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Samuel Taylor Coleridge
’ THE POETRY OF PHILOSOPHY

Abstract
"This thesis attempts to show a continuum between the

poetry and philosophy of Samuel Taylor Coleridge.

fort to make concrete that abstract. It demonstrates how

this method links Coleridge's poetry and philosophy.

into five major constructss dichotomy, synthesis, corres-

philosophical, all five constructs are in evidence in the
poetry. Dichotomy and synthesis Coleridge first develops
in poetic terms., Correspondence, progression, and trans-

lucence he formulates through an interpenetration of phi-~

expresses the constructs symbolically rather than didacti-

'g cally in both poetry and philosophy.

Chapter 1 deals with Coleridge's characteristic method,

an initial perceptioﬁ of the abstract, and a subsequent ef-

3 Chapters 2, 3, 4, 5, and 6 divide Coleridge's thought

l' pondence, progression, and translucence. Although primarily

losophical ideas and poetic images. Furthgrmore, Coleridge

g Thus, this thesis concludes that the continuum between

Coleridge's poetry and philosophy takes the form of "a
3 poetry of philosophy."
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Samuel Taylor Coleridge
THE POETRY OF PHILOSOPHY

Résumée

3

Cette thdse essaie de démontrer la continuité entre

~1la poésie et la philosophie de Coleridge.

Le prem?er chapitre traite de la méthode charactéris-
tique de Colé;idge. c'est & dire, une perception initiale
dé 1l'abstrait, et un effort subséquent de concrétiser cet
abstrait. I1 démontre comment cette méthode fait le lien
entre la poésie de Coleridge et sa philosophie.

Les chapltres 2, 3, 4, 5 et 6 partagent la penséé de
Coleridge en cing catégories majeures - dichotomie, synthdse,
correspondence, progression et transluéi&ifé. Quoique
principaleﬁent philosoqﬁiques,toutes les catégories se re-
trouvent dans la poésie. Coleridge developpe, premiBrement,
en termes poétiques la dichotomie et la synthise. Ensuitg,
i1 formule & travers une interprétation d'idéés philoso-
phiques et d'images poétiques la correspondence, la pro-
gression et la transluci?fié: En outre, Coleridge exprime
les catégories de fagon symbolique plutdt que didactique
soit qu'en poésie qu'en philosophie.

Ainsi, cette th2se amrive & la conclusion que la con-
tinuité entre la poésie et la philosophie prend la forme
d'une poésie de la philosophie.
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INTRODUCTION 3

Art is the only true and eternal organ and doc-
ument of philosophy, which always and continually
proclaims anew what philosophy cannot outwardly
represent, namely, the unconscious in activity and
producing and its original identity with the con-
scious. Just for that reason art is for the phil-
osopher the highest thing, because it reveals to
him, as it were, the Holy of Holies,.where in eter-
nal and original union burns in one flame what in
nature and history is sundered, and what in life
and action, just as in thought, must eternally
flee itself. . .

If, however, it is art alone that can succeed
in making objective, with universal validity, that
which the philosopher ¢an represent only subjective-
ly, then it is to be expected, as a corollary, that
?ust as, in the childhood of knowledge, philosophy
and also all those sciences that are brought to
fulfilment through philosophy) was born from and
nourished by poetry, so, after its maturity, it will
flow back as so many individual streams into the
universal ocean of poetry.

(Schelling, Werke, iii, p. 627)

=4

This passage from the conclusion of Schelling's

System des transcendentalen Idealismus touches on the

central concern of my thesis. It is duoted by Thomas
McFarland in his discussion "of Coleridge's instinctive,
unequivocal, and lasting commiﬁment to the ccgseption

of the poet-philosopher."! The delineation here of

the meetipg point and mutual interrelation of poetry and
philosophy makes two points that bear on my thesis.

First, Schelling contends that art makes objective the

concerns of philosophy. In other words, art is the
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one path from the ideal to the ex%iflentlal. or from

the abstract to the concrete, Secondly, Schelling sees
poetry as the inspiration of philosophy, the matrix from
which philosophy draws its material, and to which it ul-
timately returns.

The following examples should serve to indicate
Coleridge's general assent in Schelling's view, In
harmony with the corollary of philosophy as "born from
and nourished by poetry," Coleridge reflects in one of
his later poems upon just such a relation:

And last, a matron now, of sober mien,

Yet radiant still and with no earthly sheen,
Whom as a faery child my childhood woo'd
Even in my dawn of thought -~ Philosophyi
Though then unconscious of herself2 pardie,
She bore no other name than Poesy.

"The Garden of Boccaccio"

Coleridge accepts the claim that "art is the only true

and eternal organ and document of philesophy;" he affirms

his conviction that "a true System of Philosophy ( = the

Science of Life) is best taught in Poetry as well as

most sa:f‘ely."3
-

It is, however, the specific role of each of the
partners in this ﬁ%rriage of poetry and philosophy that
constitutes the focus of my study. In the dictum that
"it is art alone that can succeed in making objective,
with universal validity, that which the philosopher can

represent only subjectively," I see the key t0 a unity
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underscoring the canon of Coleridge'é work, s

In a lifelong quest for the "final truth,” Coleridge
distinguiéhed “the acquirement, or communication of truth"
as "the proper and imméaiate object of science."“ (Pril-
osophy he considered as one of the sciences.) Here,
though, lies the problem, since for Coleridge the didac-
tic and discursive procedures of philosophyvfailed to
provide a gsatisfaectory expresgion for that truth.

A brief period of Hartlean empificism aside, Colér-
idge was fundamentally an idealist. For him phi}oséphy's
£inal concern lay beyond the boundaries of human exper-
ience: in the realm of noumena, in the world of the Pla-
tonic Idea. Of course, such goncerns aré notoriously
elusiv% of delineation or description by empirical means.

Hence the need for poetry. The poetic image to
be effective must be.objective and cpncrete, and yet (still
following Schelling) it admits an identity with philoso-
phy. Thus, art alone can articulate the "final truth.”

This is the principle that I distinguish behind all
of Colgridge's writings. From the vantage point of his
philgsophy, he spoke with the tongue of his art; instead
of starting with the "given" of experience, the concrete,
and discovering a metaphysical relevance, the abstract

(the procedure of the majority of both poets and philos-
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'Ophers). he perceived the abstract and cast around for the

means to make it concrete. There is ‘thus a.vital unity
to all his work. Poetr&. philosophy, politics. theology
and aesthetics become a continuum, enéendered by a common
perception, sharing a common expression. (

My study will examlne the thesis of such a coqt;nuum.
It will weigh equally phllosophy and poetry, con;;ﬂering

in each mode both Colaridge B thought-and how he expresses

. hig thought. ~ To this end, I have distinguished five ma-

jor constructs into which Coleridge's philosophical pro-
cedure can be divided, and I propose to ‘investigate in

turn whether he formulates these constructs didactically,

. according to philosophical convention, or symbolicaily,

as in poetic utterance. Meanwhile.,approaching the prob-

lem from the Opposite directidn. I w111 also discuss

. whether Coleridge's poetry plays any part in his quest for

a philosophic “final truth."

Finally. I hope to demongtrate that Coleridge in
fact is writing not a philosophy of poetry (or indeed of
any other matter upon which he brings his’philosophy fo
bear), but a_poetry of philosdphy. '
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'FOOTNOTES

1. Thomasg MecFarland,

Coler%dge and the Pantheiét Tradi-
tion " (Oxford, 1969), - p. 116, i - o

2. The Complete Postical Works of Samuel Tavlor Coleride,
ed‘. E.HO COleridge. 2 VOIS- OXfOI‘du‘ 1912 'l I. po.‘ -7'90

ed.

4. Samuel Taylor Coleridge, Shakespearean Criticism, ed.
T.M. Raysor, 2 Vols., (London and %ew\Ybrk, 19§0§, I,

P 147,
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Chaptér 1r FROM THE ABSTRACT TO THE CONCRETE’

f'v:

Goleridge 8- "method" in all his writlngs 1nvolves
| an initial perception of the abstract. and a subsequent
. - attempt to make concrete that abstract. This method - |
. commaqggd%immediate attention. Of all the Coleridgeaﬁ
" oritiq5 his eontemporaries offer perhaps the ‘best de=~
scriﬁtion of. hls characteristic method. =~
*“ ?In a.general estxmate of Coleridge's work up to
'~1521, Leigh Hunt, in the Exgm;g r. glves a biographical'
) "explanation for his method. .Hunt sees in Coleridge ‘8

mhovement from the abstract to the concrete a passage

froﬁgphilosophy to poetry. This.atrikgs him-as a u~-
nique approacha o S

| . Mr. Coleridge began with metaphysics when at séhoolj
N ‘ and ‘what the boy begins with, the man will 'end with, .
{ 4 * code what will between. .. He does not turn meta-
. physical upon the strength of his poetry,: like ¢
Spenser ‘and Tassos but poet upon the strength of
his metaphysics. Thus in the greater part of his
~_minor poems he only touches upon the popular creeds,
' or.wilful. creations of their own, which would occcu-
Py other .poets, and then falls musirig upon the na-
ture of things, and analysing his feelings. In
his voyave to Germany, he sees a solitary wildfowl
. upon'the objectless desert of waters', and says
how interesting it wias, It was probably from a
: . train of reflection on the value of this'link between
- "+~ land and the ship, that he produced his beautiful
) wild poem of the 'Ancient Mariner', which he pre-
4 cedes with,a critico-philosophical. extract fro
. Burnet's Arcliaeologia., We do not object to this..
BRI as belongzing to his genius, 1 We only instance it,
as shewing the nature of it.
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John Bowring, reviewing the second edition of

Coleridge's Poetical Works in the Westminster Review

of 1830, seems to agree on all counts. Like Hunt,
he describes Coleridge's method as a poeticizing of
metaphysics; like Hunt, too, he points out both the
singularity of this method and its excellence:
Mr., Coleridge's. addictedness to metaphysical
theories, whigh are said “to succeed one another
in his mind Yike travellers at an inn, each mak-

ing itself quite at home there during its temporary
abode, has no more spoiled his poetry than has

his political partizanship. . . . This is indeed
the most extraordinary quality, the most absolute
peculiarity of his poetry. It combines to an un-

paralled extent the investigation or exposition
of the workings of the human mind with the expres-
sion or excitation of whatever affects the heart

or delights the imagination. It propounds abstract
truth in "thoughts that breathe, and words that
burn”. . . ., It is as if he announced a philoso-

phical fact in hieroglyphics; but they are perfect-
ly distinct and intelligible hieroglyphics; and
their formg are lovely to the eye.
These two reviews attest to the consensus of opinion
among Coleridge's contempories that his philosophy in-
spired and engendered his poetry. This consensus of

opinion had a corollary. In words attributed to his

nephew, Henry Nelson Cqleridge, Quarterly Review, 1834

No student of Coleridge's philosophy can fully un-
derstand it without a perusal of the illumining,

and if we may s0 say, popularizing commentary of

his poetry. It is the Greek put into the vulgar
tongue. And we must say, it is somewhat strange

to hear any one condemn those philosophical opinions
as altogether unintelligible, which are inextrica-
bly interwoven in every page of a volume of poetry
which he professes to admire.

FREWEICIIY. S X D
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Henry Nelson Coleridge puts forward the Schelling-
ian notion of art as the best organ of philosophy, and
applies this notion to Coleridge. Correlative to the
view that Coleridge's philosophy inspired his poetry
is this opinion that Coleridge's poetry in turn provi-
des a "commantary" on his philosoﬁhy. As noted by

J.H. Heraud in Frazer's Magazine.'183U. with reference

to Coleridge's Aids to Reflection:

Neither philosophy nor poetry is reflective, but
originative - neither is exclusively conversant
with the external world, both only employ the ver-
bal images of sensible phenomena as the media of
communication « media demanded by the necessities
of language, which is a material instrument. of
all philosophers, the metaphysician has the most
occasion for the assistance of imagination. Dig~
coursing of objects purely spiritual, and inaccess-
ivle to the organs of sense, and transcending nat-
ural experience, such as the ideas of God, of the
soul, of free-will, of a future state, and of the
moral law, how are these objects or ideas to be
embodied but by the assistance of the imagination
to "turn them to shape", and the fancy to aggregate
and associate the reflex perceptions to which they
are to be assimilated, in order that they may be
apprehended by thes average understanding of man-~
king,

4

Philosophy must draw on the poetic imagination in order
to express its more abstract metaphysical ideas,

So if Coleridge's poetry owes its origin to his
metaphysiecs, that metaphysics in turn relies on poetry
to accomplish its expression. Heraud goes on to detail

Coleridge's succesas on both counts:

e .
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As a poet, he has transferred to the supernatural

and romantic world the interests and affections

of humanity, and ascribed reality and truth to un-

geen and mysterious agency. As a philosopher,

he has referred to the things which do not appear

for the solution of the things that are seen, . « »
he has traced the real in the ideal. 5§

i ot

The statements from Heraud, Hunt, Bowring, =and

H.N. Coleridge indicate that Coleridge's contemporaries

£ b g R

recognized in his writings a characteristic method.,
This method they describe as a poeticizing on the strength
of metaphysics combined with a philosophizing on the

c strength of poetry. In other words, Coleridge's con-

temporaries clearly delineate his method of moving from

vy
To substantiate these critical obgervations and
opinions, Coleridge's own writings provide abundant ev-
. idence of his characteristic method. . The Notebooks
contain an invaluable record of his initial perceptions

and conceptions, and here it seems most logical to be-

Ein. Coleridege's earliest notes disclose his attempts
to extend an abstract into the more concrete realm of

objects and images,

A general perusal of the Notebooks yields an im-

pression of the author as imagist. Regardless o whether

a note pertains to thought or fact, there are few entries

the abstract to the concrete in both philosophy and poet-

i A K KA e o ke %

e,

i



5 g I NEROE o ST O IR e

sy R RIS PN e

TR N N

R

which are not accompanied by an image or analogy. Such
entries can be divided into two types. In the first,
Coleridge adds to a didactic statement a symbolic or
pictorial formulation that he perceives as the expression
in concrete terms of the idea behind the statement.
To cite a few examples:

What (Burke's book) repugnant feelings did

it execite? I shuddered while I praised it - a

web wrought with admirable beauty from a black bag
of Poison! 6

(1795-6)

I discovered unprovoked malice in his hard
heart like a huge Toad in the centre of a marble
rock - 7

Man knows God only by revelation from God -
as we see the Sun by his own Light. - 8
(1796)

Abruptness [. . . « « o o o . 4]
An abrupt beginning followed by an even and majes-

tie greatness compared to the Launching of a Ship,
which after sails on in a steady breeze. - 9

(1797)
In the second type of the entries that include

images, Coleridge reverses the procedure. Ingtead of
starting with an abstract idea and casting around for
a concrete imége to depict this idea, he begins with
the image and then draws from it its abstract or meta-
physical relevance:

The flames of two Candles Jjoined give a much

stronger Light than both of them separate - evid,
by a person holding the two Candles near his Face,

e o r et A
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first séparate, & then joined in one
Picture of Hymen 10 i
(1795) H

Leaves of Trees upturned by the stirring wind ¢
in twilight - an image for paleness from affright. 11 §
(March, 1800)

:

The current in the river like another river
Genius amongst his fellow-men - 12
(March, 1802)

The Palm still faithful to forsaken Deserts,
an emblem of Hope. 13
(September, 1802) y

This last entry demonstrates with especial clarity
Coleridge’s method. As noted by Kathleen Coburn, ed-
itor of the Notebooks, the image is to be found in George

Sandys' A Relation of a journey begun Ani Doms 1610,

Foure Bookesg. Containing a description of the Turkish

Empire, of Aegypt, of the Holy Land, of the Remote parts
14

of Italy, and Islands adioining. At the time reading

and extracting from the work.15 Coleridge obviously no-
ticed the sentence: "A barren and degolate country
bearing neither grasse nor trees, saue only here and
there a few Palmes which wil not forsakg those forsaken

places."16

The image of the Palm is Sandys', its ex-
tension into "an emblem of Hope," Coleridge's own.

The two types of entries in the Notebooks (on the
one hand, Coleridge's amplifications of a thought in

an image, on the other, his interpretations of an image
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as relevant to a thought) correspond to the consensus
of his contemporaries that he poeticizes on the strength
of his philosophy and philosophizes on the strength of

his poetry. Whether the movement is from abstract to

concrete (thought to image), or firom concrete to abstract

(image to thought), the end is the same. In all these
entries, through the addition of the objective in the
form of an image, Coleridge attempts to lend concrete-
ness to the subjective and speculative.

The poetry contains the earliest examples of this
process at work., By the age of sixteen, Coleridge had
already demonstrated his method of concretizing the ab-
gtract in the “Sonnet:s To the Autumnal Moon. " 17

The first stanza presents an image that the poet
seems to have laboured to make vivid and true to lifes

Mild Spleﬂ&our of the varlious-vested Night:
Mother of wildly-working visions! haill

I watch thy gliding, while with watery light
Thy wesk eye glimmers through a fleecy veily

And when thou lovest thy pale ordb to shroud
Behind the gather'd blackness lost on highs

And when thou dartest from the wind-rent cloud
Thy placid lightning o'er the awaken'd sky.

The second extgnds that image in an interpretation:

Ah such is Hope! as changeful and as fair!
Now dimly peering on the wistful sight;

Now hid behind the dragon-winged Despairs
But soon emerging in her radiant might

She o'er the sorrow-clouded breagt of Care
Sails, like a meteor kindling in ite" flight.

4
\

The inter-penetration of thought and image is
\
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dynamic. Coleridge is not content to accomplish a sim-
ple identification of the moon with Hope. He uses the
identity. Hope can be depicted by the moon. The moon
1s changeful, fair, sometimes hidden, sometimes revealed.
Hence, 80 is Hope. In other words, Coleridge interprets
the abstract idea of Hope in terms of his observance
of its concrete and experiential manifestation in the
moon,

The pattern recurs in another early poem, "A Wishi

w18

Written in Jesus Wood, Feb. 10, 1792, Coleridge

beging with the same careful, detailed construction of
image:r

Lo? through the dusky silence of the groves,

Thro' vales irriguous, snd thro' green retreats,

With languid murmur creeps the placid stream
And works its secret way.

Awhile meand'ring round its native fields

It rolis the playful wave and winds its flighta

Then downward flowing with awaken'd speed
Embosoms in the Deep!

Then, as in the previous poem, he presents the abstract
correspondences

Thus thro' its silent tenor may my Life °
Smooth its meek stream by sordid wealth unclogg'd,
Alike unconscious of forensic storms, -

And Glory's blood stain’d palm!

And when dark Age shall close Life's little day,

Satiate of sport, and weary of its toils,

E'en thus may slumbrous Death my decent limbs
Compose with icy hand!

Again, Coleridge demonstrates a dynamic process,

'
.
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.
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the active transposition of tenor and vehicle. The
stream is a concrete manifestation of the abstract of
the poet's life, The stream has the quality of impas-
sivity with susceptibility, to the forces of man and na-
ture respectively. And this impassivity with suscep-
tibility Coleridge applies, by way of deduction, to his
own life. Again, he pointe to a method of understand-
ing and interpreting the abstract by means of its mate-
rial approximations.

I selected these poems for two reasons, Their
dates show that Coleridge's concern to concretize the
abstract harks back to his early youth. Their rela-
tive simplicity makes them clear examples of the pro-
cess involved in objectifying and interpreting through
the medixmx%f an image., In fact, the workings of this
process are in evidence throughout Coleridge's poetry.

There is scarcely a maj&f poem in which Coleridge
does not reveal, in one form or another, the dynamic
of his interpreted image. "The Eolian Harp," for in-
stance contains an image that extends into a philosophic
discourse compounded of Plotinus, Hartley. Boehme and

Priestley.19

“This Lime~Tree Bower My Prison" develops
an image from which the pﬁgﬁ can deduce a universal

harmonys "No sound is dissonant which tells of Lije."zo
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The nightmare world of "The Rime of the Ancient Mariner”

provides a complex commentary on both the experiential
21

world and its cosmic framework.,
All the images cited as demonstrating Coleridge's
method of working from the abstract to the concrete in
his poetry recur and are re-interpreted in the context
of his philosophy.
The moon assumes a seminal role in Coleridge's

speculations on the literal fact of divine light, its

magifestation in experiential terms, i1ts effects on the

human mind. A notebook entry indicates one such meeting

point between the moon and the divines

Quiet stream, with all its eddies, & the moon-

light playing on them, quiet as if they were Ideas
in the divine mind anterior to the Creation - 22
(March, 1802)

Next, Coleridge gives a further interpretation

to the image of the stream in Blographis Literaria:

I sought for a subject, that should give equal room

and freedom for description, incident, and impassion-

ed reflections on men, nature, and society, yet sup-
ply in itself a natural connection to the parts,

and unity to the whole. Such a subject I concelved
myself to have found in a stream. 23

The Eolian Harp also re-appears in Biographig Lit-
graria, although with almost the reverse sense and sig-

nificances

In Hartley's scheme, the soul is present only to

kb R
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; be pinched or gtroked, while the very squeals or
purring are produced by an agency wholly independ-
ent and alien, . + . Accordingly, this ‘'caput mor-
tuum' of the Hartleian process has been rejected

by his followers, and the consciousness considered
as a result, as a tune, the common product of the
breeze and the harps though this again is the mere
remotion of one absurdity to make way for another. 24

The harmonious and instructive Nature observed

e A 05 T L e e

from the "Lime-Tree Bower" constitutes an integral as-
pect of Coleridge's thin&ing. Chief among his many
philosophical formulations of this concept of Nature
;é i{s Nature #é the language of God, which I will later
| discuss in detail.

Last but not least, the 1817 edition of "The Rime
1 (“e of the Ancient Mariner” in Sibylline Leaves contains
; its own philosophical re-interpretation in the form of
an epigraph taken from Thomas Burnet's Archaeologiae

A
Philosophicae.25 Coleridge's choice of the epigraph

indicates that he perceived his poem's relevance to

Burnet's view, Burnet speaks of the Invisible as a

framework for the experiential world, and, through a
¢

.
correct contemplation, "tts moral regulator. I quote

L % e dr———

from the translation given by Kathleen Coburn in her
edition of the Notebooks:

I ean easily believe, that there are more Invis-
ible than Visible Beings in the Universe; but who
will declare to us the Family of all these, and
acquaint us with the Agreements, Differences, and
peculiar Talents which are to be found among them?

S s [V
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It is true, human Wit has always desired a Knowledge
of these Things, though it has never yet attained
it. I will own that it is very profitable, some-~
times to contemplate in the Mind, as in a Draught,
the Image of the greater and better Worlds; 1lest
the Soul being accustomed to the Trifles of this
present Life, should contract itself too much, and
altogether rest in mean Cogitationss but, in the
mean Time, we must take Care to keep to the Truth,
and observe Moderation, that we may dlstingulsh
certain Things, and Day from Night. 26

The idea of correct contemplation as a balance of
the attention between "the Image of the greater and bet-
ter World" and "the Truth" of visible Life is particu-
larly interesting. About the same time that he publish-
ed "The Rime of the Anclent Mariner" with this epigraph,
Coleridge was affirming his adherence to a system of
philosophy midway between idealism and empiricism, and
containing both.27

The foregoing analysis of Coleridge's poetry dem-
onstrates his poeticlizing of the phlilosophic. These

last examples attest to a two-way continuum, Coleridge

in turn is philosophizing on the poetic, using a pre-

viously established poetic image as inspiration and mat-
ter for further speculation. Coleridge's philosophy
may provide the inspiration for his poetry, but, in terms
of imagery, his poetry exerts an equal ;nfluence on his
philosophy. The role such lmagery plays in Coleridge's
phlilosophy is yet another facet of his characteristic

method.
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On July 6, 1794, Coleridge wrote to Robert Southeys

- The Cockatrice is a foul Dragon with a grown
on it's head. The Eastern Nations believe it to
be hatched by a Viper on a Cack's Egg. Southey.
- Dost thou not see Wisdom in her Coan Vest of Al-
legory? The Cockatrice is emblematic of Monarchy -
a monster generated by Ingratitude on Absurdity.
When Serpents gting, the only Remedy is - to kill
the Serpent, and besmear the Wound with the Fat.
Would you desire better Sympathy?

In 1795, this Biblical image re-appears in a politically
orient%g "Lecture on Revealed Religion," also as emblem of

the ills attendinhg a monarchy.29

(Coleridge prudently
omitted the remedy.) "The Plot Discoveéred”, a revised
version of the "Lecture ‘on the Two Billsy" which Coleridge
gave on November 26, 1795.30 shows the image adapted to
Pitt, through the intermediary of Isaiah 59. 4-8s .
The present Bills were conceived and laid in the
' dunghill of despotism among the other yet unhatched
eggs of the old Serpent. In due time and in fit
opportunity they crawled into the light. Genius
of Britein! ecrush them!: 31
As the preceding examples reveal, Coleridge uses
his images in much the same manner in both modes- of his

writing. In his philosophy as well as in his poetry,

he first conceives a concrete image for an abstract i-

.deﬁﬁathen employs this image to elaborate and interpret

tha{ idea., - In the case- of the Cockatrice, Céﬁeridge
fits the initial image to more than one idea.
Another instance of the constant image with a
¢

changing significance is the "Allegoric Vision" that in-
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troduces the first of Coleridge's six "Lectures on Reveal-
ed Religion.”3? The Vision involves. the personification
of Superstition, Religion and Atheism. Superstition
and Athéism.‘through their allegorical representations, '
are shown to meet. Religion strikes a right balance
betweeﬁ them. The version of 1795 has the Church of
England as Superstition, with the Unitarianism which .
Coleridge then propounded in the rolg of true Rellgion.
In a subsequent version published invthe Courier, 31
August, 1811.33 Coleridge's religious affiliation has
obviously changed. He now makes Superstition the Church
of Rome, while the Church of England steps into the me-
diatiﬁé position. The basic imagery of the AllegoryM
however, remains the same, and Coleridge emplqys its
machinery yet again in his introduction to "A Lay Sermon”
in 1817, 3%
In both his philosophy and poetry, Coleridge dis-

covered in the image a source of truth that could not
be exhausted by any single formulation. The question
arises, why with such a perception was he a philosbpﬂér
‘at‘all? Why did he not simply remain a poet?‘ Perhaps
Coleridge himself can supply the answers

Metaphisics is a word,. that you, my dear Sir! are

no great Friend to/ but yé% you will agree, that

a great Poet must be, implicitd® if not explicite,

a profound Metaphysician. He may not have it in
logical coherence, in his Brain & Tongue; but he
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" must have it by Tact/ for all sounds, & forms of
human nature he must have the ear of a wild Arab .
listening in the silent Desart, the eye of a North
American Indian’ tracing the footsteps of an Enemy
» upon the Leaves that strew, the Forest - § the Touch
of a Blind Man feeling the face of a darling Child - 35

i It was to school himself in this "Tact" that Col~

-~

eridge turned to philosophy. Hence his affirmation that

36 He believed

"I cannot write without a body of thought,
that the first step in il;ustrafiné Nature by Art involved
the subjugation of the forms of nature "to our Intellect

& voluntary memorly."37 and from this belief he arrived

at his characteristic method of moving from the abatract

to the concrete. Poetic images may be the symbols, the 2&

hieroglyphics of metaphysical truth, but they require
the intermediary of philosophical interpretation to bring
out their meaning. As Coleridge himself exclaims:

To place these images, totalized, and fitted to

the limits of thé human mind, as to elicit from,
end to superinduce upon, the forms themselves the
moral reflexions to which they approximate, to

make the external internal, the internal external,
to make nature thought, and thought nature, - this
is the mystery of genius in the Fine Arts. Dare

I add that the genius must act on the feeling, that
vody is but a striving to become mind, ~ that-it
48 mind in its essence. 38 :

e
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Chapter 21 DICHOTOMY

With respect to Mr. Coleridge's powers of de-
geription, we have still further to remark, that
we do not know any author who possesses a finer
talent for relieving his pictures by judicious ~
contrast. 1

"Review in Edinburgh Magazine, 1817"

The poetry contains a precursor to the first of
the major constructs of Coleridge's thought. The log-
ical procedure of dichotomy, the division of the ground
into contraries for the purpose of analysis, that char-
acterizes his early metaphysics and continues into his
late philosophy, initially appears as an imaging through
contrast. Coleridge shows a tendency to focus through
antithesis. That is, he accents the central concern of
a poem, whether image, mood, or thought, through juxta-
posing another imagef’mood. or thought that acts as an
opposite.

