaims one's affection than even the

prettiest words. ...What we say moves us far less

than how we say it. Acting it out, using the body

gives any message its most deeply felt meaning.3]
In this Freudian interpretation of love "sex is necessary
for the deepest expressions of love."3k The "use of the body
by a man and a woman for the purpose of seeking and exprese
sing satisfaction in each other is what we mean by sex,"39
This acting out of erotic affection satisfies man's nced for
attachment, "experienced as a pleasure in proximity, a desire
for fuller knowledge of one ahother, a yearning for wutual

identification and personality fusion."36



Whatever the nature of the love or the attachment, ihs
bighest intensity, according to Henninger, results from iden=
tification with the loved object. By identification, he =mcizes
it clear, he means not the "unconscious identification, the
psyciological process" but simply that conscious attempt to
imagine or to perceive how the other fellow reels,“37 which
he considers the core of bving, Identification leads to what
he calls fusion, that is, sn empathic relationsnip with the
whole world. This is the supreme attachment, the goal where,
he tninks, human happiness resides. Ihe Song of Solomon is a
good exazple of an empathic relationship between two lovers,
The bride and the groom in this ®Song of Songs" are not only
Pattached" to each other, but are mutually identified. Their
deep identification, in Menninger'’s concept of identification,
is carried unto fusion, as a result of the intense degree of
empathy, In the Pllowing lines, the bride is getting ready
to receive her beloveds

Avake, Owrth windj and come, thou south; blow

upon :y garden, that the spices thereof may flow

out, Let my beioved come into his garden, and eat

nis pleasant fruits.38
Her garden, her orchard, her fruits, which for the Catholic
Church are symbols of justice, sanctity and grace. in a dif-
ferent level shew the exhuberance of the bride's life =both
inner as well as physical lifee~ and how sho wants t0 make

harself better, to improve herself in some way =*blow upon
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=y garden, that the splces thereof may blow out“- which is
the change effected on her by thelr bve, The groom replies:

I am come into my garden, my sister, my spouses

I have gathered my myrrh with my spice; I have

eaten my honeycomb with my noneyj I have drunk

my wine with my milk 39
Notice that they refer to their possessions =their livese
as being freely shareds "we become one with the ones we
love.'ho Love acts creatively on the groom as he feels some
kind of union, or communion with the worlds "Bat, O friends;
drink, yea, drink abundsntly, 0 beloved.“ul Paraphrasing Marx,

this is an "expression of life® as a loving person makes

himself a "loved person," his love being potent and foriu-
natee.

Loneliness is the opposite of fusions it 1) the opposite
of love for creation. Complete ldneliness is the state in
vhich man fails to express his lifee-instinct on a human object,
perbhaps the miser or the spinster totally devoted to a couple
of pets., Desolation can only result in self-destiruction,
which is the case of many sulcides. Fusion is the antithesis
of destruction because it is the urge that man has to establish
attachmentis with all creatione Dr Henninger deseribes the
effects of fusion in the following terms:

We shall have realigned our faith in G3d to ine

Saugnters in a vasily wider family concepts bs

Finally we huve reached the point where we can synthesize
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definitions of love ranging from Aristotle to Henninger,.
when we refer to "love™ in %his paper we will understand by

it the ability to establish creative attachments, particilarly
those attachments resulting from identification, fusion, or

a sense of oneness « the common denominator in all the defi-
aitions included here and which finds support in Keats's own
theory of "Hegative Capability" to be treated in the nexi
chapter. In short, this will be a discussion of some of
Keats's attachments, as they are reflected in uis poetry and
letters. This thesis will deal with the attachments he
established with natural and artistic beauty, and the relation-
ship between 1love and beauty; it will treat Keats's own
attachament to the idea of love and how love, or the absence

of ity 1s reflected in his poetry.



CHAPTER I
NEGATIVE CAPABILITY

Recently a school for the senses was founded in Cal-~

ifornia. Such an educational centre shows that the man
living in this age of missles and pre-fabrication is
dangerously impairing his sensitivity and the possivility
of developing his capacities in a more integral way. The
purpose of this new school for the senses is to help man
recover and develop his deadened sensorial perception.
Other educational institutions offer college credits for
courses such as Gardening, Burithmy and Story-telling on
the same level as the credits given for Biochemistry end
Mathematics,

The reason for this reaction against traditional edu-
cations is the recognition that man is losing his capacity
to establish attachments with the natural world and his po-
wer to develop empathic relationships, both with human and
non-human objects., Keats did not have this problem, his sen-
ses, imagination, intuition and empathy were far from being
numbed., As a mavter of fact he was endowed with a capabi-
lity greatly developed to notice the world around him. TFrom
the time he was a young child, he established strong attach-
ments with the objects around him, especially animals and
nature, as he recorded in "A song about Iyself."™ No doubt

the fact that he lived in a little country town stimlated
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this fondness, and probadbly, as observed by Dr Menninger
to be typical of most children, he was given to personifying
animals and natural objects, in such a way that he exper-
ienced these objects by becoming one with them. It must
have been thus, otherwise it would be hard to understand
his later readiness to identify with his surroundings,

Very early, in his surprisingly rapid maturation as a
poet, he became aware that there was more than sheer pleasure
and admiration, feelings that had characterized his previous
contact with nature, to be derived from the beauty of nature,
Some powers of perception, other than his reason, had indic~
ated to hinm that here was a mystery in nature which would be
enlightening for him to absorb. Admiration of natural beauty
by itself for him was an incomplete perception, as he was
always the subject while nature still remained a remote
object. In his contemplation of nature he discovered he
could partake of its essence in a closer, more intimate way,
Thus he became part of nature, or rather he became nature it-
self. This projection of Keat's identity, however, was not
limited to nature; it included the whole creation. Aileen
Ward attributed one of the reasons for Keats's failure as a
surgeon to the fact that he could not detach himself from the
nature of his patients:

Apparently he was encountering a difficulty
which is a frequent cause of failure in me-
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dical school - an excessive identification with

the patient, arising from the student's inability

to develop a sense o{ detachment from suffering

early in his career,
Later he himself was to recognize this phenomenon on two dif-
ferent occassions, when he referred to those months he look-
ed after his dying bdbrother Tom and when ailing Rice asked
him to spend a few days with him away from London. Both times
Keats was very upset by the suffering of his brother and
his friend, especially when he remained with them by himself
-their suffering being thus more evident with nothing to di
vert his attention from their pain. One also thinks of Keats's
commentary in reference to a billiard-ball, which made hin
feel "a sense of delight from its own roudness, smoothness,
volubility, and the rapidity of its motion."2 At the begin-
ning he was probably not quite aware of this empathic
relation with the world, but by November 1817, when he writes
Yo Bailey, he is perfectly conscious of his habitual tendency
to identify with other expressions of life:
",.if a Sparrow come before my window I take part in its

existince /Siz/ and pick about the Gravel, "3
His capacity to project himself into the world around
him did not go unnoticed by his friends. It was not merely
his capacity to absorb other natures that impressed them,
but the wide range of objects that this capability included:
What strikes us most in his capacity for
synmpathetic identification, starting with the
schooldays at Enfield, is its inclusiveness.

This is not the volatile empathic range of e-
ven the rare actor, For the range is vertical
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= well as horizontal, and is distinguished more
by an adhesive purchase of mind than by volubi-
lity. He might, in describing the bearbaiting to
Clarke, instinctively begin to imitate not only
the spectators but the bear, "dabbing his fore
paws hither and thither," and, in diagnozing
Clarke's stomach complaint and comparing the stox

ach to a brood of baby-birds "gaping for sus
tenance™ automatically open his own " capacious
mouth. "4

or as Severn reports on this aspect of Keats's nature:

Nothing seemed to escape him, the song of a bird
and the undernote of response from convert or hedje,
the rustle of some animal, the changing of
the motions of the wind = just how it took certain
tall flovers and plants- and the wayfaring of the
clouds: even the features and gestures of passing
tramps, the colour of one woman's hair, the smile

on one child's face, the furtive animalism below
the deceptive humanity in many of the vagrants,
even the hats, clothes, shoes, wherever these con-
veyed the remotest hint as to the real self of
vearer,

The relevance of his empathic relation with the world lies
in how it affected his poetry and its startlingly quicK de-
velopment..

When he piched up styles in the writing of poetry
it was not as a mimic or copyst but as a fellow
participstor identified even more with the other's
aim and ideal than with the individual himself. If,
vhen still a student at Guy's Hospital, he caught
elements of Felton Mathew's style, he dignified them;
and the result, poor as it is, transcends anything
Mathew wrote. So later with Hunt. Except at the verr
start, and except for a few isolated passages af-
terwards, we have nothing of the routine mechznism
of a copy .. If anything, he brings Hunt more to live,
Still later, in Hyperion, he was to write within
little rore than two or three months the only poem
among all the Miltonic imitations in English thatéMilton
himself might not have been ashamed to write.
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The beginning of Keats's most creative year (Oct. 1818 to

Oct.

1819) was marked by his own awareness of how, in his

own words, he was "annihilated"" by “the identity of every-

one"

VYhen I am in a room with People if I ever am
free from speculating on creations of my own
brain, then not my-self goes home to myself:
but the identity of everyone in the room
begins to /For sg/ to press upon me that I
an in a very little time an/mi/hilated- not
only anong llen; it wquld be the same in a
Fursery of children,

"A poet", he says, "is the most unpoetical thing"™ because he

must surrender his identity to become the object he is striv-

ing to capture in the lines of a poem.,

As to the poetical Character itself ( I mean that

sort of which, if I am anything, I am a lember...)

it is not itself - it has no self - it is every thing
and nothing - It has no character- it enjoys light

and shade; it lives in gusto, be it foul of fair, high
or low, rich or poor, mean or elevated - It has as
mich delight in conceiving an Iago as an Imogen., What
shocks the virtuous philosopher, delights the camelion
Poet, It does no harm from its relish of the dark
side of things any more than from its taste for the
bright one; because they both end in speculation. A
poet is the most unpoetical of any thing in existence;
because he has no Identity- he is contimally in for-
and filling some other Body -~ The Sun, the loon, the
Sea and lien and Women who are creature of impulse are
poetical and have about them an unchangeable attribute
- the poet has none; no identity- he isscertainly the
most unpoetical of all God's Creatures.

Earl Viasserman defines this empathic element in Keats's con-

ception of Negative Capability as "the act of freeing the

self of its identity and i't;s existence in time and space,

and consequently the act of mystic absorption into the es-

sence of outward forms,“ 9
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A second element 1n Keats's idea of Negative Capability
refers to man and his power to find truth through reason.
Keats thought that man relied too much upon logical thinking,
especially because it despised the validity of truth arrived
at through other human capabilities, such as sensory pere
ception, imagination, intuition and empathy. A quotation
will suffice to support this point:

.eeWhat quality went to form a Man of Achievement,
especially in Literature, and which Shakespeare
possessed so enourmously -I mean Negative Capability,
that is, when a man is capable of being in uncertain-
tities, mysteries, doubts, without any irritable
reaching after fact and reason -Coleridge, for ine
stance, would let go by a fine isolated verisimili-
tude caught from the Penetralium of mystery, from
being incagable of remaining content with half
knowledge.

The two elements In Negative Capability are cosely linked,
as the idea of selflessness to be fully grasped requires
"a man...capable of being in uncertainties...without
reaching after fact and reason..."1

A complete loss of identity might have a neutralizing
effect on the individual, Keats thought, but he knew that
a total disinterest in the self was a rare occurrence:

+os1 perceive how far I am from any humble standard
of disinterestedness-—- Yet this feeling ought to be
carried to its highest pitech as there is no fear of
its ever injuring Society -which 1t would do I fear
pushed to an extremity- For ipn wild nature the Hawk
would loose his Breakfast of Robins and the Robin his
of Vorms -the lion must starve as the swallow. The
greater part of Men make- their way with the same ine
stinctiveness, the same unwandering eye from theig
purposes, the same animal eagerness as the Hawk.



24,
but then he contradicts himself when in the same letter
he says that a complete detachment from the self would
make man more complete as he would be partaking all mani-
festations of life, and he quotes Wordsworth to prove this
13
point: "we have all one human heart." 1In other words dis-
interestedness in the self would be enrichening man's
humanity since he would experience the existence of other
beings, their needs and satisfactions as well as their
miseries and confliets, and it could then lead him to a
true desire for creative -loving- coexistence. Ee knew of
course, how far men were from negating themselves: "I have
no doubt that thousands of people never heard or have had
hearts completely disinterested: I can remember bﬁt two
1

-Socrates and Jesus- their Histories evince it." He then
proceeds to explain how he viewed both of them:

What I heard a little time ago, Taylor observe

with respect to Socrates may be said of Jesus

=That he was so great a man that though he trans-

mitted no writing of his own to posterity, we have

his Mind and his sayings and hls greatness handed

to us by others. It is to be lamented that the

history of the latter /Jesus/ was written and

revised by Men interested in the pious fraud of

Religion, .get through all this I see his

splendour.l
Placing Jesus on the same level with Socrates indicates
his conception wfagod and religlon. This is not the place
to engage 1in such a discussion, but what should definitely
be stressed is the fact that the outcome of selfless

existence led to creative living. Both Socrates' and Jesus!'
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main concern, according to Keats, was to do good in the
world.

But at the same time, Keats was very angry with the
world -an attitude common to the rest of the English romane
tic poets., His anger, to a certain extent at least, was
motivated by the sense of oppression that social injustice
created in him., He was deeply troubled by the chaotic and
destructive course society was taking. For him, this over-
riding problem stemmed from the fact that men were following
false values. Man was self-directed, self-centred in his
ovn velfare, which was not bad in itself, but this selfish-
ness made man forget his brethren. Keats felt no harm was
caused by man's exploration of his nature, its quests and
satisfactions. The evil was rooted, Keats thought, in his
unwillingness to deny himself, in his reluctance to make
that "conscious attempt to imagine or to perceive how the
other fellow feels,"16 to use Dr Menninger's description
of identification. And Keats felt one could only experience
1ife by becoming one with life, by becoming life itself.

In other words, Keats's Negative Capability 1s equal to

the common denominator in the definitions of love given in
the introduction: a sense of oneness with the world. Keats
was aware of the urgent need of "creating attachments" with
life, the need to love 1life. In the Freudian conception of
love, Negative Capability is the equivalent of fusionm,

namely, the optimum of attachments.



CHAPTER II
LOVE OF NATURE

On a tree, a flower, a star, wherever beawry manifested
itself, Keats's eye fell with delight, Whether it was a
fleeting view of the minnows slipping in between the algae
of the creeks nearby his house in Finsbury, or the sight of
the Elgin Marbles at the British Museum, it arose in Keats
an overriding pleasure. His eye, as though mysteriously
pulled, caught the surrounding teauty with the mixture of
childish exhilaration and intense ecstasy. He struck his
friends as having the expression of one who 1s looking at
a "glorious vision.“1 His brother George wrote in his re-
collections that "John's eyes moistened, and his 1lip
quivered at the relation of any tale of generosity...or at
sights of loveliness.”2 Severn tells of one occassion when
on visiting the British Museum he discovered Keats before
the Elgin Marbles, his "eyes shining so brightly" and his
"face so 1lit up by some visionary rapture" +that the
painter tiptoed away for fear of breaking the spell he
was under. In 1817 Keats wrote to his brothers that for
"a great poet the sense of beauty overcomes every other
consideration or rather obliterates all consideration,"

A few weeks before he died, away from his friends

and the woman he loved, attacked fiercely by the crities,
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in the midst of pain and of constant blood spitting, he
wrote to Fanny Brawne that he "had loved the principle of
beauty in: all things." Not even the desolation of his death-
ted had destroyed his attachment to beauty. "Beauty over-
comes every other consideration."6

Not only did Keats love beautiful things, but he had
a passion for the mere idea of beauty. It is not an exdg-
geration to say that he had an almost ever-present concern
for beauty; he proves this in many of his letters., His dis-
covery of a new beautiful sight was accompanied by an un-
inhibited expression of pleasure. Even the beauty of fa-
miliar spots came to him as a shock, as though he had not
noticed them or appreciated them tefore. "I saw the sweet-
est flower wild nature ylelds," he says in a sonnet to Wells,
"a fresh-blown musk-rose, 'twas the first that threw/ Its
sweets upon the summer,..and...l feasted on its fragrancy."
The poet discovers something which he considers beautiful
and he luxuriates in it. He satiates himself voluptuously;
the verbd "feasted" suggests nothing spiritual or intel-
lectual; his pleasure is merely of the senses. The same
phenomenon occurs a few lines later: "...When, O Wells!
thy roses camg to me/ My sense with their deliciousness
was spelled." &

The effect of natural beauty on him is not only a

Ca ———

titillation.. The sensual response is the beginning

& Italics mine,
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of an elaborate process which culminates with poetic crea-
tion. Once he has indulged his senses with ‘the beauty of
nature, a deeper reaction follows immediately. The loud
contentment gives way to a more quiet mood in which the
poet goes from strictly looking at the object to contem-
plating 1t. It is not solely liking the object, but admir-
ing it., "Oh! How I love...," he says in a sonnet written
in 1816, ",..to find, with easy quest,/ A fragant wild,
with Nature's beauty drest,/ and there into delight my soul
deceive.," The difference between "feasting" on beauty and
these lines is self-evident. Nature effects a more profound
influence, which involves the poet'’s soul instead of his
senses.

In this rising chain of perception, Keats has gone
from an almost instinctual reacrion of the senses to the more
integrated perception of beauty by both his senses and his
mind. When he has captured the essence of natural beauty
and, furthermore, has become part of natural beauty itself,
the awareness of its quality has itself taken shape: the
beauty of nature is indeed rewarding but, and here we come
to one of Keats's main concerns, it is a beauty that will
not last. Keats realized that nature, that manifestation
of beauty he was so much attached to, is subject to the
process of flux and decay of 1ife. This thought was going
to oppress the poet's mind for the greater part of his
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ereative years; the brevity of this form of beauty was an-
gulishing for Keats, who craved eternal teauty. Art was to
ansvwer this need. He certainly could not do anything to
stop the decay of natural beauty, but he could capture
fleeting impressions of beauty and eternalize them in art.