Coleridge's earliest poems, written in his fifteenth
year, reveal this pattern. "Easter Holidays" depicts
youth in contrast, if not to age, at least to impending
maturity; a festive, spring-time, school-boy mirth ac-
quires a hrighter colour next to a canvas portraying Man-~
kind's later and predestined Misfortune.2 "Dura Navis”

upholds an ideal of domestic Peace by opposing it to a

¥
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stormy course at sea.3 “Nil Pejus est Caelibe Vitd" sgets

Jrp—y

up celibacy as the sombre and undesirable antithesis to
"Hymeneal bliss."u
Contrast is an integral feature of Coleridge's poetry.

He repeatedly relieves a poetic image by means of antithe-

e LR Ty e T GNra B Ky R s g T

sis. In'"Reflectionson having left a Place of Retire-

ment," he makes a matrimonial “"Cot" a clearer emblem of

seclusion against a background of all-inclusive Nature;

he then accents its tranquil Happlness by juxtaposing a

tapestry of human Wretchedness.5 In "Kubla Khan," he con-

trasts a "sunless sea" with "sunny spots of greenery,” a

river "in tumult” with "a lifeless ocean,” "a sunny pleas- f

6

ure dome with caves of ice."

7

In "A Christmas Carol,"” he %
opposes Peace and War, There are almost as many instances
as there are poems.,

Thus far, however, Coleridge is in no way remarkable.
The use of such tension constitutes a common poetic de-
vice. Where Coleridge differs is in his development of
this tension. He draws from the formulated opposites a
definitive as well as a descriptive quality. Through
contrast, he develops a process of definition through an-

tithesis,

The poem, "On an Infant which died before Baptism,"

PRV S SV ¥

clearly exemplifies this processs
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"Be, rather than be called, ' a child of God,"
Death whispered! With assenting nod,
Its head upon’'its mother's breast,
The Baby bowed, without demur -
Of the kingdom of the Blest

Possessor, not Inheritor. 8
Coleridge points to a distinction between terms commonly
used as synonymns. "Be, rather than be called": hs draws
attention to the absolute reality of existence as opposed
to its outward and describable manifestations. In a re-
ligious sense, he differentiates the true, inborn spirit-
uality of the infant from the extraneous signs of spirit-
uality imposed on it by the Church. "Possessor, not In-
heritor"s he closes the poem with a reiteration of the
notion of the actuality as distinct from the act,

Although, logically speaking, one can never know a
thing in itself, Coleridge is unusual in that he habitually
juxtaposes that which is not the thing to the thing that
he ig depicting:

I see, not feel, how beautiful they are:9
"Dejection: An Ode."

Greatness and goodness are not means, but ends!10

"The Good, Great Man."
Again and again, he contrasts the outward with the inner,
the form with the essence.
Coleridge's tendency to depict and define by means of
antithesis appears even more clearly when he only half gc¢-

complishes such definition, as in the conclusion to Part
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II of "Christabel™:

A little child, s limber elf,

Singing, dancing to itself,

A fairy thing with red,round cheeks,
That always finds, and never seeks,
Makes such a vision to the sight

As fills a father's eyes with light;
And pleasures flow in so thick and fast
Upon his heart, that he at last .
Must needs express his love's excess
With words of unmeant bitterness.
Perhaps 'tis pretty to force together
Thoughts so all unlike each other;

To mutter and mock a broken charm,

To dally with wrong that does no harm.
Perhaps 'tis tender too and pretty

At each wild word to feel within

A sweet recoil of love and pity.

And what, if in a world of sin .

(0 sorrow and shame should this be true )
Such giddiness of heart and brain

Comes seldom save from rage and pain,
So talks as it's most used to do. 11

Here, Coleridge exploresthe antitheses of pleasure and bit-
terness, love and rage, heart and brain. The dichotomic
movement of the piece parallels his attempt to unravel the
enigma of a love and pity that share with their opposites,
rage and pain, a common mode of expression,
The poem "Time, Real and Imaginary” exemplifies the

same characteristics. The actual definition arrived at
1s obscure, the process of defining through an antithetical
formulation is clearly indicated.

On the wide level of & wountain's head

(I xnew not where, but 'tﬁisxapme faery place)

Their pinions, ostrich-like, for-sails out-spread,
Two lovely children run an endless racar\\\

-~
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A sister and e brother? P
This far outstripp'd the other;
Yet ever runs she with reverted face,
And looks and listens for the boy behinds .
For he, alag! is blind:
O'er rough and smooth with even step he passed,

And knows not whether he be first or last. 12
Coleridge creates two allegofical images, the brother
and the sister, and attempts to point out,through contrast-
ing the way in which each runs a race, his sense of Time
Real as opposed to Time Imaginary. A Notebook entry, in-
cluded in a footnote to the poem, smplifies his idea of
thé two images as contraries:

How marked the contrast between troubled manhood

and joyously-active youth in the sense of time!

To the former, time like the sun in an empty sky

is never seen to move, but only to have moved.
There, there it was, and now 'tis here, now distant.
yet all a blank between. To the latter it is as
the full moon in a fine breezy October night, driv-
ing on amid clouds of all shapes and hues, and kin-
dling shifting colours, like an ostrich in its speed,
and yet seems not to have moved at all. This I

feel to be a just image of time real and time as
felt, in two different states of being. The title
of the poem therefore (for poem it ought to be)
ghould be time real and time felt (in the sense

of time) in active youth, or activity with hope

and fullness of aim in any period, snd in despond-
ent, objectless manhood - time objective and sub-
jective,
' Animg Poetae, 1895, pp. 241-2,

A comment that H.N. Coleridge attaches to the entry in
Anima Poetae postulates that, although Coleridge wrote his
poem about 1811, the antithesis of “'the two lovely chil-

dren' who 'run an endless race'’ may have haunted his
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schoolboy dreams. The entry thus appears to precede the
poem ("for poem it ought to be"), and this fact bears witness
to Coleridge's method of reaching, through the medium of his
poetry, his final definition by means of antithesis.
Coleridge's characteris}ic depiction and definition

through antithesis may well have its source in his percep-
tion of a basic dichotomy betweéen the experiential and the
ideal. The operative polarity in most of the antitheses
is the distinection of an essence from an outward manifes-
tation. Coleridge reveals a fascination with the essence,
which, as an abstract, denies direct accession £0 the senses.
He combines his search for this abstract, through its con-
crete forms and appearances, with a recognition of its
fundamental apartness from these forms. This search he
documents thoroughly in the poetry.

~ The path to the ideal leads through the experiential.
Only through the contemplation of life and nature is the
poet enabled to go beyond. Such coritemplations mJ} in-
clude an evening star: -

0 meek attendant of Sol's setting blaze,

I hail, sweet star, thy chaste effulgent glow;
On thee full oft with fixéd eye I gaze

Till I, methinks, all spirit seem to grow. 14
"To the Evening Star"

o

Or a nightingale:

Thou warblest sad thy pity-pleading strains.
0! I have listen'd, till my working soul,
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Waked by those strains to thousand phantasies,
Absorb'd hath ceas'd to listen! 15

"To the Nightingale"
Whatever the object, it has an essence that the creative

mind can intuits

The poet in his lone yet genial hour
Gives to his eyes a magnifying power,
Or rather he emancipates his eyes
Prom the black shapeless accidents of size -
In unctuous cones of kindling coal,
Or smoke upwreathing from the pipe's trim bole,
His gifted ken can sece
Phantoms of sublimity. 16
"Apologia pro Vita sua”

The task of the poet, according to Coleridge, is to point
out this essence beneath the appearance, to propound the

truth

. That outward forms, the loftiest, still receive

Thelr finer influence from the Life within. 17

"Lines written in the Album at Elbingerode in the
Hartz Forest"

One way in which Coleridge differentiates the object
from the essencgy or the ideal from the experiential, is
through the agency of memory. A favourite image, espe-
cially in the early poetry, involves the river that re-
flects a past scene idealized:

Then Memory backward rolls Time's shadowy tidej
The tales of other days before me glide:
With eager thought I seize them as they pass;
For fair, tho' faint, the forms of Memory gleam, ° 18
Like Heaven's bright beauteous bow reflected in the stream,
‘ "Anna and Harland"®

Coleridge sees Memory as the activator of the poetic

(:) imagination, The task of "Imagination, Mistress of my

et e e e cneetmme v B
o s— - -

ok e LT e e it

et w § A R R



Pe——

)

)

25

Love" is "to bid the faded shadowy Pleasures move/ On

shadowy Memory's wings across the Soul of Love,"1?

Mem-
ory summons a past that contrasts with the present of the
immediq}e and experiential world. FOF Coleridge, the past
is the antithesis of this experiential presenty in other
words, the past is an ideal. 1In "Religious Musings,”

he touches on the notion of Platonic rebirth; he shows
how the soul can reach the ideal sphere through memory,
through "dim recollections” of "its nobler-nature."zo
Thus, the imposition of the memory of the past on the
present in "Anna and Harland" is in fact a dichotomy of
ideal and experiential,

Coleridge sows the seeds of the polar logic that he
later employs in his philosophy in his poetry. Here, he
first formulates his most famous antithetical definitions,
His seminal distinction between Imagination and Fancy pro-
vides one éxample of his poetic prefiguration of a philos-
ophical concept. Although he first makes the actual dis-

21

tinction in September, 1802, as early as 1795, he de-

lineates the poatic faculty under two aspects in a sonnet
"To Robert Southey”:i
Wak'd by the Song doth Hope-born FANCY fling
Rich showers of dewy fragrance from her wing,
Till sickly PASSION's drooping Myrtles sear

Blogssom anew! But 0! more thrill'd, I prize
Thy sadder strains, that bid in MEMORY's Dream
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The faded forms of past Delight arisej
Then soft, on Love's pale cheek, the tearful gleam

Of Pleasure smiles - as faint yet beauteous lies
The imag'd Rainbow on a willowy stream. 22

Coleridge contrasts "Hope-born FANCY" with the strains
of "MEMORY's Dream."” The former has a healing, revivify-
ing effect; the latter links with Love, and the Pleasure
that, in Coleridge's aesthetics, becomes the end of poetry.23
"MEMORY's Dream,” more prized and more thrilling, evokes
a deeper poetlc passion. As already observed, memory acts
as an agent iﬁ'distilling an ideal from an experience.
"MEMORY's Dream," associated with this concept of the role
of memory, becomes even more distinct from "Hope-born FAN-
CY" when juxtaposed to yet another image of the river of
remembrance. Coleridge seems both to indicate and to
emphasize the dichotomy of Imagination and Fancy.

Nor does this poem constitute an isolated instance.
"To the Author of Poems" (Jdseph Cottle), reveals another
distinction of poetry into two types:

Beneath the Mountain's lofty-frowning brow,

Ere aught of perilous ascent you meet,

A mead of mildest charm delays th' unlabouring feet.
Not there the cloud-climb'd rock, sublime and vast,
That like some giant king, o'er-glooms the hillj
Not there the Pine-grove to the midnight blast
Makes solemn musiec! But th' unceasing rill

To the soft Wren or Lark's descending trill
Murmurs sweet undersong ‘mid jasmin bowers.

In this sane pleasant meadow, at your will

I ween, you wander'd - there collecting flowers

!
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There for the monarch-murder'd Soldier's tomb

You wove th' unfinish'd wreath of saddest hues)

And to that holier chaplet added bloom

Besprinkling it with Jordan's cleansing dews.

But lo your Henderson awakes the Muse -

His Spirit beckon'd from the mountain's height:

You left the plain and soar'd mid richer views:

So Nature mourn'd when sunk the Pirst Day‘'s light,
With stars, unseen before, spangling her robe of night!

.FW £

Still soar, my Friend, those richer views among,
Strong, rapid, fervent, flashing Fancy's beami d
Virtue and Truth shall love your gentler songs P ;
But Poesy demands th' impassion'd theme: '
Waked by Heaven's silent dews at Eve's mild gleam

What balmy sweets Pomona breathes around:

But if the vext air rush a stormy stream

Or Autumn'’s shrill gust moan in plaintive sound, 24
With fruits and flowers she loads the tempest~honor'd ground,

O ol . e

Here, Coleridge makes a "sweet undersong" the polar

‘z} opposite of "thf“impassion'd theme" demanded by Poesy as

| § an ideal. He expresses the dichotomy in terms of antithet- :
'? ical imagery. He contrasts a "pleasant meadow" to "the

| mountain height,” "a mead of mildest charm" and other "balm-

y sweets” to the fruits and flowers of “the vext air" and

"a stormy stream,” and the delay of "th' unlabouring feet" i

to images of a difficult and dangerous ascent. As in the
gigvious poem, the "fanciful" element, the "sweet undersong,*"

: possesses restorative, healing qualitiess "herbs of med'cin-

e

able powers,” The "imaginative element,"” "th' empassioned

PR e S,

theme," however, assumes a creative aspect that stands in

dpposition to this restorative power:

i, G

But if the vext air rush a stormy stream
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Or Autumn's shrill gust moan in plaintive sound,
With fruits and flowers she loads the tempest-honor'd ground.

:
¢

Throughout ‘the poetry, previous to Coleridge's 1802
distinction between Imagination and Fancy, there is a sense
of two imaginations or two fancies. Coleridge uses the

words interchangeably. Now, he will speak of Fancy as a

light-hearted, almost frivolous quality, associated with
Hope, relief from distress, and youthful joy. Such is
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the sense of the Pixies as "Fancy's children" in "Songs of

-

the Pixies;zSSuch is the idea in "Monody on a Tea~Kettle"

— -
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that "Fairy Hope can soothe‘distress and toily/ On empty
Trivets she bids fancied Kettles boil:”26 In other words,
(j¥ ?ﬁh&y in this 1light becomes a kind of poetic escapism, the
4 . “Fancy" that Coléridge opposes to the "Imagination"‘in his

subsequent dichotomy.

] Then, however, Coleridge will use the term with quite

another implications

~
-

¢ o o For Fancy 1s the power )

That first unsensualises the dark mind, -

Giving it new delightst and bids 1t swell

With wila activity; and peopling air,

By obscure fears of Beings invisible,

Emancipatés it from the grosser thrall

Of the present impulse, teaching Self-controll,

Till Superstition with unconscious hand

Seat Reason on Her throne. 27 :
"The Destiny of Nations"

T g

Here is a Pancy allied with Reason, its agent and guide.
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This is the “shaping spirit"” of poetic genius that Coleridge

. + I
will later call the "Imagination" as distinet from the
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"Fancy." It is to this quality that Coleridge refers in
asserting, "To me hath Heaven with bounteous hand assign'd/

Energic Reason and é shaping mind.”28

It is this faculty
whoge loss he laments in "Dejections An Ode,"” the faculty
that constitutes his "genial spifits,"29 his “shaping spli-
rit of Imagination.“3° This 1s the true and active power
of the poet in which he appears analogous to God, the Creat-

ors

Like that Great Spirit, who with plastic sweep
‘Mov'd on the darkness of the formless Deep: 31

Coleridge's well known distinction between Reason
and Understanding is likewise prefigured in the poetry.
Althougﬂ he does not‘délineate the difference between Reas-
on and Understanding, "Vernuft" and "Verstand,” until Octo<”
ber 13, 1806.325 early as 1794, Coleridge seems to be 8l-
ready dividing human intelligence into polar opposites in
fhe poem'"To a Friend." This polar opposition takes the
form of an antithesis of head and heart:

Thus far my scanty brain hath built the rhyme

Elaborate and swelling: yet the heart
Not owns 1%t. 33

Coleridge repeats the opposition of the head, as the
actual thought, and the heart, as that which attests to .
the truth of the thought, in "The Eolian Harp":

Meek Daughter in the family of Ghrist!

Well hast thou saild and holily disprais‘d’
These shapings of the unregendrate mind;
Budbbles that glitter as they rise and break

&
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On vain Philosophy's aye babbling spring.

For never guiltless may 1 speak of him,

The Incomprehensible! save when with awe b
I praise him, and with Faith that inly feels.

Here, he introduces the element of "the Incomprehensible”
that "these shapings of the unregenerate mind" or "vain
Philosophy's aye-babbling sp;ing" cannot apprehend alone.

He indicates the need for an additional faculty, the "Faith
that inly feels."” That this working of the heart comprises
a factor in intelligence, in opposition to and above human
understanding by itself, he emphasizes in a footnote to

the 1797 and 1803 versions of the poems

L'athée n'est point 3 mes yeux un faux esprit; Jje
puis vivre avec lui aussi)bien et mieux qu'avec le
dévot, car i1 raisonne davantage, mais il lui manque®

, un sens, et mon ame ne se fond point entidrement
avec la slennes il est froid au spectacle le plus
ravigsant, et i1 cherche un syllogisme lorsque je
rends une [un 1797, 1803) action de grace., 35
"Appel a 1'impartiale postérité,"” par
» la Citoyenne Roland.

The idea that a complete knowledge demands a union of
the diverse faculties of heart and head recurs in the poem

"Addressed to a Young Man of Fortune":

-+ o « Then, while thy heart

Groans, snd thine eye a fiercer sorrow dims,
Know (and the truth shall kindle thy young mind) 36
What Nature makes thee mourn, she bids thee heal!

"This Lime-Tree Bower my Prison” repeats the concept of such
a unions

. « . Henceforth I ghall know
That Nature ne'er deserts the wise and pure;

»
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No plot so narrow, be but Nature there,
No waste so vacant, but may well employ
Each faculty of sense, and keep the heart
Awake to Love and Beauty! 37
As in "The Eolian Harp,"” Coleridge appears to equate
one faculty, the "faculty of sense,” with the expériential,
that which can be "understood” directly. Meanwhile, the
other faculty, that of "the heart,” 1ls exercised 1r’ the
contemplation of the Platonic ideals of "Love and Beauty."
Coleridge seems to confirm the dichotomy of head and
heart as a precursor to his antithesis of Reason%and Under-
standing in a poem "To William Wordsworth™:
Friend of the wise: and Teacher of the Good:
Into my heart have I received that Lay
More than historic, that prophetic Lay
Wherein (high theme by thee first sung aright)
Of the foundations and the building up
Of a Human Spirit thou hast dared to tell
What may be told, to the understanding mind
Revealable; and what within the mind
By vital breathings secret as the soul
Of vernal growth, oft quickens in the heart
Thoughts all too deep for words. -
Theme hard as high!
Of smiles spontaneous, and mysterious fears 38
(The first-bvorn they of Reason and twin-birth).
These stanzas, composed in 1807, postdate Coleridge's formu-
lation of the Reason-Understanding distinction. He men-
tions both Understanding and Reason. The one, he associates
with the head: "What may be told, to the understanding mind/
Revealable," The other, he links with the concept of a

knowledge in the heart. The "vital breathings" quicken
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in the heart "thoughts all too deep for words,” that is,

thoughts beyond the expressions and apprehensions of sense.

It is thege thoughts that Coleridge identifies with the

"theme hard as high," the theme of the god-given faculty

of Reason.

Finally, Coleridge's before~mentioned delineation of

the path to the ideal through the experiential prefigures

Y
his dichotomy of natura nat » the essence of nature,

and natura naturata, her phenomenal manifestations. The

essence concealed in the outward forms, yet distinot from

these forms, becomes a kind of spir}t of nature, acting as

a vehicle for the various aspects of the ideal in Coleridge's

poetry. In "To a Young Lady," it appears as poetic truth:

No purple bloom the Child of Nature brings

From Flattery's night-shades as he feels he sings."39

In "Religious Musings," it identifies with Gods

Him Nature's essence, mind and energy!ho

It is the spirit of "Love and Beauty" in "The Dungeon,"”

as well as in "This Lime-Tree Bower my Prison,”
true ideal of "The Rime of the Ancient Mariner®:
He prayeth best, who loveth best
All things both great and small

FPor the dear God who loveth us,
He made and loveth all. &2

L3 1
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In his philosophy, Coleridge enlarges upon the dichot-
omies of the poetry. He makes extensive and obvious use
of the logic of antithesis, As J.A. Appleyard points out,
"Coleridge's mind seems to have worked, in youth, by divid-
ing subjects into opposing parts and rejecting the unsatis-

factory half."43

It is this logic that appears to be at work in Col-
eridge's shift from empiricism to idealism. In 1794, in
a letter to Robert Southey, he affirms his allegiance to
the philosophical doctrine of Necegsity and the school of
Hartley and the Associationistss

I am a compleat Necessitarian - and understand
the subject as well almost as Hartley himself - but
I go farther than Hartley and believe the corporeal-
ity of thought - namely,that it is motion - .

s

But after his return from Germany, by September 22, 1800,
he has abandoned Hartleys "“All the nonsense of vibrations
&c you would of course dismiss.”us He formally refutes
Associationism and Necessity in a letter to Thoﬁas Poole,
March 16, 18011 |

The interval since my last Letter has been filled
up by me in the most intense Study. If I do not
greatly delude myself, I have not only completely
extricated the notions of Time, and Space; bdbut have
overthrown the doctrine of Association, as taught
by Hartley, end with it all the irreligious meta-
physics of modern Infidels - espe#ially, the doc-
trine of Necessity, 6

and becomes, with respect to philosophy, an idealist, his

-
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affiliations a mixture of Platonism, Neoplatonism and Ger-

man Idealismg “"The most intense study"” to which he refers

probably consists of a study of the German idealists, specif-
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ically Kant. Coleridge goes on to assert, "I have not
formed opinions without an attentive Perusal of the works
b7

of my Predecessors from Aristotle to Kant." The preced-

ing year, he brought back from Germany "30 pounds of books
(chiefly metap}'lysics,)"b'8 among which he most likely in-

cluded works of Kant.

Coleridge later formulates his shift from empiricism

to idealism, and this formulation he expresses as a dichot-
omyt

(ﬁr There neither are, have been, or ever will be but
two essentially different schools of Philosophy:
the Platonic,and the Aristotelean. To the latter,
but with a somewhat nearer approach to the Platonic,
, Emanuel Kant belonged; +to the former Bacon and
. Leibnitz & in his riper and better years Berkeley -
‘ And to this I profess myself an adherent. &9

i
X
i
-

The Associationist school he links with the Aristoteleans

I have found nothing, either in the doctrines of
agsociation and the various modes in which they
have been applied to the different pursuits and
actions of men, or in the schemes of generaliza-
tion, which had not been anticipated by Aristotle,
and in most instances without the errors and the
absurdities that in many cases have (later) accom-
panied them. 50

And, in a reiteration of philosophy as a dichotomy of the

Platonic and the Aristotelean, he designates all idealists
as "the spiritual children of Plato":
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Divide Mankind into two very disproportionate
parts, the Few who have cultivated the faculty of
thinking gpeculatively, i.e. by reduction to Prin-
ciplesy and the Many who either from original de-
fect or deficience, or from want of cultivation,
do not in this sense, think at alls and you may
then, according to my belief, subdivide the former
clags, the 1llustrious Minority into two species,
gcarcely less disproportionate in the comparative
number of Individuals contained in each, viz. the
born Conceptionists, the spiritual children of Ari- |
stotle, and the born Ideists, or Ideatae, the spi-
ritual children of Plato. 51

[

1
i

In another antithesis, Colefidge repeats yet again
his dichotomy of Platonic and Aristotelean. He divides

philosophy into the "active" as opposed to the "passive"

PRI

method of analysis.">? In his Philosophical Lectures,

he agsociates "passive" analysis with materialism.53 He

then contrasts such materialism to an "active" philosophy

54

¥
of mind, that is none other than Kant's dynamic system.SS

Coleridge maintains that philosophical analysis be-
comes “"active" as opposed to "passive" when it takes into
conslideration the factor of will. Schemes of materialism

discount the will.®®  Schemes such as the Kantian uphold

% In his dichotomic division of philosophy (see page 34),
Coleridge places Kant on the border between the Platonic
and the Aristotelean. Kant belongs "to the latter, but
with a somewhat nearer approach to the Platonic.” For
Coleridge, Kant is Aristotelean when he deals with the .
empirical understanding, but Platonic in those aspects
of his philosophy that led to the dynamic systems of post-
Kantians such as Schelling. Here., Kant's "active" philos-
ophy of mind exemplifies one such “Platonic" aspect.

-
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it.S? On this volhntaristlc basis, Coleridge affirms his
affiliation to the "active" rather than the "passive" in

philosoghy in Biographia Literarias

But the will itself by confining and intensifying
the attention may arbitrarily give vividness or
distinctness to any object whatsoevery; and from
hence we may deduce the uselessness, if not the
absurdity, of certain recent schemes which promise
an artificial Memory, but which in reality can only
produce a confusion and debasement of the fancy. 58
The "certain recent schemes" that Coleridge mentions
refer to materialism in the form of Hartlean Association.
Thus, he intimates that in his dichotomy of Platonic and
Aristotelean, any “passive" philosophy occupies the Aris=-
totelean pole. Later in Biographia Literaria, he expresses
his belief that the "active" system of Dynamic philosophy
is one with the Platonic scheme:
In the third treatise of my Lozosophia, announced
at the end of this volume, I shall give (deo volente)
the demonstrations and constructions of the Dynamic
Philosophy scientifically arranged. It is, mccord-
ing to my conviction, no other than the system of
Pythagoras and Plato revived and purlfied from im=-
pure mixtures. 59
This opposition of "active" to "passive," Dynamics to Mater-
ialism, repeats the notion that "there neither are, have
been, or ever will be but two essentially different schools
of Philosophys the Platonic, and the Aristotelean.”
Throughout his construct of Dichotomy, Coleridge dem~

onstrates his support of the "active" Platonic and Dynamic

'i
!
3
|
!
!
H

-



~~

37

school, He affirms with regard to the Platonic system,
"To this I profess myself an adherent (see page 34), and
he offers an example of his adherence to what he considers
the Dynamic developments of Platonism by using the argu-
ments of Schelling as a basls for his distinﬁtion between

the Fancy and the Imagination in Biographia Literarig.éo

Coleridge extends his dichotomy of the Platonic and
the Aristotelean into an antithesis of Trinitarian Christi-

anity and Unitarisnism

That not one of the Peculiarities of Christianity,
no one point in which being clearly different from
other Religions or Philosophies, it would have at
least the possibility of being superior to all, is
retained by the modern Unitarians. This remark
is occasioned by my reflections on the Fact, that
Christianity exclusively has asserted the positive
“Being of Evil or Sin - "of Sin the exceeding Sinful-
ness" -~ & thence gxclusively the Freedom of the
Creature as that, the clear Intuition of which is
both result & accompaniment of Redemption. - The
nearest Philosophy to Xstty is the Platonic, & it
is observable that this is the mere Antipode of the
Harleisno-Lockian held by the Unitarians. 61

He repeats the process of "dividing subjects into opposing
parts and rejecting the unsatikfactory half,” by identifyiﬂg
Trinitarian "Christianity” with the Platonic pole, and Un-
itarianism with the Aristotelean Antipode. This Antipode,
"the Hartleio-Lockian," stan all the tenets of‘empi-
ricism, materialism and associatiorjism that Coleridge re-
jected, In fact, his shift frogpHartlean empiricism to

Platonic and German Idealism was also a shift from Unitar-
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janism to a Trinitarian: (specifically an Anglican) Christi-
anity.62

Again, as in his Platonic-Aristotelean dichotomy, Col-
eridge indicates an opposition between the active and the
passive. Trinitarian Christianity emphasizes "the pogi-
tive being of Evil" and "thence exclusively the Freedom of
the Creature.," In other words, in contrast to the Unitar-
jan scheme, which, according to Coleridge, is onéof Determ-
inism,* hie brand of Anglicanism propounds the existe of
free will. The adherent sins because he wills to sin, \and
not because sin is the necessary consequence of his nature,

He has a "clear Intuition" of both evil and good, combined
with the freedom and responsibility of choosing between
themn,

I will bypass the question of Coleridge's orthodoxy,
either with regard to his initial Unitarian beliefs or his
subsequent Trinitarian and Anglican tenets. It is character=-
istic of Coleridge that he fits all his beliefs, religious

S,

% The link of Unitarianism and Determinism that Coleridge
indicates in this dichotomy is one of his many identitlies
of Unitarianism with "Hartlelo-Lockian" schemes. Hartley,
the propounder of the necessitarian scheme of Association, 63
wae also “"one of the patron saints of English Unitarianism.”
During his Unitarian period, Coleridge called Hartley, "that
great master of Christian philosophy,"64 thereby demonstrate-
ing his view of the identity of Necessity and Unitarianiesm

gﬁfore. as well as after, his religious and philosophical
shifts,
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or otherwise, into a system peculiarly his own. In this
instance, he makes of the Unitarian-Anglican conflict a
dichotomy along the lines of his central opposition of

the Platonic to the Arisgstotelean. Clearly, he sees Uni-
tarianism as a theological equivalent of the passive and
deterministic philosophy that he rejects in Hartley, Locke
and Aristotle, So, in terms of Coleridgean dichotomy,
Anglicanism emerges as the antithesis, the Platonic anti-
pode. If Unitarianism represents the passive and the de-

termined, then Anglicanism must comprise the active and

the voluntaristie. s

Coleridge circumvents the denial of Original Sin
implicit in such a view by a series of elaborate arguments

in Aids to Reflection. He describes Original Sin as a

flaw in human will:s

I profess a deep conviction that man was and is a
fallen creature, not by accidents of bodily consti-
tution, or any other cause, which human wisdom in
a course of ages might be supposed capable of re-
movingj but as diseased in his Will. 65
He maintains that man possesses "a captive and enslaved
Will," “the restoration of the Will to perfect Freedom be-
ing the end and consummation of the redemptive process."66
He preserves, however, the voluntaristic element, the notion
of a free and active will that accords with the Platonic

pole of his dichotomy:
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For this is the essential attribute of a Will, and

contained in the very idea, that whatever determines

the Will acquires this power from a previous determ-

ination of the Will itself. The Will is ultimately

self-determined, or it is no longer a Will under

the law of perfect freedom, but a pature under the

mechanism of cause and effect., 67
And he attempts to rise above the somewhat contradictory
naturﬂ'of these various affirmations by protesting that, in
the final analysis, the relation of this free will to Ori-
ginal Sin and the redemptive process is, and has ever been,
"an acknowledged MYSTERY, and one which by the nature of
the subject must ever remain such -~ a problem, of which any
othef solution, than the statement of the Fact itself, was
demonstrably impogsibl ."68

o
The concept of the will as the operative factor in

the antithesis of “"active"” to "passive" philosophies or
theosophies has another formulation, Coleridge re-phrases
the Platonic-Aristotelean dichotomy as a dichotomy of the
organic as opposed to the mechanic.

In Aidg to Reflection, he demonstrates that any re-

ligion that denies the active nature of the will makes a
mechanism of the universe:

The doctrine of modern Calvinism as laid down by
Jonathan Edwards and the late Dr, Williams, which
represents a Will absolutely passive, clay in the
hands of a potter, destroys all Will, takes away
its essence and definition, as effectively as in
sayings This circle is square ~ I should deny the
figure to be a circle at all. It was in strict
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consisteﬁby therefore, that these writers supported
the Necessitarian scheme, and made the relation of
Cause and Effect the Law of the Universe, subject=-
ing to its mechanism the moral World no less than
the material or physical. 69

Later in the same work, he speaks of "the utter emptiness
and unmeaningness of the vaunted Mechanico-corpuscular Phil-
w70

“osphy. "This,” he affirms in his Theory of Life, speak-

ing of the same “corpuscularian philosophy," "is the phil-

ogophy of Death, and only of a dead nature can it hold o T%, 3

good."71 ' 5

3
¢
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Coleridge sees the antithesis of thls mechanism as

a vital schemes

The leading differences between mechanic and vital |
('} philosophy may all be drawn from one point: namely,
- that the former demanding for every mode and act ~
of existence real or possible yisibjlity, knows
only of distance and nearness, composition (or ra-
ther juxtaposition) and decomposition, in short the ‘
relations of unproductive particles to each other;
80 that in every instance the result is the exact
sum of the component quantities, as in arithmetical ;
addition, This is the philosophy of death, and - !
only of a dead nature can it hold goéod, In life,
much more in spirit, and in a living and spiritual
philosophy, the two component counter powers actu-
ally interpenetrate each other, and generate a high~
er third, including both the former. 72

-

-
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Such a scheme manifests life, and more than life, an infu-
sion of sp?fit and the spiritual. Hence, the vital phil-
osophy, in contrast to thg mechanic, reveals the activat-.
ing factor of will. As Coleridge affirms in Alds to Re-
flections

(j) If there be aught Spiritual in Man, the Will must
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be such. hiaed
If there be a Will, there must be a Spirituality
in Man. 73

1 4

In the dichotomy®of mechanic and organic, Coleridge
equates his yital philosophy with the principle of organ-

izations

'Mechanism leads to [no] organization and there

seems no contradiction in the supposition that
mechanism, in tHe strict sense of the word, is -
nothing but the negative or organization: for

the absence of mechanism will not presuppose org- .
anization, but organization ceasing, mechanism ;
commences. 74

In his aesthetics, he develops the antithesis into a theory

of art, in which the organic opposed to the mechanic com-

L)
prises the true source of genial creativity: ER Y

The form is mechanic, when on any given material we
impress a pre-determined form, not necessarily a-
rising out of the properties of the material; as
when to a mass of wet clay we give whatever shag%_
we wish it to retain when hardened. The organi¢

form, on the other hand, is innate; 1t shapes as -

it develops itself from within, and the fulness

of its development is one and the same with the
perfection of its outward form. Such as the life
is, such the form. 75

This same dichotomy he reiterates in a variety of formula-

tions. For instance, he represents genius as growth in

76

contrast to arrangenent,

77

p.
and as vitality opposed to
ageregation. )

Returning to the philosophy proper, Coleridgejidenti-

78

fies the mechanic pole with modern matérialism. the doc-
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trine of Necessity (see above, page 41), and Hartlean,
Aristotelean Assoeiatiﬁn and empiriciém.79 The vital

philosophy he associates with Dynamics.Bo

Coleridge arrives at this association of the vital

philosophy with Dynamics through another development of

his organic-mechanic antithesis:

The word Nature has been used in two senses, viz,
actively and passivelys energetic ( = forma for-
mans), and material - ( = forma formata). In the
first (the sense in which the word is used in the
text) it signifies the inward principle of whatever
is requisite for -the re&ality of a thing, as exig-
tents while the essenc®, or essential property,
signifies the inner principle of all that apper-
tains to the gossib;;it§ of a thing. Hence, in
accurate language, we siy the essence of a mathe-
matical circle or other geometrical figure, not
the natures because in the conception of forms
purely geometrical there is no expression or im-
plication of their real existernce. In the sec-
ond, or material sense, of the word Nature, we
mean by it the sum total of all things, as far as
they are objects of our senses, and consequently
of possible experience -~ the aggregate of phaenom-
ena, whether existing for our outward senses, or
for our inner sehse. he doctrine concerning ma-
terial nature would therefore (the word Physiology
being both ambiguous in itself, and otherwise ap-
propriated) be more proEerly entitled Phaenomeno-

e concerning energetic na-
ture is comprised in the science of DYNAMICS. 81

Here, he expresses the dichotomy of the organic and

.

formata.,"  (More commonly.TColeridge uses the terms “na-

tura naturans" and "natura Aaturata.“) The first, or "en-

’ @ i .
ergetic" sense of the word Nature .( the "npatura naturansg”)
signifies both "the inward principle of whatever is requisite

|

n of "forma formans" to "forma
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for the reality of a thing, as existent,"” and "the essence,
or essential property,” "the inner principle of all that

appertains t8' the posglibility of a thing." The second

sense, "material"” nature (or "natura naturata") means"the

sum total of all things, as far as they are objects of our
senses, and consequently of possible experience - the agg-
regate of ?haenomena."

EsseX£ia11y. Coleridge is re-working the same per-
ception of the essence as opposed, to the outward manifesta-
tion, the ideal as opposed to the experiential, that gene-
rated the dichotomies of his poeiry.. He repeats this an-
tithesis of egsence to outward form in other formulations

of the dichotomy of natura naturans and natura naturata:

If the artist copies the mere nature, the natura
naturata, what idle rivalry. If he proceeds only
from a given form, which is supposed to answer to
the notion of beauty, what an emptiness, what an
unreality there always is in his productions, as
in Cipriani's pictures.: Believe me, you must ma-
ster the essence, the natura naturans, which pre-
supposes a bord between nature in the higher sense
and the soul of man. 82

In the concept of "desynonymisation" as a first step

in pﬁilosophical analysis, Coleridge makes a slightly differ-

ent use of the logic of dichotomy. He perceives that error

and evil result from the confounding of opposites under the
guise of synonyms, This perception leads him to a search

for such erroneous synonyms, combined with an attempt to
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i restore the actual antithesis behind the apparent simil-
itude.

Throughout his life and work, Coleridge demands "de-
synonymisation." He first makes this demand in 1795,

in an address "On the Present War":

3 AT IIOINGLLI PP A O W L ke

In private life well~-informed Men are generally
found the most quiet and friendly Neighbours; but
in the dictionary*of aristocratic Prejudice, Illum-
ination and Sedition are classed as synonimes, and
Ignorance prescribed as the only infallible Pre-
ventive for Contention. 84

In 1817, in Biographia Literaria, Coleridge continues to

affirm that: / ,
In all societie%f%here exists an instinct of growth,
| a certain collettive, unconscious good sense work-
. (} ing to desynonymize those words originally of the
same meaning. 85

Thirty years after the first instance, in Aids to Reflection,

he is still maintaining, "that it is a short, downhill pas-

sage from errors in words to errors in thi‘hgs.“a6

This process of "desynonymisation" Coleridge designates
; in another dichotomy as the antithesis of kind and degree:

In a philosophic disquisition, besides the ne-

cessity of confining many words of ordinary use

| to one definite sense, the writer has to make his

‘ choice between two difficulties, whenever his pur=
pose requires him to wean his reader's attention
from the degrees of things, which alone form the
dictionary of common life, to the kind, indepen-

| dent of degrees as when, for instance, a chemist
discourses on the heat in ice, or on latent or
fixed light. In this case, he must either use
0ld words with new meanings, the plan adopted by
Dr. Darwin in his Zoonomiaj or he must borrow
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from the schools, or himself coin a nomenclature
appropriated to his subject, after the example of
the French chemists, and indeed of all eminent na-
tural philosophers and historians in all countries.
There seems to me little ground for hesitation as
to which of the two shall be praferreds it being
clear, that the former is a twofold exertion of
mind in one and the same aot. The reader is o-
bliged, not only to recollect the new definition,
but - which is incomparably more difficult and per-
plexing - to unlearn and keep out of view the old
and habitual meaning: an evil, for which the gem-
blance of ezéhewing pedantry is a very poor and
inadequate compensation. 87

The author of any "philosophic disquisition” needs to
"wean his reader's attention from the degrees of things,
which alone form the dictionary of common life, to the kind
independent of degree." To effect this weaning of the

reader's attention, he must first demonstrate the dichotomy ¢

3}
x
i
|
{

between "degree” and "kind." This demonstration requires
the process of "desynonymisation." Here, the author has
two choices. Either he can "use o0ld words with new mean-
ings" in order to indicaté the distinction in a sinZXe word
that, philosophically speaking, comprehends two senses.

Or, as Coleridge prefers, he can "borrow from the schools,
or himself coin a nomenclature exclusively appropriated to
his subject."”

ﬂm Coleridge goes on to give examples of his own "de-
synonymisations” formulated on this basis:

A}

I have, therefore, in two or three instances ven=-*
turéd on a disused or scholastic term, where without

-
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it I could not have avoided confusiogw®dr ambiguity.
Thus, to express in one word what b¢glongs to the
senses or the recipient and more passive faculty
of the soul, I have re-introduced the word gensu-
oug, used among many of our elder writers, by M11-
ton, in his exquisite definition of poetry as gim-
ple, sensuous, passionate”s Dbecause the term gen-
sual is seldom used at present, except in a bad
sense, and sensitive would convey a different mean-
ing. Thugs too I have restored the words, intul-
tion and intuitive, to their original sense - "an
intuition,” says Hooker, "that is, a direct and
immediate beholding or presentation of an object

to the mind through the senses or the imagination".
- Thus geometrical truths are all intuitive, or
accompanied by an intuition. Nay, in order to ex-
press "the many", as simply contra-distinguished
from “the one", I have hazarded the smile of the
reader, by introducing to his acquaintance from

the forgotten terminology of the old schoolmen,

the phrase, mult®ity, because I felt that I could
not subgtitute multitude, without more or less con-
necting it with the notion of "a great many". 88

Such "desynonymisation,” involving the abstraction of "the
idea of kind from that of degrees,” Coleridge designates
as "the first and indispensable step in philosophy."89

Coleridge acts upon his own advice. He arrives at

all his major dichotomies as a result of "desynonymisation.”

Discussing "the pernicious Doctrine of Necessity" in a
letter to Thomas Poole, he affirms himself convinced,

Of the sophistry of the arguments, & wherein the
Sophism consists - viz, that all hitherto, both

the Necessitarians & their Antagonists, confounded
two essentially different Things under one name -

& in consequence of thig Mistake the Victory has 90
been always hollow in favor of the Necessitarians.

Coleridge identifies the "two essentially different

Things" confounded "under one name"” and hence in need of

/)



N

/

48

"desynonymisation," in his analysis of "Hartley's scheme"

in Biographia Literarias

These, it appears to me, may be all reduced to one
sophism as their common genus; the mistaking the

conditions of a thing for its causes and essencep

andf the process, by which we arrive at the knowl-

edfe of a faculty, for the faculty itself., 91
Here, he indicates that "desynonyimisstion" involves the
distinction of the "¢ausges and essence" of a thing from
its "conditions." As in all the philosophic dichotomies
examined thus far, Coleridge is reworking his poetic per-
ception of the essence as opposed to the outward manifes-
tation, the ideal as opposed to the experiential.

According to his own account, Coleridge also arrives

at hig antithesis of Imagination and Fapcy through his
process of "desynonymisation"s

This excellence, which in all Mr. Wordsworth's writ-

ings is more or less predominant, and which consti-

tutes the character of his mind, I no sooner felt,

than I sought to understand. Repeated meditations

led me first to suspect, (and a more intimate anal-

ysis of the human faculties, their appropriate marks,

functions, end effects matured my conjecture into

full conviction,) that fancy and imagination were

two distinct and widely different faculties, instead

of being, according to the general belief, either

two names with one meaning, or, at furthest, the 92

lower and higher degree of one and the same power.
His examination of Wordsworth's poetry leads him to per-

ceive that "two distinct and widely different faculties”

are confounded whenever the terms fancy and imagination are

used as synonyms. He proclaims a distinction: fancy and
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imagination must be "desynonymized." They are not, es

per "general belief,” "either two names with one meaning,
or, at furthest, the lower and higher degree of one and

the same power." Again, Coleridge maintains that "de-~
synonymisation" involves an abstraction from "the degrees
of things."” Again, hé implies that his dichotomy of kind
and degree is an integral factor in the process.

The first instance of Coleridge's distinction between
the Imagination and the Fancy (in a letter to William Sotheby
of September 10, 1802) clearly reveals that’ his procedure
of "desynonymisation” is the foundation of his logic of di-
chotomy:

It must occur to every reader that the Greeks in
their religious poems address always the Numina
Loci, the Genii, the Dryads, the Naiads, &c &c -
All natural Objects were dead - mere hollow Statues -
but there was a Godkin or Goddessling included in
each - In the Hebrew Poetry you will find nothing
of this poor Stuff - as poor in genuine Imagination,
#8 it is mean in Intellect - / At best, it is but

- Fancy, or the aggregating Faculty of the mind - not
Imagination, or the modifying, and co-adunating
Faculty. This the Hebrew Poets appear to me to
have possessed beyond all others - & next to them
the English. In the Hebrew Poets each Thing has
a Life of it's own, & yet they are all one Life.
In God they move & live, & have their Being - not
had, as the cold System of Newtonian Theology re-
presents / but have. 93

Coleridge places the two faculties to be "desynony-
mized in a polar opposition to one another, and it is through

this opposition that each term acouires a meaning distinct
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from the other. Thus, Imagination contrasts with Fancy as

"the modifying,and co-adunating Faculty" opposes " the agg-

regating Faculty of the mind." Coleridge further argues
the dichotomy against a background of antithesis. He sets
up a polarity of Greek and Hebrew poetry, contrasting a
scheme of "dead" objects with one in which "each Thing has
a Life of it's own, & yet they are all one Life," and "the
cold System of Newtonian Theology" with the living System
of God. By placing Fancy at the "Greek" pole%andtlmagin-
ation at the "Hebrew" pole, Coleridge emphasizes and eﬁlarges
on the distinction.

As will be obvious from the preceding formulation,
Coleridge is reiterating his seminal antithesis of essence
to object. In the dichotomy of Imagination and Fancy, as

in that of natura naturans and natura naturata, the

living and essentially vital opposes the stasis of object
and aggregation. Coleridge's expression of this vitality,
his concept of the "one Life," recurs in the poetry when,
in 1828,9u he adds t6 "The Eolian Harp" a discussion of the
essence of nature as a vehicle for the ideal:

0: the one Life within us and abroad,

Which mee€fs all motion and becomes its soul,

A light in sound, 2 sound-like power in light.95

Rhythm in all) thought,and joyance every where.

Coleridge amplifies the opposition of life to death,

active to passive, vitality to stasis in subsequent formu-
8
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lations of the dichotomy of Imagination and Fancy. The
antithesis couléd be a re-working of the dichotomies of
Platonic and Aristotelean, orgsnic and mechanic, in view of
the terms that he uses.

Fancy he identifies with Hartlean and Aristotelean
Associations
In association then consists the whole mechanism
of the reproduction of impressions, in the Aristo-
telean Psychology. It is the universal law of the
passive fancy and mechanical memory. 96
In the antithesis of organic to mechanic, like the philoso-
phies of empiricism, Fancy belongs to the "mechanic" pole.
Imagination, on the other hand, "is essentially vit-
al, even as all pbjects (as objects) are essentially fixed

a™d dead."9? In the same discussion (his renowned dis-

tinction between Fancy and Imagination in Biographia Liter-

aria), Coleridge enlarges on this vital quality of Imagin-
ations N

The primary IMAGINATION I hold to be the living

Power and prime Agent of all human Perception, and

as a repetition in the finite mind of the eternal

act of creation in the Infinite I AM. 98
He here associates Imagination with the apothesis of vital-
ity, Divine Creation, and thus unquestionably places it
at the "organic" pole.

Coleridge also formulates a distinction between the

primary and secondary Imagination in this section of Biographia
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_ Literaria. The difference between the prima?y and second-

E ‘ ary Imagination, however, is one of degree, not kind.99
Hence, it is not a dichotomy in the true Coleridgean sense,
where dichotomy comprises the opposition of kind to degree.

£
In the antithesis of Reason to Understanding, so in-
tegral to his philosophy, Coleridge repeats, step by step,

the process of his other dichotomies. First, he demonstrates
that the distinction is the result of "desynonymisation":

The difference of the Reasdn from the Understanding,

| and the imperfection and limited sphere of the latt-
er, have been asserted by many both before and since ’
Lord Bacon; but still the habit of using Reason ;
and Understanding as synonyms, acted as a disturb-
ing force. Some it led into mysticism, others it
set on explaining away a clear difference in kind

C} into a meére superiority in degree: and it partially
eclipsed the truth for all, 100

L I

In the case of Reason and Understgnding. the confounding of

2 b e

"two essentially different Things under one name" has prov-
: en an especially virulent cause of error and evils

I have no hesitation in undertaking to prove, that
every Heresy which has disquieted the Christian
Church, from Tritheism to Socinianism, has origin-
, ated in and supported itself by, arguments render-
ed plausible only by the confusion of these fac- ‘
ulties, 2nd thus demanding for the objects of one,
a sort of evidence appropriated to those of anoth-
er faculty., 101 ’

Upon this distinction of erroneous synonyms, Coleridge
formulates a dichotomy after what now should be recognizable *ﬁik

as the standard or model for all his dichotomies. From

[

the first instence, in a letter to Thomas Clarkson of October
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13, 1806, he expresses the antithesis of Reason and Under-
stending in terms of the general pattern:

What is the difference hetween the Reason and the
Understanding? - I would reply, that that Faculty
of the Soul which apprehends and retains the mere
notices of Experience, as for instance that such

an object has a triangular figure, that it is of
such or such a magnitude, and of such and such a
color, and consistency, with the anticipation of
meeting the same under the same circumstances, . . »
we may call the Understanding. But all such not-
ices, as are characterized by UNIVERSALITY and NE-
CESSITY, as that every Triangle must in all places
and at all times have it's two sides greater than
it's third - and which are evidently not the effect
of any Experience, but the condition of all Exper-
ience, & that indeed without which Experience itself
would be inconceivable, we may call Reason. « . .
Reason is therefore most eminently the Revelation

of an immortal soul, and it's best Synonime - it

is the forma formans, which contains in itself the

(:k law of it's own conceptions. Nay, it is highly

probable that the contemplation of essential Form

as remaining the same thro' all varieties of color

and magnitude and development, as in the acorn even

as in the 0ak, first gave to the Mind the ideas,

by which it explained to itself those notices of ’ 102
it's Immortality revealed to it by it's conscience.

As in the preceding dichotomies, Coleridge opposes the
essence to the outward fornm,. Understanding applies to"the
mere notices of Experience,” its objects, and the manifesta-
tiong of these objects, "as for instance that such an object
has a triangular figure, that it is of such or such a mag-
nitude, and of such and such a color, 2nd consistency."

Its province is that of outward form. Reason, on the other

hand, deals with such notices as "are evidently not ‘the

effect of any Experience, but the condition of all Experience.”
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Its province is the essence; " in fact, it is the faculty
adapted to "the contemplation of essentisl Form."
“  With this last étatement, Coleridge indicates once
and for all that the antithesis of essence to outward man- _
ifestation is clearly an antithesis of ideal to experiential.
Reason's"contemplation of essential Form" first gives "to
the Mind the ideas, by which it explained to itself those
notices of it's Immortality revealed to it by it's con-
science." Such "ideas," understood by Coleridge in a
Platonic sense, evince, 2nd for all human intents and pur-
poses, comprise, the realm of the ideal.

In keeping with Coleridge's pattern, the opposition

of Reason to Understanding is also an opposition of npa-

tura naturans to natura naturata. Reason as "the for-

ma formans,”which contains in itself the law of it's own
conceptions,"” implies for Understanding a role of "forma
formata,"” or the experiential manifestation of this law,
Elsewhere, and again in terms of the pattern, Coleridge

expresses the dichotomy of Reagon and Understanding as one
of organic opposed to mechanic. ﬁnderstanding, predict-
ably, he places at the mechanic pole,. as exemplified when,

ﬁn another antithesis, he contrasts the idea 6f Being with
its actuality:

The idea itself, which li%e a mighty billow at once

i
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overwhelms and bears aloft - what is 1t? Whence
did it come? In vain wouldywe derive it from the
organs of senses for these supply only surfaces,
undulations, phantoms: In vain from the instruments
of sensation: for these furnish only the chaos, the
shapeless elements of sense. And least of all may
we hope to find its origin, or sufficient cause, in
i the moulds and mechanism of the UNDERSTANDING, the
whole purport and functions of which consists in
individualization, in outlines and differencings
by quantity, quality and relation. It were wiser
to seek substance in shadow, than absolute fulness
in mere negation. 103

Harking back to the dichotomy of Imagination and Fancy,
Coleridge further equates Understanding with mechanism by
associating it with the mechanical operations of the fancy
in man's psychology, " in that law of his understanding
and fancy, by which he is impelled to abstract the outwérd
relations of matter and to arrange these phenomena in time
and space, under the form of causes and effects."lou
Reason, on the other hand, Coleridge identifies with
the organic, vital pole. Through the dynamic action of
the will, it becom&s "the spirit of the regenerated man":
And herein c;nsists the mys%ery of Redemption, that

this has been rendered possible for us. And so
it ig writtens the first man Adam was made a living

gou;5 the last Adam a quickening Spirit. (1 Cor.
xv. 45.) 105,

As already demonstrated, this identity of life, will and
spirit comprises Coleridge's ideal of the truly "organic."
The distinction between Reason and Understanding is

the most exhaustive of Coleridge's antitheses, and hence,
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perhaps the best example of his pattern of dichotomy. In
a note to The Statesman's Manual, he adds to the opposing

factors. Thus, as well as the antithesis of essence to

-object, ideal to experiential, natura naturans to natura

naturata, organic to mechanic, and idea to existence, the
dichotomy of Reason and Understanding comprehends the "im-
mediate” as opposed to the "mediate," "the Necessary and
the Universal" s opposed t0 the particular (fhe latter is
understood), "Ultimate Ends" as opposed to "means to prox-
imate ends," and the "dynamic" as opposed to the "merely

formal."106

LY

< s
The note, which ¢bnsists of a geometfical formulation
of the difference in kind between the Reason and the Under-
'S

standing, also divides the two faculties into_pheoretic and

practical. Again, as in the distinction between primary

and secondary Imagination, however, this last division points

to a difference in degree that has no bearing on Coleridge's
real antithesis, the distinction in kind.