It was this preoccupation with the trascience of beauty
which made poetie creativity a more demanding need for Keats;
such is the theme of "Fancy":

Summer's joys are spoilt by use,

And the enjoying of the Spring

Fades as does its blossoming;

Autumn's red-lipp'd fruitage too,

Blushing through the mist and dew10

Cloys with tasting: What do then?

The lines hardly need an explanation., "Summer's joys,"
"the enjoying of the Spring," "“Autumn's red-lipp'd fruit-
age," in other words, all natural besuty will fade, will
be "spoilt by use," Similarly, in the jaunty lines of
this poem, Keats expresses the inevitability of old age as
a prelude to death, the destruection of beauty:

Oh, sweet Fancy! 1let her loosej

Every thing is spollt by use:

Vhere's the cheek that doth not fade,

Too much gaz'd at? Where's the maid

Whose lip mature 1ls ever new?

Where's the eye, however blue,

Doth not weary? Where's the face

One would meet in every place?

Where's the voice, however iift'

One would hear so very oft?

This is immediately followed by two lines, a kind of

refrain in this light-toned poem: "At a touch sweet Pleasure
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12
melteth/ Like the bubbles when rain pelteth." The pleasure
derived from his love of natural beauty is given the fragi-
1lity of a bubble. It is not a lasting feeling; it can not
be, for the poet is saddened by the fate of nature. "What
13

do then?™ he ouestions himself and his reader. Fis advice
comes quickly, without tke slightest hesitation:

Sit thee by the ingle, vhern

The sear faggot blazes bright,

Spirit of a winter's night;

When the soundless earth is muffled

And the caked snow is shuffled 14

From the ploughboy's heavy shoong
If reality is eruel and deceptive, Keats offers imagination,
or fancy, as an antidote. The development of his ideas is
very important here. Notice how he first creates an ate
mosphere of meditation: sitting down "by the ingle" in the
ecoziness of its warmth on a cold "winter's night." The
silence and ease of peaceful meditation is thern introduced
masterfully: "the soundless earth is muffled/ And the caked
snovw is shuffled." It is not only a "soundless earth" but
it has been "muffled". Its inaudible sounds are deadened,
thereby evoking the image of complete stillness; the music
of these two lines is itself quiet, relaxed -they have to
be read almost in a whisper. This is on account of the
[s/y, 7, £aV, [£17, o/ and /n/ sounds of which the two
lines are basically made. There is not only a whisper,

but an echo; the accented vowel sounds -/au/, /fouw/,/Z/7,
[AJ, l&i /- are very long, extending their sounds as a pianist
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would, lengthening his sounds with the pedal.

This silence, this peaceful stillness are the necessary
elenents for the poet to quiet down the loud surprise,
provoked by his attachment to nafural beauty. His "feast-
ing" has to give way to a withdrawal into himself. The
result is sending "abroad,/ Fancy, high-commission'd: =send

1
her!™ This introversion has a first fruit, and essential
to Keats, t?g bringing forth of his fantasy. The "wonders
of nature," as he called them, stimulate his imagination.
This process will be repeated countlessly in his poetry,
as for example, in "To a Friend Who Sent Me Some Roses":

As late I rambled in the happy fields,

What time the sky-lark shades the tremulous dew

From his lush clover covert; -when anew 1

Adventurous knights take up their dinted shields: 7
or in the "Epistle" to his brother George:

There are times, when those that love the bay,

Fly from all sorrowing far, far away;

A sudden glow comes on them...

It has been said, dear George, and true I hold it,

«+.that when a Poet is in such a trance,

In air he sees white courses paw, and prance

Bestridden of gay knights, in gay apparel...

It is the thought of the bay, in this case, whieh stimulates
his imagination and peoples it with legendary beings; in
"Ode to a Nightingale," his fantasy makes him talk to the
bird. When in the Summer of 1818, he went on a walking

trip to Scotland with his friend Brown, he describes, in

the journal he kept for his brother Tom, Fingal's Cave on

the 1sland of Staffa:
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The finest thing is Fingal's Cave =it is entirely

a hollowing out of Basalt pillars. Suppose now

the Giants who rebelled against Jove had taken a

wkole Mass of black columns and bound them together

like bunches of matches -and then with immense axes

had made a cavern in the body of these Columns-19
As a rule, any impressive sight puts his imagination to
work, The imagination, again in "Faney":

Open wide the mind's cage-door,

She'll dart forth, and cloudward soar.

«+.has vassals to attend her:

She will bring, in spite of frost,

Beauties that the earth hath lost;

She will bring thee, all together,

All delights of summer weatheré

All the buds and bells of May,<0

21

Natural beauty is a "beauty that must die"™ but with his
imagination Keats can recreate the experience gone. "...in
spite of frost" fancy has the power to recapture the joy
reality 1s chary in providing. "Cpen wide the mind's cages
door..." because in so doing his imagination will give 1life
to dead beauty. This is already a consolation, but, none-
theless, his imagination can not endow nature with eternal
life. Though fantasy is not a giver of immortality, Keats
has partly solved one problem: his imagination whenever he
wvants it to, will bring back to life "sights of loveliness"
"spoilt by use."

Keats's attachment to the idea of efernal beauty was
overpowering. Indirect appreciation of the beauty of
nature, a recreation of it.through his fantasy, was but a

fleeting answer to his quest. He had not really solved
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the problem., His imaginary creation of bteauty was slippery

and evanescent, But it was through his imagination that
he was going to satisfy the desire for eternal beauty. &
rose told him of medieval knights and the feats accomplished;
natural scenery evoked, and brought back to life, magiec,
nythological beings. Keats definitely associated nature
with legends, tales, myths, all sorts of real or imaginary
creatures. In his desire to perpetuate these experiences
Keats discovered that he himself could render them in poetry,
since artistic beauty has a life of its own, a life, or an
existence, vhich is not the subject to mutability. And
Keats found himself writing poetry, deriving his inspira-
tion from nature, I "pry 'mong the stars, to strive to
think divinely," he wrote in his verse epistle to George
in the year of 1816, the beginning of his career as a poet.
Keats haé to go through the problem most amateur artists
are faced with: the search of a theme to convey his feel-
ings and expressive impulses, which in Keats were certainly
overpowerings

«.soWonders strange he [the poet/ sees and many more,

Whose head is pregnant with poetiec love,

Should he upon an evening rambtle fare

With forehead to the soothing bare

s+ .And should I ever see them, I will tell you 22

Such tales as needs must with amazament spell you.

Again in 1818 he wrote to Tom from Scotland:

»..What astonishes me more than
any thing is the tone, the coloring, the slate, the
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stone, the moss, the rock-week; or, if I may so say,
the intellect, the countenance of such places. The
space, the magnitude of mountains and waterfalls are
well imagined before one sees them; but this count-
enance or intellectual tone must surpass every imagie
nation and defy any remembrance. I shall learn
poetry here and shall henceforth write more then ever,
for the abstract endeavor of being atle to add a mite
to that mass of beauty which is harvested from these
grand materials, by the finest spirits, and put into
etherial existence for the relish of one's fellows,23

This is not a momentary thought. A month later he wrote

to Bailey that "I should have not consented to myself these
four Months tramping in the highlands but that I thought it
would give me more experience,.rub off more Prejudice, use

/me/ to more hardship, identify finer scenes load me with

grander Mountains, and strengthen more my reach in poetry,

than would stopping at home among Books even though I should
reach I{Omer"z‘+ Books, even Fomer, Keats did not consider
such good sources of inspiration as "the wild scenery of
Northern England and Scotland."2 In "Oh! How I love," he
expresses his fondness of walking "“on a fair summer's eve"
with the object, among others, of "Perhaps on wing of Poesy
upsoar.“26

Keats's fascination with nature, the attachment he
felt for its beauty was not only visual. He loved its
sounds--how could. he not if he himself were a musician of
vords. The sonnet "How Many Bards" tells us of his per-
ception of the sounds of nature and of poetry:

How many bards gild the lapses of time!



35.

A few of them have ever been the food
0f my delighted fancy,--I could brood
Over their beauties, earthly, or sublime:
And often, when I set me down to rhyme,
These will in throngs before my mind intrude:
But no confusion, no disturbance rude
Do they occasion; 'tis a pleasing chime.2?

The music of poetry, he says in these lines, is certainly
"pleasing" to his earj; he is aware of and accepts the in-
fluence of other poets. Yusie in poetry 1s then paralleled
to the sounds of nature:

sse'tis a pleasing chime.
So the unnumber'd sounds that evening store:
The songs of birdse--the whisp'ring of the leavese-
The voice of waters--the great bell that heaves
With solemn sounds,-=-and thousand others more,
That distance of recognizance bereaves,
Making pleasing music, and not wild uproar.28

The "sounds that evening store"29-audib1e beauty-- are
again a source, and in this case a material, for inspira-
tion. The same parallel can be found in the ode "Bards of
Passion":

Bards of Passion and of Mirth,

Ye have left your souls on earth!

Have ye souls in heaven too,
Doubled-lived in regions new?

Yes, and those of heaven commune

With the spheres of sun and moonj;
With the noise of fountains wond'rous,
And the parle of voices thund'rous;3o
With the whisper of heaven's trees

The poet's soul commune" with the sounds of earth:

Where the nightingesle cdoth sing
ot a senseless, tranced thing,
But divine melodious truihj;.
Philosophic numbers smooth;
Tales and golden histories
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Of heaven and its mysteries. 31
This is one of the few instances in which Keats gives eter-
nal permanence to natural beauty. It is not the life of
the Nightingale itself which will project indefinitely on
time; it is the song of the bird which strikes him as a "di=-
vine melodious truth,® The nightingale 1s viewed as a poet,
or as one in communion with the souls of dead poets, for the
bird is a creator of beauty- just as a poet- is telling us
of "Tales and golden histories of heaven and }ts mysteries."
For Keats, the presence of the dead poets manifestes
itself in nature 3 this is the theme in the "0de Bards of
Passion and of Mith:' " Thus go live on high " he adresses the
dead poets and then " On the earth ye live again.® 2
This communion of a poet's soul with nature "teach us
here, the way to find you" 33 In the light of this union,
poet-nature is viewed as a source of inspiration for "mor-
tals" who, then are told of ancient "sorrows and delights;
of their glory amd their shame."3l+ The living poet can derive,
if he is appreciative, inspiration from his attachment to
nature. The beauty of nature will "teach us, every day/
Wisdom..." The attachment to nature, and the initial
pleasure cf the senses that it brings forth in Keats,
leads him to a richer, deeper state of perception. It isg
not mere sensual pleasure,.but wisdom the poets acquires

from nature. And it was this wisdom which Keats delivers
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in his poetry.

Natural beauty, for Keats, can only have full meaning
vhen it is a bringer of love, or a stimulant to our capacity
to relate to others. The wisdom he refers to in "Bards of
Passion" is basically an attitude of love towards life.

In his sonnet "To Wells", Keats describes his rambling in
the heaths about Hampstead, where he sees a flower which
in his exhiliration he calls "the sweetest flower wilé
nature yields, /a fresh-blown muske-rose...I thought the
garden-rose it far excell'd." ¢ After the walk, already at
home, he receives some roses from Wells which make him
exclaims

But when, O Wells! thy roses came to me

My sense with their deliciousness was spell'd:

Soft voices had they, that with tender plea
Whisper'd of peace, and truth, and friendliness
/unquell'd.37

The opening "but" is made stronger by being placed at the
beginning of the lines; in his pleasure Keats sees the
wild-rose as "the sweetest flower" but, and he emphasizes
his new consideration of it, the bunch of flowers just pre-
senteé to him are, by fér, better, the reason teing that
now something has been added to the beauty of these gardene
roses: love. The roses Wells had probatly plecked for him
hold the thoughtfulness, the affection that motivated Wells

to make the present. Keats is aware of the energy --love

energy or as Menninger would say energy from the life-
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instinct-- his friend has put in going to the pleasure of
sending him the roses, in such a way that the roses are not
mere flowers. They are now worth more, since emciion, human
feeling has been poured into them, in fact it is an aet of
giving, a common characteristic in the definitions of lowe
treated in the Introduction. The roses "soft voices" whieh
“whisper'd of peace, and truth, and friendliness..."--this
is the message, the real value, of the roses, Love in its
expression of peace, truth, and frienship. Love as it un-
derstood here, as an attachment, takes on the form of friend-
ship. And 1f Keats's preoccupation with beauty was constant,
love played no smaller role in his life, "I could not live
without the love of my friends," 8 he wrote in a letter to
Reynolds in April 1818, His life proves this is not a
light statement; the bulky volume of his letters stands as
proof of his constant concern for his friends, for the need
to develop and keep "attachments." It is common knowledge
that Keats went out of his way to help those around him,
even vhen he did not know them, as 1t is the case with the
young painter Cripps for whom he went around collecting
money to pay for his education.

That Keats derives peace from nature is no unique
reaction -many people do as well, Ve have already pointed
out the peacefulness he is filled with at the sight of

natural beauty. "Young Calidore," for example, "...turns
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for calmness to the pleasant green /0f easy slopes, and
shadowy trees..." Natural beauty leads him to the realms
of friendship and peace. But it is not only his own harmony
that he is concerned with. The world parches, he believes,
for that same need of harmonious living, He is aware thougl,
of the difficulties of satisfying this need, as he expres-
ses it in a letter to Reynolds in February 1818:

«+.the minds of Mortals are so different and
bent on such diverse jounneys that it may at first
appear impossible for any common taste and fellow-
ship to exist...40

He goes on saying that "It is however quite the contrary."

Man should not dispute or assert but whisper
results to his nelghbour and thus by every germ of
spirit sucking the sap from mould ethereal every
human might become great, and Humanity instead of
being a wide heath of Furze and Briars with here
and there a remote Oak or Pine, would become a grand
democracy of Forest Trees! 4

He is optimistic about it. That is, he is concious of the
existence of human selfishness, but he feels it can be
overcome. He can make the previous statement, and mean it
reslly because he has discovered in himself the capacity
to overcome his own self-centred desires. He has found
the pleasure of giving: "It has been an old comparison for
our urging on--the beehive: however, it seems to me that

we should rather be the flower then the Bee--for it is a

"

false notion that more is gained by receiving than giving..,
In other words, he has discovered what generosity is..

¥
"The receiver and the giver are equal in their benefits,"
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which goes along with the interpretation of Frommian and
Christian love discussed in the Introduction, Furthermore,
Keats believes that by giving, a person has gained rather
than lost:

The flower, I doubt not, recelves a fair guerdon
from the Bee--~its leaves blush deeper in the next
spring--and who shall say between Man and VWoman
vhieh is the most delighted?4¥

The conclusion, then, is to be ready to welcome whatever
the generosity of our fellowmen might chance to bestow upon
us. And of course to give of ourselves as much as we can,
~to give with "negative capability":

«selet us not therefore go hurrying about and

collecting honey, bee=like buzzing here and there
impatiently from a knowledge of what is to be
aimed at; but let us open our leaves like a flower
and be passive and receptive--budding patiently
under the eye of Apollo and taking hints from
every noble insect that favours us with a visite=
sap will be given us for meat and dew for drink. %

Observe the joy Keats projects on thinking of this exchange
of love and the spontaneous profundity of its expression.
He then goes on to mention where he got these ideas:
I was led into these thoughts, my dear Reynolds,

by the beauty of the morning operating on a sense

of Idleness=-I have not read any Books--the Morning

said T was right--I had no idea tut of the morning,

and the bthrusa said I was right--seeming to say...%
The need to love one another has been brought about by
"the beauty of the morning! He has delivered himself to
a long, deep gazing of nature; he has been idle and has

derived this insight into life, not by reading books, but
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by allowing natural beauty to illumine his whole being.

And the revelation takes place. Beauty gives him insight
into the mysteries of life. Beauty has brought atout truth
-a truth vhich, in this case, is the firm belief in love as
the ansvwer to real harmonious and creative living. Through
love "Eumanity...would become a grand democracy of Forest
treesi"

A4 little over a year later, when he wrote "Ode to a
Nightingale," his ideas had changed. He had not lost his
faith in love but he was less optimistic atout its fulfil-
lment. Life had been especially hard for him during those
fourteen months, In February 1618, when he wrote to
Reynolds, he had finished "Dndymion" and was copying it
for the press, and though he was not satisfied with it, he
had developed a strong confidence in his capability as a
poet. HMaturally he was happy about it ané was ready to
devote his life to poetry. ™ost of 1817 had been a self=-
imposed test on his poetic powers; this "trial of inven=-
1:5.0:1"’+8 had been successful and given evidence of his
strong, resolute character., Keats was no weakling, far
from it. He was a tough poet who engaged himself in for-
midatle proJecgs and was able to persevere until he finished
then.

But there was a limit to his endurance. 4And the period

from February 1818 to 4ay 1819 partly broke through it.
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Not that Keats had had an easy and uneventful 1life before
1818, On the contrary, we should remember the early death
of his parents ~his father died when he was nine and his
mother when he was fourteen- who themselves were not para-
gons of parental affection. The only relative left was
his grandwother, a dynamic and loving woman, but she died
when he had Just turned nineteen. Away from his two younger
bothers and sister, he was apprenticed for four or five
years %o a London hospital which was never quite to his
liking. Constant death and separation had inlaid in his
nature a sense of isolation and loneliness. So his opti-
mism of early 1818 did not stem from a life free of pro-
blems and pressures, rather his lonely early years, deprived
of the warmth of a home, made him perceive more clearly the
value of that which he lacked: love. And the assertion
that he was a tough poet as well as ;n extraordinarily
strong man is, in part, proved by the fact that hardships
had not turned him into a pessimist, a gloomy btrooder of
life, His attachments to life were strong and multiple
to be destroyed by pain. This was true, to a certain
extent, for 1818 and early 1819.