The poetry revealed, in a dichotomy of head and heart,
the precursor to Coleridge's distinction between Reason and
Understanding. In the philosophy as well, the an@ithesis
of head to heart prefigures the opposition of Understanding
to Reason, ‘

In his address"On the Présent War, in 1795, Coleridge

affirms that "Susceptibility of Truth depends on the temper
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of our Hearts more than even dn the strength of our Under-
»n107

standings.

H

He elaboratej this assertion by quoting

from Akenside's "Epistle to Curio," lines 265-8 (variant):
But-how can Truth or Virtue guide the Head

Where Love of Fregdom from the Heart is fled?

Can lesser Whee?gprepeat their native Stroke 108

When the prime function of the Soul is broke?

As in his dichotomy of Reason and Understanding, Col-

eridge maintains that the human mind possesse# two opposing

-

faculties for the apprehension of truth. Here, instead of

Reason and Understanding, he d?scribes the antithesis of a

faculty of feeling, the "Heartt” to a faculty of understand-~

‘ing. the "Head." The poem from Akenside accords with his / A
(:) subsequent concept of the "heart" faculty in the form of

Reason as "the Revelation of an immortal soul, and it's best

e ]

Synbnime."

Then, in a letter to George Coleridge of July 1, 1802,

..,._..._,

Coleridge again expresses a dichotomy of heart and head in

the same terms fhat he will latér fise for his distinction
- rl
between Reason and Understandings

My Faith is simply this - that there is an original
: corruption in our nature, from which & from the

» .consequences of which, we may be redeemed by Christ -
é not as -the Socinians say, by his pure moral or ex-
cellent Example merely - but in a mysterious manner
as an effect of his Crucifixion - and this I believe =
not because I understand it; but because I feel, »
that it is not only sultable to, but needful for,
my nature and because I find it clearly revealed. 109

et Gt K s

Feeling, like Reason, admits the revelation of the ideal that
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will always remain axmystery to the experiential faculties
of the Understanding.

The dichotomy of heart and head follows the same pat-

+

I .
tern as that of Reason and Understanding. Coleridge declares
in a letter to Thomas Poole,

My opinion is this -~ that deep Thinking is attainable
only by a man of deep Feeling, and that all Truth is
a gpecies of Revelation. The more I understand of
Sir Isaac Newton's @brks, the more boldly I dare
utter to my own mind™ & therefore to you, that I be-
lieve the Souls of 500 Isaac Néwtons would go to

the making up of a Shakspere or a Milton. . . .
Newton was a mere mageriali t - Mind in his system

is always passive - lazy Looker-on on an external
World. If the mind be not passive, if it be indeed
made in God's Image, & that too in the sublimest
sense - the Image of the Creator - there is ground
for suspicion, that dny system built on the passive- ¢
ness of the mind must be false, as a system. 110

In other words, he sets up a polarity of thaqught joined wi%h
feeling and materialism, supposedly thought without feeling.
The antithesis, 1like thaﬁ;of Reason to Understanding, is one
of active to passive, cr%ative to mechanical, ideal to ex-
periential. Only one ibtegral element is missing, the di-
chotomy of essence and object, and tlhis is supplied by an-

i

v

other formulation of thel antithesis.in a letter to Robert

Southeys |

Believe me, Southey! a metaphysical Solution, that
gdoes not instantly tell for something in the Heart,
is erievously to be suspected as apocr jhal. I

almost thin¥, that Ideas never recall Ideas, as far'
as they are Ideas ~ any more than Leaves in a for-
-est create each other's motion « The Breeze i¥ is

that runs thro' them / it is the Soul, the state of
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Feeling.111

In an elaborate metaphor, Coleridge contrasts the outward
manifestation of leaves moving in a forest with the cause,
or essence, of that movement, the Breeze. As in his di-
chotomy of Reason and Understanding, he here identifies the

essential principle with the idea in its Platonic sense,

-
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In fact, as must be obvious from the similar stamp of

the antitheses considered thus far, Coleridge's dichotomies

/
1
3
3
:
{

appear to follow a pattern. This pattern originates in

W m e e
g

the central dichotomy of the poetry, Coleridge's perception
of the fundamental antithesis between the ideal and the ex-
periential, which he also expresses as a dichotomy of es-

G sence and object, patura naturans and natura naturata,

cause and effect. It holds true not only for his major i

"antitheses and the extensions of these antitheses (as Gen-

nt e o i W g NG,

jus and Talent reiterates the distinction between Imagina-

-
pmmp——

tion and PFancy, or Morality and Prudence echoes that of

Reason and Undergtanding.) . Coleridge builds all his ai- (

Mewmistyian

chotomies on the polar opposition of the experiential to
the ideal.

The double dichotomy of sin and evil, remorse and L

-+

regret is one instances '

-

+

X . A sin is an evil which has its ground or origin in
the agent, and not in the compulsion of circumstances.
Circumstdances are compulsory from the absence of .&
power to resist or control them: and if this absence -
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likewise be the effect of Circumstance (that is,
if it have been neither directly nor indirectly
caused by the agent himself) the evil derives from
the circumstances; and therefore (in the Apostle's
sense of the word, sin, when he speaks of the ex-~
ceeding sinfulness of sin) such evil is not ginj
and the person who suffers it, or who is the com-
pelled instrument of its inflicion on others, may
feel redret, but cannot feel remorse. So like-
wise of the word origin, original, or originant.
The reader cannot too early be warned that it is
no? applicable, and, without abuse of language,
can never be applied, to a mere link in a chain

of effects, where each, indeed, stands in the re-
lation of a cauge to those that follow, but is at
the same time the gffect of all that precede. 112

Coleridge formulates the antithesis of ideal and experiential
as one of cause and effect, Sin is a causal principle,
hence affiliated to Coleridge's ideal, although this may

seem somewhat incongrous. Evil is an effect, an outgrowth .
of circumstance, and thus under the mechanism of Necessity.
Remorse as the province of the causal, regret as the province
of the caused, repeat the dichotomy.

The antithesis of Symbol and Allegory furnishes another
example of the typical Cdleridgean dichotomy built on the
opposition of experiential and ideal:

An allegory is but a translation of abstract notions
into a picture-language which is itself nothing but
an abstraction from the objects of the senses; the
principal being more worthless even than its phantom
proxy, both alike unsubstantial, and the former shape-
less to boot. On the other hand a Symbol . . . is
characterized by a translucence of the Special in the
. Individual or of the General in the Especial or of
* the Universal in the General: Above all by the

translucence of the Eternal through and in the Tem=-
poral. -~ It always. partakes of the Reality which it
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renders intelligible; and while it enunciates the
whole, abides itself as a living part in that Unity,
of which it is the representative. The other are
but empty echoes which the fancy arbitrarily asso-
ciates with apparitions of matter, less beautiful
but not less shadowy than the sloping orchard or
hill-side pasture-field seen in the transparent
lake below. 113

3 Coleridge reiterates the distinction between object and es-
sence, Allegory, "an abstraction from the objects of the

}

1

£

senses," producing only "empty echoes which the fancy arbi-

trarily associates with apparitions of matter," allies to
the materialist, Associationist, experiential realm. A
. symbol, on the other hand, is a vital entity, "a living

part in that Unity, of which it is the representative," ‘the

O y principle of essence in the dichotomieg of Special and In-
dividual, General and Especial, Universal and General. Like :
Coleridge's "Reason," it touches on the universal, the eter-
nal, and hence, the infinite. In other words, a symbol is
¢hat which is above the experiential, an essence as opposed

t0 an outward manifestation.

T

The fact that all Coleridge's antitheses extend and -
elaborate one fundamental principle gives them a symbolic, 1
rather than a didactie value. The more so since’this p{in—
ciple both originates and reveals a full development in the %
course of the poetry. In’métaphoric fashion, Coleridge

Expresées an underlying concept, the opposition of experi-
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ential to idesl, in a varliety of forms or images, the var-

ious dichotomies. And, fﬁ the manner of a true symbol, the
concept cannot be exhausted by any number of formulations.,

Coleridge’s basic antithetical principle thus provides scope
for his particular method. He expresses.iﬁg abstract, the
concept of the antithesis of ideal and experiential, in the
various concrete images of his dichotomies.~ He then draws
from these images further abstract or metaphysical relevance

in the form of further dichotomies. . s

»

.
Py

o o

T PRRRTS

€t ety il




s
63
\
(
FOOTNOTES
1. Coleridge: Thngritical Heritage, p. 396.
& 2, Poetical Works, 1, pp.r1-2.
’ 3. Ibid., pp. 2-4,
4. Ipid., pp. 4-5.
5. Ibid., pp. 106-8
_ 6. Ibid., pp. 297-8.
7. Ibid., p. 338. - )
8. Ibid., p. 312.
9. ZIbid., p. 364,
. 10. Ibid., p. 381. i
O 11. Ibid., pp. 235-6.
. 12, Ibid., pp. 419-20. :
13. Samuel Taylor Coleridge, Anima Poetae, ed. E.H. Col-
A eridge (London, 1895), p. 242,
1k, Poetical Works, 1, p. 17, ] i
t 15. 1Ibid., p. 93. | - %
i 16, Ibid.; p. 345, {
i 17. Ibid., p. 316, 3
. 18, Ibid., p. 16.) . %
;  . 19. Ibid., p. 49. E ® RS %
e " 20, JIbid., p. 110.
“ 21, "Letterd, 11, pp. 865-6.

22, Poetical Works, 1,. p. 87.

?

et iy e g P VB, TIN5 Tty oy el o



AR AAMTV e

6l

23, Shakespearean Criticism, 1, p. 147,

24, Poetical Works, 1, pp. 103-l.

25, Ibid., p. 40,
26. Ibid., p. 19.
27, Ibid., p. 134.
28, Ibid., p. 77.
29. Ibid., p. 365.
30. Ibid., ©p. 366,
31.
32, Petters. 11,'p. 1193 ff,

=

bid., p. 84,

Y
33, Poetical Vorks, 1, p. 78. \ x
3’4‘0 Ibidn » pn 1020 'y

35. Ibid. p. 102 n. The brackets #re E.H. Coleridge's.
36. Ibid., p. 158,
37. Ibido. po 1810

38, Ibid., pp. 403-h. %
39. Ibid., ©p. 66.
k0. Ibid., p. 111.
41, Ibid.,’ p. 185.
"42, Ibid., p. 209.

43, J.A. Appleyard, Coleridee's Philosophy of Literature
" (Cambridge, Massachusetts, 1965), p. 10.

L, Letters, 1, p. 137. . . \
45. Ibid.s p. 626.

46, Ibid., 11, p. 706.

47. Ibid., p. 707. | | .




L

65

L8, Letters, 1, p. 519.
L9, Letters, V, pp. 13-14,

50, Samuel Taylor Coleridge, The Philosophical Lectures,
ed., Kathleen Coburn (London, 1950), pp. 189-90.

51. Ibido’ po 53'

53. Philosophical Lectures, p. 347.

sk, Ibid., p. 366.
55. Ibid., pp. 364-5.
56. Ibid., ©P. 162.
57. Ibid., 'pp. 364-5,

58 Biographia Literaria, 1, p. 87.

59. Ibid., pp. 179-80.

60. Ibid., p. 180 ff,

61. Notebooks, III, # 4173,

62, See Letters, II, pages 1189-90 and pagges 1192-3 for

Coleridge's first accounts of his conversi from Unitarian-
ism o a Trinitarian Christianity.

63. J. R, Barth, Coleridge and Christian Doctrine (Cam-
bridge, Massachusetts, 1969) p. &.
64. Letters, I, p. 236.

65. Samuel Taylor Qoleridge, Aids to Reflection and The
Confessions of an Inquiring Spirit (London, 188%), p. 92.

66. Ibid., p. 105.
67. Ibid., p. 190.
68. Ibid., p. 189.
69. Ibid., pp. 104-5,




P

L mma GRS RP LR Tt vy a4 e e

66
3
70. Aids to Reflection, p, 268.

71. D.A Stauffer, ed. Selected Poetry and Prose of Col~-
eridge (Princeton, 19517. p. 587.

72. Lay Sermons, p. 89.

73. Aids to Reflection, p. 88.

74, Philosophical Lectures, pP. 357; the brackets are Coburn's,

75. Shakespearean Crificism, I, P. 198.

76. H.N Coleridge, ed. The Literary Remains of Samuel
Taylor Coleridge, 4 Vols. (London, 1836), I1I, p. 316.

?7?7. Ibid., I, p. 104,
78. Philosophical Lectures, p. 361.

—

79. Biographia Literaria, I, p. 73.

80. Samuel Taylor Coleridge, The Friend, ed. Barvara
Rooke, 2 Vols. (London and New York, 1969), I, p. 467n.

81. Ibid.

82. Biographia Literaria, II, p. 257.
83. Lectures 1795, p. 52n.

84 Ivid., p. 52.

85. Biographia Literaria, I, p. 61.

86, Aids to Reflection, p. 167.

87. Biographia Literaria, II, p. 229.

88, 1Ibid., pp. 229-30.

89, Selected Poetry and Prose, p. 572,
90. 'Letters, II, p. 1037.

91. Biographis Literaria, I, p. 85.

92. Ibid., pp. 60-1.

o SR

T ALy AR oo B T AT Ayt a, e 4 b e

. gt e =

W e B M2 i

ARy ka0 Sl




67

93. Letters, I1, pp. 865-6.

94, Poetical Works, I, p. 10in.
95. Ibid., p. 101.

R A et 7 i

96. Biographia Literaria, I, pp. 72-3. 4

s 97. Ibid, p. 202,
98. 1Ibid.
99. Ibid.

100. Aids to Reflection, pp. 167-8.

Y. 101. Friend, I, p. 177n.

102, Letters, II, P. 1198.
103. Friel’ld, I, p051h‘o

1040 Ibid' ppo 517‘8.

R ‘:) 105. Aids to Reflection, p. 143,

106, Lay Sermons, pp. 60-1n.

107. Lectures 1795, D. 52.
R 108. Ibid. p. 53.

B 109. Letters, II, p. 807.

110, Ibid., p. 709,

' 111. Ibid., p. 961,

112, Aids to Reflection, p. 175.

113. Lay Sermons, pp. 30-1.




S i Tt X e ]

o g et s e e e

68

Chapter 31 SYNTHESIS

Coleridge did not remain satisfied with unresolved
polar opposition. He seems to have found the construct of
dichotomy, with its tendency to uphold an essence af the |
expgnse of the corresponding object, an unnecessarily divi-
sive way of formulating the "ideal." At all events, he
soon attempts to reconcile the thesis and antithesis of i-
deal and experiential through a complete, rather than a
partial, dialectic.,

" Again, the poetry contains a precursor to this second
of the major constructs of Coleridge's thought. A “syn--
thgtic" movement characterizes his verse. In terms of the
dictionary definition, synthesis, or "the putting together
of parts or elements so as to form a whole,"1 emerges &S
the organizing principle of much of ‘the poetry.

n In the earlier poems, Coleridge formulates an idea,
the "whole’ through a clustgr of concepts comprising the
various "parts or elements."

Yet what e'en thus are Fame, Power, Wealth,

But sounds that variously express, ’

What's thine already - Happiness: 2
Thus, "Happ%ness"\brings the di%erse elements .of "Fame, Pow-
er, Wealth" into.unity underthe principle of Happiness. The
poem "To Disappointment" provides another example of such:

unity in divérsitxs
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H¥nce! thou fiend of gloomy sway,
That lov'st on withering blast to ride
O'er fond Illusien's air~built pride.

Sullen Spirit! Hence:! Away.

Where Avarice lurks in sordid cell,
Or mad Ambition builds the dream,
Or Pleasure plots th' unholy scheme
There with Guilt and Folly dwell: 3

ncepts of Illusion, Avarice, Ambition, Pleasure, Guilt

H;re. the idea of Disappointment makes a synthesis of the
c

aﬁd Folly, all of which serve as parts in the central image.

| Coleridge tends to repeat his synthetic patterns.
When the terms, Fancy or Poetry, appear in his verse.‘they,
are commonly Jjoined to the concepts of Joy and Hope:

Farewell parental scenes: a sad farewell,

To you my grateful heart; still fondly clings,
Tho' fluttering round on Fancy's burnished wings
Her tales of future Joy Hope loves to tell. &4

Mehory is another such catalyst, assimilating Hope
e
and Joy, and, those concepts which often attend Hope and

Joy in Coleridge's poetry, Love, Peacé. and again, Fancy or
Poetry:

So lost by storms along Life's wild'ring Way
Mine Eye reverted views that cloudless Day,
When,' -- I on thy banks I joy'd to rove
While Hope with kisses nurs'd the infant Love:

Sweet =- } where Pleasure's stredmlet glides

Fann'd by soft winds to curl in mimic tidess.

Where Mirth and Peace beguile the blameless Day; S
And where Friendship's fixt star beams a mellow'd Ray;
Where Love a crown of thornless Roses' wearsj '
Where soften'd Sorrow smiles within her tears;

And Memory,with a Vestal's megk employ,

Unceasing feeds the lambent flame of Joy!
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No more the Sky Larks less'ning from my sight
Shall thrill th' attunéd Heartstring with delight;
No more shall deck thy pensive Pleasures sweet
With wreaths of sober hue my evenlng seat.:

Yet dear to Fancy's Eye thy varied scene

Of Wood, Hill, Dale and sparkling Brook betweens
Yet sweet to Fancy s Ear the warbled song,

That soars on Morning's wing thy fields among.

/

Scenes of my Hope: the aching Eye ye leave,

Like those rich Hues that paint the clouds of Eve!

Tearful and saddening with the sadden'd Blaze .

Mine Eye the gleam pursues with wistful Gaze =~ |,

Sees Shades on Shades with deeper tint impend, 5

Till chill and damp the moonless Night descend:
“An Effusion at Evening"

In both these examples the idea of Time furnishes matter
for synthesis. Memory opposes a past, which for Coleridge
comprises aﬁ&%ﬁeal, to the experiential realm of the presw-
ent. Colergzge provides an image of the synthesis of this
past ideal with the present in the stream whose continuum
resembles the continuum of Time. - Fanqy. or Poetry, elso
effects the synthesis; As mentioned eérlier (page 24), Menm-
ory activates the poetic Imagination, initiating a past-pres-
ent antithesis, Poetry reconciles this antithesis through
its ability to unite the elements of Tlme.

‘One quality of Coleridge's ideal is timelessness. The

eésence. as distinct from the object, rises above "whatever

) ié,é6mpreheq¢ed in Time and Space lLana thué] » is included -

6 The ideal. which

'"has its principle in itself. ‘80 far as to ori ginate its ac-

tions, cannot be contemplated in any of the forms of Space

a ‘ ‘ -
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a

This ideal Coleridge expresses in a poem "to

”?

ahd'Time.
William Wordsworth“u

¢« o« » The truly great

Have all one age, and from one visible gpace
Shed influence: They, both in power and act,
Are permanent. and Time is not with them. 8

In the poetry, Coleridge achieves the ideal pf:timeless~
ness through-a synthesis of the elements of time. In "Lines
written at Shurton Bars,” he alleviates his agoﬁy'of lorigli-

ness through superimposing recollections- of the past and

9

hopes for the future on the present scene. Past, present.

and future thus combine to provide an escape from tlme.,' In
a footnote to MS II of QOsorio, he amplifies his idea of the

tragedy-dream of Act IV in a similar'synthesis of the ele-
;«
ments of time:

This will be held by many for a fiere Tragedy-dream -

by many who have never given themselves the trouble

to ask themselves from what grounds dreams pleased

in Tragedy, and wherefore they have become s6 common#

I bvelieve, however, that in the present case, the

whole is here psychologically true and accurate. L
Prophetical dreams are things of nature, and expli- ¢
cable by that Yaw of the mind in which where dim = - .
jdeas are connected with .vivid feelings, Perception

and Imagination insinuate themselveg and mix with

the forms of Recollection, till the Present appears

to exactly correspond with the Past. Whatever is
partially iike, the Imegination will gradually re-
present ag wholly like - a law of our nature which,
when it is perfectly understood, woe to the great 10.
city of Babylon - to all the superstitions of men.,

Once again, the Imagination.plays an agtive role, engineer-

ing-a correspondence of the past, "forms of Recollectiqn."

. with the future, "prophetical dreams," and the present.,

.
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i

Colerldge s searcrk for a principle of unity, a prin-
, c1ple to unite the dlver81ty of the ‘experiential world.
shapes his poetry:

'Tis the sublime of man, -
Our noontide Maqesty, to know ourselves '
Parts and proportions of one wondrous whole: -
This fraternises man, this constitutes
Our charltles and bearings. 11
"Rellglous Musings

‘This prlnc1p1e he discernsin the same poem as Goda
. "y

e, e & But 'tls God ' ‘12
,lefused through all, that- doth make all one whole.

* And thls God he in turn identifies with’ the essentlal pole

.of his dlchotomy .of natura naturans and - natura na gatg
Hlm Nature s essence. mlnd, and energy.l3
¢ ﬂecausé the princlple of unity that Colerldge seeks

ig' a unlty of dlversity, it acts as a prineéple of synthe-

sis.. - Coleridge casts around for the whole capable of as~- r

simil ing a variety-of parts and elements. ‘He finds one
A such whole." one ‘such prineciple ‘of unity, in “Reflectlons P
.. on haviﬁg 1eft a Place of Retirement": ’

‘ T iHera the bleak mount, ‘ ' L
) - . The r/re bleak mountain_ speckled thin with sheep; By
| + oL T Grey c¢louds, that shadowing spot the sunny fieldsy »
. e . ' ., And'river, now with bushy rocks o'er-brow'd, ) .
el . "Now winding bright and full, with naked banks; ,
bo o5 And seats, and lawns, the Abbey and the wood,
L .~ And téts, and hamlets, and faint city-spire; -
’b . The Channel there, the Islands and white sails,
S, < % . Dim.coasts, and cloud-like hills, and shoreless Ocean -
et . ‘It. seem’d like Omnipresence!- God, methought, ‘- ’ !

]

1 . ©. . 7% Had built him there a Temples the whole World \
e i, -Seem'd _mgg_g_in ite vast circhmference: -
:' (:) - S o .. v ,
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»

»

No wish profan'd my overwhelméd heart.ih
Blest‘hour. It was a luxury, - to be:

For Goleridge, God, with the attributes of omnipresenca,

and omniscience, comprises the most apt representation of

_unity. The Deity, however, is not the only sﬁcﬁ principle.

As already observed, both Time and Imagination function syn-

.thétipally. A little poem"To --" adds Love to the list of

unlfylng prlnclpless Sy,

I mix in life, and 1aﬁoﬁf~to seem free,
With common.persons pleas*d and common things,
" While every thought and action tends to thee, 15
And every impulse from thy influence springs.

. Thus far, the synthesisk;g;the poetry appears as a

unifying of diverse parts or elementy. ‘But Colerldge also
uses the construct of synthesis in é trict philosophical
sense as a dlalectical reconclliafio of opposites. The
synthetlc patterns of unity in the poetry set the stage for
this’ dialectlc by attestlng to Coleridge's desire to see a
unity in, or a reconciliation of, diversity.. Still within
the cburge of the poetr&. however, Coieridge moves to a
real syn%hesi$'of thegis and antithesis.

‘ One of Coleridge's dialectical formulations involves
thé:balance of the polaf oppgsitesL“ Here, he effects a
reconciliation throught the meeting of ”ek%remes.” In
Osorioy he ‘resolves the hero' 8 conflict between the will to
sin and remorse through such a balancen

I thank‘thee, Heaven. thou hast ordain a it wisely.

-~
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‘ That still extremes bring their own cure.™

In “Roligious,Musings." he reiterates a favourite poetic

s 0

conception, already discussed in his "Allogoric Vision,"

+ of the meeting of Mystery and Atheism:

» « « For she hath fallen .

On whose black front was written Mystery;

She that reeled heavily, whosé wine was blood;
She that worked whoredom with the Daemon Power;g
And from the dark embrace all evil things ,
Brought forth and nutured:s mitred Atheism! 17

B it o o A i

More commonly, however, Coleridge resolves "extremes"
-through a transcending principle that comprehends both op-
- posites in itself, This is a true dialectic, and the poet- -

ry abounds in examples,

i:, In "A Mathematlcal Problem," Coleridge makes his first ]

attempt at such a dialectlc. As he explains to his brother

. to whom he first sent the poem:
I have often been surprised that Mathematics, the
Y . quintessence of Truth, should have found admirers -
' go few and so languid. Frequent consideration and ;
minute scrutiny have at length unravelled the causej -
- - viz. that though Reason is feasted, Imagination is )
"starveds whilst Reason is luxuriating in its proper {
Paradise, -Imagination is wearily travelling on a ’
dreary desert. To assist Reason by the stimulus -
/ of Imagination is the design of the following pro-
duction. . « + I may justly plume myself that I first .
* have drawn the nymph Mathesis from the visionary . »
caves af abstracted idea, and caused her to unite
‘ with Harmony, The. first-born. of this Union I now
- present to you. 18 .

o

¥

S Through the medium of pOefry, Coleridge hopes to unite

PR F R

Reason with Imagination. Mathematics with Harmony» This

synthesis suggests one possible rasolution for his dichotomy
5 i

———t o
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of Reason and Understanding in its init%al formulation (see
page 53.)
In his Reason—Understanding‘diéhotomy, Cdleridge'also

introduces the concept of mathematics, and also identifies -

" Reason with the principle1of'mathematics. Reason involves

"such notices, as are characterized by UNIVERSALITY and NE-

CESSITY, as that every Triangle must in all places and at

all times haug it's two sides greater than it's third." ‘
Coieridge theﬁ opposes this mathematical principle of Rea-
son to the ihages and outward manifestations resulting from
the realization of the principles("thg notices of Exper-
ience, as for instance that such an object has a triangulay
figure, that it is of such or sucy a magniﬁude; and of such
and such a color, and éonsistenc¥.") ‘
In "A Mathematical Problem," Coleridge is attempting
to resolve this éntithesis. By meanstqf his new c¢oncept

of pgetry. deéigned "to asgsist Reason by the stimulus of I-

magination,” he tries to.link Reason, the "abgtracted idea,"

with those concrete images that Imagination gleans friom the

~ experiential world.

"The Rime of thehAncient Mariner” providgs another ex-
ample of Coleridge's use of dialectic in the poetry. The
protagoni;t of the poem acts as a principle of synthéaisi_
The Mariner qﬁn mediate befween the natural an& the super-

natural because he himself contains both the contraries. -

]
4
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Wheén he_asserts:

He prayeth best, who loveth best:
All things both great and smallj;
For the dear God who loveth us,

. He made and loveth all, 19

, the Mariner points the way to a synthesis of objective nature

andﬂits'essence in God through the unifyihg power of love.
In "Kubla Khan," the figure of the bard acts as a focus
for the synthétic principles of time and arti

A damsel with a dulcimer

In a vision once I saws

It was an Abyssinlan maid, o »

And on her dulcimer- she played, ‘

Singing of Mount Abora.
~ Could I revive within me

Her symphony and. song,

T¢' such a deep delight 'twould win me, .
That with music loud and long, , ¥
I would build that dome in air, :
That sunny dome! Thosejaaves of ice? 20

?

Art rises above the antithesis of pask and present. by givxng
a past ideal, the song of the Abyssinian maid; an experien-
tial formulation in the present "music loud and long." This
in turn effects a synthesis of the other contraries of the
paem. “That sunny dome! These caves of ice!"

Finally, in "Dejection: An Ode,” the ideal of Joy re-
solves in itself the opposition of essencé and\objécts

Joy, 'virtuous Lady! Joy that ne'er was glven,o

Lite, snd Tibe's effiusnce; cilond a3 omes and showr,?l
’ ' .

This recénciliation of "Life, and Life's effluence," the

. J"eloud” and L‘p "ghower," slggests atreconciliation of the

g
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ideal and the experiential. "Joy", as the synthesis of

*the ultimate in both ideal and experiential, confirms the

suggestion: _ “

‘Joy, Lady! is the spirit and the power, .
Which wedding Nature to us gives in dower :
A new Earth and new Heaven. 22 )

As manifest in these examples, Coléridge's-ﬁfinciple
of synthesis in the poetry 1s an qlaboration of the ideal
rather than the experiential, the essence rather than the
object. In contrast to his construct of dichoéomy, how-
ever, where he denigrates the othard manifestation, Coler-
idge, in his synthetic ddeal, takes into account the objec-

tive factor. He uses the experiential as an integral el-

ement in the formulation of his dialectic. His poetic

syntheses express an ideal which comprehends the union of

essence and object, experiential and ideal.

I

In thﬂ’ﬁﬁf{:;Ophy. Coleridge affirms his dissatis-

faction with a partial dialectic:

The offide of philosophical disquisition consists
. " in just distinctions while it is ‘the privilege of
o the philosopher to preserve himself constantly a- .
ware, that distinction is not division. In order
to obtaln adequate notions of an{ truth, we must
intellectually separate its distinguishable parts;
and this is the technical procegss of philosophg.. .
But having so done, we muast then restore them in !

”
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our conceptions to the unity, in which they actually
co-exist; and this is the result of philosophy. 23

An unreconciled polar obposition comprises only one portion
X
of the philosophical procedure, "“the technical process.”
P .
By itself, the*construct of dichotomy omits the more im-

portant part, -that synthet}c’principle of unity that supplies
"the result of philogophy."

The philosophy, like the poetry, Ettegts to Coléridge's
search for this underlying principle of union. The note-
book entries, letters, and 1ectures'of the period 1795 to
1806 (w;itten in conjunction with the poetry under discus;(
sion) comment on his poetic quest for unity.

Coleridge's letter to John Thelwall of October 14,
1797, includes one such comments

I can at times feel strongly the beauties, you des=- -
cribe, in themselves, & for themselves = but more
frequently all things appear 1little - all the know-
ledge, that can be acquired, child's play - the
universe itself -~ what but an immense heap of lit-
tle things? - I can contemplate nothing but parts, o
& parts are all little ~ ! - My mind feels as if it
ached *o behold & know something.great - something
one & indivisible - and it is only in the faith of

€ this that rocks or waterfalls, mountains or caverns
give me the sense of sublimity or majesty: = .But
in this faith all things counterfeit infinity. 24

As observéd. the poetry everywhere reflects this per-

cgption of the "one & indivisible" beneath the diversity of

nature's‘manifold forms. Coleridge goes on to exemplify

. , .
the' point by citing from "This Lime-Tree Bower my Prison": |

"Struck with the deepest calm of Joy" I stand ¢
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Silent, with swimming sense; and gazing round

On the wide Landscape gaze till all doth seem

Less.gross than bodily, a living Thing

. Which acts upon the mind, & with such Hues

As cloath th' Almighty Spirit, when he makes

Spirits perceive his presence! - 25
Here, Coleridge himself seems to recognize a continuum bee
tween his poetry and philosophy. He discerns his philos-
ophic musings expressed in his poetry; he uses his poetry
to elucidate and elaborate his philosophy.

In another letter (May 17, 1799), Coleridge reiterates

hlS concept of a unity in dlversity with the addition of

~ the notlon of Omnipresence:

Now again is nothing but Pines & Firs, above, below,
around us! - How awful is [the] deep Unison of their
‘undividable Murmur - What a one thing it is -[it
is a sound) that[im}presses the dim notion of the
Omnipresent!: 26 :

Again, Coleridge has already formulated the idea in ihe'
poetfy., . |

In both philosophy and poe#ry. Coleridge arrives at
his principle of unity through a sjhthesis of diversity.
He repeatedly points out the "something one & indiviglglg“
that comprehends the "heap of little things."” Now, this
principie of unity appeé}s as the “one gggg%" tﬁaf explains

all existence.
I am about to do more - namely. that I shall be
gable to evolve all the five senses, that is, .to
. deduce them from one gense, & t& state their growth, -
& the causes of their difference - & in this evolve~
ment to solve the process of Life & Consciousness, 27

g
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Again, “"something one & indivisible" emerges in thé vital

metaphor of a united humanity:

For I believe there is more than a metaphor in the
affirmation, #hat the whole human Species, from
‘Adam to Bonapagtes from China to Peru, may be con-
sidered as one Individual Mind. 28

Coleridge maintains that the human race can achieve this

jdeal of unity in and through Chrlst.29 ¢

In the fall and winter of 1799, Coleridge seems to be i
‘ centriﬁg hié principle of unity on the philosophy of Spin- ‘

oza, .He asserts in & letter to Robert Southey of December

) 244

My Spinosism (if Spinosism it %e and 'i faith . .. i
_'tis very like it) disposed me to consider this big
0- : ‘City as that part of the Supreme One, which the
. prophet Moses was allowed to see. 30 .

He elaborates this idea of a "Oneness" inspi%ed by Spfnoza :”

‘ "in a notebook entry of the month before¥~ \
* : ‘ If I begin a poem of Spinoza, thus it should \

' begin / . o
' I would make a pilgimage t6 the burning sands of
‘ v Arabia, or &c &c to find the Man who could explain
‘ ) , to me’ there can be oneness, there being infinite

‘ Perceptions - yet there must be a oneness, not an
intense Union but an Absolute Unity. 31

3 In 1803, he ié still concerned with the poem on Spinoza,
‘ and its integral concept: of unitys ,"

Y . _ Poem on Spirit ~ or on Spinoza -~ I would make a

< _ pPilgrimage to the Deserts of Arablia to find the

g ‘ man who could make understand how the one can be

' : ! Eternal universal mystery: It seems as if . *
. . t ‘were impossible; yet it is - & it is every where! ,

‘. . . = It ig indeed a contradiection in Termss and only H

"
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in Terms.: ~ It is the ¢o presence of Feeling & Life.
limitless by their very essence, with Form, by its
very essence limited - determinate - definite., - 32

]

These formulations attest to Coleridge's ouest'for a
unity capable of assimilating diversity. This he envisages
‘not as "an intense Union,” but as a "one" that "gcan be many.”.

Such a "one" demands the synthesis of "Feeling & Life" with

"Form," in other words, the union of essence with object,

ideal with experiential.

As in the poetry, Coleridge finds a prihciple of this

unity in Gods -,
God is not in all things, for in this case he would 1
be indigent of all; but all things are God, & e- 3
ternally indigent of God. - And in the original . ‘
(*} ‘ meaning of the word "essence" as predicable of that,
. \ © econcerning which you can say, This is he, or that
é is hé, this or that rather than any other / in’ this J
sense of the word Essemce I perfectly coincide with 1 7
' the Platonists & Plotinists, that if we add to -the
. -nature of God either Essence, or Intellect, or Beau-
s - ~ ty we deprive him of being the Good himself, the
_i only One, the purely & absolutely ONE. 33

With a view to the dangers of Spinozism, a philosophy thgt

he freouently criticizes for its ﬁantheism. Coleridge makes

a careful distinction between God as the principle of unitj*

in all things and all things in unity as Godq.

In the projected poem on Spinoza, Coleridge again dem~

Onstrafes his dynamic of abstrgct*and concréte. philosoéphy

and poetry. Althoggh he never wrote the'péem. the abstract
-2, idea of "an Absolute Unity" in diversity finds many a con-

crete expression in the fesf of his poetry.

.
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The concept of a unity in diversity becomes an inte~ .
gral element of Coleridge's philosophy. -This concept he
formulates in its strictest philosophical sense in an essay

"On the Principles of Genial Criticism"s

1

. . {

In order to express "the many," as simply contra-
distinguished from "the one," I have hazarded the
smile of the reader, by intraducing to his acquaint-
ance, from the forgotten terminology of the old
schoolmen, the phrase, multBity, because I felt

that I could not substitute multitude, without more
or 1esq connecting with it the notion of "a greast
pany.' Thus the Phllosopher of the later Platonic,
or Alexandrine school, named the triangle the first-
born .of beauty, it being the first and simplest
symbol .of multBity in unity. 34

His expressions for the idea, however, vary throughout the
philosophy from "the universal in the particular,” to."the
whole in the parts," to "the one that can be many." ,
As indicated in the passage from the essay, the concept
of funity in multBity" reveals mathematical antecedé;ts.
Coleridge distinguishes the oldest fofmulation of the con-
cept as "that of Pythagoras: (%HE REDUCTION OF MANY TO 0NE."35
Together, "Pythagoras by his numeral,>and Plato by;his nugsi-
¢al symbols, and both by geémetric discipline" free the
human mind from "that despotism of the eye."36 The in-
volvement of mathematics in the construct of synthesis ori-
ginates in the poetry with Coleridge's expression of the
ideal through the dialectic of "A Mathematical Problem.”

He reiterates this notion of matﬁematics‘as agsociated with

both the ideal and the synthetic operations of poetry in
*
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the discussion of yet another "unity in multBity"i

I adopt with full faith the principle of Aristotle,
that poetry as poetry is essentially ideal . . .

Y paradoxical as it may sound, one of the essential =

properties of Geometry is not less essential to
dramatic excellence; and Aristotle has according-
ly required of the poet an involution of the uni-
versal in the individual.s 37 .

Of course, the concept of "unity in multBity" is first
and foremost Coleridge's ideal of excellence in art and
poetryt !

A poem is that species of composition, which is
opposed to science, by proposing for its immediate
object pleasure, not truth; and from all other
species (having this object in common with it) it
is discriminated by proposing to itself such de-~
light from the whole, as is compatible with a dis-
tinct gratification from each component part. 38

In Shakespeare, Coleridge discerns the apotheosis of such
N

\ |
excellencet | , /

=
(A
s

It was Shakspeare's prerogative to have the univer- §
sal, which is potentially in each particular, open-
ed out to him, the homo géneralis, not as an abgstrac~-
. tion from observation of a variety of men, but as
the substance capable of endless modifications, of
which his own personal exigtence was but one. 39

Again, Coleridge expresses this ideal in terms of a "unity
in multBity": "the universal, which is potentially in each
particular.”

Elaborating on}"unity in multBity" as a standard in

»™

art, Coleridge extends the formulation to related concepts.'
Aﬁe defines poetic genius as "unity in mult8ity"s

It has been before observed that images, however

C o

- L) . ratie

. ngkun 5

45 e .



beautiful, though falthfuily'copled from. nature, ,
and as accurately ;epresented in words, do not of
“.'themselves - characterlze ‘the poet., They become
proofs of original genius only as far as they are
modified by a predominant passion; or by agsociated
thoughts or images awakened by that passion; or '
. when they have the effect of reducing multityde to
ot unlty, or succession to an instant. Lo . ,

1

He accords to Imaglnatlon the" power of reduCIng the many to

ones
P

™ How eXcellently the German Einbxldungskraft express=
es this prime & loftiest Faculty, the power of ¢o~

adunation. the faculty that forms the many into one,
in glns Bildung. 41 . C

<

The idea of Imagination as "unity in multélty“ recurs, in

! Biographia Literarias, where Colerldgeeuses ‘the term "esem~

plastic," meaning "to shape into one," which he claims to

(i) ", have construed from the Greek.'+2

. : Cos Lk
Although Coleridge develops "unity in multéityﬁ prim-

I arily as an 1deal of art, he extends the concept 1nto his - ., ag‘

9

other formulatlons of the ideal. Reagon. the "1dea1” and

"essential" term of the Reason-Understandlng dichotomy, acts v

*

as an assimilator of multitude into unity:s

In this sense I affirm. that Reason 18 the know- 43 .
ledge of thellaws of the WHOLE considered as ONE. :

¢ L

. Like Reason, religion emerges as "unity in mult8ity": \

Religion therefore is the ultimate aim of philos=-

[ ophy,. in consequence of which philosophy‘atself
beooﬁbs the supplement of the sciences, both as ,
the convergence of all to the common end, namely L Y
wisdom; and as supplying the copula, which mod- B P
ified in ‘each in the comprehension of its parts & - vl
to one whole. is in its principles cOmmon to all,

o
o
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.as Iintegral parts of one system. And this lis ME-
THOD, itself a distinct science, the immediate off-
spring of philosophy, and the link or mordant by
: which philosophy becomes scientific and the sciences
| phllosophlcal.

N mm

Here, Colerldge adds to rellglon his idea of "method," the
5 . organlzlng prineiple of science that gives rise to an "g;;ang -

ment" “grothded on the habit of foreseelng in each integral

part « « « the whole.“u5 Method provides another example

.6f the synthesis of diversities. o

A e

As he moves from dichotomy to synthesis, Coleridge

!

‘ amplifies the "ideal" term of most of his dichotomies into

%

PRI T ST

3 o a "unity in multBity." Reason and.ImaéinatiOn exemplify

| this amplificatibn. The “unities in multéit&“ of mathe-

.matics, religion and method also originate as "essential"

terms in Coleridgean gichotomies. = ¢ u &
' - Co%erldge describes mathematics as an “essence" rather
* than a "nature"in hls antithesis .of" natura naturens to g_—

tura naturatas "Hence. in accurate language, we say the gg-

sence of a mathematical circle or dther:g&dmgtrichi figure,

wltb

not the natufe. Religion, .or Christianity. Hé opposes

to polytheism or panthelsm in terms of the 1nf1n1te to the

finite, the idea to #he form: , L . ]
- Al | The Greeks changed the- ideas into finites, and these 4.
3 finites into anthropomorphi, ar forms of men. Hence ‘ |

their religion, their poetry, nay their very'pictures.
. became statuesque, With them the form was the end. R
. ﬂhe reverse of this was tne natural effect of Chris~ '
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tianitys in which finites, even the human form,
must, in order to satisfy the mind, be brought into
connexion with, and be in fact symbolical of, the
infinite., 47

Method he appears to link with the ideal of ‘Reason; 1like

Reason, method has as antitheses the Associationist's mem-

ory.48 and the more mechanic%; operations of the understand-

ings

For the absence of Method, which characterizes the
uneducated, is occasioned by an habitual submission
of the understanding to mere events and images as
such, and independent of any power in the mind to
classify or appropriate them. 49

From other dichotomies, Coleridge amplifies other "i-
deal" terms into "unities in multBity." The concept of
will reveals such elaborationi

For as the Will or Spirit, the Source and Substance
of Moral Good, is one and all in every part; so
must it be the totality, the whole articulated se-
ries of single acts, taken as unity, that can alone,
in the severity of science, be recognised as the
proper counterpart and adequate representative of

a good Will, 50

The idea of a Symbol also emerges as the unity of diversity:

A Symbol . . « is characterized by a translucence
of the Special in the Individual or of the Gener-
al in the Especial or of the Universal in the Gen-~
eral. Above all by the translucence of the Eter-
nal through and in the Temporal. It always par-
takes of the Reality which it renders intelligibley
and while it enunciates the whole, abides itself
as a living part in that Unity, of which it is the
representative. 51

Finally, Coleridge defines natura naturang, or the principle

of life considered "absolutely,"” as "unity in multBity":

|
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The most comprehensive formula to which life is
reducible, would be that of the internal copula

of bodies, or (if we may venture to borrow a phrase
from the Platonic school) the power which discloses
itself from within as a principle of unity in the
many. But that there is a physiogn my in words,
which, without reference to their fitness or ne-
cessity, make unfavorable as well as favorable im-
pressions, and that every unusual term in an ab-
struse research incurs the risk of being denomina-
ted jargon, I should at the same time have borrow-
ed a scholastic term, and defined life absolutely,
as the principle of unity in multeity. 52

Here, he vpoints to the origin of the concept in the tradition

of Platonic Idealism.
The perception of "unity in multdity" is essential to

a correct spiritual perspective. Without it, monotheism
degenerates into polytheismi

A confounding of God with Nature, and an incapacity

of f?nd%ng unity in the manifold apd.infinity in . 53

the individual, - these are the origin of polytheism.
The "unity" is the operative element: "“The fairest part of
the most beautiful body will appear deformed and monstrous,

" 5“’ In

if dissevered from its place in the organic Whole.

contrast to his procedure in the construct of dichotomy, how-

ever, Coleridge insists on the inclusion of the "mult&ity"
with this "unity."” "The ideal must join with the experien-
tial that it synthesizes, for by itself this ideal results
in but a partial visions #
The word, (®¢a, in its original sense ag used by
Pindar, Aristophanes, and in the Gospel of St.

Matthew, represented the visual abstraction of a
distant object, when we see the whole without dis-
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< 55
tinguishing its parts.
Like the poetry, the philosophy shows a development
of the "unity in multBity"” concept in relation to time.
Coleri§ge achieves the ideal of timelessness through the
game synthesis of the elements of time that he demonstrates
in the poetry. In fact, at several points, he uses the
same image for that synthesis, the stream whose continuum
unites past, present, and future:
Hente, by a derivative, indeed, but not a divided,
influence, and though in a secondary yet in more
than a metaphorical sense, the Sacred Book is wor-
thily intitled the WORD OF GOD. Hence too, its
contents present to us the stream of time contin-
uous as Life and a symbol of Eternity, inasmuch as
the Past and the Future are virtually contained in
the Present. 56
Again, as in the poetry, art or Imagination effects the
synthesis. An early definition of poetry reiterates the
idea of a union of past and present that characterizes Col-
eridge's poetic stream:
A child scolding a flower in the words in which
he had himself been scolded & whipt, is poetry /
past passion with pleasure - 57
Poetic genius reduces "succession to an ins’cant',"58 or, in
a more elaborate expression of the process:
It is not less an essential mark of true genius,
that its sensibility is excited by any other cause
more powerfully than by its own personal interests;
for this plain reason, that the man of genius lives

most in the ideal world, in which the present is
gtill constituted by the future or the past., 59
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Finally, Coleridge maintains that "the reason is aloof from

time and space; the imagination [haé] Enkgrbitrary control
60

over both."

In this iast statement, Coleridge demonstrates his ex-
tengsion of the concept of timelessness into other formula-
tions of the ideal. Here, he asserts the exemption from
time of Reason. This exemption he also affirms for Original
Sins

Let the evil bg supposed such as to imply the im-
possibility of an individual's referring to any
particular time at which it might be conceived to
have -commenced, or to any period of his existence
at whieh it was not existing. Let it be supposed,
in short, that the subject stands in no relation
whatever to time, can neither be called in time
nor out of time; but that all relations of time
are as alien and heterogengous in .this dquestion,

as the relations and attributes of space (north or
south, round or square, thick or thin) are to our
affections and moral feelings. Let the reader
suppose this, and he will have before him the pre-
cise igport of the Scriptural doctrine of Original
Sin. 1

In short, the iéeal of timelessness identifies with the fac-
ulty of the divine in man:s

For Reflexion seems the first approach to, & shadow
of, the divine Permanencys the first effort of
divine working in us to bind the Past and Future
with the Present, and thereby to let in upon us
some faint glimmering of that State in which Past,
Pr'esem:t.S and Future are co-adunated in the adorable
I AM. 2

Coleridge's concept of timelessness has two formula-

tions. Either he indicates an accomplished synthesis
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(that exemption from time represented by Reason, original
gin, and the divine), or, he reveals a dialectic in action,
effecting the synthesis of past, present, and future (as
demOnstréted by the Imagihation.) At the base of the lat-
ter, the active dialectic, lies the @illl
« From the indemonstrable flows the sap, that circu-
lates through every branch and spray of the demon-
stratione To this principle we referred the choice
of the final object, the control over time - or,
to comprize all in one, the METHOD of the will. 63

Although the notion of "unity in multBity" is synthet-
ic,¥ it is not the true dialectic of Kant and the post-
Kantians, As in the poetry, however, Coleridge develops
such a dialectic. Further, he follows the pqetry in the
pattern of this development.

In the philosophy also, Coleridge first attempts a
balance rather than a real synthesis of opposites. His
"Allegoric Vision" of 1795 64 describes the same "meeting
of extremes that he formulates in "Religious Musings." In
the “"Allegoric Vision,"” ho@ever, Coleridge approaches more
to a true dialectic by adding, as mediator between the ex~

tremes of Mystery and Atheism, an ideal of right religion

in the Unitarian Church.

¥ "Unity in mult8ity" is synthetic in terms of the dic-
tionary definition of synthesis (see page 68.) The "unity"
is the "whole," the "multBity" the "parts or elements" put
together to form this whole.
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In December of 1803, Coleridge appears very much con-
cerned with the meeting of extremes:

I have repeatedly said, that I could have made
a Volume, if only I had noted down, as they occurred
to my Recollection or Observations, the instances
of the Proverb, Extremes Meet / - This Night, Sun-
day, Dec. 11, 1803, 1/2 past 11, I have determined
to devote the last 9, pages of my Pocket [book] to
the collection of the same. 65

Subseauently, he affirms that he.wrote The Statesman's Man-

ual, "to expose the inconsistency of both these extremes,

and by inference to recommend that state of mind, which looks

forward to 'the fellowship of the mystery of the faith as a

spirit of wisdom and revelation in the KNOWLEDGE of God, the

eyes of the UNDERSTANDING being enlightened.'"66 The "

ex-

tremes" that he mentions are those of an over-mystification
opposed to an over-literalization of the Scriptural word.
As in the "Allegoric Vision," he indicates a forwn of synthe-
sis in faith, which here unites the antitheses of “ynderstand-
ing and revelation.

Coleridge clearly relates the concept of "extremes
meet” to his philosophical dialectic in a notebook entry of

September, 18081

Extremes meet. One $e be Essay in the Upholder =~
perhaps, in these first to explain my system of
balanced opposites - -& thence the Like in the Un-
like / - 67

It was probably the idea of "unity in multBity"” that

prepared Coleridge for his assimilation of this dialectic
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from thWe German Idealists. At all evends, his familiarity
with Pﬁatd and Platonic tradition long preceded his reading
of Kﬁnt and the post-Kantians. At one point, he expresses
ihe transition from a logic of dichotomy to one of dialec-

tic in a form reminiscent of his "unities in mult8ity”:

' Seek first for the Unity as the only source of Real-
ity, and then for the two opposite yet correspond-
ent forms by which it manifests itself. For it is
an axiom of universal application that manifestio
non datur nisi per alterum. Instead therefore of
affirmation and contradiction, the tools of dichote~
omic Logic, we have the three terms Identity, Thesis,
and Antithesis., 68

Coleridge makes this statement in a marginal note on

Kant's Allegemeine Naturgeschichte, and he was also to re-

cognize the principle of trichotomy as "the prominent ex-

69

cellence in Kant's Critique of the Pure Reason." He

discerns in the dialectic originated by Kant and developed
by Schelling a logical way of effecting the "unity" of "mul-
tBity." Nevertheless, the Platonic influence remains. In
seeking for the element of synthesis, the "Unity" behind the
"two opposite yet correspondent forms," he remarks:

What is the ground of the coincideﬁce between reason
and experience? Or between the laws of matter and
the ideas of the pure intellect? The only answer
which Plato deemed the question capable of receiv-
ing, compels the reason to pass out of itself and
seek the ground of this agreement in a supersensual
essence, which being at once the ideal of the reason -
and the cause of the material world, is the pre-
establisher of the harmony in and between both. 70

In éoleridge's dialectic, as in his concept of "unity
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in mult8ity,"” the final reconciliation of experiential and
ideal involves an elaboration of the element of "unity."

"In a supersensual essence,"” "the ideal of the reason,"

Coleridge resolves the contradiction between essence and
object, inner princivle and outward manifestation, Also
in the manner of his "unities in multBity," he demonstrates
a resolution through inclusion as opposed to exclusion,
through the bringing of "multBity" into an accord with its
underlying "unity." Experiential and ideal unite in the
"supersensual” principle, that although ideal, relatds to
the expériential as "the cause of‘the material world" and
"the pre-establisher of the harmony in and between both"
ideal and experiential. Thus, Coleridge's philosophical
dialectic reflects the synthesis of his poetry which re-
veals an identical pattern of reconciliation.

In his trichotomic dialectic, Coleridge has several
different expressions for the "supersensual essence." Most
commonly, he speaks of a Synthesis that unites the opposites
of experiential and ideal. In the marginal note on Kant,
however, he uses the term Identity. At this point in his
philosophy, when he is dealing with% basic, unelaborated
trichotomy, the word Identity can be taken as roughly equiv-
alent to a Synthesis. Actually, in later expansions of

the dialectic, Identity, or Prothesis, describes @ kind of

11
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pre-synthesis, a unity"hat Coleridge believed to exist in
the constitutive realm of the ideal, It was this unity that
he conceived of as breaking in the process of experiential
manifestation, splitting into the polar opposites of Thesis
and Antithesis, and having to be resolved again through Syn-
thesis., Another term, Mesothesis, or Indifference, can
also be considered at this stage as more or less equivalent
to Synthesis. Later, however, it becomes an intermediary
instead of an amalgamation, an expression of Thesis and An-
tithegis held in balance unchanged, a temporary resolution
after Prothesis and before Synthesig.