Keats never lost either his love for life or his
passion for beauty. But constant blows did hit Keats
strongly, whose strmygth faltered and his refreshing opti-
mism diminished to give way to the painful feelings in
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"Ode to a Nightingale," which,however, were balanced by the
happy world depicted in "Grecian Urn," to be discussed in the
next chapter, and by the confidence the poet reflected in
"Ode to Psyche," which preceded the writing of "Nightingale”,

The poetic value of "Ode to Psyche" resides in its last
thirty lines -the complete ode has 67, The first forty lines
show that Keats had not developed a plan to convey the story
since the structure is loose and many lines are mere fillers..
Being the first of the odes, its hesitant and faulty composi-
tion is easily understood. Psyche had not been quite worshipped
as a goddess. The poet, with his fondness for myth, gives him=
self the task of being her worshipper. He will be her priest
and as such will build her sanctuary in Y“some untrodden region
of" his "minds"

Yes, I will be thy priest, and build a fane

In some untrodden region of my mind,

where branched thoughts, new grown with pleasant pain,.
Instead of pines shall murmur in the wind:

Far, far around shall those dark-cluster'd trees
Fledge the wild-ridged mountains steep by steep;
And there by zephyrs, streams, and birds, and bees,
The moss-lain Dryads shall be lull'd to sleep;

And in the midst of this wide quietness

A rosy sanctuary will I dress

With the wreath'd trellis of a working brain,

With buds, and bells, and stars without a name,
With all the gardener Fancy e'er could feign,

tho breeding flowers, will never breed the same

And there shall be for thee all soft delight

That shadowy thought can win

A bright torch, and a casement ope at night,

To let the waram Love in}

His thoughts are "branched théhgﬁfs" which shows Keats's
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awareness of nature as well as his capacity to projeet

himself into a given thing and partake of its nature;
the intensity of this selfless-reaching causes him "pleasant
pain." The lines that follov describe the setting where
the sanctuary will be; "gardener Fancy" will be at work,
and as 1t was observed before, fancy for Keats is the creator
of supreme beauty. Once the atmosphere of beauty has been
established, the conclusion follows, a bit too briskly thoughs
"To let the warm Love ini"
The opposite approach is followed in "Nightingale:"

Keats writes about the evils threatening humanity to em-
phasize the need for love and beauty. The bird "amorng the
leaves,"sobesides being a real nightingale, is a symbol of
natural beauty. The beauty that captivates Keats and makes
him cry: "Fade far away, dissolve, and q%ite forget/ Vhat
thou among the leaves hast never known." The nightingale
Is viewed as a privileged being as it lives all its days
around beautiful open green spaces, not polluted gz society:
"The weariness, the fever, and the fret/ Here..." This is
certainly a different way of approaching the world from the

one he had in Fibruary 1818, when the world was a forest
with very few trees, but the possibility of reforesting it
was not remote. However, in 1819, with no home of his own to

turn: to, and inspite of the love of his friends, Keats felt a

deep estrangement from the world. His early feeling of isola-
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tion had been intensified by the fact that his brother George
had left for a settlement in Kentucky, his brother Tom had died
in December 1818, his young sister Fanny was away at a school
she disliked and her guardian did not tolerate Keats's visits
vhich had to be cut down. On top of all this, he was troubled
by lack of money -money he had, but was not allowed to make
use of by his dishonest guardiam.

His friends were a vital source of life for the affect-
ionate poet. And he had been disappointed ané depressed by
petty difficulties among them. Leigh Hunt talked patronizingly
about Keats's poetry, and lied when he told their small literary
group of friends that he himself had gulded Keats in writing
"Endymion." Haydon: and Hunt were engaged in constant rebukes
and petty fights; Haydon was playing the big benefactor of
beginning painters <but it all amounted to nothing for all of
a sudden he decided not to give any help If he did not get
noney for it. This was upsetting to: kind-natured Keats,
vho was trying to deny himself to understand others, who
would lend his allowance to:his needy friends when he himself
had to travel on the outside of coachggigg save money. ke
interpreted these lies and quarrels as basically motivated
by a lack of generosity. The world was inhabited by men who
did not understand love and beauty, and who were not interested
in. understanding them. He viewed humanity as a place "where

3
men sit and hear each other groan." Self=-centred, men
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«wuld not do anything but "groan" at each other. The pos-
sibility of communication was being not only rejected, but
destrayed.

His fatal illness was also manifested in the Summer of
1818 during the walking tour to Scotland. As it has been
observed, he engaged in such a trip with the expectation
that close contact with nature would be of benefit to his
poetic perception. There is no doubt, as accounted in his
letters, that the trip was revealing and inspiring. But in
July he caught a violent a violent cold with throat ulcers inm
the Isle of Mull, and was forced to go back to Hampstead.
However, he was not, or did not want to show it, totally
disappointed. He was coming back with the hope of finding
himself a job as a writer "on the liberal side.“su Not that
he was very eager to write anything that was not poetry, but
he needed the momey and waswilling to earn it. But as it
turned out, he returned only to: find his brother Tom dying
of consumption. Keats nursed him for three and a half months
of agonizing painm until Tom died on December 1. A clear
reference is made im that same third stanza of "Ode to a
Nightingale:" “"Where palsy shakes: a few, sad, last gray hairs,/
¥here youth grows pale and spectre-thin, and dies.“ss Keats,
a sturdy looking man, and very much given to phy sical exer=-
eise, felt strongly the decaying energy of his brother. 4And,
under the influence of this trying period of his life, he
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sees man efther worn out «"a few, sad, last gray hairs®=
or young, but run down e"spectre-thin"e and inevitably fated
to a premature death. I% is the lack of man'’s will to oppose
destruction,, his lack of inner intensity in facing himself and
the world, which makes desire to: "disolve and quite i‘c:srget.“)O

The world created im the third stanza turns gradually
into a microw-cosmos, "where but to think is to be full of
sorrow/ And leaden-eyed despairs."57 Analytic mental process
leads man to sad thoughts; in other words, thinking will not
help man in anyway, because it either makes man arrive at ans-
wers which are unsuitable to humanity's real needs or his
thinking is turned to mere brooding over the miseries of
the world, as he himself is doing.

The tone of the last two lines of the stanza is that of
the man whose highest values have been disregarded, destroyed,
trod upon unmereifully. Humanity has forgotten its true nature,
its true goals and is pestered with weariness, with meaningless
frets; humanity has destroyed the possibility of communication.
Man is desintegrating physically, mentally and spiritually.

It {s a world "Where Beauty cannot keep her lustrous eyes/
Or nevw Love pinme at ther beyond tomorrow.” In the midst of
this chaos, there is no room for beauty which in the poem is
personified as perishing languldly with humid eyes. By "new
love" the poet means just-born,  a—Iove that 1s beginning to
grow is killed in the bud., For love, vwhich 1s also person-
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iffed, has turned callous, insensitive} it can not ®"pine®
at the "lustrous eyes " of dying "Beauty.™ In this dise
integration of the world,. which Keats presents, beauty is
dead, and love does not exist for it can not even mourn for
the destruction of beauty, Love has forfelted its essence,
and therefore love no longer is.

The human harmony Keats so much struggles for is per-
ceived, in this period of his life, as unreachable. Ihere-
fore the only thing to do is to escape from it. These last
two lines: "Where Beauty cannot keep her lustrous eyes,/ or
new Love pine at them beyond tomorrow,® summarize the evils
of the world, in the Keatsian conception. Without love and
beauty, Keats no longer desires to live in such a place, for
there is not even the possibility of struggling to instill
1life im them. As a result, the poet wishes to "fade far
away" to a world vhere love and beauty can exist. And he
finds this loving, beautiful world in nature, and through a
creature of nature: the nightingale,

Therefore, as has been observed, the attachment
Keats has for natural beauty results in the acquisition of
truth, or a series of truths which by degrees make him arrive
at the conclusion that love should be man's highest goal.
His delignht at the sight of a beautiful spot takes on a deeper
meaning when Keats's ability to "annihilate the self"60 allows

him to experience nature, not as an object, but as a partaker
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of its identity. This empathic relationship with nature
provides him with a truer awareness, so to speak, of the
beauty of nature. Out of his empathie relationship with
nature, Keats arrives at a double consideration. The first
one is that natural beauty can, and in fact does, stimulate
his attachments with the world. This is the main realisaticn
he is led into: beauty is a source of love. The second
consideration, growing out of the first, is that natural beauty
as a generator of love is only too brief. It 1s then that
the mutability of natural beauty makes him seek more durzble
sources of love. Art provides him with an answer. Natural
beauty has so stimulated him that he feels he must render
the experience in poetry, Writing poetry is, therefore, ths
logical sequence to his encounter with beauty in its naturzl
manifestation.. Furthermore, through poetry he will create
undecaying beauty, thus making available eteggal sources of

love for mankind to "greet with the spirit."



CHAPTER III
LOVE OF POETRY

In April 1817, Keats wrote to Reynolds from the Isle
of Wight: "I find that I cannot exist without poetry-
without eternal poetry- half the day will not do =I began
vith a 1little, but habit has made me a Leviathan..."l This
vas the first day of the self-imposed seclusion to prove
his powers as a writer, what he called a "trial of inven~
tion.."2 His love for poetry had been intense from the
beginning; for poetry he had abandoned his profession as
an apothecary, left his brothers and friends and set off
for Wight vhere he intended to write "Endymion" in his
effort to give permanence to beauty.

The transitoriness of natural beauty, for Keats, could
be overcome by the imagination. This was part of his poetic
creed. Through poetry he wanted to capture impressions
of beauty and free them of their vital essence. Beauty
was, the way he perceived it, either gone, destroyed by
the process of time, or preserved by art. In "Robin Hood"
he mourns the death of legend and legendary characters;
“the old bow-string," "the woods unshorn?“ "the archer
keen," “tight little John,"™ Robin Hood and Marian in spite
of all their energetic beauty have disappeared by the
remorselessness of time. It is only poetry that can bring
‘t0 1ife ",..their minutes buried all/Under the down-trodden
pall/ Of the leaves of many years."7
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In "Nightingale" and the "Grecian Urn" man*s vitality is
contrasted with the unvital existence of a piece of art
and, as discussed later, with the worble of a bird made
eternal by the poet. In reference to the figures on the
urn, B. Ifor Evans says that they
are symbols of actiom which stimulate the mind to
Imaginative experience. If instead of those shapes
we had the living conterparts of which they are
the image, the music would pass, the loves die,
the Joy be made bitter by regret; but on the urn
they are "unrgvish'd," perpetual figures... by
vhich the perdurability of the affections arising
for the imagination is maintained.... 8
This is a different type of perception from that of sensual
or mental cognizance, Instead it is the "imagination project-
ing itself into certain situations....gorking up its image-
Inary feelings to the height of reality" to use the remark
Keats had enthusiastically quoted from Hazlitt.
10
Walter J. Bate has called "world of process™ that
gradual transformation of growth into decay which every
Iiving creature is subject to. We know Keats wanted to stop
this "process" or as Bate puts it: "...to possess the past
and future in distillation while atlihe same time the present
is fully experienced and retalned." The urn is an example
of this; its unvital existence satisfies Keats's desire I
2
for durability: "foster-child of silence and slow time,"
The beauty of the urm is eternal and "canstlthus express/
3
A flovery tale more sweetly.than our rhiae; the urn

is both a teller -a "sylvan historian" - and an
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inspirer of more songs, Keats’s ode onz of them, In

aclmewledsins the wrn, Feats fulfils it in a double tuy

first, he atsorbes its heeuly &nd, second, he rroizcie

o

it to us, In absorbing its te~uty, the rurpese for vhich
tha urn wns craated has been MI1Tilled, The artiet who

nede it jave shane te his insmiration in tThoe bannty of

casc, net cnly is tha beauty being "seigzed," tut It is
stirmleting the creativity of the afmirer vho in +um

o+,

derives heoauly froem that of the wrn: Feris'o cfe, Ao an
immortel "sylvaen histcrien", the wrn hos rscordel cne
event: the existence ¢f the wrn itself., Both thne wrn ard
the ode ere oblivicus of the "vorld of process". !acis'e
rlum~tree, in his house in Ferpeioced, lost ite Jasva, owvors
winter, leeving "a he2art hizh-sorrowful and eloy'd®, ™~
But the boughs in the ode are "harzy, hapry boushs"
becanse they "cannot shed"™ their lsaves "mor ever bid

. . . . . il
the Srring adieu" -~ their joys sre net"spoilt Iy use".“G
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Ven in "Mishtingale", ITn this odc
the bird leads the poet cwey from the painful "werld of
process" - "where youth srovws pale ond fize" -

but for thet matter, the nisbkiin~sle itself - o living

erazture of nsture -~ Mmist Rie, The urn, an ctjeet outside
the festroring influence of vitnl Zife, is timeless while



53

this case. The transformation takes place even before
the poem begins, for when the bird is introduced in the
poem it is already endowed with the same timeless
existence as that of the urn, or to be exact with that of the
figures engraved .on the urn. Keats has given these figures
a mjor quality, happinesss

Ah, havpy, happy boughs! that cannot shed

Your leaves, nor ever bid the Spring adieu;

And, happy melodist, unwearied,

For ever piping songs for ever new

More happy love! more hanpy, happy love!

For e¢ver warm and still to be enjoyed, 8

For ever panting, and for ever young; al
The boughs, the melodist, love, the three are viewed as
happy. Keats clearly emphasizes this aspect of their
nature, otherwise he would not have used the same adjective
six times in five lines. Their happines stems from
their immortality, which is quite stressed too = in the
seven lines tne idea of eternity is made recurrent by thke
five repetitions of "for ever"™ and of "nor ever". In
the first stanza of "Nightingale", the bird also is
referred to as happy:

'Tis not through envy of thy haopy lot

But being too happy in thine happiness - 19

That thou ... Singest of summer in full-throated ease.
Both odes were written the same month, in fact ore right

after the other, so there is no reason to believe Keats

haéd changed his mind about the meaning of this adjective.

&Italics mine
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Therefore, since Keatsian happiness 1s partly identified
with timeless existence, it is not far-fetched to
econceive the nightingale as an immortal bird. Besides,
a few months btefore Keats had written in “Bards of
Passion® about an imaginary world

Where the nightingale doth sing

Not a senseless, tranced thing,

But a divine melodious truthj

Philosophic numbers smooth;

Tales and golden histories

Of heaven and 1its mysteries.
which illustrates that the idea of an immortal nightingale
was not foreign to Keats's mind.

In stanza VII the nightingale is openly called immortal:
"Thou wastnot born for death, -immortal Birdi™ 21 The
capitalization of "bird" particularizes the nichtingale
from the rest of its species. The only other time in the
poem Keats addresses the nightingale, he calls it "light-
winged Dryad," 22 he is also careful to capitalize the
noun, "The immortal Bird" projects its existence as the
urn, into the future and the past,

No hungry generations tread thee down}

The voice I hear this passing night was heard

In ancient days by emperor and clown:

Perhaps the self-same song thzt found a path

Through the sad heart of Ruth, when sick for home

She stood in tears amid the alien cornj

The same that -oft-timeghath

Charm'd magic casements, opening on the foam
0f perilous seas, in faery lands forlorn. 23

The nightingale is then a manifestation of natural life

which reaches timeless existence. The fact that Keats
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gave timeless existence to a natural creature stands for
his eagerness to eternalize beauty.

Since natural beauty, as a source of love does
not last enough, Keats approached art as a way to preserve
beauty, when he discovered he could write, he set at it
with the intention of giving birth to, or developing
love in humanity..

As early as 1816, in "Sleep and Poetry" Keats defines
the object and character of poetry: ™ ... the great end/
of Poesy should bte a friend/ To sooth the cares and lift
the thoughts of man." 24 Thus, in the most strict Keatsian
terms, the goal of poetry is "to sooth™ humanity's suffering,
in other words, to provide the means of relieving the effect
of destructive living in a world where "there is no
light®, 29 But poetry should be more than a palliative,
says the romantic poet, for it should "1lift the thoughts
of man", 26 It is a two-fold goal: comsolation, and, at
the same time, stimulus to make man improve himself,
Keats affirms clearly his belief in the strength of poetry
to shake man to a new awakening: "A drainless shower/
of light is poesy; 'tis the supreme of power..." 27 The
resources of poetry are "drainless," and powerful enough
to enlighten maﬁ. Notice how he insists on identifying
poetry as a giver of light, as_a bringer of a clearer
awareness of what man can achieve. FHowever, the true value

of poetry does not reside in its strengths
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The very archings of her eye-lids charm

A thousand willing agents to obey,

And still she governs with the mildest sways

But strength alone though of the Muses born

Is 1like a fallen angel: trees untorn,

Darkness, and worms, and shrouds, and sepulchres

Delight it; for it feeds upon the burrs

And thorns of life.... 28
Power may be destructive also., Satan, the "fallen angel"
of Christianity, uses its power to destroy. "trees nptorn"
are not only lifeless, as the wood in lurniture is,
they are dead. They have beer disvossessed of tireir 1ife
by a murdering force. And the imagery of ceath and decay
are added unto this murky pieture: "Dariness, ané worms,
and shrouds, and senmulchres..." 29, This ncget’ve
influence of vpoetry on the reader is due to the fact
that it has been inspired¢, fed "... upon the burrs,/ ind
thorns of life..." automstically betraying "the greot cnd
of poesy". Beauty would not "keeo her lustrous eves™ 30
which veiled - negated - could rot effect its sootrin-
influence and inspire creative acts to men,

A romantic character could be attacked on many
grounds. Irratjonal, unrealistic, excessive, are some of
the labels given to the romantic. Nonetheless it weculd
be hzrd to doubt romantic sincerity since spontaneity is
one of its defining characteristies. The ideas and¢ feelings
of 2 romantic flow uncalculated, free. So it is orly

natural for Keats to regard sincerity and honesty very

highly. In his verse epistle to George he tells him:
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The patriot shall feel

My stern alarum, and unsheath his steelj

Or, in the senate thunder out my numters

To startle orinces frcm their easy slumbers. 31
The message of these ardent lines carries as much meaning
nowadays as 1t did when he wrote them. The patriot
is likely to lose only too soon sight of his ideals.
Almost surely Keats had in mind the French revolution
with its aftermath which he considered -with the rest of
the romantics, except perhaps for Byron - unnecessary
cruelty. It is well known the disappointment these
English poets went through when = in their anxiety - the
revolution did not give immediate harmonious results,
Short-sighted of the cruel scenes that a revolution involves,
the romantics felt that the leaders -'the patriots'- had
forgotten their humanitarian goals and been transformed
into blood-thirsty creatures. So Keats's poetry, not in
"alarum" but in "stern alarum," would remind the leader of
the honesty necessary for the pursuit of his objectives
and "unsheath his steel" in defence of justice and freedom.
Dishonest rulers would hear Keats's voice "to startle"
them "from their easy slumbers." His poetry would"lift
the thonghts of man" from tke easy comfort of accepting
passively a given situation, Jjust because it was easier
to accept than to jmprove.