Still, the principle remains the same. The emphasis
is on unity, whether Coleridge conceives of such unity as
antecedent or subsequent. In this sense, all of Coleridge's
dialectics repeat his concept of "unity in multBity," for
all his "unities in multBity" also function dialectically.

For instance, Coleridge formulates the dialectical
process, like the concept of "unity in multBity," in math-
ematic¥® terms:

Kant having briefly illustrated the utility of such
an attempt in the questions of space, motion,and
infinitely small quantities, as employed by the
mathematician, proceeds to the idea of negative
quantities and the transfer of them to metaphysi-
cal investigation. Opposites, he well observes,
are of two kinds, either logical, that is, such as
are aysolutely incompatible; or real, without be-

ing contradictory. The former he denomonates Ni-
hil negativum irrepraesentabile, the connection of
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which produces nonsemnse. A body in motion is some-
thing - Aliquid cogitable; but a body, at one and
the same time in motion and not in motion, is noth-
ing, or, at most, air articulated into nonsense.

But a motory force of a body in one direction, and
an equal force of the same body in an opposite di-
rectiomis not incompatible, and the result, namely,
rest, is real and representable. For the purposes
of mathematical calculus it is indifferent which
force we term negative, and which positive. + « o

It is equally clear that two equal forces acting

in opposite directions, both being finite and each
distinguished from the other by its direction only,
must neutralize or reduce each other 'to inaction.
Now the transcendental philosophy demands; first,
that two forces should be conceived which counter-
act each other by their essential nature; not only
in consequence of the accidental direction of each,
but as prior to all direction, nay,as the primary
forces from which the conditions of all possible
directions are derivative and deducible:s secondly,
that these forces should be assumed to be both a~
like infinite, both alike indestructible, The
problem will then be to discover the result or
product of two such forces, as distinguished from
the result of those forces which are finite, and
derive their difference solely from the circumstance
of their direction. 71

In this Kantian demonstration of the mathematics be-
hind transcendental philosophy, Coleridge points to the pat-
tern of a dialectic, The two forces, real ags opposed to
logical opposites, infinite/as opposed to finite, comprise
the thesis and antithesis. Their union in "the result or
product of two such forces" makes up a synthesis. Coleridge
goes on to "elqvate the Thesis from notional to actual, by
contemplating intuitively this one power with its two in-
herent indestfuctible yet counteracting forces, and the re-

sults or generations to which their inter-peneﬁsation gives
h
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existence, in the 1living principle and in the process of

[ 72 '

, Ty
our own self-consciousness. He discerns a fundamental

base for all dialectié’in the union, in the principle of
self-consciousness, of the "two inherent indestructible yet
counteracting forces" (which would be subject and object.)
In this form (that is, actual rather than notional, or i-
deal rather than experiential), he sees the thesis of the
dialectic as "the actual application of the positions which
had so wonderfully enlarged the discoveries of geometry,
mutatis mutandis, to philosophical subjects:§73

Coleridge's foremost concept of "unity in multBity,”
his ideal of poetry, is also his most extensive synthesiss

The poet, described in ideal perfection, brings
the whole soul of man into activity, with the sub-
ordination of its faculties to each other, according
to their relative worth’and dignity. He diffuses
a tone and spirit of unity, that blends, and (as
it were) fuses, each into each, by that synthetic
and magical power, to which we have exclusively
appropriated the name of imagination. This power,
first put in action by the will and understanding,
and retained under their irremissive, though gentle
and unnoticed controul (laxis effertur habenis) re-
veals itself in the balance or reconciliation of
opposite or discordant qualitiess of sameness,
with differencesy of the general, with the concreteg
the idea, with the image; +the individual, with the
repregsentatives the sense of novelty and freshness,
with old and familiar objects; a more than;usual

* gtate of emotion, with more than usual order; judge-
ment ever awake and steady, self-possession, with
enthusiasm and feeling pro?ound or vehement; and
while it blends and harmonizes the natural and the
artificial, still subordinates art to natures; the
manner to the matter; and our admiration of the
poet to our sympathy with the poetry. 74
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' Poetry, or "what is s0 nearly the same,“ the poet.75 ' '}

through the agency of a related "unity in multéity;” the

imagination, is an especlally effective mediator between:
the experiential and the ideal. In all the antitheses,
this apotheosis of the poet effects the basic union of
e;sence with object in his reconciliation of the prineiple

of "unity" with the outward manifestations of "multBity."

Meanwhile, he unites other essences and objects, "the idea

OTPT g

with the image," the head with the heart in the amalgamations

of emotion and order, Jjudgement and enthusiiem. and nature
(naturang) and art. Coleridge overcomes ‘the active~passive
opposition of the dichotomies. Will consorts with under-

(j} standing to resolve such antithesis, while (in a similar

formulation of the poetig synthesis76), the concept of "the J
spontaneous activity of his[%he poet'é] imagination and

fancy," also acting in consort, demonstrates a union of these

opposing faculties. ~

¢

tegral element of the poetic synthesis, and perhaps comprlses

;
!
} »
The accord of “sameness, withﬂ&ifference” is an in~-
‘ a meeting p01nt between Coleridge's econcept of "unity in

w5 LR WAL e

multBity"” and his true dialecticg

I adduce the high spiritual instinct of the human é
being impelling us to seek unity by harmonious ad- ’ |
justment, and thus establishing the principle, that
all the parts of an organized whole must be assim-

ilated to the more importan and‘egsentia parts.
b This and the preceding arguments may be strengthened
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by the reflection, that the composition of.a poem

is among the ;mitatxve artsy and that imitation,

as opposed to copying, consists either in the in-
terfusion of the SAME throughout the radically - .
DIFFERENT, or of the different throughout a base‘
radically the same. 77

In Coleridge's association of his first polér balance, "ex-
tremes meet" with his dialectig, "my Systém of balanced op-
posites” (see belaw, page 91), fhe unifying factor likewise
appears as a demonétrétion’of “the Like in the Unlike."

The "unity in multBity" of Shakesbeafe. as an ideal
of poetic genius, also acts dialecticallys g

In Shakespeare's poemg the c¢reative power and the
intellectual energy wrestle as in a war embrace.
Each in its excess of strength seems to threaten
the extinction of the other. At length in the
DRAMA they were reconciled. 78

Shakespeare's language, "inm his Lear, for instance," provides
a mesothesis between the language of man and that of nature.79

Coleridge's idea of Imagination becomes his opefative
agent of synthesis. Herein active and passive unites

Most of my readers will have observed a small watq;—
insect on the surface of rivulets, which throws a
cinque~-spotted shadow fringed with prismatic, colours
on the sunny bottom of the brook; and will have
noticed, how the 1little animal wing its way up a-
gainst the stream, by alternate pulses of active .
and passive motion, now resisting the current, and

now yielding to it in order to gather strength and

.2 momentary fulcrum for further propulsion. This

is no unapt emblem of the mind's self-experience )

in the act of thinking. There are levidently two
powers at work, which relatively to pach other are
active and passive; and this is not possible with-

out an intermediate faculty, which is at once both
active and passive. (In philosaphical language, o

bt
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we must denominate this intermediate faculty in all
its degrers and determinations, the IMAGINATION.) 80

Imagination also effects the synthesis of Reason and
Understanding:

The histories and political economy of the present
and preceding century partake in the general con-
tagion of its mechanic philosophy, and are the pro-
duct of an unenlivened generalizing Understanding.
In/the Scriptures they are the living gductg of the
Imaginationy of that reconciling and mediatory
power, which incorporating the Reason in Images of
the Sense, and organizing (as it were) the flux of
the Senses by the permanence and self-circling en-
ergies of the Reason, gives birth to a system of
symbols, harmonious in themselves, and consubstan-
tial with the truths, of which they are the con-
ductors. 81

Through its redium, Coleridge unites the "Images of the

Sense,"” which appertain to the experiential pole of the

Underslanding, with the 1deal "permanence and self-circling
energies of the Reason.”

In brief, Imagination acts to elevate the experien-
tial to the ideals

Of the discursive understanding, which forms for
vitself general notions and terms of classification
for the purpose of comparing and arranging phae-
nomena, the Characteristic is Clearness without
Depth, It contemplates the unity of things in
their limits only, and is consequently a knowledge
of superficies without substance. So much so in-
deed, that it entangles itself in contradictions
in the very effort of comprehending the idea of
substance. The completing power which unites clear-
ness with depth, the plenitude of the sense with
the comprehensibility of the understanding, is the
IMAGINATION, impregnated with which the understand-
ing itself becomes intuitive, and a living power. 82

Imagination resolves the contradictions that arise when the
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Understanding, the experiential faculty, sttempts to con-
template the ideal truths of the Reason by considering "the

jdea of substance" insgtead of its outward form. Thus, 1t

makes an ideal faculty of the Understanding. Ordinarily

“"discursive," when impregnated with Imagination, "the un-
derstanding itself becomes intuitive, and a living power.”
In this sense, Imagination operates in conjunction with
Reason, while in turn becoming an element of synthesis as
opposed to an agent: "the REASON without being either the
SENSE, the UNDERSTANDING or the IMAGINATICN contains all
three within itself."83
Reason, another of Coleridge's "unities in multBity,"”
is another important principle of synthesis in his dilalectict
The ground-work, therefore, of all true philos-

ophy is the full apprehension of the difference

between the contemplation of reason, namely, that

intuition of things which arises when we possess

ourselves, as one with the whole, which is substan-

tial knowledge, and that which presents itself when

transferring reality to the negations of reality,

to the ever-varying framework of the uniform life,

we think of ourselves as separated beings, and place

nature in antithesis to the mind, as object to sub-

ject, thing to thought, death to life. 84
In its character of "unity in multBity,” Reason engineers
"that intuition of things which arises when we possess our-
gselves as one with the whole,” and resolves the antithesis
of nature and mind, object and subject, thing and thought,

and death and life. The view of these concepts as anti-

thetical, Coleridge goes on to say, "ls abstract knowledge,
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or the science of the mere understanding.
In keeping with Coleridge's pattcrn, however, Reason
as a synthetic agent reauires Understanding:
The Understanding and Experience may exist without
Reason, BRut Reason cannot exist without Understand-
ingy nor does it or can it manifest itself but in
and through the understanding, which in our elder
writers is often called discourse. 86
The iderl needs the experiential s an integral element in
its dialectical process. A synthesis must have a thesis
and antithesis to synthesize. Thus, Reason cannot act as
a synthesis unless the Understanding, through its "dis-

course," provides it with the contraries to resolve.

The "unity in multBity" of right religion likewise
functions dialectically. In the fall of 1799, Coleridge
proclaimed his dissatisfaction with extremes in religion,
critiecizing both the creeds that propounded too much in-
tellect and those that gave rise to =n excess of enthusi-
asms

v

Socinianism Moonlight - Methodism &c A Stove.
O for some Sun that shall unite Light & Warmth 87

He was to find this "sun,"” the mesothesis of the extremes,
in his peculiar brand of Anglicanism:

The light of religion is not that of the moon, light
without heat; but neither is its warmth that of the
stove, warmth without light,. Religion is the sun
whose warmth indeed swells, and stirs, and actuates
the 1life of nature, but who at the same time beholds
all the growth of life with a master-eye, makes all
objects glorious on which he looks, and by that glory
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visible to others. 88 .

M O, e

In a further discussion of religion, Coleridge en-

larges on its synthetic operations:

R Yo T I Ty

For be assured, never yet did there exist a full
faith in the divine WORD, (by whom not Immortality
alone, but Light and Immortality were brought into
the world) which did not expand- the intellect while
it purified the heart; which did not multiply the
aims and objects of the mind, while it fixed anad !
simplified those of the desires and passions. 89

L

He shows in this synthesis of head and heart an example of
the balance of faith and Understanding that his brand of
religion alone is able to accomplish,

Coleridge's expression of the principle behind "unity

in mult®ity,” his concept of wethod, provides another agent
of synthesis. Method forms "the link or mordant by which
philosophy becomes scientific and the sciences philosophi-
cal."?®  In addition, it is fundamentally a polarity:
Thus exuberance of mind, on the one hand, inter-

feres with the forms of Method; ©but sterility of

mind, on the other, wanting the spring and impulse

to mental action, is wholly destructive of Method

itself. 91
This.polarity strikes a balance between object, in "the forms
of Method," and essence, in "the spring and impulse to men-
tal action.” Coleridge reiterates the polarity in his no-
tion of the antitheses of "Thought" and "Imagination" (here
associated with "Passion"), the connective and the co-aduna-

tive, brought into balance in the principle of method. 92
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Through method, Coleridge engineers another accord
between the ideal and the experiential., He discerns "that
the RELATIONS of objects are the prime materials of Me-
thod."93 and these relations he divides into two kinds.,

% "The first is that of LAW, which,#in its absolute perfec-
d tion, is conceivable only of the supreme Being, whose cre-

ative IDEA not only appoints to each thing its position,
but in that position, and ig,consequence of that position,

gives it its qualities, yea, it gives it its very exist-

w9l

ence, as that particular thing. Coleridge formulates

a relation pertaining to the essential, originating sphere
of the ideal. "The second relation is that of THEORY, in
(“3 which the existing forms and qualities of objects, discov-

ered by observation or experiment, suggest a given arrange-

” 95

ment of many under one point of view. Coleridge describes

as an antithesis to the first, a relation resulting from
experience and the experiential. He then proceeds to a

| synthesis of the two, and this synthesis he finds in the
method of the Fine Artsi

) Between these two lies the Method in the FINE
ARTS, which belongs indeed to this second or ex-
ternal relation, because the effect and position
of the parts is always more or less influenced by
the knowledge and experience of their previous

: qualities; but which nevertheless constitute a

link connecting the second form of relation with

the first, For in all, that truly merits the name

of Poetry in its most comprehensive sense, there i

is a necessary predominance of the Ideas (i.e. of

that which originates in the artist himself), and

O
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a comparative indifference of the materials. 96 !
For Coleridge, the construct of synthesis applied to
artistic method provides one means of expressing his union
of abstract and concrete. He perceives the two integral
elements of art, image and idea, as a thesis and an anti-
thesis whose dialectical reconciliation strikes a balance
in favour of the ideal, but including the experiential.
Coleridge offers yet another example of a "unity in
multBity" acting dialectically in his concept of the will.
He discerns its synthetic operation in poetry:

And first from the origin of metre. This I would
trace to the balance in the mind effected by that
spontaneous effort which strives to hold in check
the workings of passion. It might easily be ex-
pliined likewise in what manner this salutary an-
tagonism is assisted by the very state, which it
counteracts; and how this balance of antagonists
became organized into metre {(in the usual accepta-
tidh of that term) by a supervening act of the will
and judgement, consciously and for the foreseen pur-
pose of pleasure., 97

In other words, will effects the synthesis of passion, the
essencg of poetry, with the objective order of that passion
in the form of metre.

Th a letter to Richarad Sharp, Coleridge reiterates
the union of essence and object in the idea of will:s

The exceeding Pain, of which I suffered every now
and then, and the fearful Distresses of my sleep,
had taken away from me the connecting Link of my
voluntary power, which continually combines that
Part of us by which we know ourselves to be, with
that outward Picture or Hieroglyphic, by which we

“x
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hold communion with our Like - between the Vital

and the Organic - or what Berkley, I suppose, would

call - Mind and it's sensuous Language. 98
Coleridge sees "the connecting Link of my voluntary power"
as the synthesis of the originating aspect of Mind and that
which it originates, the outward manifestation of "it's
sensuous Language.," He also exprééses the dialectic as
a synthesis of subject and object, "that Part of us by which
we know ourselves to be, with that outward Picture or Hier-
oglyphic, by which we hold communion with our Like." This
synthesis of subject and object is likewise a union between
"the Vital" essence and its object in "the Organich form.

Finally, "neither can reason or religion exist or co-
exist as reason and religion, except as far as they are
actuated by the WILL."99 Again, Coleridge indicates a
synthesis of experiential and ideal. Religion, in this
instance, refers to "the gpecific ana individual" brought
into conjunction with "the contemplation of the universal,"
in other words, Reason.100
Coleridge's "unity in multBity" of the symbol like-

wise has a dialectical applications “The Mystics meant
the same, when they define beauty as the subjection of
matter to spirit so as to be transformed into a symbol,
101

in and through which the spirit reveals itself.,' The

gymbol provides a union of experiential and ideal in its

[ U
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synthesis of matter and spirit.

In Coleridge's fundamental synthesis‘of abstract and
concrete, his union of poetry and philosophy, the concept
of symbol acts as a principle of synthesis. Coleridge
equates mythology with symbols "the mythological form,

or, if you will, the symbolical repr‘esentation,"lo2

and
asserts that such mythic symbolization was most in evidence
"wh;le yet poetry remained the union of the sensuous and
the philosophic mind."103

Coleridge's notion of the symbol repeats his synthesis
of "sameness, with difference," wherein his épncept of
"unity in multBity" meets his true Aialectict  "These an-
alogies are the material, or (to speak chemically) the base,
of Symbols and symbolical eipressions; the nature of which
is always tautegorical, that is, expressing the game sub-
ject but with a differeJce."lou

Essentially, the Coleridgean symbol offers another
expression of the need for a dialectic, a need that Coleridge
has already demonstrated in his accord of Reason and Un-
derstanding. "An IDEA, in therhighest sense of that word,
cannot be conveyed but by a symbol; and, except in geometry,
all symbols of necessity involve an apparent contradic-

" 105

tion, The ideal, when viewed in experiential terms,

manifests itself as the dichotomy of essence and object,
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experiential and ideal. The symbol repeats the role of
the Understanding by providing a similar "discourse" of the
ideal, generating the "apvarent contradiction" that comprises
the only possible expression for this ideal. At the same
time, the symbol as synthesis reveals that the contradiction
is nothing more than "apparent,” for, in itself, it contains
the principle of a dialectical reconciliation.

Natura naturans, the principle, or essence, of life,

provides one more example of a "unity in multBity” acting
as an agent of synthesis. In his "Formation of a More Com-
prehensive Theory of Life," Coleridge sets up an extensive
dialectic with the naturansg principle as the synthetic

element. Natura naturans, or "the Idea of Life," unites

the mechanic and the organic through its inclusion of both
the antitheses: "from its utmost latency, in which life is
one with the elementary powers of mechanism, thal is, with
the powers of mechanism considered as qualitative and ac-
tually synthetic, to its highest manifestation (in which,

as the wvis vitae vivida, or life gas life, it subordinates

and modifies these powers, becoming contradistinguished from
mechanism."106

In addition, this idea of Life effects a synthesis of
"the tendé;cy to individuation" with the opposing "tendency

to connect"i
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By Life I everywhere mean the true Idea of Life,

or that most general form under which Life mani-
fests itself to us, which includes all its other
forms. This I have stated to be the tendency to
individuation, and the degrees or intensities of
Life to consist in the progressive realization of
this tendency. The power which is acknowledged

to exist, wherever the realization is found, must
subsist wherever the tendency is manifested. The
power which comes forth and stirs abroad in the
bird, must be latent in the egg. I have shown,
moreover, that this tendency to individuate can not
be conceived without the opposite tendency to con-
nect, even as the centrifugal power supposes the
centripetal, or as the two opposite poles constitute
each other, and are the constituent acts of one and
the same power in the magnet. We might say that
the 1life of the magnet subsists in their union,

but that it lives %gcts or manifests itself) in
their strife. 107

Again, Coleridge indicates an opposition of essence to ob-

ject. "The tendency to individuation" is "the true Idea

of Life,"” but it "can not be conceived without thegposite
tendency to connect.,"” That this balance of "centrifugal"
and "centripetal” is in fact an antithesis of ideal #hd
experiential becomes clear from the terms of Coleridge's
formulation, He contrasts an "Idea" to "the realization,”
a powver "latent 1in the egg," to that same power "which

comes forth and stirs abroad in the bird." At last, he

unites the two poles in his principle of synthesis, a "Life"

that resolves the antithesis between essence and object,
while preserving the identity of both.
Coleridge sees the initial opposition and subsequent

4

synthesis of the centrifugal and the centripetal forces as
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the general law of "polarity, or the essential dualism of
Nature,arising out of its productive unity, and still tend-

ing to reaffirm it, either as equilibrium, indifference,

»108

or identity, Through the various expressions of "equi-

librium, indifference, or identity,” he affirms a unity,
while, through "the essential dualism" arising out of this

unity, he demonstrates that it is, in fact, a "unity in

mult8ity.”

This "unity in multBity" dialectically formulated
emerges as a pattern for Coleridge's construct of synthesiss

Life, then we consider as the copula, or the unity
of thesis and antithesis, position and counterposi-
tion, - Life itself being the positive of both; as,
on the other hand, the two counterpoints are the
necessary conditions of the manifestations of Life.
These, by the same necessity, unite in a synthesis;
which again, by the law of dualism, essential to
all actual existence, expands, or produces itself,
from the point into the line, in order to converge,
as the initiation of the same productive process

in some intenser form of reality. Thus, in the
identity of the two counter-powers, Life subsists;
in their strife it consists; and in their recon-
ciliation it at once dies and is born again into

a new form, either falling back into the life of
the whole, or starting anew in the proceds of in-
dividuation. 109

Here, he clearly demonstrates the reconciliation of thesis
and antithesis using a mathematical model. The synthesis
involves Coleridge's basio according of essence and objecti
"Life" brought into union with "the manifegtations of Life."
Coleridge also points out the relation between the anteced-

ent unity,”"in the identity of the two counter-powers,”" the
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antithetical manifestation of this unity, "in their strife,"

and the final synthesis, "either falling back into the life
of the whole, or starting anew in the process of individu-
ation.”
The final "unity in multBity" of Coleridge's concept

of time also comprises a kind of final synthesis:

The sense of Before and After becomes both intelli-

gible and intellectual when. and only when, we con-

template the succession in the relations of Cause

and Effect, which, like the two poles of the magnet

manifest ‘the being and unity of the onme power by

relative opposites, and give, as it were, a substra-

tum of permanence, of identity, and therefore of

reality, to the shadowy flux of Time. It is Eter-~

nity revealing itself in the phenomena of Times and

the perception and acknowledgement of the proportion-

ality and appropriateness of the Present to the

Past, prove to the afflicted Soul, that it has not

yet been deprlved of the sight of God, that it can 110

still recognise the effective presence of a Father.

Coleridge shows how his ideal of the past unites with

the experiential sphere of the present, Time as a synthe-
sis is synonymous with the expansion of its ideal quality,
into Eternity. It remains, however, an ideal that com-
prehends the experiential, an "Eternity revealing itself in
the phenomena of Time." As in the poetry, Coleridge dis-
cerns in the Deity a source of the fundamental unity between
ideal and experiential. Eternity as the most ideal ex-
pression of Time approaches to God.

Perhaps the very form of Coleridge's dialectic, the

trichotomy, stems from his perception of a synthetic principle
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in God. After his abandonment of Unitarianism, Coleridge

declared the only acceptable concept of God to be that of
111

P s

] .
the Trinity, and Trinity itself is a trichotomy:
! The Idea of God involves that of a Tri-unity; and
4 as that Unity or Indivisibility is the interest,
end the Archetype, yea, the very substance and el=-
1 ement of all other Unity and Union, so is that
Distinction the most manifest and indestructible
: of all distinctions -~ and Being, Intellect, and
Action, which in their absoluteness are the Father,
the Word, and the Spirit will and must for ever
be and remain the 'genera generalissima' of all
knowledge. 112

On occasion, Coleridge expands his three~fold dialectic
into a tetrad, pentad, or even a heptad. But trichotomy

remains the fundamental pattern of his congtruct of syn-

(}, thesis:

The principle of Trichotomy is necessarily involved
in the Polar Logic, which again is the same with
the Pythagorean Tetractys, that is, the eternal
fountain or source of nature; and this being sa-
cred to contemplations of identity, snd prior in
¢ order of thought to all division, is so far from
interfering with Trichotomy as the universal form
of division (more correctly of distinctive distri- ‘
bution in logic) that it implies it. Prothesis
being by the very term anterior to Thesis can be

e e e T T—— ) Ty oS
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| . ‘no part of it. Thus in '

% *JV Prothesis N

% Thesis " Antithesis
| 4 Synthesis

we have the Tetrad indeed in the intellectusl and
intuitive contemplation, but a Triad in discursive
arrangement, and a Tri-unity in result., 113

In this elaboration of the didlectic, Coleridge makes

the same distinction between the antecedent and the subsgguént
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unity that he indicates in the "Theory of Life." As in
his discussion of the synthesis of Life, he affirms the
underlying principle of trichotomy. Coleridge's dialecti~-
cal pattern is essentially threefold: an experiéntial él~
ement, an ideal element, and the element of synthesis that
comprehends both experiential and ideal. As he states
here, trichotomy is "the universal form of division." His
expansions of this trichotomy serve but to define more ex-
actly the principle of synthesis in its several manifesta-
tions,

In fact, soygntegral to Coleridge's thought does the
model of trichotqmy become, that, in many cases where a
Thesis + Antithesis = Synthesis equation does not apply as
a scheme for the material, he nevertheless preserves an
inherent threefold division. His schematization of the
Prometheus of Aeschylus provides a case in point.llu‘ Col-
eridge represents in Prometheus the Idea, Knowledge, or
principle of self-consciousness, in other words, the factor
of the ideal. In Jove, he expresses the antithesis, the
concept of Law, Productive'Energy, or an empirical conscious-
ness, in other words, the experiential factor. Thus,
Prometheus opposed to Jové. the Idea minus the Law, demon-

strates the essence deprived of its outward manifestation.

Jove opposed to Prometheus, the Law minus the Knowledge,

represents a subject divorced from its essential principle
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of gelf-consciousness. This very imbalance, however,
supposes the existence of a balance elsewhere. Coleridge
implies a possible synthesgis, the correct polarity of the
antitheses. And this he achieves through the reconcil-
jation of Idea and Law, Knowledge and Product, essence and
object, in human Reason. Reason, the divine principle
given an objective real;zatLOn in man, unites the ideal
and the experiential by comprehending both.

Like his dichotomies, Coleridge's various dialectics
follow a pattern. He reconciles the antithesis of the
experiential and the ideal througH a synthesis that contains
the elements of both, From the vantage point of this syn-
thesis, Coleridge resolves the opposition of his dichotomies.
Reason unites with Understanding, the active joins the

passive, organic and mechanic, patura naturans and natura

naturata, no longer stand opposed. Finally, Coleridge's

A
construct of synthesis, applied to his philosophy, super-
sedes his antithesis of Platonic to Aristotelean:

I by no means recommend to you an extension of your

philosophic researches beyond Kant. In him is
contained all that can be learnt - & as to the

results, you havea firm faith in God, the respon- d
sible Will of Man, and Immortality - & Kant will
demonstrate to you, that this Faith is acquiesced
in, indeed, nay, confirmed by the Reason & Under-
standing, but grounded on Postulates authorized &
substantiated solely by the Moral Being - These

are likewise mines & whether the Ideasg are regu-
lative only, as Aristotle & Kant teach, or con-
stitutive & actual as Pythagoras & Plato, is of
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living Interest to the Philosopher by Profession
alone, Both systems are equally true, if only the
former abstain from denying universally what is
denied individually. 115

Thus, Coleridge reconeiles his admiration for Kant
and Aristotle with his fundamental adherence to a Platonic
Idealism, He sees in Kant the master of the experiential:
"In him is contained all that can be learnt."” For Kant,
and for Aristotle, whom Coleridge here associates with

Kant, "Ideas are regulative only." On the other hand,

however, lies the realm of the ideal, and for those philos-
ophers who explore this realm, like Pythagoras, Plato, and
Coleridge himself, the same "Ideas" are "c8nstitutive and
actual."” From the vantage point of a synthesis, "both
systems are equally true," both the experiential and the
ideal comprise fit subjects for investigation. But the
element of synthesis, although it unites experiential and
ideal, is primarily an elaboration of the ideal, and the
philoesophy concerned with experiential evidence must "ab-

stain from denying universally what is denied individually."

Repeating a process delineated in the construct of
dichotomy, Coleridge first formulates the pattern for his
construct of synthesis in the poetry. His poetic search
for a unity in diversity develops into his philosophical

concept of "unity in multBity." The agents in the poetry
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of this unity in diversity, such as God, time, poetry and
the poetic Imagination, are likewise agents of "unity in
multBity” in the philosophy. As Coleridge moves frém a
unity in diversity tb a true dialectic in the poetry, he
creates the intermediate polarity of “extremes meet,” The
philosophy parallels the procedure.

The poem "A Mathematical Problem” prefigures the
basic mathematical structure of Coleridge's dialectic.
Art, Imagination, nature, and time are first and foremost
agents of synthesis in the poetry, while other dialectical
agents, such as method, will and symbol, stem partly from
Coleridge's reflections on aesthetics. Last but not
least, it is in the poetry that Coleridge first demonstrates
his fundamental principle of synthesiss the antithesis
between the experiential and the iQeal resolved in a syn-
thesis that contains them both. ‘

"All of Coleridge's syntheses, like his dichotomies,
reflect a single principle that originates in the poetry.
In the same metaphoric fashion, Coleridge expresses one
concept in an equal variety of forms or images, this time
tﬁe several syntheses., Thus, the construct of synthesis
alsb has a symbolic rather than a didactic value, and like-
wise provides scope for Coleridge's particular method.

Here, his abstract is the reconciliation of experiential
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and ideal, his concrete expression of this abstract, the
various syntheses., Coleridge repeats his pattern of con-
cretizing a philosophical abstract (in his synthetic

images), then drawing from the images a further meta-

physical relevance (in the form of further syntheses.)
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" Chapter 41 CORRESPONDENCE .

The constructlof‘synthesis is not Coleridge's only
way of resolving tﬂe antithesis between the experiential
and the ideal. “He also brings about their reconciliation
by means of anether philosophical construct, his pattern of
correspondence. Coleridge's construct of correspondence
is the Swedenborgian doctrine in Coleridgean terms.
Swedenborg speaks

of the astonighing thingé which occury I will not
say in the living body only, but throughout nature,
and which correspond so entirely to supreme and spir-
itual things, that one would swear that the physical
world was purely symbolical of the spiritual 'worlds
insomuch that if we choose to express any natural truth
in physical and definite vocal terms, snd to convert
these terms only into the corresponding spiritual
terms, we shall by this means elicit a spiritual truth
or theological dogma, in place of the physical truth
Oor precept. 1
In other words, Swedenborg holds that every phys.cal object
?
corresponds to a spiritual principle, or divine truth.
Similarly, Coleridge, in his construct of correspondence,
strives to indicate how every experiential manifestation
has an‘{dentity with the ideal, and how every object coQrres-
ronds to an essence. His correspondence thus comprises
the reversal of hig dichotomic procedure. Now, instead of
demonstrating the polar opposition of essence and object,

ideal and experiential, Coleridge attempts to show their

74T b g ey s




%

QZ) ,

' A Pl (3 (e Aot 18 L

123

identity.

Once again, Coleridge formulates the elements of this
fourth construct of his thought in the course of the poetfy.
As a first step to revealing the correspondence between
ideal and experiential he creates a ﬁumﬁér of analogies
which attest to a real identity of essence and object.

As in the construct of dichotomy, Coleridge indicates the
essence beneath the outward manifestation, but this time
the essence 1s not the antithesis of the object. ‘ In his
various correspondences. Coleridge argues that the essence
is the equivalent of the outward manifestation in a more
ideal, more abstract form. |

For instance, in a sonnet "To William Godwin," Coleridge
extols that author who

Bade the bright form of Justice meet my,ﬁéy -
And told mé that her name was HAPPINESS., 2

He repeats this equation of Justice and Happiness in "The
Destiny of Nations":
"Thou mild-eyed Form! wherefore, ah! wherefore fled?
The Power of Jugtice like a name all light,
Shines from thy brow; but all they, who unblamed
Dwelt in thy dwellings, call thee Happiness., 3
In the identity of Justice and Happiness, Coleridge uses
the poetic device of analogy in a special way. He points
to Justice as a "Power" within Happiness, that, "like a
name all light," shines through Happiness. In other words,

Happiness is the outward manifestation of Justice. Here,
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Coleridge affirms the correspondence of an object to its
egsence. If Happiness is the outward manifestation of
Justice, Justice, in turn, acts as the inner principle of
Happiness.

Coleridge reiterates the correspondence between es-
sence and object in the statement from the poem "With

Fielding's 'Amelia’',"” "On Follﬁ?s wings must Imitation

o
fly.“u In the same manner inﬁﬁhich, in, the preceding poems,
) = 4

.

he demonstrates that Happineés is an object whqgg essence
]

is Justice, he here reveals in Imitation the oéipctive man-

—

—_—

-

ifestation of the principlezof Folly.
Inge Jonsson, discusging the treatise in which
Swedenb&%g first presented)his doctrine of correspondence,
asserts that "the mathematical associatiors come very quickly
to those who read this little essay with unjaundiced eyes.”5

Likewige, Coleridge’s ccrrespondence evinces mathématical

antecedents. ing of thé verdb "to correspond” is

"to be equal;"6 and, as will be idge arrives
at his correspondence befween essence and object through

a geries of equations, He searches for the "identity"

(a favourite Coleridgean term) of ideal and experiential,
or, he maintains that the essence ig the outward manifes-
tation (as in the sonnet "To William Godwin"). In his

notebooks and letters, Coleridge goes so far as to use the

. mathematical syﬁbol of equality to express some of his )
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jdentities between correspondent elements,

In the poetry, Coleridge considers the process of
equation. YA Mathematical Problem" puts forward ‘the idea
that "some celestial impulée « « « equalises each to each.”7
The notion of a "celestial impulse" is very much a factor
in Coleridge's poetic correspondence.

Throughout the poetry, Coleridge shows the correspon-

dence of God, or a principle of His divinity, to various
more experiential manifestations of His essence. Again,

Coleridge summons the God who is "Nature's essence, mind,

8

and energy!" Behind Christ's human realization of good-

negss stands "the Great Invisible”: N

Yet thou more bright than all the Angel-blaze,

That harbingered thy birth, Thou Man of Woes:

Despiséd Galilaean! For the Great

Invisible (by symbols only seen)

With a peculiar and surpassing light 9

Shines from the visage of the o¢oppressed good man.
"Religious Musings"

God is the identity of the redeemed Soul:

God only to behold, and know, and®feel, C.
Till by exclusive consciousnees.of God
All self-annihilated it shall make
God its Identitys God all in all!
We and our Father one! 10
"Religious Musingzs"

And likewise the identity of such other human qualities as
will, goodness, seif-cqnaciousness. and life:

Eternal Pather!: King Omnipotent!

To the Will Absolute, the One, the Good!

The I AM, the Word, the Life, the Living God:11
"The Destiny of Nations"

N
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Of course, Coleridge implies a distinction between

man and God.. In man, will, goodness, self-consciousness,
%nd life are empirically bounded and determined; in the
Creator, their essence, these qualities reach their "Abso-
lute.” Still; Coleridge insists on the correspondence

between ideal and experiential. Although God is the

"Supreme Reality.“12 Coleridge indicates His identity with

the experiential reality that He renders thus “Supreme.” i
"Properties are God.“13

As in the constructs of dichotomy and éynthesis.
Coleridge sees another operative factor of correspondence ™

in his concept of Poetry, or the poetic faculty of Imagin-

(:} ation. In "An Invocation," he discerns in his "Sweet : ) 3

nil

Muse," the "Voice of my Joy. Poetry becomes the out-

ward manifastation of the prineiple of Joy. In "The
Nightingale," Coleridge argues for an identity of the poet
with Nature: ' \

When he ﬁad better far have stretched his limbs

Beside a brook in mossy . forest-dell,

By sun.or moon-light, to the influxes

0f shapes and sounds and shifting elements - i
Surrendering his whole spirit, of his song : : '
And of his fame forgetful! 80 his fame

. Should share in Nature's immortality,

S A wenerable thing! ‘and s0 his song

: Should’make all Nature lovelier, and iteelf

Be loved like Nature: 15 v

o D cmmeda # g

s
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The true poet accepte nature as the essence of his art.

Ihi"The Garden of ‘Boccaccio,” Coleridge sees in

o

(:) poetry the manifestation of yet another essencet - | .
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And last, & matron now, of sober mien,

Yet radiant still and with no earthly sheen,
Whom as a faery child my childhood woo'd
Even in my dawn of thought - Philosophy;
Though then unconsciousg of herself, pardie,
She bore no other name than Poesy. 16

This time, pgetry realizes, albeit unconsciously, the principle

of philosophy.

For Coleridge, poetic creativity achieves a final
identity as an analogue of the creativity of God. In a
sonnet "To the Rev. W.L. Bowles,”" he discusses the poetic
processs

Each lonely pang with dreamy joys combin'd
And stole from vain REGRET her scorpion stings;
While shadowy PLEASURE, with mysterlogs wings,
Brooded the wavy(and tumultuous mind. 17
He goes on to equate this process, this combining of regret
and pleasure into a stimulus for the mind, with divine

creation itself. The poet is

Like that great Spirit, who with plastic sweep
Mov'd on the darkness of the formless Deep: 18

In the notion of 2 relation between memory and poetry,
Coleridge demonstrates another correspondence. "Memory,

w19

bosom-spring of joy, acts as the principle of that joy
which in turn engenders the outward forms of poetry. By
means of his construct of synthesis, Coleridge engineers
many such identities of art and recollection.

Memory, the agent of time. has a further correspondent

functions
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Oft o'er my brain does that strange fancy roll

Which makes the present (while the flash doth last)

Seem a mere semblance of some unknown past,

Mixed with such feelings,as perplex the soul
Self-guestioned in her sleeps and some have said

We 1liv'd ere yet this robe of flesh we wore. 20
In this "Sonnet: Composed on a Journey Homeward; the Author
having received Intelligence of the Birth of a Son," the
momentary correspondence betwe past and present argues for
the 1dentity of the Platonic idéal of reincarnation with
an empirical world. In other wdrds. Coleridge affirms the
equivalence of the manifestafions of existence;gwith the
principles of that existence in an antecedent and subse-
quent immortality.

This equation of the spirit of matter with the substance
of matter is integral to Coleridge's construct of correspon-
dence, and most directly expresses his identity of essence
and object. Now Coleridge formulates, the concept as an
appearance of spirit through substance:

Her eye with tearful meanings fraught,
She gaz'd till all the body mov'ad
Interpreting the Spirit'’s thought -
The Spirit's eager sympathy. 21
“The Snow-Drop"
Again, he affirms that matter needs its corresponding essence:
"That outward forms, the loftiest, still receive / Their
finer influence from the Life within.“22
Coleridge develops the idea of an interdependence of

matter and spirit that amounts to a correspondence in
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’ "Dejections An Ode." "I may not hope from outward forms

|
?
|

—

|
| > to win / The passion and the life, whose fountains are
[ within."23 The essence of "outward forms" is "the passion

and the life."” The essence of "the passion and the life"

e

is the human soul:

0 Lady! we receive but what we give,

And in our life alone does Nature live:

Ours is her wedding garment, ours her shroud.
And would we aught behold, of higher worth,

Than that inanimate cold world allowed

To the poor loveledgs ever-anxious crowd,
Ah! from the soul itself must issue forth

A light, a glory, a fair luminous cloud
Enveloping the Earth -

And from the soul itself must there be sent
A sweet and potent voice, of its own birth,

Of all sweet sounds the life and element. 24

O

(.? The essence of the human soul is "Joy."25

What is in one light an antithesis of ideal and ex-

PRRTS

periential becomes a correspondence. Through the identity

of Joy, the soul, and the essence of nature, the "outward

P
o e T A

forms again unite with "the passion and the life, whose
fountaing are within." Thus, Coleridge restores the ob-
jective to its rightful place in his hierarchy of correspon-

dence. Joy is the essence of the soul, the soul is the '

[T I

essence of nature, and objective nature is the correlative
of all. In its concrete manifestations, nature realizes

; the idealy in the ideal, it finds its own animating prin-

et oo T 2 izt e e

ciples.

The fundamental source of Coleridgean correspondence

(T) lies in his method of interpreying his images. In examples
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al?fady discussed (see pages 7 to 9), Coleridge makes such
ide&tifications as the moon with hope, a stream with the
continuum of life. He then pr?ceeds to demonstrate that
these identities go beyond a simple process of poetic anal-

ogy. The moon is not merely the image of hope, it is hope
itself, to the extent that the poet can deduce the qualities

of hope from his observations on the moon. Similarly,
the stream so corresponds to the life it represents that
it acts as a propHecy of the course of that life.

| Throughout the poetry, Coleridge shows a fascination
for the mirror image. He gives this fascination its fullest
expression in "Frogt At Midnight" where he identifies the

film on the fire with the human spirit

This populous village! Sea, and hill, and wood, 3
With all the numberless goings-on of life, )
Inaudible as dreams: The thin blue flame

Lies on my low-burnt fire, and quivers not;

Only that film, which fluttered on the ,grate,

Still flutters there, the sole unquiet thing.
Methinks, its motion in this hush of nature

Gives it dim sympathies with me who live,

Making it a companionable form, >
Whose puny flaps and freaks the idling Spirit

By its own moods interprets, every where

Echo or mirror seeking of itself,

And makes a toy of Thought. 26

This description of the search of the soul for its
reflection in natuge hints at what lies behind’ Coleridge's
interpreted imagery. He seeks a realization of the

fancy of "Frost At Midnight," an assurance that nature does
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not merely furnish concrete images for philosophical abstracts
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(such as hope, the idea of life, or the human spirit), but
offers a literal correspondence., In short, Coleridge
looks to a nature that equates essence and object by pro-
viding the outward form of the inward essence.

Such a nature, Coleridge finds through the Berkeleian
concept of nature as the language of God. Throughout the
poetry, he cultivates the ability to see "religious meanings

in the forms of Nature:"27

The relationship between nature,
as a language, and the meaning of that language, in God,
reiterates the identity of object and essence on which
Coleridge patterns his correspondence
As in the previous constructs, the will is an integral
factor of Coleridge's correspondences
For what is Freedom, but the unfettered use
Of all the powers which God for use had given?
But chiefly this, him First,him Last to view
Through meaner powers and secondary things
Effulgent, as through clouds that veil his blagze. .
For all that meets the bodily sense I deem
Symbolical, one mighty alphabet
For infant minds. 28
"Religious Musings"
It is will, in the sense of a God-given "Freedom," that
enables man to see in nature the symbol, alphabet, or lan-
guage of God, Thus, the will makes possible the ldentity
between object and essence, experiential and ideal,
Nature, although primarily the object whose essence
is God, also provides the outward manifestation of other

ideals. One such is Liberty:

N N
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»
Yes, while I stood and gazed, my temples bare,
And shot my being through earth, sea, and air,
Possessing all things with intensest love,
O Liverty! my spirit felt thee there. 29
"Frances An Ode"
Another is the "Truth" of which life is "a vision shadowy."30
0f course, all the various degrees of the ‘ideal in Coleridge's
construct of correspondence act as synonyms for a God, Who,
as weil as being "the Wi%l Abgolute, the One, the Good: /
The I AM, the Word, the ﬂife." is "in will, in deed, Impulse
of A1l to A11,"3! and "Infinite Love,*3?

The correspondence of object to essen;e in Coleridge’'s
concept of nature as the symbol or language of God gomprises,
in fact, an analogy of being. In his poetry, Coleridge
creates his own "Great Chain of Being” linking the experi-
ential and the ideal. Through this "Chain of Being," nature
and man, matter and spirit, correspond, animated by the same

divine principles. Thus, the identity between numan abstracts

and the forms of nature in Coleridge's interpreted images

‘emerges as real, not metaphorical. It is to this reality

that Coleridge refers in one of his later poems "To Nature":

It may indeed be phantasy, when I

Essay to draw from all created things

Deep, heartfelt, inward joy that closely clings;
And trace in leaves and flowers that round me lie
Lessons of love and earnest piety.

So let it be; and if the wide world rings

In mock)of this belief, it brings
Nor fear, nor grief, nor wvain perplexity.
So will I build my altar in the fields,

‘And the blue sky my fretted dome shall be,
And the sweet fragrance that the wild flower yields
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Shall be the incense I will yield to Thee, v
Thee only God! and thou shalt not despise 33
Even me, the priest of this poor sacrifice.

Because the experiential and the ideal admit such a
real identity, Coleridge is able to intimate a knowledge of
the abstract and ideal through an observance of the concrete
and experiential. Chief among his images thus interﬁreted
rénke the correspondence between the ideal and the sun.

The sun provides an interpreted image of Loyen

Unkindly cold and tempest shrill
In Life's morn oft the traveller chill,
But soon his path the sun of Love shall warmg 34
And each glad scene look brighter for the storm.
*Anthems For the Children of Christ's Hogpital™’

It acts as a depiction of the process of Liberty:s

Thou, FAYETTE! who didst wake with startling voice
Life's*better Sun from that long wintry night,
Thus in thy Country's triumphs shalt rejoice

And mock' with raptures high the Dungeon's mights

For lo! the Morning struggles into Day, 35
And Slavery's spectres shriek and vanish from the ray!
' . "La Fayette"

Its effect is a figure for poetic generations

I discipline my young and novice thought

In ministries of heart-stirring song,

And aye on Meditation's heaven-ward wing

Soaring aloft I breathe the empyreal air

0f Love, omnific, omnipresent Love,

Whose day-spring rises glorious in my soul

As the great Sun, when he his influence

Sheds on the frost-bound waters - The glad stream

Flows to the ray and warbles as it flows., 36
"Religious Musings®

Finally, as all that pertains to Coleridge's ideal, the sun

becomes an experiential manifestation of God:
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There is one Mind, one omnipresent Mind,

Omnific., His most holy name is Love.

Truth of subliming import: with the which

Who feeds and saturates his constant soul,

He from his small particular orbit flies

With blest outstarting! PFrom himself he flies,

Stands in the sun, and with no partial gaze

Views all creation; and he loves it all,

And blesses it, and calls it very good! 37

This is indeed to dwell with the Most High!
*Religious Musings"

The idea that Coleridge interprets from an observance
of all creation sharing equally in the sun relates to his
concept of a true analogy of being. As in "The Njightingale,"
he propounds an identity with nature as an ideal. In that
same poem, however, he warns that there is a mode of analogy
in antithesis to any "Great Chain of Being":

(T) ( In Nature there 1is nothing melancholy.
But some night-wandering man whose heart was pierced
With the remembrance of a grievous wrong,
Or slow distemper, or neglected love,
(And so, poor wretch!: filled all things with himself,

And made all gentle sounds tell back the tale
0f his own gsorrow.) 38

The subjective principle, taken tq\:his extreme, severs
man from the chain of being. The I AM must exist in cor-
respondence with the IT IS, As observed, Coleridge affirms
the need of\ﬁatfer for its corresponding essence. Here,
he asserts that the process worké both ways; The easence
too requires a correspondent; +the principle of self-con-
sciousness must achieve a unidn with the objective manifes- N

»

"tations of existence.
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Mlied to‘Coleridge's concept of the analogy of beiné
is his notion of the pre-determined fitness of the object
to its essence. In "The Blosgoming of the Solitary Date-
Tree,"” he remarks, "The finer the sengse for the beautiful
and the lovely, and the fairer and 1oveliér the object
presented to the sense; the more exquisite the individual's
capacity of joy, and the more ample his means and oppor-
tunities of enjoyment."39 Such a correspondence of the
object to the essence for which it was intended comprises
a true intimation of the 'ideal in the experiential. Coleridge
warns, however, that when object and essence are thus fitted,
the failure of the object to unite with its corresponding
essence can be tragic. This, he sees as his own case:
"Why was I made for Love and Love denied to me?“uo

In the poetry, Coleridge expresses his construct of
correspondence in two forms. Most commonly, he uses the
direct equation of essence and object already discussed,
but from time to time he employs the more elaborate alge-
braic formula of "a is to b as ¢ is to d." This formula
he demonstrates most clearly in "The Blossoming of the
Solitary Date-Tree"s

The presence of a ONE,
The best belov'd, who loveth me the best,

is for the heart), what the supporting air from within
is for the hollow globve with its suspended car. De~
prive it of this, and all without, that would have

4
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buoyed it aloft even to the seat of the gods, becomes
a burthen and crushes it into flatness. 41

Coleridge's extended correspondeﬁce allows even more
scope for his method of interpreting an image. Here, he
formulates two correspondences, two relations of essence
and object, which, from the point of view of that relation,
are in turn correspondent. The point of union between the
balloon as object and its essence in the air that fills it
is equal to the point of union between the heart and its
correspondent in mutual love. Because the former corres-
pondence is more experiential and concrete, it provides an
image that Coleridge can interpret of the latter, more '
abstract correspondence. Again, he reiterates his concept
of the fitness of the object for its essence incboth sets

of correspondence.

Coleridge makes the same formulation in "The Destiny

of Nations”: -

e« + » Others bvoldlier think

That as one body seems the aggregate

Of atoms numberless, each organigzed

So by a strange and dim similitude

Infinite myriads of self-conscious minds

Are one all-conscious Spirit. 42
The relation of essence to object implicit in the image of
the one body imposing its unity on the aggregate of atoms
furnishes an image for the mo%é\aPstract concept of a cor-
respondence betyegn all huran minds and the single principle

of God. The point of union, the product of both equations

d
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is "unity in multBity." In this case, the fitness of ob-
ject for essence becomes axiomatic. For Coleridge, "mul-
tlity" always supposes a corresponding "unity."”

Coleridge's extended correspondences confirm his con-
cept of the analogy of being. Through his corresponding

pairs, one more experiential, another more ideal, he sets

43

up an analogy of proportion. Here, the correspondence
takes the form of a relation. The more experiential iden-
tity between object and essence corresponds to the other,
more ideal identity by means of the equivalent relation

of object to essence in both pairs. In other words,
Coleridge represents the passage from finite to infinite

as a continuum in which all the elements, obeying the same

laws, relate through those laws. Throughout his insgtances 1

of the analogy of being, Coleridge implies such an analogy
of proportid%.

Whether the correspondence is direct or extended, the
construct in the poetry follows a pattern. Coleridge
demonstrates the identity of object and essence, the mutual
need and fitness of one for the other, He creates a
"Great Chain of Being" in which the concrete forms of nature
can directly depict human or divine ideals because both are
animated by the same principles. Thus, the metaphoric
becomes the real. The experientiél is no mere image for

the ideal; it corresponds to that idgal. The éxperiential
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) is the ideal jitself in a more known, more concrete form.

The philosophy continues the process of depicting the
ideal through a more known, more concrete, and more exper-
iential concept or image. Coleridge reveals a scheme for
this process in his equation of idea and law. In his

) Philosophical Lectures, arguing after Pythagoras for an

ldentity of idea and law, he asserts "that what in men the

1deas were, as we should say, those in the world were the

laws; that the ideas partock according to the power of the
() man, of a constitutive character, in the samg‘manner ag the

laws did in external nature.“uu

In other words, Coleridge
N repeats the correspondence between essence and object formu-
. lated in the poetry, implying the same realization of the
inner principle in the outward manifestation. A law ac-
. tualizes an idea, as does an object its essence: "an idea,
with the adequate power of realizing itself being a law, and
a law considered abstractly from, or in the ébsence of, the
power of'manifésting itself in its apbropriate product being
an idea.”us

Coleridge be-pﬁrases the correspondence between idea
and law in an ldentity of ideas with principleé: “every

(Z) principle is actualized by an ideai and every idea is living,

’,hv-
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nlt6 Again, he rebegts

productive, partaketh of infinity.
the r;;iizatién of the essence by 1ts object.

Coleri&%e uses-his scheme of corresponderice as a
vehicle for exploring the realm of the ideal. He pushes
the identity of ideal and experiential ever closer to the

wholly ideal. Thus, he depicts the passage from abstract

“to concrete in increasingly less concrete terms.

Ae a Iaw, or a principle, acts to objectify an idea,
80 this idea becomes the object of an essence in the even
more ideal concept of Reason: '"the equivalent Ideas of
the Platonists, ARE not so properly acts of the Reason, in
their sense I mean, as they are THE Reason itself in agt.“47
Reason, in turn, realizes an everi higher ideal: "Reason
is therefore most eminently the Revelation of an immortal

wi8 Finall&. the soul, as

soul, and it's best Synonime.
Coleridge affirms together with Leighton, actualizeé the
supreme ideal af Gods .

The Highest. the Increated Spirit, is the proper good,

the Father of Spirits, that pure and full good which
raises the soul above itselfs; whereas all other things

draw it down below itself, So, then, it is never
well with the soul but when it is near unto God, yea,
in its union with Him, married to Him. &9
All-in all, Coleridge indicates a process of augmenting
idealization reminiscent of "Dejection: An Ode,” and itas
passage from."outward formé"lto *the passion aqd“the.lifel

to the human soul to Joy.