Wise men would profit too, His poetry would make them

wiser and kindle in them the "fire"™ of conviction needed to
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irise their pupils:

The sage will minecle with each moral theme

My havpy thoughts sententious; he will teem

With lofty periods when my verses fire him, " 32
ieats, the poet, will be dead, but not destroyed:

¥What though I lezve this dull, and earthly mould,

Yet shall my spirit loft converse hold

Witk after times. 33
1is poetry will speak for him, but he will not be absent
‘or "... then I'1]l stoop from heaven to insvire him." 3%

Vise men, patriots, vrinces will be reached and inspirec
;0 make a better world. It is Keats's "stern alarum". Tt
.s the "strong" component of poetry, but as Keats says

n "Sleep and Poetry", poetry is "mingled indeed with what

s sweet and strong".35 And in his youthful lines to

ieorge he says:

Lays have I left of much a dear delizht
That maids will sing trem on their tridal night. 36

'his 1s the inevitable "sweet" component of friend-poetry.
‘riendship, in fact, is also present in Keat's idea of what
oetry should bte and is a cause of mirth and merry-making:

Gay villzgers, upon a morn of HMay

When they have tired their gentle limbs with »lay,
And form'd a snowy circle on the grass,

And plac'd in midst of 3ll that lovely lass

Who chosen is their gueen, -with her fine head
Crowned with flowers purple, whkite, and red:

For there the 1lily, ané the musk-rose, sighing,
Are emblems true of hapless lovers dyings

Between her breasts, that never yet felt trou-le,
A bunch of violets full blown, and double,
Serenely sleep: «=she froin~a—casket takes

A 1ittle book, - and then a joy awakes

About each youthful heart, - with stifled cries,
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And rubbing of white hands, and sparkling eyes:

For she's to read a tale of hopes, and fears;

One that I foster'd in my youthful years:

The pearls, than on each glist'nine circlet sleep,

Gush ever and apon with silent creep,

Lured by the innocent dimples 137
A friend, for Keats, is soothing and tender. Keats wants
his poetry to be a love companion, and he does not forget

motherly love:
To sweet rest

Shall the dear bate, upon its mother's treast,

Be lull'd with songs of mine 38

As Keats grows aware that the function of poeiry is
to give love ~-a creative activity leading to honestry,
zeal, mirth, consolation and motherly affection, in short,
to human harmony - he is taken up by rapture:

Fair world, adieul

Thy dales, and hills, are fading from my view:

Swiftly I mount, upon wide spreading pinions,

Far from the narrow bounds of my doninions.

Full joy I feel, while thus I cleave the air,

That my soft verse will charm thy daughters fair,

And warm thy sons!" 39
But these are plans, ideals to fulfil. Upcn tre realisation
of them, Keats will fulfill his nature; writing poetiry is
his funetion in society, and only through it woulc he be
"dearer" to humanity:

Ah, my dear friend and brother,

Coulc I, at once, my mad armbition smother,

Fer tasting joys like these, sure I should be

Happier, and dearer to society.

"I find there is no worthy pursuit but the idea of

doing some good for the world"™ k1. The date is April 2u,
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.818. He has just finished Endymion and is convinced that
roetry is his means of leaving his trace in the world.
’eople do it in a variety of ways:

ssesome do it with their sscciety - some with their

wit - some with their benevolence - some with a sort

of power of conferring’pleasure and good humour on all

they meet and in a thousand ways all equally dutiful to

the command of Great Nature - there Is btut one wzy for me =

the rozd lies through application study and thouszht, I

will pursue it and to that end ourpose retiring for

some years., I have be2n noverinz for some time

tetween and exquicsite sense of the luxurious and a

love for Philosophy -were I calculated for the former

I should be glad = but as I am not I shall turn all

my soul to the latter., u2

one of these are chance thoughts. Over a year later he
‘Tites to Reynolds:

I an convinced more and more day by day that fine

writing is next to fine dcing, the top thing in

the world, the Paradise Lost becomes a greater

wonder, L3

No separation can be made between the man and the
oet -not at least in Keats = btut he, the rewarkable poet,
s also a remarxable man, He is one of those men acutely
ware of the nsed to give of himself, to help, to understand.
In order to do this, he had to overcome his owr selfish-
ess, his desires, when these interfered with his goals;
nd he lost his own identity to become one with the universe.
=¢ was one of those few men who really conquered themselves

hrough love. He went throuzh tremendous struggles in

=rder to keep his faith in the world which, he once wrote to
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Bailey, "is malignant enough to chuckle at the most
honorable simplicity = and that Idea makes me sick of
it" 44, He loved life and humanity not because they had
constantly teen on his side, for they had not. He was
fatally 111, and "society" many times nasty and aggressive.
But his faith in the goodness of life was too rooted to
be uptorn by the "malignance” of the world. Bailey
commented after his death that "he was uniformly the
apologist for poor, frail human nature" 45. It is not
then surprising that Keats wrote to help his readers.
In his letters, he seems to be trying to give what he feels
the friend he is writing to may be needing at that
particular moment:

I wish I knew always the humour my friends would be

in at opening a letter of mine, to suit it to them

as nearly as possible. I eould always find an

egg shell for Melancholy and as for Merriment a

Witty humour will turn any thing to Account - iy

heart is sometimes in such a whirl in consicering

the million likinzs and antipathies ol our Moments

- that I can get into no settle strain in my Letters - 46

(To Reynolds., July 1818)
This is also reflected in the way he refers to neoples:
"I like the Scotchman best because he 1s less of a bore
- I like the Irishman best because he ought to be more
comfortable” 47

Basically the poets he likes best are those who,
he believes, put their poetry to humanitarian purposes,

.

those who endured great suifering and still succeeded in
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writing, and of course those whose poetry is musieal and
evokes the mysterious. In his "Epistle to G.F. Mathew" he
refers to "that warm~hearted S‘nakes;:-eare,"!*8 and expresses
his delight athfinding a place to "sit, and rhyme and think
of Chatertons" ? he invites Mathew to "moralize on Milton's
blindness" 0-the effort Milton went through to write his
poetry must have made quite an impression on Keatse and
requests Mathew's ald " To find a place where I may greet
the maid-/ Where we may soft humanity put onj" lHe desires
to write poetry ="greet the maid" - with the purpose of
singing of humanity. Humanity is viewed as "soft bumanity,"
but notice the contrast that occurs a few lines later :

And mourn the fearful dearth of human kindness

To those who strove with the bright golden wing

Of genius, to flap away each sting

Thrown by the pitiless worlde.e..

ese Felton! without incitements such as these,

How vain for me the niggard Muse to tease:...
which shows that although he perceives a "fearful dearth
of human kindness™ and that the world may be "a pitiless
world" it is still a "soft humanity". He is aware of the
existing evils. Hls reaction is to do something to counter_
act the destructive forces that prevail. love, the highest
creative activity, was the answer, the truth, he ventured
against this disintegrated coexistence

I am certain of nothing but the holiness of

the Heart's affections and the truth of
Imagination. ( To Bailey, Nov., 22, 1817) 53
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Keats's conception of truth is sOmethinQ that has teased
all students and scholars who have analysed his poetry.
Undoubtedly some of the puzzlement has derived from the
fact that, when critics refer to truth, they think of it as
a concept., When Keats used the word "truth" he was not
using it in its most generalized meaning, that is, in the
sense of something liatle to be verified by analytic
thinking. The question should not bte what the concept of
trutn is, but what his conception of it is., Truth and Love,
in Keats's subjective judgement, are closely related, for
he telieved that love was the deepest truth mankind could
follow, In other words, what Keats believed about truth
vwas his own and pamicular way of interpreting the word:

that the imagination seizes as Beauty nust

be truth -whether it existed before or not-

for I have the same Idea of all our Passions

as of Love they are all in their sublime, 2

creative of essential Beauty. (To Bailey, Kov., 22,1817 )

VWe have mentioned the role that imagination plays in
Keats's procegs of remembrance. He will btring back to his
memory the beauty of a thing. Through his imagination -
"greeting of the spirit" - he will make the memory more com=
plete and mor:s teautiful. Should we have to identify imagi-
nation in Keatslan terms, it would be a sense -yes, like
the traditional five~ or one more way of perceiving and com
prehending. In his conception whatever is "known" through

the imagination as beautiful, is called truth:



64

The Imagination may be compared to Adam's dream
- he awoke and found it truth, I am the more
zealous in this affair, because I have never yet
been able to perceive how any thing can te known
for iruth by corsequitive reasoning -and yet it
must be. Can it be that even the greatest
Philosopher ever arrived at this goal without
putting aside numerous objections. Fowever it
may be, O for a Life of Sensations rather than
of Thoughts! 5

s

In short, it is a different form of cognizance, Fere are
the poet's words exemplifying his conceotion of truth:

esoThe simple imaginative Mind may have its

revards in the repeti / ti_/ on of its own silent
Working coming continually on the Spirit with

a fine Suddenness -to compare great things with
suall- have you never by being Surprised with an old
Melody -in a deliecious place-~ by a delicious voice,
felt cver agsin your very Speculations and

Surnises at the time it first operated on your

Soul =do you not remember forming to yourself

the singer's face more beautiful /for thap/

it was possible and yet with the elevation of the
Moment you did not think so -even then you were mounted
on the Wings of Imagination so high ~that the
Prototype must be here after- that delicious

face you will see. 56

In November 1818 in one of his voluminous letters to George
and Georgiana, he calls the imagination a “perceptive power":

I never can feel certain of any truth but from

a clear perception of its Beauty =-and I find myself

very young minded even in that perceotive power

-which I hope will inerease - 57
What is extremely interesting is the fact that it is a power
that can be developed. A few lines later he expresses his
preference for some Italian frescos which appeared "finer

to me than more accomplishedeworks- as there was left so

5
much room for Imagination.” 1In a letter to Bailey (0Oct.1817 )
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he gives his judgement of Wordsworth's "Gypseys": " ... it
is a kind of sketchy intellectual Landscape -not a search

9
after Truth." If one remembers that "I have the same Idea
of all our Passions as of Loveé they are all in their sublime,
0
creative of essential Beauty," one arrives at a consider-
ation which can rank among the Keatsian "axioms": poetry
should be a search agter truth = truth being "beauty seized
1

by the Imagination," which he considers to be a source of
love. A.C. Bradley states it quite well when he regards
beauty as a need in the poet:

ws a poet, he fReatg/felt, will never be able to

rest in thoughts and reasonings which do not also

satisfy imagination and give a truth which

is also beauty; and in so far as they fail to do this,

in so far as they are mere thoughts and

reasonings, they are no more than a means,

though a necessary means, to an end, vhich end

is beauty, -that beauty which is also trath,

This alone is the poet's end, and therefore his

law. "With a great poet the sense of beauty

overcomes every other consideration." Thought,

knowledge, philosophy, if they fall short of

this, ars nothing but a "road" to his goal," 62

The last two lines of the "Grecian Urn" tBeauty is
truth, truth beauty,' gthat is all / Ye know on earth, and

3

all ye need to know." make sense when anproached with
Keats's conception of truth. T.S. Eliot is right when he
says of these lines that "The statement of Keats seems to
me meaningless, or perhaps the fact that it ighgrammatically
meaningless conceals another meaning for me." He does not

offer a possible explanation on the nature of this statement,
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but his candid remark does make some sense, because the two
lines are certainly devoid of meaning when they are approacheé
grammatically or semantically. "Beauty is truth, truth beauty"
has even been considered an "uneducated conclusion;" Sir
Arthur Quiller-Couch remarks irritably that it is "a vague
observation -to anyone whom life has taught to face facts
and define his terms, actually an uneducated conclusicn,
alteit most pardonatle in one so young anéd ardent."GS
Sir Arthur forgets that among the poet's furction is not
the one of using language "to define terms," He is almost
reproaching Keats for his lack of university education. Te~
finition of terms and a college education are by no means
the brand of a good poet, or essential to him, whose main
job is to deconcentualize language in order to give it the
unique power of exprescion that goes together when comruni-
cation is aimed to the reader's total powers of perception.

The mystery of the last lines of the ode is increased
by the fact that there are four different versions of them,
tut none is Keats's manuscript -unfortunately a manuscript
in Keats's own handwriting does not survive. The four
manuscripts available are copies of Keats's original.And
even if the four original manuscripts had survived there
would still be disagreement. The reason is that Keats was
his letters where he only punctuates occassionaly, especial-

ly by throwing dashes in between his thoughts. ¥e himself
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was consclous of his disregard for punctuation, as he exe-
pressed it in one of his letter to his editors when they
asked Keats if they could punctuate a few lines of "Endy-
mion" for the sake of clarity, This is why we risk the
hypothesis that if the manuseripts survived they would
probably differ in punctuation.

There are dozens of interpretations of the "Grecian Urn".
Bach one seems to satisfy only the eritic who ventured the ine
terpretation, Actually a common agreement on its meaning
would be surprising -if not impossible-, rather than the
variety of theses so far nosed. W.J. Bate, affirms that the
real "truth" in the epigraph is the fact that every gerera-
tion that views the urn is in the process of wasting, and
living "in the midst of other woe / Than ours," which is

a true consideration. He continues saying that the urn
"Aloof from the brevity and sharp claims of human life,.."
is ",..freer to advance the message it does in a way that
no human being could confidently do, and yet, as a work o£
art, limited to the realm in which its message apulies."él

Mr. Bate, as any other critic, is entitled to chcose the
version of the "frecian Urn" that most suits his intuition
- intuition in its strict psychological meaning: an uncons-
cious and spontaneous reordering and re-arranging of in -
fornation to arrive at new knowledge- but his assertion

that the evigraph comes from the urn leads him to a con =
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tradiction. Ke denies the veracity of the statement by
saying that Keats was addressing society in terms which
are obviously untrue and unreal: "...it is not all that man
knows or needs to know..." This is true, the world is
in the midst of,..woe" and as such knows about other things
than "Beauty is truth." Keats could have contradicted him-
self. PBut it would be thinking very little of Keats if we
believed he made a statement only to contradict it two lines
later. It would have been too obvious to slip his mind;
Keats could not have possibly been addressing humanity,
not even through the urn. Nr Bate himself invalldates his
own analysis. Middleton Murry is among the eritics who
feel the last line is addressed to the reader, but he
differs from Bate by having Keats himself utter 1it.

Another possibility would be to take the epigraph "Beauty
I's truth, truth beauty" as a message from the urn to which
Keats would answer: "...that is all/ Ye know on earth, and
all ye need to know." Robert M, Adams in his "Trompe-l‘oeil
in Shakespeare and Keats" which appeared in Sewanee Review,
puts it in the form of an imaginary dialogue between Keats
and the urn:
"It's enough for you to say, 'Truth and beauty are the
same =-that's your function in the world. But we who
are men know this” and something else too."
In addition to this eritiec, Mr G. St. Quintin also believes
that Keats is speaking in the last line of this poem:
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An alternative suggestion is to assume that the "ye"

of the last line is addressed to the figures on the

Urn. For them beauty is truth because their experience

is limited to the beautiful as depicted on the Urn,

As Keats points out in the second and third stanzas,

they would have none of the drawbacks of the ordinary

course of experience., The Urn's message, if addressed

to the world in general, and if literally interpreted,

is absurd ; but the Urn remains "a friend to man" be-

cause wvhen he contemplates it he can escape from the

real world to the world of imagination, where Beauty

is Truth. This interpretation, of course, requires

that only the words "Beauty is Truth, Truth Beauty"

be printed im inverted commas, as in Professor de

Sélincourt's edition." 69
The interpretation of Messers Adams and St. Quintin seems
to make more sense. The truth of the urn is its beauty,
and since the urn is "a friend to man"™ the conclusion 1is
obviouss beauty brings comfort to humanity, and giving
comfort is a form of attachment,

It can be said, to summarize, that beauty, whether natural
or artistic, for Keats is a way of finding truth. His own
poetry is a search after truth, or a truth at least. The
truth he discovaed is that man's efforts should only be
put to work in the pursuit of love., Honesty, mirth, consola=-
tiony tenderness, assistance, comfort through inspiration...
these are the attitudes that make up the Keatsian conception
of love, Poetry can do that for men, Keats ardently believed.
The gifted young poet gave himself to: poetry, his goal being
to develop his own creative attitude towards life as well

as that of his readers..

In the ‘ode "Bards of Passion and of Mirth" he prays to:
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the souls of dead poets to come, not only to his assistance,
but to the assistance of all living poets, so that they,
in their turn, will be able to inspire men and kindle in
them the search toward self-knowledge, Keats believed man
could reach a date where his attitude towards himself and
the world could be a creative one. Thus he prays to the
souls of dead poets to:
Teach us,. here, the way to find you...
+soHere, your eartheborn souls still speak
o mortals, of their little week;
0f their sorrows and delights;
Of their passions and their spites;
0f their glory and their shame;
¥hat doth strengthen and what maim. 70
He ends up the stanza by summing up what he requires from
the dead poets:

Thus ye teach us every day
Wisdom, though fled far away. 71

As a poet Keats derives wisdom from the poets of the past,
the object being to inspire that same wisdom to his fellow men,

Love and beauty go together in Keatst's microcosm. One
can not exist without the other because they generate each
other. "...I have the same Idea of all our Passions as of
Love they are in their sublime, creative of essential
Beauty® 72 Phrased differently, but developing the same
idea he writes to James Rice on February 14, 18203

eee I think of green fields., I muse with the
greatest affection on every flower I have
Known from my infancy - cheir shapes and colours

are as new to me as if I had just created them
with a superhuman fancy. It is because they are
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connected with the most thoughtless and happiest
moments of our Lives. 73

A flover,for Keats a beautiful thing, draws forth his love,
Just as "Love" is "...creative of ... Beauty." While in
St. Guy's Hospital he writes his epistle "To George Felton
Mathew", a fellow student of his who also wrote poetry:
"Sweet are the pleasures that to verse belong," 74 telling
us of the excitement produced by his encounter with the
beauty of art. But there 1s a more rewarding experience:
the "pleasures” of poetry are sweet and"doubly sweet a
brotherhood in song"™ 75 Beauty takes on a full significance
when it is accompanied by love. They intertwine, they blend
to give life its true nature.. This "brotherhood in song"
inspires in Keats an attitude of benevolence, and
increases his strength to reach his ideals:

The thought of this great partnership diffuses

Over the genius loving heart, a feeling

Of all that's high, and great, and good, and healing. 76
Beauty and love give, increase each other reciprocally,
<%hereby growing hand in hand. The fact that beauty has
-nore meaning when it is related to love is evident in his
sonnet "To My Brother George" in which he marvels at the
-@Xuberance of the world:

Many the wonders I this day have seen:

The sun, when first he kist away the tears

That fi1l1'd the eyes of morn...

«seThe ocean with its vastness, its blue green,

Its ships, its rocks, its caves, its hopes, its fears... 77

=nd he ends.the sonnet with a rethorical questions
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But what, without the social thought of thee,
Would be the wonders of the sky and sea? 78

In a poor redundance, we could say that love «"the social
thought of" his brother --has made beautiful things more
beautiful, Perhaps less startling, but just as true in
Keats, is the process beginning with beauty to end up in
love., Such is the case in his love for Fanny Brawne.

.+ Why may I not speak of your Beauty, since

without that I could never have lov'd you, I

cannot conceive any beginning of such love as I

have for you but Beauty. There may be a sort of

Love for which, without the least sneer at it,

I have the highest resvect and can admire it in

others; but it has not the richness, the bloom,

the full form, the enchantment of love after my

own heart, 79
In the third stanza of "Nightingale" Keats descrites a
cosmos desintegrating because of the absence cf love and
beauty.. He will not dwell on it and escaves, aided by the
fascination the nightingale exercises upon him and by his
contemplation of natural beauty. But it is the beauty of
"Poesy* that finally transports him from the painful
vorld that is gradually poisoning him - the “"drowsy numbe
ness™ produced by the symbolical hemlock.

Away! Away! for I will fly to thee,

Not charioted by Bacchus and his pards,

But on the viewless wings of Poesy,

Though the dull brain perplexes and retards. 80
The flight to this imaginary world in the forest is not

taken on Bacchus' chariot which together with the leopards



73
The exclamation, "Oh, for a life of sensations," &1
is not literal, not at least in the modern concept of
sensation, Brute sensory experierce must be selected and
ordered, otherwise Keats would have been seeking refuge
from a loveless world through transitory means. He does
not dissolve his isolation through "orgiastic union" 82
tc put it in Frommian terms, that is, it is not the chaos
"Bacchus and his pards" offer which Keats sought. Rather
it is the "viewless wings of Poesy" that have transported
the poet to the world of the nightingale. The first things
he notices are the tenderness of the night and esnecially
the light c¢oming from the moon,
Already with thee!l. tender is the nizht,
4nd haply the Queen-Moon is on her throne,
Cluster'd around by all her starry Fays... 83
The sounds are rezlly "an echo to the sense". The
pard sounds of the first lines: the /fei_/ in "away"! away!,
[al_7 in "I" and "fly" and the [i7 in “thee", the open /[a/
in "charioted", "Bacchus", and "pards" show the energy of
his feelings - the reader can hear the shouts of an anxious
travelling man urging the carriage horses to run faster.
Hotice the strong contrast between these sounds and tiose
of the first line. The combirnation of A 7, /m_7,/r 7,
(37, 787y [t] 2nd [d_] make the line sound as a whisper,
conveying the surprise and tpe ecstasy operated on thre poet.
This is followed by a disgreésion to the world of the

previous stanza:s
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But there is no light,

Seve what from heaven is with the treezes blown

Through verdurous glooms and winding mossy ways 8%
It is perhaps in this fourth stanza that Keats uses the
short iambic trimeter more effectively than in the other
seven stanzas the ode is made up of. Its conciscness makes
it intensely powerful, And vhat it ccnveys =-the lack or
absence of light - is most relevant, since the two opposing
vorlds differ in that the world of the nightingale has
light w-ile the oporessing reality is dark. The two lines
that follow are of high poetic excellence. Its leading
sounds are dry short vovels /2/, /L/, and ZEZ7 (as in

from, heaven, is, with, verdurous and winding) evoking

weariness. The gloomy /ou_/ in "blown", alternated with
Lol i), [Féji /s/ ané f2_/ suzgests the sound of the
"treezes blown"; the 1;47 and [Gdzhstretch the sound, like
the reververation of a funeral bell., All these sounds,
’plus the intonation these two lires reoulre, give them the
sad musicality of a dirge. Thus Keats has used mourning
rmusic to show the gradual death of the werld, where we
"live" in darkness, as he emphasizes it in stanza V,

I cannot see what flowers are at my feet,

Hor vhat soft incense hanzs upon the bourhs,
But, in embalmed darkness, gucss each sweet
Wherewitk the seasonzble month endows

The grass, the thicket, an¢ thae fruit-tree wild;
White hawthorn, andé the vastoral erlantines

Fast fadinz violeis cover'd up in leaves;

And rid-May's eldest child,

The coizing musk-rose, full of dewy wine,

The murmurous haunt of flics on surner eves. 85
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The absence of besuty makes the world gloomy and
depressing. It is a world of decay, of desintegration;
men are not loving and are therefore destroying themselves.
Through artistic beauty - the "viewless wings of Poesy",
and the immortal nightingale - Keats reaches love - where
there is light, warmth, order, in short all that
creative activity suggests and that he shows in this poem
by contrast of absencs.

The odes "On a Grecian Urn" and "To Psyche" are radically
different from "Nightingale"; while in the latter he
shows the outcome of the absence of beauty and love, in
the former two he depicts beings in possession of beauty,.
as are the lovers on the urn:

Fair youth, beneath the trees, thou canst not leave

Thy song, nor ever can those trees be bare;

Bold lover, never, never canst thou kiss,

Though winning near the goal - yet, do not grieves

She cannot fade, though thou hast not thy bliss,

For ever wilt thou love, and she be fair! 86
The happiness of both lovers stems from two facts: the
first lies in their eternal existence. The seconé fact is
doutle one. On one side the lovers are described as being
beautiful and surrounded bty natural beauty, and on the
other they can love, but they love eternally., The essence
of the urn is its eternal beauty - beauty is all the urn
needs to know = whiéh, like the figures, will always be
loved. This is why Keats refers to it as "a friend to man",

because its own .fature will bring forth love to whoever is

able to perceive its beauty. It is suggestive to remark
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that in this eternalization of love and beauty, a
sacrifice is about to be offered. There is an altar, a
"mysterious priest" 87 and a garlanded heifer "lowing at
the skies". 88 Would it be far-fetched to include eternal
adoration to a deity in this picture of happiness? There
is no sufficient evidence in the poem to elaborste on
this hypothesis, and Keats was not basically interested in
religious matters as to bring them up in his poetry. How~
ever it is thrilling to think that perhaps this altogether
appealing and pagan sacrifice is being offered in exchange

for a miracle: the eternity of love and beauty.



CHAPTER IV
THE LOVELESS WORLD OF “ISABELLA"

The appeal the Middle Azes had for the romanties naturally
had to affect the early XIX century literature. Keats,
as well as the other poets of his time, was doubly
interested in medieval institutions. He was first fascinated
by its remote mysterious exoticism and, second, he saw in
1ts oppressive institutions a powerful device to frame the
conflicts strangling the men of his day. In "Isabella"
or "The Pot of the Basil” Keats joins both societies, the
medieval and his own, through the destructive power they
project towards spontaneous and natural attachment. Not
that "Isabella" is a typical case of courtly love with all
its characteristics, but there are enough elements in it
that together do more than sketch the nature of the feudal
attitude towards love and marriage. Establishing a parallel
between both epochs should not be wrongly interpreted as an
assertion that courtly love was still prevalent In the
England.of George III, after, more than three centuries
separated both societles, aud Keats firmly believed that
humanity was slowly but gradually improving itself.

In the Middle Ages the ofricial union of a young couple

was only supposed to bring forth social as well as economic
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welfare to the families of the bride and groom. That love
had no relation to marriage was common knowledge to any
young boy or girl. They got married to fulfill a duty
imposed by thelr elders; whether they knew or liked the
person they were going to marry was irrelevant. To abide
by the established code was the commandment. And individual
satisfaction came next, if not last. In 1174 a court of
love in the house of the Countess of Champagne passed on a
Judgement:

We declare and affirm, by the tenour of these presents
that love cannot extend its rights over two married
persons. For indeed lovers grant one another all
ttings mutually and freely, without being impelled
by any motive of necessity, whereas husband and
wife are held by their duty to submit their wills
to each other and to refuse each other nothing.
May this judgment, which we have delivered with
extreme caution, and after consulting with a great number
of other ladies be for you a constant and unassailable
truthesse 1
But no edict can direct the human need for attachment. Out
of this brutal repression, courtly love sprang. Marriage,
a business contract in the Middle Ages, was the only existing
reality towards which the overt expectations of man and woman
could turn. A religious wedding followed by a quiet sub-
mission from the wife and mutual public respect was what
marriage added up to. As far as betrothal was concerned
this inharmonious set up was what society recognized as
reality., "Whatever turns into a reality is no longer love" 2

So, the easily understood dissatisfaction of the human nature
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began to seek compensation through fantasy and daydreaming.
Both men and women began to secretly cherish anyone they
thought compatible with their nature, thus indicating their
yearnings for attachment. But these lovers were pressed

to remain apart most of the time, so they really did not
know each other. A quick frightened glance and some kind
of fetiche in token of their secret love was, for the most
part, all they could share. A stolen kiss here and there
was sometimes completed with physical union; the secrecy
of courtly love was relative, as the spouseé frequently
knew what was going on, but pretended not to know anything
about it.

However, whether the lovers were sexually involved or
not, what they did have to face was habitual separation,
And custom made of separation a way of life with the
inevitable result that the lovers must leave to their
“imagination the filling of the gaps that daily living would
have otherwise filled, idealization of the love object
developed as a result. They were not loving anyone in
particular but someone in general, in the abstract - someone
their own minds had ereated, but who did not really exist.
This is proved by the fact that most of the troubadours'
descriptions of their ladies fall into a pattern,

Courtly lovers do not love one another. They could
not possibly since they did hot know each other: "What
they love is love and being in love"., 3 Even more, they

do not enjoy being together, This 1s no wonderj it must
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have been quite frustrating to be with someone they did

not know and whose real presence clashed with the ideal
image they had been cherishing all the time. Their
passionate dreams were actually more rewarding. Denis de

Rougéhont says of Tristan and Iseult and of all courtly

lovers that:

Thelr need of one another is in order to be aflame,
and they do not need one anothep as they are. What
they need is not one another's presence, but one
another's absence. "Thus the partings of the lovers
are dictated by their passion itself, and by the Tove
they bestow on their passion rather than on its
satisfaction or on its living object. (That is why
the Romance /™Tristan and Iseult®_/ abounds in
obstructions, why when mutually encouraging.their
Joint dream in which each remains solitary they

show such astounding indifference, and why events work
up in a romantic climax to a fatal apotheosis,) b

:

"Fair Isabel, poor simple Isabel!" is the first line of
the romance. Its simple repetitive composition with the
long stressed vowel sounds announces the beginning of a
nedieval story with the echoes of its charming plainness.
mmediately the situation is established: Isabel is in
love with "Lorenzo, a young palmer in Love's eye!" but
sheir love is not approved.

They could not in the self-same mansion dwell

Without some stir of heart, some maladys

+ss They could not, sure, beneath the same roof sleep

But to each other dream, and nightly weep.

‘hey love each other at a distance, they have but the faintest
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idea what each one is really like, but their attraction
develops 1nto a passion ever present in their dreams.

With every morn their love grevw tenderer,

With every eve deeper and tenderer still;

He might not in house, field, or garden stir,

But her full shape would all his seeing fill;

And his continual voice was pleasanter

To her, than noise of trees or hidden rillj

Her lute-string gave an echo of his name,

She spoilt her half-done broidery with the same. 6
It is the obscssion of the courtly lovers whose whole existence
is centered upon someone they do not know, though they
think they do, especially because of their exchange of
looks:

He knew whose gentle hand was at the latch

Before the door had given her to his eyes;

And from her chamber-window he would catch

Her beauty farther than the falcon spies;

And constant as her vespers would he watch,

Because her face was turn'd to the same skiles;

And with sick longing all the night outwear,

To hear her morning-step upon the stair. 7
They pine 1n mutual longing: "A whole long month of May
in this sad plight/ Made their cheexs paler by the break of
June:" But they do not do anything about it, thus prolonging
their agony; Lorenzo is shy and afraid of rejection and
in spite of her warm glances he lets days pass by without
trying to approach her. Keats stresses Lorenzo's passive
acceptance of sufferings "“... but, alas,/ Honeyless days
and days did he let pass." 8

Their love is recurrently mixed with suffering. She
falls sick and he views the disclosure of their love as an

occasion to "drink her tears." 9 Rougemont in his
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superb study of courtly love quotes a diary of a romantic

lover:

"When pain is being shunned, that is a sign that
one no longer wants to love, Whoever loves must
everlastingly remain aware of the surroudning
void, and keep the wound open, May God grant
that I shall preserve this pain which is exe
quisitely dear to me..." 10

1t is the same pathos Lorenzo reveals when he finally speaks

to her of his love:

"0 Isabella, I can half perceive

That I may speak my grief into thine ear;

If thou didst ever anything believe,

Believe how I love thee, believe how near

My soul is to its doom: I would not grieve

Thy hand by unwelcome pressing,. would not fear

Thine eyes by gazing; but I cannot live

Another night, and not my vassion shrive..." 11
And "Great bliss was with them.™ 1In keeping with the romance
conventions Keats uses the word "bliss" which 1s almost
invariably related to sexual enjoyment; the nights of Troilus
and Cressida, Tristan and Iseult, Madeline and Porphyro are
all described as "blissful." The consummation of their love
changes their pain: to- "great happiness" and for many a night,
their bliss 1s endless, though their love must remain hidden.

Thelr attachment must be concealed from society. A young

couple who has succeeded, or think they have, in breaking
through their own allenation is alienated by their fellow
beings themselves, This 1s obviously a destructive attitude
coming from an embittered nature. In his search for social
and individual harmony, KeatsS*s mind detected the source of

it: destruction came from a distortion of the real values in
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man which should be creative, whatever their chamcter.

In "Isabella”™ love is haunted and destroyed by her
brothers. Their human distortion is shown by their being
solely interested in wealth and power..

And for them many a weary hand did swelt

In torched mines and noisy factories,

And many once proud-quiver!d lins dié mels

In blood from stinging whip; with hollow eyes

Many all day in dazzling river stood,

To take the rich-ored driftings of the flood. 13
which is definitely a deseription of the social conditions
of England early last century.. Many men were being savagely
exploited by a minority, and not only men, but women and child=
ren had to work in the mines and in the factories for incredib-

ly long hours at starvation salaries, under the most unsani=-
tary conditions. Keats points out that these conditiens
of soclal injustice are not only local, but a manifestaticn
of the exploitation that men suffered all over the word. The
following lines are an exoneration of what 1s is now known

as capitalisms

For them the Ceylon diver heid his breath,

And vent all noked to the hungry shark;

For them hic ears gush'd blood; for them in death

The seel an the cold ice with piteous bark

Lay full of darts; for them alone did seethe

A thousand men in troubles wide znd cark;

Half-ignoraat, they turn'd an easy wheel,

that set sharp racks at work, to pinch and peel...llt
In the unsophisticated intensity of the poem, Keats rages
against the pride stemming .from wealth, Contemptuously, he
wanders "Why were they proub?"

e esesBecause their marble founts
Gush'd with more pride than do a wretch's tears?-
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Why were they proud? Because red-lin'd accounts

Were richer than the songs of Grecian years?e

why vere they proud? Again we ask aloud,

Why in the name of Glory were they proud? 15

These Florentine merchants had already decikd their
sister's future ",.,'tvas their plan to coax her by degrees/
to some high noble and his 1ove-trees."16'Lorenzo's love for
Isabel was a capital crime for he was a servant, poor and of
humble birth. It was clear to them thet radical measures had
to be taken to end up with the love relationship: "...They
resolved in some forest dim/ %o kill Lorenzo, and bury nim."17

Isabel is told that "Lorenzo had ta'en ship for foreign
lands, Because of some great urgency and need...“lBSeparation
from: her beloved leads her to suffering and in her pining
",.. sweet Isébel/'By-gradual decay from beauty fell.."19 Her
brothers, guilty of their crime, are haunted in their dreams
and, not wanting to tell her the truth, they keep on answering
her pressing questions with lies. "And she had died in drowsy
1gnorance..."20had it not been for a visionary dream in which
the whole truth is revealed to her, Lorenzo rises from his
grave to tell her how his eternal rest is disturbed by memories
of her. He does not hate his murderers for it is not in the
nature of a spiyit to hates "...I should rage, if spirits could
go-mad."21 But if Keats, in this poem, views death as an end
of hatred, it is certainly not an end of love, nelther of

jealousy; Lorenzo is satisfied when he sees how pale ané with-
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ered she has grown:

“thy paleness makes me glad;
Thy beauty grows upon me, and I feel
A greater love through ail.my essence steal." 22
This morbid element in Keats's conception of love is not a
chance happening, as proved by the spontaneous poem he wrote
to Fanny Brawne nearly two years afterwards, just a couple
of months befofe his own death:

This living hand, now warm and capable
Of earnest grasping, would, if it were cold
And in the iey silence of the tomb,
S0 haunt thy days and chill thy dreaming nights
That thou wouldst wish thine own heart dry of blood
S0 in my velns red 1life might stream again
And thou be coscience=-calm'd -see here it Is-
I hold it towards you. 23

And he was conscious of this feeling of possessivenes; he con-
sidered selfishness akim to love as he himself Z;?s it in
"Isabellai® "...Selfishness. Love's cousin..."

Possessiveness is a brand of romantic love and is often
identified with the fealty that lovers owe each other. 1Isalbel
is a true-to-type romantic heroine in this respect. She feels
she belongs to: him and the destruction of their love awakens
her from her dormant existence..

"Ha} hal" sajid she, "I knew not this hard life,

I thought the worst was simple misery;

I thought some Fate with pleasure or with strife

git%g;digsc;ﬁgpfgdgﬁ hgi:iliioﬁﬁy"iﬁife: 25
This "weak-sided poem,"2 Qs was Keats later going to regard
"Isabella," sparkles with pathos when Isabel sets for herself
the task of disinterring iuvenzo's body. At night, accom=
panied by an old nurse, she leaves the castle in search of his
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tomb, Keats's sense for dramatic impact can be seen emerging
in the description he makes of Isabel as she shows the knife
she will dig with. The aged nurse is mystified at what is
happening and through her, the reader gets a splendid pic-
ture of the not so simple Isabel,

"What feverous hectic flame
Burns in thee, child? -What good can thee betide,
That thou should'st smile again?" 27

Isabel's search for her dead lover issreminiscent of Coleridge's
2
"woman wailing for her demon lover:%

She gaz'd into the fresh-thrown mould, as though
One glance did fully all its secrets %ell;
Clearly she saw, as other eyes would know

Pale limbs at bottom of a crystal wellj

Upon the murderous spot she seem'd to: grow,

Like %o a native 1lily of the dell:

Then with her knife, all sudden, she began

To dig more ferventir'than misers can.

Soon she turn'd up a soiled glove, whereon

Her silk had play'd inm purple phantasies,

She kiss'd {t with a Ylip more chill than stoney=
And put it in her bosom, where it dries

And freezes utterly unto, the bone

Those dainties made to still an infant's cries:
Then 'gan she work again; nor stay'd her care,
But to throw back at times her veiling hair.. 29

Shakespeare's sense of violence 1s echoed im this macabre
deeds

With duller steel than the Perséan sword

They cut away no formless monster's head,

But one, whose gentleness did well accord

With death, as life.. The ancient harps have said,
Love never dies, but lives immortal Lord:

If Love impersonate was ever dead,

Pale Isabella kiss'd it, and low moan'd.

*Pwas lovej cold, -dead indeed, but not dethroned.

eseShe calm'd its wild hair with a golden comb,

And 2lY around each eye's sepulchral cell
Poin%e% gach grigged iash; tﬁe smeared loam
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with tears, as chilly as a dripping well,
She drech'd away: and still she comb'd, and kept
Sighing all day -and still she kiss'd, and wept.30
Lorenzo's exhumed head she puts in a "garden=-pot" andw
&
ofer it set/ Sweet Basil, which her tears kept ever vet,"
This bwrial is a double one, for though physically alive,
she rejects her own life existing only to cherish the memories
of her destroyed love-affair, devoting herself to mourning
for Lorenzo's death:
And she forgot the stars, the moon, and sun,
And she forgot the blue above the trees,
And she forgot the dells where waters run
And she forgot the chilly autumn breeze; 52
Isabella has lost her life-instinet, she is not attached to
anything except to death,

She had no knowledge when the day was done,

And the new morn she saw not; but in peace

Eung over her sweet Basil evermore,

And moistentd it with tears unto the core. 33
The object of her attachment dies, and so does her desire
to: Iive..

For simple Isabel is soon to be

Among the dead: She withers, like a palm

Cut by en Indian for its julcy balm, 34
Keats describes her as having "gead eyes," incenssantly
shedding "a continual shower,”" Her brothers, puzzled at her
behaviour, steal the basil away from her, trying to discover
the cause of her sorrow. They empty the pot to find "The
thing was vile with g;een and livid spot/ and They knew it +
was Lorenzo's face." It is then that guilt and horror des-
troy them, Banishement from Florence, away from thelr wealth

and dispossessed of power, is the punishment they receive:
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The guerdom of their murder they had got,
And so left{ Florence in a moment's space,
Never to turn again. -Away they went,
With blood upon their heads, to banishment. 38
3
Isabel is doomed to "die a death too lone and incompete,"
Her last days, without Lorenzo and the basil, are spent in
melancholic pain.

And so she pined, and so she died forlorn,
Imploring for her Basll to the last. 40

The imagery in "Isabella" in an enlightening clue
to what Keats does in the poem. WTritten from February to April
1818, a period in which Keats was heading towards the mature
poetry he would write in less than a year, "Isabella" shows
his inexperience and his lack of control over the language.
The concision of phrase and the intensity achieved in
"The Eve of St. Agnes™ and in "Lamia" are not a feature in
J“Isabella.“ He was aware of it and with certain sober melan-
choly he announced that the poem was not good for the press.
Nonetheless there are enough elements in it to analyse whathe
was aiming at. And in approaching Keats's poetry, it should
always be kept in mind that he was writing with a definite
purpose: to do some good for society. Two months after
completing "Isabe}la“ he recoiged that he wrote "for
the relish of one's fellows;" his goal was to awaken man to
"the greater realj_ties of life," 2The reality he is putting

forth in "Isabella™ is the destroyal of love by an excessive
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concern for wealth and social power. Lorenzo's and Isabelts
love relationship is put to an end by her broﬁhers' greediness
vhom Keats attaches the label of "ledger men" intruding in
the lovers' "downy hest.“hu —

love for Lorenzo and Isabel is the equivalent of good
health,. of the exhuberance of life in summer-time; in short
it is all that opposes death. The following lines come
from Lorenzo's love declaration,

"Love! Thou art leading me from wintry cold,

Lady!. thou leadest me to summer clime

And I must taste the blossoms that unfold

In its ripe warmth this gracious morning time,"45
winter as compared to spring has been a tradi tional, almost
conventional, symbol of death, But it was no symbol for the
Keatses =-especially for Keats himself. The "wintry cold®
literally meant 1llness and death; consumption ran in the
family feverishly; the three Keats bro thers as well as
their mother died of it, the four of them in the winter.
His grandmother died in the winter too, but not of consumption,
Thus, the severe English winter had always been a threat for
all of them, especially for Keats who had to nurse his mother
and his brother Tom. Keats's knowledge of medicine made

more obvious what cold weather dié to the consumptive.

Thus every year winter-time was a time of emigration to
warmer places for Tom and John. It was only natural that

Keats feared the approaching of every winter; in December
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1819 he writes to his sister excusing himself for not having
risited her, since he feels "fearfule/s /t the weather should
iffect misthroat vhich on exertion or cold continually threat-
:ns me.” This was going to become almost an obsession for
1im; in his letters he constantly recommended that his ade
iressees be careful during the cold weather, as he does to
\is sister again two months later: "You must be careful i;ways
0 wear warm cloathing not only in frost but in a Thaw," 1In
‘he same letter he tells her that some Mr Davenport who was
mappossed to visit him could not do it on account of his
Having so bad a cold he could not stir out -so you seqd7'tis
;he weather and I am among a thousand.“l+8 Some months later,
te insists on the same recommendation: “Mind my adzice to
e very careful to wear warm cloathing in a thaw." To Fanny
jrawne he writes saying: "I shall be looking forward to
%alth and the Spring..." oand in another letter: "Be careful
£ open doors and windows and going without your duffle grey."
‘hese recommendations follow one after the other: "If this north
ast would take a turn it would be so much the better for
e."52"My dearest Love, You must not stop so long in the
old -I have been suspecting that window to be open," 3"Ybu
re gone out =you will be as ecold as a topsall in a morth
atitude -I advise you to furl yourself and come in a doors."
nd so it goes on and on asking everyone to beware of the
ad influence of the "wintry c¢old:™ In this light, love

or Lorenzo and Isatel means “summer clime," which is life.
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Lorenzo slaughtered, Isabel is at the mercy of deadly

vinter:

In the mid days of autumn, on their eves

The breath of Winter comes from far away,

OF some goid tinge, and piays a roundsley

0f death among the bushes and the leaves, 55

The warmth of spring 1s identified with vitality,
with life i%gelf. The couple of lovers is referred to as
"twin roses" stirred by zephyr -the healthy warm western
wind. Their love is described as "great happiness" growing
®"like a lusty flower in June's caress" reinforcing this
vay the creative power attached to spring and summer, Like
the lovers in "The Eve of St. Agnes," Lorenzo's and Isabel's
encounters are also staged by agreeable sense-impressions:

All close they met, all eves, before the dusk

Had taken from the stars its pleasant veil,

Close in a bower of hyacinth and muck, 58

The imagery around Isabel's brothers 1s quite dif-
ferent. They are described as "untired and pannier'd :ules
for ducats and old lies,“g"ledger men,"6o“Hot Egypt's pest,"61
“money-bagﬁ.ﬂézThey ave "men of cggel clay"6 with "bitter
thoughts" and "serpents' whine;" as they approach the site
whergéLérenzo is %o be'murdered, their fg;es look "sick and
van" while Lorenzo's "flush with love." On killing him,
they also kill Isabel. Love is then destroyed by society,
a2 society which in this case is portrayed as having one
single pursuits 'the accumula%ion of wealth. In Boccacio's

tale the brothers kill Lorenzo because he was unworthy of
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her, It was Keats who added the economic motive ;nd the
brother's intention of marrying Isabel to a wealthy noble.
It 1s most relevant to point out that the materialistic
so ciety the brothers represent is only superfieially
satisfied. They are proud of their "marble founts" but
"Every night in dreams they groan'd alouds" their dreams
turn real when "with blood upon their heads“6 they meet
thelr end.

It is no wonder that the modern reader finds "Isabella®
far from satisfactory in poetic qualities. Keats was doing
too many things at the same time and his experience as a
poet was not great enough to make the experisz+#{ a successful
one. For one thing, he wrote it right after "Endymion" which
shows the strong influence of Leigh Hunt. Keats no longer
wanted to echo Bunt and went to extremes in changing his
versification which explains his many flaws such as the
amateurish repetition of stanzas XVI and LIII. On the other
hend, he was interested in achieving contrasting effects
through antithesis, but he did not always succeed. Part
of the experiment depended on the fact that he felt otliged
to follow the conventions of the narrative genre using a
few Chaucerian~like digressions vhich are sometimes too
sentimental..

Hovwever, the poem was very much liked in the XIX

century. Sir Siéney Colvin, early this century still found
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it a "high-water mark in human f;eling,.and in felicity
o)

both imaginative and executive." Seven years later Amy
Lowel felt the poem to. be "a deplorable, unexplained re-
trogression in Keats's writing."71Keats himself, .a little
over a year after he wrote it, was conscious of its flaws:

I will give you a few reasons why I shall persist
in not publishing The Pot of Basil. It is too
smokeable, I can get it smoak'@ at the Carpenters
shaving chimney much more cheaply -Thére is too
much inexperience of live /for life _/, ané sime
plicity of knowledge in it -which might do very
vell after one's death ~but not while one 1is
alive. There are very few would look to the
reality.. I intend to use more finesse with the
Publice. It is possible to write fine things
sannot be laugh'd at in any way. Isabella is
vhat I should call were I a reviewer "A weak
sided Poemn" with an amusing soberesadness

about it, 72

Keats 1s right when he refers to its lack of finesse.
However, the reason this poem is analised in detail in
this thesis 1s not for its excellence in in craftmanship,
but for the attitude toward love that Keats reveals in it.
At the time Keats wrote "Isabella" he told Reynolds7
he was "glad at not having given away" his "medical Books"
and that he would go over them., This purpose, together
with the immediacy of nursing sick Tom, accounts for the
great number of medicine images that occur in the poem.
A string of images of medicine and disease runs
through the poem like a dark vein through marble
-a description of Isabella as thin and pale as a
young mother with a sick childj accounts of stifling
and pulsing and hallueinations and fever; pharma-
ceutical 'lore of distilling and compounding, of

poisonous flowers and strong potions; observations
of haemorrhage,. psychological shock, and consumption;
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a metaphor of amputationy and, finally, a detailed
pieture of a freshly exhumed corpse, perhaps recalled
from the dissecting room at Guy's two and a half years
before, 74
A month before, he had written to Taylor of his purpose "of
doing.some good for the world" through his poetry. The sick
world in "Isabella" and its images of medicine, death and
illness make Keats's statement that a poet should be a
7
"Physiclan to mankind® a meaningful one. The world was
sick due to an indigestion of false values. In "Isabella"
the world's sickness is suffocating it., Keats, the

physician-poet, craves to6 alleviate the pain,



CHAPTER V'
TOWARDS THE FULFIIMENT OF IOVE

Individualism 18 one of the major concerns of the
romantic., For him, the individual has preference over the
needs of society as a whole. Keats was no exceptionj he did
not disregard society -on the contrary, he wanted to do some-
thing for it- but he was deeply aware that society did dis-
regard the individual as such. Social institutions more
often than not vere based on assumptions totally foreign
to the nature of man. Individual dissatisfaction made
clear that something was wrong. It was the eternal para-
dox of men being irrationally blind-folded to the urges
of man. And thus was prejudice brought about -along with
the energy of some more enlightened men to fight against
it. Love -a creative attitude in life- was being hindered
by society in its efforts toward fulfilment, Keats thought.
It is the theme of individual love fulfilled in deflance of
a hostile society that the "Eve of St. Agnes" deals with.
As a matter of fact, it treats not only the fulfilment
of Jove, but its consummation and the forces that opposed to it.

The Scotch trip: had shown Keats the futility of li-
teral description for its own sake, From Scotland he
writes to his brother Tom that "descriptions are bad at all
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times™, "Scenery is fine -but human nature is finer."
8ince that summer he was never to elevate nature to a
central place in his poetry, and only rarely did he use
description as a filler -which occurred vwhen he did not
have a plan for the particular poem he was engaged in
writing at that moment, thus regressing to some of the
habits in his early poetry of describing nature with no
specific purpose in mind. However, one of the best
achievements in the "Eve of St. Agnes™ is precisely des-
cription, since Keats uses 1t to develop the theme and to
build up the atmosphere. The poem opens with a des-
cription of St. Agnes' cold eve -January 20.

St. Agnes' Eve -Ah, bitter chill it was!

The owl, for all his feathers, was a- cold;

The hare limp*d trembling through the frozen grass,

And silent was the fleck in wooly feld;l
Against this background, actually blending with it, a
beadsman appearss "numb were" his "fingers, while he

2
told/ His rosary", whose description helps build up the
atmosphere of coldness by making it visibles
«soWhile his frosted breath

Like pious incense from a censer o§d,

Seem'd taking flight for heaven...
He leaves the chapel where

The sculptur'd dead, on each side, seem to freeze.

Emprison'd in black, purgatorial rails:

Knights, ladies, praying in dumb orat'ries.

He passes by; and his weak spirit fails 4
To think how they may ache in icy hoods and mails.

He had scarcely walked "three steps" when *Music's golden
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tongue® violently interrupted the silence and his @?ayers.
That Keats wanted to make a contrast of_atmospherééiis
patent, by the way he refers to the music: "The silver,
snarling trumpets ‘gan to chide“.5 The poverty and reli-
glousity of the beadsman oppose the adjectives "silver"
and "golden", suggesting excessive luxury, -an overempha-
sis on the pleasures of the senses. The "snarling® of
the trumpets invade -"chide®- the stillness of the palace
chapels

The carved angels, ever eager-eyed,

Star'd, where upon their heads the cornice rests,

With hair dlown back, and wings put cross-wise og

their breasts.

Into these contrasting atmospheres, Madeline is in-
troduced as someone "Whose heart had brooded, all that
vintry day,/ On 10ve'.7 According to a medieval legend,
on the Eve of St. Agnes maidens would have a vision in
their dreams of the man they would marry, if they fol-
lovwed a series of ceremonies:

As, supperless to bed they must retire,

And couch supine their beauties, 1illy vhite;

Nor look behind, nor sideways, but require
Of Heaven with upward eyes for all that they desire.

[=-}

She too heard the music, "yearning like a God in pain",9
which keeps on being referred to in derogatory and pain-
ful terms. In the meantime, ™across the moors,/ Had come
young Porphyro, with heart on fire/ For Madel;ne.“lo It
is significant that both Madeline's and Porphyro's hearts
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are mentioned when they are introduced; Madeline's heart
has been brooding "on love" while his is described as
being “on fire" for her. Porphyro's "fire" suggests not
only passion but light, a light he has inside but that
is forced to remain in the dark. He is "Beside the
portal doors,/ Buttressed from moonlight,“ll and will be
constrained to move about dark places through the rest
of the poem. When he goes in the castle, the narrator
asks that "all eyes be'ului‘:l.’led,"'12 for the moment they
catch sight of him "a hundred swords/ Will storm his
heart, Love's fev'rous citadel."13 His heart is "on fire"
and is love's very same retreat -"citadel.® He is iden-
tified with love, Madeline brooding on 1it.

Like Juliet or Isabella, Madeline is surrounded by
a family in deadly quarrel with the family of the man she
lovess

For him, those chambers held barbarian hordes,

Hyena foemen, and hot-blooded lords,

ﬂhoi:sza:isdggge:o:%?.iﬁecrations howl

ga g

The imagery begins to take shape, thus defining the char-
acters.. The "smnarling" sound of the trumpets are audible
manifestation of the "Hyena foemen...Whose very dogs...
hovwl/’ Against his lineage.'1 Madeline's feasting family
like “barbarian hordes'l6 would destroy "Love's fev'rous
citadel,'17 if they discoviged his presence in the palace.

But in “that mansion foul® <there is one on friendly
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terms with Porphyro: Angela, Madeline's nurse, an old
“"beldame, weak in body and in stml."19 Porphyro, from a
dark corner -"hid from the torch's flame'zo =gpots her
and contrives to get her attention. She knows the mor-
tal danger he has exposed himself to, and tries to get
him to leave the palace:

'They are all here to-night, the whole blood-thir:Iy
~  racey-.
e

11 TN

‘Get hence! get hence! there's dwarfish Hildebrand;

'He had a fever late, and in the fit

'He cursed thee and thine, both house and land:

'Then there's that old Lord Maurice, not a whit

'More tame for his gray hairs -Alas me! flit!

'Flit like a ghost away.'?2l
But he presses upon her to the point of blackmailing her ~ —
psychologicallys

'Good Angela, believe me by these tears;

Or I will, even in a moment's space,

'Awake, vith horrid shout, by foemen's ears,

YAnd beard them, though they be more fang'd than
wolves and bears.'22

The woman, "weak...in soul,® surrenders to his wishes
and takes him to a closet next to her chamber. Madeline
is getting ready to go to b;ﬁ, “all akin/ To spirits of
the air, and visions wide."

Keats rapidly groving dramatic sense has staged mas-
terfully what would be the climittic act in the poem:
Offstage, in the higher chambers, Madeline's family,
having a loud party, are ready to kill Porphyro at the

least indication of his presence in the palace. Angela
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and the beadsman make penance for tgp sins of the world.
2

Madeline is in "the lap of legend"” hopeful to have her
visionary dream, while Porphyro gazes at her from her
closet. The situation has been thrillingly established
and Keats proceeds to materialize the setting., The
action will take place in Madeline's bower with a case-
ment in the backgrounds

A casement high and triple-arch's there was,

All garlanded with carven imag'ries

Of fruits, and flowers, and bunches of knot-grass,

And dismonded with panes of quaint device

Innumerable of stains and splendid dyes,

As are the tiger-moth's deep-damask'd wings;

And in the midst, 'mong thousand heraldries,

And twilight saints, and dim emblazonings,

A shielded scutcheon blush'd with blood of queen§6
and kings.

For the first time in the poem, bright colours are
introduced. The setting had been all black and white, ™
but all of a sudden Keats changes to colour. And an ex-
huberant polichromy it is. Just as Madeline enters the
room, and interplay of colour from the casement bathes -
hers

Full on this casement shone the wintry moon,

And threw warm gules on Madeline's fair breast,

As down she knelt for heaven's grace and boon;

Rose-bloom fell on her hands, together prest,

And on her hair a glory, like a saint-27
The contrast of atmospheres is reinforced by the first
two lines. Keats reminds us of the freezing gloom out-
side -"wintry moon®"- and then emphazises the shift by

having the cold silvery moonlight filtered through the
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casement which shades Madeline's breast with "warm gules.”
So-far Porphyro looks on her as an angel; her beauty causes
him to swoon, making him one of the cavalier company of
Troilus and Tristan:

And on her hair a glory, like a saint:

R S e T

She knelt, so pure a thing, so free from mortal taint.
But as she undresseés "Anon his heart rcvives."zgxeats =and
possibly the imaginative reader- vicariously enjoys the
scene, as he takes great care in describing the removal of
her garments., The moment she lets loose her hair, she
stops being an angel to become a voluptuous woman: "Of all
its wreathed pearls her hair she frees."30810v1y almost
tantal’iziilgly, Madeline "Unclasps her warméd jewels one
by- one.” Notice how Keats changes the ordinary adjective
*warm" to the past participle "warméd," suggesting not
only the action in process, but its completion. This
varmth is certainly an echo of “;arméd" Porphyro. As she
"Loosens-her fragrant boddice,"” Keats makes the most of
this: scene, delightedly stressing its slowness by the use
of the expressions “one by one" and "by degrees.”

Her rich attire creep;.;:gtg:g?:: her knees:

Half-ridden, like a mermaid in sea-weed, 33
Porphyro's senses are not only revived by what he sees,
but also by what he hears -the rustling of her.clothes
creeping down- and so are the reader's as he hears the

Lt7, the /p_7 and the [ s/ sounds coal*-»d with such
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vowel sounds .as /A7 and /I 7. In his first draft
Keats had used "siren® instead of “"mermaid," but not liking
the connotation of man being tempted to destruction, he
decided for the latter. So from one stanza to the next
Madeline has transformed her nature, to the eyes of Porphyro,
from that of an angel to the seductive one of a half-naked
wvoman, The process towards the consummation of love has
begun..

More ardent than ever, Porphyro is caught in a spell
of beauty, tinged with religious and erotic feelings:

Stol'n to this paradise, and so entranced,

Porphyro gazed upon her empty dress,

And 1isten'd to her breathing... 3%
He is in a paradise, but vormerely a spiritual one, since
his attention is quite on her “empty dress.” Once he has
made sure she is asleep, he gets busy carrying on with his
Rstratagem.” S

Then by the bed-side, where the faded moon

Made a dim, silver twilight, soft he set

A table, and, half anguish'é threw thereon

A cloth of woven crimson, go{d and jet:35
Even in his ecstasy, he has not forgotten the mortal presence
of the feasting guests, he is definitely afraid:

«eothen from the closet crept,

Noiseless as fear in a wide wilderness.

And over the hush'd carpet, silent, stept...36
Keats had learned how ta create suspense in his narrative,
And as reminder of the danger hanging over Porphyro, music

from the feast is heard. "0 for some drowsy Morphean amulet,”
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cry both xegts and Porphyro:

The boisterous, midnight, festive clarion,

The kettle-drum, and far-heard clarinet,

Affray his eaws, though but in dying tone: 37

The hall door shuts again, and all the noise is gone.

It vas a false alarm, but the effect has been successful.
The reader is kept in expectation from both the device and
the vay Keats handles it, The structure of these five lines
are a testimony of his craftmanship. The first is the
startled reaction followed by the explanation of what had
happened in the next three lines and it is not until the
last line, the second half of 1it, that we know the danger
is gone, if -momentarily., Keats, in administering his in-
formation keeps to the very end the most important part of
it. The "boisterous™ snarling does not wake her up:

And still she slept and azure -1idded sleep,
In blanched linen, smooth, and lavender'd...38

The impressions of tone -for they are not of colour-~
multiply as does the sexual imagery. Porphyro can not
divert his attention from her bed; the blanched smooth
lavendered sheets are an appealing invitation to touch them.
With these impressions he goes on setting the table:

he from forth the closet brought a heap

Of candied apple, quince, and plum, and gourd;

With jellies soo‘her than the creamy curd,

And lucent syrops, tinct with cinnamon;

Manna and dates, in argosy transferr'd

From Fez; and spiced dainties, every one,

From silkenrr Samarcand to cedar'd Lebanon. 39
This delicate food is served on equally appealing plates:

These delicates he heap'd with glowing hand
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On golden dishes and in baskets bright

0f wreathed silver: sumptuous they Stand

In the retired quiet of the night,

Filling the chilly room with perfume light. 40
Finally he finishes making true the ®"visions of del;ght“hl
that accoiging to the legend would accompany the "soft
adorings" from the man whom she would supposedly wed. The
room really works up to the dream-expectations of any maiden.
The soft moon-beams-are broken through the casement into a
pattern of dream-like hues. Madeline lies asleep, seductively
surrounded by the semi-trag:garent curtains of her bed. ©On
the "crimson, gold and jet"™ table-cloth lie exotic and
colourfa% dainties "£111ing the chilly room with perfume
light." It is a fantasy in colour, light, texture, and
perfume.usxeats has created beauty -"the sense faints pictur-
ing 1t"- to be the setting of an act of love -~the same process
as in "0de To Psyche" vwhere he bui}ds up impressions of beauty
*to let varm Love in," ”

The setting for the climactic scene 1s ready. Porphyro
tries to awake her:

'And now, my love, my seraph fair, awake!

"Thou art my heaven, and I thine eremite.

'0;°§egﬁ:§ingrgzgz’bzgid:e:gegt.Sgg:;s;o:ikgAth ache.'u6

As his words will not wake her up, he dares touch h;er
pillow: "his warm, unnerved arm sank in her pillow," while
the visual impressions keep growing about them: "The lustrous
salvers in the mogglight gleam;/ Broad golden fringe upon

the carpet lies." His excitement growing, he plays her lute:
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"Tumultuous seeClose to her ear touching the melodys

Wherewith disturb*d, she utter'd a soft moan:

He ceased -she panted quick- and suddenly

Her blue affrayed eyes wide open shones

Upon his knees he sank, pale as smooth-sculptured stone.49
The visual composition is one of remarkable beauty; a.static
silent beauty where he is as motionless as a stone statue
harmonizing with the "azure" of her eyes.

But despite Porphyro's efforts to make reality as
beautiful as the dream of Madeline, he fails, When she awakes,
reality is not as beautiful as the images she has been having
in her dreams.

There was a painful change, that nigh expell'd

The blisses of her dream so pure and deep

At vhich falr Madeline began to weep,

And moan forth witless words with many a sigh.50
For in her dresm Porphyro looked better than he is:

YAh, Porphyro!' sald he, 'but even now

"Thy voice was at sweet tremble in mine ear,

'Made tuneable with every sweetest vows

*And those sad eyes were spiritual and clear:

'How chang'd thou art! How pallid, chill, and drear!

1Give me that voice again, my Porphyro,

'Those looks immortal, those complainings dear! 51
But nonetheless she loves him, and whatever the actual images
of her dream were, we can guess on their nature.
of her dream vere, we can guess on their nature. The "soft
adorings"™ she was having in her dream were of a sexual kind,
as she cries to hims

Oh leave me not in this eternal woe,
'For if thou diest, my Love, I know not where to gol 52

Keats himself referred to her as a woman "in such state"

that only a:"eunuch would leave her unsatisfied.® Her words
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have the effect she wants: he is not able to restrain him-
self, "Beyond a mortal man impassion'd far at these volup-
tuous accents, he arose.” The verb "arose® vividly communi-
cates Porphyro's sexnal excitement.. The act of gazing at
her taking off her clothes plus her "voluptuous accents®
have made his senses reel: he is "Ethereal, flush'd and
like a throbbing star® trembling with: excitements "Into her
dream he melted,. as the rose/ Blendeth its odour with the
violet.-'sslnd thus the sexmal. consummation of their love
takes place..

Keats does not frown upon their sexual experience, the
imagery accounts for it. When it first occurs to Porphyro
to make her dream come true, Keats refers to the idea as
®"a full-blown rose.” Though we can not say that Madeline
would have accepted any sexual advancements had the circum—
stances been different, we can assert Porphyro does not force
her,. especlally vhen she herself was really conjuring it up.
The consumrmation 1s not a violent one, as a matter of fact
Keats puts it inm gentle terms.. The fragrance of two flowers
blending, the ocutcoms a “Solution sweet."™ In the original
version of the poem,Keats delights over the scene and des-
cribes it in more detail. The following lines were rejected
by his publishers on moral groundss

Rave mond mer Thoart to hoart ioea ot

the dark winds blow, 57
Unfortunatelly, these lines were found unfit for young ladies
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to read, and Keats had to leave them out -very much against
his will- in the published version, It is unfortunate
because the lines are suiltably graphic, and the rhythmical
use of monosyllables combined with the whispering and panting
effect of the [z 7, the /' h 7 and the [ d _7 sounds convey
the experience in a masterful way. This climactic scene is
framed by the strong music of the wind blowing against the
casements

«someantime the frost-wind blows

Like love's alarum pattering the sharp sleet

Against the window-panes; St. Agnes' moon hath set. 58

"St. Agnes' moon hath set"™ and so have their ardent
feelings. St. Agnes' malden's eve 1s gone as well as
Madeline's maidenhood. "The Imagination may b;gcompared
to Adam's dream ~he awoke and found it truth." Madeline
like Adam, awoke to find her dream "truth." The moon, goddess
of chastity, has set and Madeline's guilt rises as Porphyro

tells her it has been no dream:

'No dream, alas! alas! and woe is minel

'Porphyro will leave me here to fade and pine.-

'Cruel! what traitor could thee hither bring?

'I curse not, for my heart is lost.in thine,

‘Though thou forsakest a deceived thing;=

'A dove forlorn and lost with sick unpruned wing.'60
But Porphyro assures her that his love is real and asks
her to elope with hinm.

'The bloated wasalllers will never heed:-

'Let us away, my love, with happy speed;

'There are no ears to hear, or ejyxs to see,-

'"Drown'd all in Rhenish and the sleepy mead:

VAwake! arise! my love, and fearless be,
'For o'er the southern moors I have a home for thee. 61
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Her agreement is only tacit as she does not reply, but

She hurried at his words, beset with fears,
For there were sleeping dragons all around, 62

.And so they leave "that mansion foul®

And they are gones aye, ages long ago
These lovers fled away into the storm. 63

Their love has overcome the obstacles that hindered its
fulfillment. “Heart to heart," his "love's fev'rous
citadel” and hers brooding "on love, they will project

themselves creatively, as a "full blown rose" does.

2

St. Agnes' eve is a wish-fulfilling eve. It is a night
vhen Porphyro and Madeline's dreams and wishes are brought
to the height of reality -and through theirs Keats's as well.
If "Isabella™ is a case of love destroyed, in "The Eve of
St.. Agnes" Keats deals with love fulfilled. Both romances
have in common young lovers whogse love is threatened by those
around them.. However Lorenzo and Porphyro do not stand
on the same terms, They are both hated by their lady's
family, but while Isabella's brothers oppose Lorenzo because
he is a servant, and a poor one, in the case of Porphyro we
do not know why he is rejected.. He is referred to as a noble
knight, and in possession of wealth, The apparent dispute
between his house and that of Madeline’s is not accounted
for. But the hatred felt by Madeline's family is clearly
stressed by Keats. They are characterized by an imagery
of brutal, animalistic destruction -and not only Madeline's
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house, but those in association with them. They are "barbarian
hordes" threatening "Love's fev'rous citadel." They are that
vhich opposes Porphyro's pursuit; it is the universal struggle
between hate and love, destruction and creation.

The 1dentification of the characters with opposing
attitudes is accomplished from the very beginning and carried
on to the end of the poem. Madeline's family and the feasting
guests are "hyena foemen,"6h "hot blooded 1022,"6 "a hundred
swords" to "storm his / Porphyro's_/ heart." They can be
paralleled to the decaying society portrayed in the "Ode
to a Nightingale" "where men sit and hear each other groan,"
vhere palsy has taken hold of men, and turned them into a
strangling society, unable to project themselves creatively.
If "The Eve of St, Agnes" is viewed as a semi-allegorical
poem, the feasting guests represent society , or a faction
of it, in complete opposition to individual creative attitudes.
Porphyro and Madeline stand for love and beauty seeking mutual
fulfilment. Their search is inhibited by society.

It is inhibited in such a way that love, in order to
-exist, must be hidden in the darkness. This is what Keats.
contends in "The Eve" and to this purpose he confines Por-
phyro to move all the time about dark places. He is intro-
duced standégg by, at the palace entrace "Buttres'd from
moonlight.” Once he is inside he is "hid from the torch's
flame" and must move subreptitiously:

He follow'd through a lowly arched way
Brushing the cobwebs with his lofty plume, 70
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Love is confined to "a 1little moonlight room,” a dungeon not
fit even for a criminal: "Pale, lattic'd, chill and silent
as a tomb.“72There bhe is to remain, afraid of being caught,
and vhen he leaves his dungeon in the pursuit of love and
beauty, he must go "through many a dusky gallery."

The individual, wishing creative fulfilment, is haunted
by a society which is in full command. If Porphyro (love)
must be set in darkness, society bursts in "argent revelry."
While Porphyrosand Madeline's sexual consummation is.an
integrated act, the feasting guests dwell only upon the
animalistic abuse of the senses, as shown by their audible
manifestations: "the silver, snarling trumpets ¥Ygan to chide,"
and "the music, yearing like a God in pain.” 6They live in
a "mansion foul™ and their possessions are destructive:
their “very-doys would execrations howl/ Against his lineage?Z
They are sickly: "dwarfish Hildetrand; he had a fever late,
and in the fit/ He cursed thee and thine,_poth house and
land,“78they are men who "will murder upon holy days"79and
"More fang'd than wolves and bears."80

Their love consummated, the young lovers will leave.

The "boisterous" music has quieted down, "gge bloated
wassaillers™ are "Drown'd all in Rhenish." They fly
haunted by the spirit of the "mansion foul" which takes
real foul dimensionss

A chain=droop'd lamp was flickering by each door:

The arras, rich with horseman, hawk, and hound,
Flutter'd in the besieging wind*s uproar; 82
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*Those lovers fled away into the stggn“ which is only "Of
haggard seeming, but a boon in%ﬁ?du since it is reallﬁs?n
“elfin-storm from faery land.® The "sleeping dragons" 86
are left behind to decay in their own "weariness and fever."

That night the Baron dreamt of many a woe

And all his warrior-guests, with shade ané form

0f witch, and demon, and large coffin-worn,

Were long be-nightmartd. 87
®"And they" -the lovers- “are gone," consummated love is gone
from “the whole blood thirsty race" towards its fulfilment.

Love has escaped estrangulation.

3

The strong and emphatic affirmation of sexual love
as a vwgy towards self-fulfilment is an indication of Keats's
rebelliousness against the traditional morality of his time.
Hide-bound institutions required self-denial from man when
oply self-fulfilment could lead him to the creative projection
of his humanity as a whole. It should not be implied, however,
that Keats favoured dissipation ~he was far from regarding
women as mere sexual objects, the way Brown, his closest friend,
approached women. In fact, he often chid Brown for having
sexual relations with his maid, condemning it on the ground
that he was only using her to satisfy his masculine needs
without putting any love in it. Porphyro is no raper in the
same way as Madelingeis not a latent prostituto? as Earl
Wasserman believes; their sexuality was in harmony with

their other capabilities which made of their expsrience a
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reaction of their human nature as an integral unit. That
they overcome conventional values in the fulfilment of

their love speaks for Keats's attitude toward social
institutions.



CONCLUSION
"LOVE IS MY RELIGIOR"

Natural beauty has inspired many poets. Keats is a-

mong them. But to him the beauties of nmature speak of

truth, & truth which Keats calls love., His attachment to

the natural world is & pleasurable one, at the same time that
it is a source of inspiration and wisdom. Keats calls it
wisdom because it is a deep revelation, an insight into the
mysteries of life. The function of & poet, in the Keatsian
conception, is to deliver the wisdom elaborated by the poet's
masings; thus for Keats natural beauty is the poet's poet
since natural beauty is the original giver of the poet's
wisdom, The "most noble tenderness" of nature, &8 he refers
to it, is his direct source of wisdom, which he translates ip—
to love, as discussed in Chapter II. But the beauty ofr: "na-“
ture being perishable poaed the problem of finding undecaying

and everlasting beauty. He finds in artistic beauty the

solution to this problem and in his desire to create sources

of love that will transcend life, he ambitiously gives him-

self the job of adding "a mite" of his own to the already

existing artistic beauty.

And he writes to make of his poetry a love companion
to the man of all times. Chapter III deals with the comfort
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he expects to offer man through his poetry. His "Grecian

wl

Urn® is a "friend to man,"® and as he announces in "Sleep

and Poetry" he will inspire man to honesty and mirth; his

poetry would be tender consolation in -times of stress.

However, the statements made in his early poetry are a

mere promise, or more so & vow, With this purpose of inspir—
ing men into a creative attitude, he decides to write

only when he feels he has something to say.

I have come to this resolution -never to write for
the sake of writing or making a poem, tut from run-
ning over with any little knowledge or experience
which many years of reflestion nay perhaps give me;
otherwise I will be dumb.

This, he feels, is necessary if his poetry is to be a source

of wisdom. The ardent promises he makes in "Sleep and Poetry"
he fulfills in the next three years, especially in 1819.

Let man, he says,

«seTead a certain Page of full poesy or distilled
Prose, and let him wander with it, and mse upon it,
and reflect upon it, and bring home to it, and
prophesy upon it, and dream upon it, until it becomes
stale -but when will it doso? Never.

He sees poetry as a way towards immer growth, as a "delicious
diligent Indolence®? which can be prolonged indeterminately.

How happy is such a voyage of oonception, what deli~
cious diligent Indolence; A doze upon a sofa does

not hinder it, and a nap upon Clover engenders ethe-
real finger pointings- the prattle of a child gives
it wings, and the converse of middle-age & strength to
beat them-a strain of music conducts to "an odd angle
of the Isle", and when ghe leaves whisper it puts a
girdle round the earth,

This way poetry will improve human nature and will operate
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creative changes for the benefit of the world. Clearly

Keats is referring to a man who has developed a passionate
attachment for literature, but even he who has not done so
will “Benefit.... by the great Works to the Spirit and
pulse of blood by their mere passive ex:i.s*l:ence."7 He does
not explain clearly his reasons for this belief, but we may
presume that he refers to the influence that those who have
benefited in & fuller way from & "Page of full 1='c>esy"8 have
over the passive men who will have to be prophesied upon.
The world for Keats is basically being modified by a
big universal struggle between life and death., Chapters
IV and V are a discussion of the nature of this struggle.
Keats, anticipating the findings that Psychology would put
forth over half a centry later, foresees love as the only
condition suitable for man's harmonious existence, both
with himself and with society. Hate is any deviation man
takes from creative action; it is a distortion of the supre-
me human value, As it was observed in Chapters IV and V,
love and beauty, symbolized by the two couples of lover's,v
fight their way towards fulfilment. Society is portrayed
as bdlind to the needs of man, as an aggressive and sickly
majority in possession of full power to decide on what right
or wrong is. In "Isabella® love is defeated, while “The Eve
of St. Agnes® stages the victory of love in the form of
erotic attachment. In both poems,society ends destroyed as
a consequence of this adhering to & destructive force: hate,
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Isabel is destroyed as her attachment in life is limited

to one area: the erotic. It is this limitation that makes
her life-instinct too weak; her fragile creative attach-
ment is destroyed and, as a result, she dies. Her brothers
are even more limited for they are only attached to

wealth and pover which 1s a destructive bond as it excludes
other objects of attachment. The allegorical interpre-
tation in these two poems may be questioned and doubted.
However, to support the validity of our approach to the
two poems, we quote the following lines from Keats him-
self which are self-explanatory..

esee All I can do is by plump contrasts
-Were the fingers made to squeeze a guinea or
a vhite hand? <Were the Lips made to hold a pen
or Kiss? 9

These tve poems contradict the common belief that
Keats is not interested in the world's affairs. He is not
as interested in polities and economics as to make of them
recurrent themes in his poetry, the wvay Byron and Shelley
do. But as discussed in Chapters IV and V, he does not
disregard social conditions; however, he is more prone to
bring them up. in his letters than in his poetry:

I would sooner be a wild deer than a Girl under

be & w11 hog than be b oosasion Lale y of

a Poor Creatures pennance before those execrable
elders. 10

"Isabella® is a case of love against hide-hound institutions

7
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with acrid comments on the nature of the prevailing eco-
nomic system; the theme of "The Eve" is love against
social prejudice.

The richness of Keats's sensory perception has often
been the cause of his being labelled as a mere sensuous
poet with no direction or aim other than the mere recreation
for the pleasure of the senses., This is an erroneous
conception which happily is being corrected in the last
four decades. His conception of life is well thought out.
He regards the world in process towards a strength gning of
the life-instinet. His violent rejection of the destructive
forces in society do not deprecate humanity; he rages against
these forces in some of his poetry and letters, but he at-
tributes men's short-sightedness to a lack of perception
into the nmature of man's heart: " the world is very young
and in a verry /8ic/ ignorant state-We live in & barberous
age."n
On this he blames the existence of "hyena foer:en"l2 and "pan~
nier'd miles,"!3 which implies his acknowledgement of the
under-developed state of some men who being human act like
beasts. He is not looking down upon the animal world, by
any means, animals react as such and do not harm anyone, but
he considers it beneath man's huzan stature to react like an

animal, He distinguishes the degree to which every ran has
developed himself,
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eee I compare human life to a large Mansion of

¥any apartments, two of which I can only describe,
the doors of the rest being as yet shut upon 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
notwithstanding the doors of the second Chamber
remain wide open, showing a bright appearance, we
care not to hasten to it; btut are at lergth imper-
ceptibly impelled by the awakening of this thinking
principle within us- we no sooner get into the

second Chamber, which I shall call the Chamber of
MYaiden-Thought, that we become intoxicated with the
light and the atmosphere, we see nothing but pleasant
wonders, and thirk of delaying there for ever in de -~
light: However among the effects this breathing is
father of is that tremendous one of sharpening one's
vision into the heart and nature of lan- of convicing
one's nerves that the world is full of Kisery and
Heart-break, Pain, Sickness and oppression- whereby
this Chanber of l'aiden Thought becomes gradually
darkn'd and at the same time on all sides of it many
doors are set open -but 21l dark- all leading to
dark passages- Ve see not the ballance of good and
evil. Ve are in a Mist., Ve are now inIXhat state-
VWie feel the "burden of the lLystery“...

So he thus far knows two stages of human development: the
pre~thinking stage where man is still an infant with few ca-
pebilities developed,and the thinking stage where "Pleasant
wonders" are overcome by “"Kisery and Heartbreak, Pain, Sick-
ness and oppression.” Perhaps he was still in the infant
chamber when in November 1817 he writes the following advice
to Reynolds: "Why dond't you, as I do, look unconcerned at
what may be called more particularly Heart-vexations? They
never surprize /eic/ me- lord! A man should have the fine

point of hie soul taken off to become fit for this world,n"l’
There is no reason to doubt his sincerity, especially because

at the time he writes it he has just spent & relatively un-
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troubled period of time; in fact at the time he writes it
he is satisfied at the prospect of finishing Endymion
within the time-limit he set himself., But as he definitely
moves to the Chamber of Maiden-Thought, things were going
to look different. What he now lightly calls "Heart vexa-
tions,® two years later are going to burn him when small
misunderstandings arose between him and Fanny Brawne. That
same day- Nov, 22, 1817- he writes about " What occassions
the greater part of the World's Quarrels?"

ees Simply this, two Minds meet and do not understand

each other time enough to prevent anylghock or sur-

prise at the conduct of either party
Scarcely five months later, already settled down in the
Chamber of kiaiden-Thought, "the World's Quarrel's,® and the
inexperience of life that motivates them, have changed to
the "Misery and heartbreak’ with doors"leading to dark pas-
sages." It is a crescendo which reaches its climax in
"The weariness, the fever and the ;t‘ret/Here"rl Vhere he
expresses the painful feelings involved in his attachnent
to a callous world, g
It is the same world he perceived in the early days when
he wrote "Sleep and Poetry" wondering if he will "bear/The

o'erwhelming sweets/ 'twill bring to" him "the fa.ir/la-
i
Visions of all places.' At this early stage he takes vows

to become a happy priest of poetry, his house being "a

poet's house who keeps the keys of pleasure's ‘I:emple."19
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He presents his life as a sacred offering in sacrifice to
Apollo:
eee that I may die a death
of luxury, and my young spirit follow
e e m, o™he £7eRt hpollo
H
And to the end of 1817 Keats contemplates death, tut as
something that can prevent him from writing the poetry he
wants so eagerly to write; the probability of an early death
oppresses him: "My spirit is too weak, mortality weighs
heavily on me like unwilling leep"21 He sees himself dying
“Iike a sick eagle looking at the sky"22 In dune 1818 his
growing involvement with the idea of death is expressed in
his viewing it as "the glory of dying for a great human pur
pose."23 Keats exposes his feeling of loneliness and loss
as something that has haunted him since his infaney. As was
mentioned earlier, the end of 1818 with the death of his
brother Tom marked the total desintegration of his family
ties, which though precarious had meant a great deal to him:
My love for ry Brothers from the early loss of our par-
ents and even for earlier l.u.sfort}mes h%i grown into ™
an affection 'passing the Love of Women'
In May 1819, he gives way to his desolation, his frustration
and anger: his early optimism towards the world has turned
into bitter disappointment; this hate-energy he releases in
"0de to a Nightingale," where he grieves in utter despair

over the failure of men to establish creative attachments
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with the world. There is no beauty in the world: "I
cannot see what flowers are at my feet"?? and communi-
cation is poor and unsuccessful: he can not see, and
at his best he can only guess; the world, as well as
the poet, is consuming itself., Escaping from it is
what the poet does, an escape which threatens to be

total: "Now more than ever seems it rich to die."‘?6
Bat his strong death-wish is balanced by an even

stronger desire to live, and an awareness of his self-
destructive drive:

I have a horrid Morbidity of Temperament which

has shown itself at intervals- It is I have no

doubt the greatest Enemy and stumbling block I

have to fear - I may even say that it is likely

to be the cause of &y disappoint;ﬁnt. However

every ill has its share of good.
This positive side of hardship is rooted in the belief
that "difficulties nerve the Spirit of a lan. n28 EKeats,
then, accepts suffering and pain on the basis that man
has & great deal to learm through them. Thus the nature
of his attachment to the world lies not in the fact that
everything is smooth and agreeable; life offers a duality
of opposite experiences: joyful ones and painful ones.
And, for Keats, love for life is also expressed in accepting
the difficulties of life as well as the pleasant experiences
it offers.

The first thing that strikes me on hearing a
¥isfortune having befallen another is this. " Vell
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it cannot be helped -he will have 3§ pleasure of
\.trying the resources of his spiritt'<?

Notice the way he approaches it: difficulties should be
taken as a blessing rather than-as a curse. It is implicit
in his statement that hardship will bring along the energy
to overcome pain or to &ccept it. It is in this sense that
Isabel is a weak character, she does not txry to overcome her
grievance which then overcomes her instead. She feels happy
and satisfied as long as everything goes the way she wants

to, but Keats says:

Circumstances are like clouds continually gathering

and bursting -While we are laughing the seed of some
trouble is put into the wide arable land of events
-while we are laughing it sprouts is /for it/ grows .,
and suddenly bears a poison fruit which we must pluck-

When Keats was faced with problems, he always tried to
come to some sort of harmonious determination. He would put
himself together and face the situation courageously. His
“gstumbling block,"” as he called it, was his "morbidity of

temperament, 31

which was partly the outcome of his so much
developed imaginative powers. He himself recognized that
his imagination turned out to be destructive when he brooded
too mch upon the evils of the world. His capability for an
objective analysis of his character is often surprising, as
it is the explanation he gives to Brown about his problems:
Imaginary grievances have always been more my torment
than real ones, You know this well. Real ones will
never have any other effect upon me than to stimlate

me to get out of or avoid them, This is easily ac-
counted for. Our imaginary woes are conjured by our
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passions, and are fostered by passionmate feeling;

our real ones come of themselves, and are opposed

by an abstract exertion of mind, Real grievances

are displacers of passion. Theyimeginary nail a

man down for a sufferer, ag_on a cross; the real

spur him up into an agent,
Real problers make him avoid the creation or exagreration of
imaginary ones. The solution he gave to the crisis reflec-
ted in "Nightingale" - the strong death wish- is dual: on
one side he probably accepted it as & way towards gaining
inner-strength and on the other, the griewvances in the ode,
though real, were made to have enormous and overpowering
dimensions due to an over-ecrphasis of his imagination. But
the poem rem2ins as & source of love for the reader willing
to ¥"greet it with the spirit,"33 and as evidence of the at-
titude of the poet towards tze need of love and beauty.

Eeats's life, as is clesar by now, was not ecasy. He nad
to face many hard blows a2nd of so many kinds., But zis strong
nature and the efforts he made to project himself creatively
fortified his life-instinet. In this sense his attachment
to love and beauty is a direct comsequence of a need to negate

to overcome the sordid. It can be esserted that his
main themes and supreme values were love and beauty. EHe hated,
but what he hated was ugliness, and base actions., He succeeded
most of the times in directing his aggressive tendencies to

that which he did not consider creative., His kersh words ap-

ply more to the attitude of rzan, than to man himself, State-
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ments such as "I am certain of .nothing but of the holiness
of the Heart's affections..."3% and "the eternal Being, the
Principle of Beauty, and the llemory of great 'men"35 reveals
the way he rezards the world, both as man and poet, It is
not surprising to hear from the man who uttered, "I could'nt
live without the love of my friends,® 36 the statement that
the " first political duty of a Man., is the bhappiness of his
friends."37 In a letter to Fanny Brawne, he refers to his
love for life as ean attachment, the term selected to define
love in this thesis: "ILike all 8inners now I am ill I philoso-
phise aye out of my attachment to every thing, trees, flowers,
thrushes Spring, Summer, Claret & ¢ & c..."38 In the follow
line.
we can clearly see his rejection of the sordid:
.cowe must bear ( and my Spleen is mad at the
thought thereof) The Proud lians Contumely. O
for a recourse somewhat human independant of
the great Consolations of Religion and undepraved
Sensations—- of the beautiful the poetical in all
things- O for a Remedy gga.inst such wrongs within
the pale of the World!3 !
or as he says in the lines of “"Oh How I love:"
«es far —far away to leave
All meaner thoughts, and teke a sweet reprieve
From little cares; to find, with easy ques‘l:q_0
a fragant wild, with Nature's beauty drest,
or in "Grecian Urn" when he sets the idea of 0ld age against
the eternal existence of the urn:
Vhen old age shall this generation waste,
Thou shalt remain, in midst if other woe
Than ours, & friend to mn,4

One of Keats's "axioms™ in poe'rr vefers o the intensity
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of art: "The Excellence of every Art is its intensity capa-
ble of making all disagreables evaporate,"2 This axiom he
applied to both his writings and his life, and it should not
be surprising; if some artistic works can be studied without
the need to know anything about the author, Keats is the op-
posite. For him, his own life and poetry were the same thing
since his highest goal in life was to write good poetry.
Keats tried hard "To make all disagreeables evaporate" and
he did, except for consumption. Psychoanalists would perhaps
call it a defense mechanism, the one called reaction formation.
Dr. Charles Brenner defines it as:

eeso & mechanism whereby one of a2 pair of ambivalent

attitudes, e.g., hate, is rendered unconscious and

kept unconscious by an everemphasis of the other, which

11;2 :giagﬁm%;elzggldc:zeige%y ggglggzgs%o:gess

’ ’

by compliance, pleasure in dirt by neatness and cleanliness
and so on, yet the missing attitude persists uncon_sciously.43

A reaction formation or not, Keats strongly affirms the non-
sordid side of life: “Gorge the honey of life,"44 he writes
to Reynolds,

And not only does he affirm a beautiful and loving life,
but he becomes one with it. Socrates and Jesus he admired
because he considered them to be among the few who were able
to deny their selves to be one with the world. However, he
did not think of Christ as God, and much as he admired him,
he could not agree or believe in Christianity as a religion.
He believed in the existence of a soul and in its immortality.
There had to be another life to compensate for the suffering
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of this one, he thought. But as to having a religion as a
means of arriving at truth, Keats had substituted poetic
imagination. He depended on beauty to find truth. And
about belonging to a religion, he wrote to Fanny Brawne:

I have been astonished that Men could die lartyrs for
religion. I have shudder'd at it. I shudder no more

=Icould be mertyr'd for my Religion- Love is gz religion.

I could die for that. I could die for you yzu. T Ly Creed 1!s

love Love and.you are its only tenent,
Thus his religion was love and beauty. And in this sense he
was a very zealous faithful. As a lover he tried to break
through his isolation and to establish an attachment with
some kind of loving object. And Keats did break through his
own isolation. His selfless capability allowed him to
identify with almost any object.

This capacity for identification is not given to

all people. I confess I cannot decide in my own

mind whether love is determined by identification

or identification by love. All that I am sure of

is that they go together., 46

Such is the value Dr. Kenninger gives to identification.
"The poet is the most unpoetical of all tbings,"47 Keats as-

serted. The poet has no self, Or perhaps it would be bet-
ter to say that he partakes of the identity of many selves.
Dr ¥enninger, as we pointed out in the first chapter, says

of this capability of the human being to identify with the
world around him that it "leads by extension to a wish for
fusion. w48 The accomplishment "of this fusion is the object
of the love impulse. To promote it in every known way is the
prescription for happier living. w9 As a result of fusion, he
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adds that

We shall have realigned our faith in God to include
more faith in human beings, and extended our identi-
fications to include more ﬁrothers, more sisters,
more sornis and daughters in a vastly wider family
concept. 50

or in the words of Plato, "love 1s the desire of the whole,
and the pursuit of the whole is called love." It was
this pursuit of the whole that Keats wished to promote
through his poetry. "I have loved," he says from his
death-bed, "the principle of beauty in all things.“szLove
and the beautiful were his religion.
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