(%
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The philosophy, like the poetry, intimates the iden-
tity of the mathematical and the "celestial.” In an early
notebook entry, Coleridge asserts: '

That the evidences of all things ought to bé%pro-
portioned to their intended uses/ - That the evidence
of Faith is in exact proportion to its uses - were
it greater, it would destroy its uses - and therefore
that the evidences of Faith are all equal to those
of Mathematics & Astrenomy - i,e. morally equal. - 50

Mathematics, or the related discipline of Geometry, demon-
strates one of the most immediate correspondences between
the ideal "and the experiential, providing "uniform and per-

fect subjects, which gare to be found in the Ideag of pure

’ Geometry and (I trust) in the Realities of Heaven, but

never, never, in creatures of flesh and blood."51 Small
wonder that Coleridge builds his construct of correspondence,
as he built his dichotomy and synthesig. on a2 mathematical
base.

The preceding sta%ement notwithstanding, Coler;dge. as
in the poetry, finds divine correspondences throughout the
experiential world, God is "the eternal I Am,"52 the apoth-
eosis of self-consciousness and the subjective principle.

The "I Am," in turn, ié the'rinciple 1;hat gives reality to

all existence: "Without this latent presence of the '1 am, "'

~ all modes of existence in the external world would flit

before us as colored shadows, with no greater depth, root

L J

or fixture, than the image of a rock hath in a gliding strean

£
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or the rain-bow on a fast-sailing rain-storm."53

A To complete the correspondence between God and the

experiential, Coleridge also identifies the Deity with the

absolute objective principle:s

We have asked then for its [ihe idea of being's]
birth-place in all that constitutes our relative in-
& dividuality, in all that each man calls exclusively
himself. « . . It is absolutely one, and that it IS,
and affirms itself TO BE, is its only predicate. « .
The truths, which it manifests are such a$ it alone
y can manifest, and in all truths it manifests itself.
By what name then canst thou call a truth so mani-
fested? Is it not REVELATION? Ask thyself whether
thou canst attach to that latter word any consistent
meaning not imcluded in the idea of the former. And
the manifesting power, the source and the correlative
of the idea thus manifested - is it not GOD? 5k

T8

Through an equation of the idea of being with a Revelation
- which, in turn, is synonymous with God, Coleridge demon-

strates that the Divine unites with all the manifestations
of existence.

Thus, all human ideals equate with the divine. As
in the poetry, God is the absolute of such qualities as
1ove,55 will,56 and goodness.s7 In fact, the sum of man's
reflections on the ideal, in other words, his "Ideas,” are
none other than "the Thoughts of God,”58 in a more known,
more gxperiential form.

Chief among these "Ideas" is Reason, and Reason, above
all, corresponds to Gods "Thus, God, the Soul, eternal
Truth, &c. are the objects of Reason; ‘but they are them-

selvgé\reason."59
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" 60

The "Thoughts of God" are also "Things. With

61

God, thinking equates with creation; "'to conceive' is

= with creation in the divine nature, synonimous with 'to

62

beget.'" Perhaps it is this identity of conception with

creation in God that makes the Imagination "“a dim Analogue
of Creation"63 for Coleridge. At all events, he repeats"
in the philoéophy hig poetic formulation of poetry, or the
poetic faculty, as the experiential correspondent of divine
creation,

Coleridge parallels philosophically all those poetlc
correspondenoés of object and essence thét involve poetry,
or the Imagination. Poetry as the outward manifestation
of the principle of joy reappears in his affirmation that

"the proper and immediate objectyof poetry is the communi-

64

cation of immediate pleasure.” Poetry not only realizes

Joy, but is defined in germa of that realization.
Then, as in "The Nightingale," Coleridge #rgues for
an ldentity of the poet, or artist, with nature:

The artist must first eloign himself from nature in
order to return to her with full effect. Why this?
Because if he were to begin by mere painful copying;

he would produce masks only, not forms breathing life.
He must out of his own mind create forms according

to the severe laws of the intellect, in order to gen-
erate in himsel¥ that co-ordination of freedom and law,
that involution of obedience in the prescript, and of
the prescript in the impulse to obey, which assimi-~
lates him to. nature, and enables him to understand her.
He merely absents himself for a season from-her, that
his own spirit, which has the same ground with nature,
may learn her unspoken language in its main radicals,
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before he approaches to her endless compositions of
them. 65

Here, too, the correct correspondence of artist to nature
is one in which the artist surrenders himgelf to a nature
whose principles are those of his own exlistence. Like the
"Nightingale" poet, he thereby allows nature to become the
essence behind the outward manifestation of his art.

Finally, the equation of philosophy and poetry in
“The Garden of Boccaccio" has counterparts throughout the
philosophy. Once again, Coleridge formulates a correspon-
dence bﬁyween essence and object:

No m;n was ever yet a great poet, without being at

the same time a profound philosopher. For poetry

is the blossom and the fragrancy of all hulman know-

ledge, human thoughts, human passions, emotions,

language.
Poetry provides an outward manifestation, "the blossom and
the fragrancy" for those "essential" observations on "human
knowledge, human thoughts. -human \assums. emotions, lan-
guage" that constitute philosophy.

Another parallel of the poetry involves the identity
of art and memory, which, through his construct of synthesis,
Coleridge repeats in the philosophy. Memory, and the ideal
of the past to‘which it refers, hag also the further cor-
respondent function demonstrated in the "Sonnet: Composed

on a Journey Homeward; the Autho having received In- ﬁh

telligence of the Birth of a Son." In the form of "Reflection,"
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it "seems the first apyﬁﬁach to, & shadow of, the divine

Permanency.”67

In a letter of December, 1796, Coleridge comments on
sthe "Sonnet," and its equation of past and present:

Now that the thinking part of Man, i.e. the Soul,
existed previously to it's appearance in it's present
body, may be very wild philosophy; but it is very
intelligible poetry. inasmuch as Soul is an orthodox
word in all our poets; they meaning by "Soul"” a being
inhabiting our body, & playing upon it, like a Musi-
cian inclosed in an Organ whose keys were placed in-
wards. - Now this opinion I do not hold - not that68

I am a Materialist; but because I am a Berkleian.

Here, Coleridge appears to repudiate philosophically what
he affirmed poetically. He denies that the correspondence
between the memory "of some unknown past" and the present
provides any real evidence of Platonic reincarnation. In
the same letter, however, he adds:
Yet as you who are not a Christian wished you were,
that we might meet in Heaven, so I, who do not believe
in this descending, & incarcerated Soul, yet said,
if my Baby had died before I had seen him, I shoulQM
have gtruggled to believe it. 69
On the death of Berkeley Coleridge in 1799, he attests, in
another letter, to this struggle to believe:s
Consciousness - ¢ it is no otherwise necessary to
oyr conceptions of future Continuance than as con=-
necting the present link of our Being with the one
immediately preceding it; & that degree of Conscious-
ness, that small portion of memory, it would not only
be arrogant, but in the highest degree absurd, to
deny even to a much younger Infant. 70

Coleridge asserts that the identity 'of a remembered past
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with the present lmplies, if not reincarnation, at least an
immortality in "our conceptions of future Continuance."

In October, 1806, Coleridge confirms and amplifies
this view of an immortality implied in the correspondence
between past and present:

Now as the very idea of consciousness implies a rec-
ollection of the last Links, and the growth of it an
extension of that retrospect, Immortality - or a rec-
ollection after the Sleep and Change (probably and
by strict analogy the growth) of Death « . . - the
very idea of such a corisciousness, permit me to re-
peat, implies a recollection after the Sleep of Death
of all material circumstances that were at least
immediately previous to it. 71
Although he might skirt the religious unorthodoxy of rein-
carnation, he arrives at a species of philosophic adherence
to his poetic belief. Even in this instance of an initial
disagreement, Coleridge demongtrates the fundamental con-
tinuum of his poetry and philosophy by subsequently engi-
neering their accord.

Coleridge also makes the equation of past and present
an equation of will and life:s "For the Will, like the
Life, in every act and product pre-supposes to itself, a
Past always present, a Present that evermore resolves itself
into a Past."’? This identity of will and life leads in
turn to the equation of the spirit of matter with the sub-
stance of matter that Coleridge expresses by the correspon-

dence of past and present in the poetry. In Aids to

Reflection, he equates the will with the spiritual. 73

-
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Furthermore, he shows that the finite will in conjunction

with the infinite will of God "constitutes a true Begin-

74

ning" of being. In other words, the spirit originates

the substance of life.

As in the poetry, the equation“of spirit and substance
in the philosophy demonstrates most direbtly Coleridge's
idea of a correspondence between essence and object. The
spirit, originator of being, is to the substance of the
body as an essence to an object. Again, following the
poetry, Coleridge insists.on the identity and interdependence
of spirit and matter, soul and body:

For since impenetrability is intelligible only as
a mode of resistance; its admission places the es-
sence of matter in an act or power, which it possesses
in common with gpirit; and body and spirit are there~-’
fore no longer absolutely heterogeneous, but may with-
out any gbsurdity be supposed to be different modes,
or degrees in perfection, of a common substratum. To
this possibility, however, it was not the fashion to
advert, The soul was a thinking substance; and body
a space-filling substance, Yet the apparent action
of each on the other pressed heavy on the philosopher
on the one hand:; and no less heavily on the other
hand pressed the evident truth, that the law of cau-
sation holds only between homogeneous things, i.e.
things having some common property; and cannot extend
from one world into another, its opposite. 75

That the object needs its essence, that body requires
a vital, animating principle in the form of spirit, Coleridge
affirms repeatedly. As in the poeyry, however, he also
shgws, through his construct of correspondence, the need of

the spirit for its substance:
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I cannot conceivd a better definition of Body than
"spirit appearing,” or of a flesh-and-blood man that
a rational spirit apparent. But a spirit per se
appearing is tantamount to a spirit appearing with-
out its appearances. 76
The body, identical with the spirit, but in a lower, more
known form, provides the means of manifesting this element
of the ideal in experiential terms.

Coleridge's equation of spirit and matter, touches
on his concept of the symbol. As opposed to allegory,
the symbol "is an outward Sign co-essential with that which
it signifies, or a living Part of that, the whole of which
it represents."77 This "whole," aé already observed, is
the ideal in the form of the Platonic "Idea.”'?8 which "par-
taketh of infinity.“79 In other words, as the body provides
the means of manifesting the spirit, so the symbol realizes,
in its own more known, more experiential, and more. concrete
terms, the ideal to which, literally as well as figuratively,
it corresponds.

As in the poetry, Colerigge's construct of correspon-
dence stems from his concept of the analogy of being. He
forges his “Great Chain of Being," linking the ideal and
the experiential, from a flux of symbols that correspond
to the ideas they symbvolize. One such symbol is Reason:
"an organ identical with its appropriate objects," which
comprise "the Universal, the Eternsl, and the Necessary,"
"God, the Soul, etermal Truth."S®  Another is the will

which "acts Qutwardly by confluence with the laws of
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81

nature."” Yet a third is Genius, whose own spirit also

"has the same ground with nature."82

When Coleridge speaks
of symbol or analogy, he everywhere implies an analogy of
beings "The language is analogous, wherever a ;hing. power,
or principle in a higher dignity is expressed by the sam;
thing, power, or principle in a lower but more known form.”83
Again parallelling the poetry, Coleridge arrives at
his concept of the analogy of being through his method of
interpreting his images. The philosophy, like the poetry,
seeks the mirror image that attests to the analogy of being.
For Coleridge, genius, the epitome of the human in-
tellect, acts as the mirror of nature. By learning nature's
unspoken rules, which corregpond to the laws of his own
spirit, the "genial” artist acquires "living and life-
producing ideas, which shall contain their own evidence,
the certainty that they are essentially one with the ger-
minal causes in nature, - his consciousness being the focus
and mirror of both."Bu
Coleridge offers two major examples of such genius,
again using a mirror image which he proceeds to interpret.
In Wordsworth he discerns:
the perfect truth of nature in his images and descrip-
tions, as taken immediately from nature, and proving
a long and genial intimacy with the very spirit which
gives 'the physiognomic expression to all the works
of nature. Like a green field reflected in a calm

and perfectly transparent lake, the image is distin-
guished from the reality only by its greater softness

s
5
k]
}
i
i
:

P S

[N PSR oP o JUR OO

Az res

-

;
s TN R R S DI 11 -
3



149

and lustre. 85
The image of the field reflected in the lake acts as a
symbol for the truth of Wordsworth's poetry. Since this
truth, however, stems from the poet's identity with nature,
the symbol literally corresponds to that which it represents,

In Shakespeare, Coleridge finds the second priﬁe

instance of the operations of genius:

Nature, the prime genial artist, inexhaustible in
diverse powers, is equally inexhaustible in forms. i
Each exterior is the physiognomy of the being within, :
its true image reflected and thrown out from the

concave mirror. And even such is the appropriate 86
excellence of her chosen poet, of our own Shakespeare.

Coleridge once more uses an interpreted image to affirm the
(:} correspondence between symbol and symbolized. Egsence

and object identify in terms of the concave mirror. The

forms of nature mirror her essence, the art of Shakespeare
mirrors his.
As genius acts as a mirror for nature, so nature, in
' turn, acts as a mirror for God:

! In the country, the Love and Power of the great In-
vigible are everywhere perspicuous, and by degrees

we become partakers of that which we are accustomed
to contemplate. The Beautiful and the Good are min-
iatured on the Heart of the Contemplator as the sur-
rounding Landscape on a Convex Mirror. 87

Here, too, Coleridge demonstrates the identity of the symbol
with that which it represents. In the landséi'ﬂu "the

Beautiful and the Good," there perspicuous, correspond to "the

() Love and Power of the great Invisible.” This "Beautiful
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and Good," through the medium of "a Convex Mirror" is then
"miniatured on the Heart of the Contemplator.”

Again, as in the poetry, Coleridge affirms that the
images of nature literally correspond to those abstract
ideals that they image. Again, he finds a nature that
equates essence and object by providing the outward form
for the inward essence. Such a nature is philosophically,
as well as poetically, the language of God:

To the philanthropic Physiognomist a Face is beautiful
because its Features are the symbols and visible signs
of the inward Benevolence or Wisdom - to the pious
man all Nature is thus begatiful because its every
Feature is the Symbol and all its Parts the written
Language of infinite Goodness and all powerful In-
telligence. 88

Coleridge extracts the idea of nature as the language
of God from his concept of the symbol. As he asserts
above, the symbol is the part of which the whole is a lan-
guage. The isolated symbols, the various correspondences
between nature and an aspect of the ideal, taken together
comprise nature the language of God. In the manner of any
Coleridgean symbol, the symbolic language of nature equates
with the ideal that it formulatess "the language of nature
is a subordinate Logos, that was in the beginning, and was
with the thing it represented, and it was the thing it rep-

presented."89

It is the ideal in a more experiential,
more known form.

In accord with 1ts fundamentally symbolic character,
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nature, for Coleridge, assumes alternate guises. Thus,
instead of a language, nature becomes on occasion the book
of God:

The Omnipotent has unfolded to us the Volume of the
World, that there we may read the Transcript of him-
gelf. In Earth or Air the meadow's purple stores,
the Moons mild radiance, or the Virgins form Bloom-
ing with rosy smiles, we see pourtrayed the bright
Impressions of the eternal Mind. 90

Or again, Coleridge speaks of a nature which acts as the
art of Gods

As soon as the human mind is intelligibly addressed
by an outward image exclusively of articulate speech,
so soon does art commence. But please to observe
that I have laid particular stress on the words "human
mind,"” - meaning to exclude thereby all results common
to man and all other sentient creatures, and conse-
quently confining myself to the effect produced by
the congruity of the animal impression with the re-
flective powers of the mind; so that not the thing
presented, but that which is re-presented by the thing
shall be the source of the pleasure. In this sense
nature itself is to a religious observer the art of

The language of nature, in its identity with the ideal which
it images, has an immediacy that cannot be found in human
language but emerges in human art,

In the equation of nature, the language of God, with
art, Coleridge touches on the opergtive principle of his
analogy of being. In another idenfity. that of chemiétry
and poetry, he outlines this principles

This is, in truth, the first char£ of chemistry, and
the secret of the almost universal intereat excited

by its discoveries. The serious complacency which
ias afforded by the sense of truth, utility, permanence,

7
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and progression, blends with and ennobles the exhil-
arating surprise and the pleasurable sting of curiosity;
which accompany the propounding and the solving of

an Enigma. It is the gense of a principle of con-
nection given by the mind, and sanctioned By the cor-
respondency of nature. Hence the strong hold which
in all ages chemistry has had on the imagination. If
in SHAKSPEARE we find nature idealized into poetry,
through the creative power of a profound yet observant
meditation, so through the meditative observation of

a DAVY, a WOOLLASTON, or a HATCHETT;

By some connatural force,
Powerful at greatest distance to unite
With secret amity things of like kindg,

we find poetry, as it were, substantiated and realized
in nature. 92

"The sense of a principle of connection given by the mind,
and sanctioned by the correspondency of nature,” lies behind
Coleridge's notions of art, seientific truth, and nature
as the language of God, In this correspondence between
essence and object, the elements of the ideal and the ex-
periential (the mind and nature respectivély) are, as Coleridge
reveals after Milton, "things of like kind.” Such cor-
\frespondence both indicates and involves an analogy of being.
A Parallelling the poetry, Coléridge uses his concept
of nature as the language of God to substantiate his "Great
Chain of Being." As in the poetry, he identifies nature
with various aspects of the ideal. He adds to the ideals
of God, art, and scientific truth mentioned above a reiter-
ation of the poetic statement, "Life is a vision shadowy of
Truth." In the philosophy, Coleridge repeats the equation

of Truth and 1life in his notion of the correspondence of
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truth and being:
' The term, Philosophy, defines itself as an affec~
tionate seeking after the truthy but Truth is the
correlative of Being. This again is no way conceiv-
able, but by assuming as a postulate, that both are
ab initio, identical and co-inherent; that intel-
§> ligence and being are reciprocally each other's sub-
, gstrate. 93
Coleridge provides another demonstration of the principle
behind his analogy of being. The equation of truth, or
intelligence, and being exemplifies “"the sense of a prin-
ciple of connection given by the mind, and sanctioned by
the correspondency of nature."”
Another correspondence. in which life, or nature, is
4
the eq%ivalent and outward manifestation of an ideal again
echoes the poetry: .
I am aware of few subjects more calculated to awake
a deep [and] at once practical and speculative interest
in a philosophic mind than the analogies between or-
ganic (I might say, organific) Life and Will. The
Facts both of Physiology and Pathology lead to one
and the same conclusion -~ viz. that in some way or
other the Will is the obscure Radical of the Vital
Power. 94
The will is an essence whose object is life. Thus, Coleridge,
in both the poetry and the philosophy, involves the will in
his concept of nature as a language expressing the ideals
of God.
Finally, Coleridge formulates his "Great Chain of Be-
ing" as a correspondence between Reason and nature:s "And

now the remarkablé fact forces itself on our attention,
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viz, thet the material world is found to obey the same laws

ag had been deduced independently from the reason."95 Ng -~

ture, identified with Reason, provides an outward manifes-

tation for its ideal equivalent:

I feel an awe, as if there weré before my eyes the
same Power, as that of the REASON - the same Power in
a lower dignity, and therefore a symbol established
in the truth of things. I feel it alike, whether

I contemplate a single itree or flower, or meditate

on vegetation throughout the world, as one of the
great organs of the life of nature. 96

Nature is Reason "in a lower dignity," and "therefore,”" its
"gymbol," or experiential form.
In the poetry, the various aspects of the ideal act

as synonyms for God, and this holds true for the ideal of
Reason in the philosophyt

Out of these simple actsg the mind, still proceeding,
raises that wonderful superstructure, of geometry and
then looking abroad into nature finds that in its own
nature it has been fathoming nature, and that nature
itself is but the greater mirror in which he [man]

, heholds his own present and his own past being in the
Jaw, and learns to reverence while he feels the ne-

! ) cesgity of thet one great Being whose eternal reason

i is the ground and "absolute condition of the ideas in

the mind, and no less the ground and the absolute cause

of all the correspondent realities in nature, 97

s
e asamagaem o

In this instance of the correspondence between the reason
of man, the reason of God, and,%he realitiés of nature,

‘ Coleridge again brings forward his poetic notion of a "ce-
lestial impulse" in the mathematical sciefces that provides

- an antecedent for his construet of correspondence. He -
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further indicates that geometry is one of the "mirrors"
that reflect the analogy of beihg, and thus a central link
in the "Great Chain of Being" that leads to God.

As in the poetry, Coleridge's "Great Chain of Being"
gives to certain of hig images and analogies a real, rather
than a metaphoric, gquality. His concept of the actual

correspondence ‘between the experiential and the ideal lends

/’»

scoﬂ';to his interpreted images. Again, following the
poetry, ,ithe identity of the sun, -or the light, with various
aspects of the ideal ranks chief among the interpreted
images of the philosophy. This identié& Coleridge demon-
strates to be not a métaphor. but a literal correspondence.
Thus, Coleridge's association of iie sun with be-
nevolence appears as more than a mere figures
The intensity of private attachments encourages, not
prevents, uniyersal Benevolence. The nearer we ap-
proach to the Sun, the more intense his heat: yet . 98
what corner of the system does he not cheer and vivify.”
The sense here is of correspondence rather than comparison.
Coleridge, in creating the analogy, arrives at thé qualities
of benevolen;e through an observance of the corresponding
qualities of the sun.
In like fashipn, Goleridge shows the correspondence
of light to the Platonic Ideas
‘The pyre untroubled brightness of an IDEA, that most

glorious birth of the God-like within us, which even -
as the Light, its material symbol, reflects itself

e e i 3 e s
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from a thousand surfaces, and flies homeward to its
Parent Mind enriched with a thousand forms, itself
above form and still remaining in its own simplieity
and identity. 99
Light is the "material symbol" of the Idea, the Idea'in
more experiential terms.
Finally, Coleridge identifies the sun with Reason:
"Reason the Sun - Revelation the comet which feeds iqafiqo
As in the poetry, he finds the ultimate correspondent for
the earthly light in the principle of the divines "Reason b
and Religion are their own evidence. The natural Sun is
in this respéét a symbol of the spiritual.“lo1 Thus he
concludes that "Man knows God only by Revelation from God -
as we see the Sun by his own Lightr."lo2
Coleridge climbs his "Great Chain of Being" into the
realm of the ideal. He takes an image from the experiential -
world, and, confident of its fundamental identity with a
corresponding, ideal, proceeds to interpret that ideal in
terms of thé'image. " He provides a particularly!good ex-
ample of this proéess in a notebook entry dated 180?-1810.
First, Coleridge repeats a formulation from the poem
”Ad Vilmum Axiologum": ﬂ

-

]

"Love is the Spirit of Ltfe, and Musiec the Life of the Spirit. 103
He then takes this formulation through a seriea ‘of equationsi’
What is MUSIO? - g_gjzx in its grang sense?

_Answer,
Passion and order aton'd! Imperative Power in Obadieno!.

“-
y o
- .
- .
[ ‘
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What is the first and divinest Strain of Music?
In the Intellect - "Be able to will, that thy maxims
(rules of individual conduct) should be the Law of
all intelligent Being."

In the Heart - or practical Reason - Do unto others,

ards thou would'st be done by.

This in its widest extent irivolves the Text - Love

thy Neighbour as thyself and God above all things., -
For conceive thy Being to be all-including, -i.e. God,
thou knowest, that thou wouldest command thyself to
be beloved above all things. - 104

In each successive equation, the experiential manifes-
tation of the corresponding ideal moves increasingly nearer
t0 an ultimate ideal. Thus, poetry is the experiential
form of the ideal of music¢, which, in turn, actualizes an
ideal of "Imperative Power in Obedience." "The first and
divinest Strain of Music" realizes the ideal of will in
the intellect (or Understanding.) Then, this strain of
music, applied to the more ideal faculty of Reason, provides
the Golden Rule. The Golden Rule, in turn, emerges as the
experiential form of a final ideal of all-inclusive love,
which, poetically and philosophically, is, for Coleridge,
the essence of God in the world.

Coleridge also repeats in the philosophy his poetic
concept of a mode of analogy antithetical to his "Great
Chain of Being." As he warns Wordsworth:

Surely always to look at thé.superficiea of Objects
for the purpose of taking Delight in their Beauty, &
sympathy with their real or imagined Life, is as del-
eterious to the Health & manhood of Intellect, as
always to be peering & unravelling Contrivances may

be to the simplicity of the affections, the grandeur
& unity of the Imagination. 105 T :

W
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The only true analogy of being is the correspondencé
between essence and object. Here, a "real or imagined
Life" is imposed aon "the superficies of Objects.” In the
game manner, the “poor wretch" of "The Nightingale" "filled
all things with himself," and thereby became blind to the
true analogy of being. In both instances, the essence
that corresponds to the outward manifestation is obscured.
Philosophically and poetically, Coleridge argues that man,
if hé hopes to discover ideal correspondences, mué% refrain

from imposing "Cogtrivances" of his own on the outward man-

l ifestations of nature.

Allied to Colegkdge'a éoncept of the analogy of being,
in the philosophy as well as.in the poétry, is his notion
of the pre-deférmined fitness of object to essence, In
Biographia Literaria, he remarks, translating from Plotinus:

For in order to direc¢t the view aright, it behoves
that the beholder should have made himself congenerous
and similar to the object beheld. Never could the
eye have beheld the sun, had not its own essence been
goliform,"” (i.e. pre-configured to light by a similar-
ity of essence with that of light) "neither can a soul
not beautiful attain to an intuition of beauty." 106

In The Phiiosoghigg;.iggtures. he repeats this ideé of a

a pre-determined fitness based on the fundamental corres-

pondence between the various objekta ahd essences that make
up his "Great Chain of Being":
In the language of the 0ld philosophy they would say

that the eye could not possibly perceive the light
but by having in its own essence something lpqiferous
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that the ear could not have been the organ of hearing

but by having in its essence, and not by mechanism,

gsomething conformed to the air. 107

Again parallelling the poetry, Coleridge has the same

two forms for his construct of correspondence in the philos-
ophy. In addition to a direct equation, he also employs
the more elaborate alg€§¥aic formula of "a is to b as ¢ is
to 4."  Such equations‘as "Reason the Sun - Revelation the
comet which feeds it,” and the identity implied in Coleridge's
analogies of genius and nature (the pcwer of nature is to
her forms as the power of genius is to art) indicate this °
more extensive correspondence. At one point, Coleridge
gives in direct algebraic terms the pattern for his second

form of correspondence:

Abstruse Reassoning 1 the inductions of common
sense tt reaping delving. 108

The ﬁattern. however, remains identical with the
pattern of extended correspondence in the poetry. Coleridge
sets up two pairs of equations, one more experiential, the
other more ideal. Each palr reveals an identit& between

essence and object, in which -the - essence shows a pre-deter-

mined fitness for 1ts object. This pre—determined fitness
becomes the relation linking the two pairs.

The preceding examples attest to this pattern. The

attractﬁon between essence and object implied in the for-

" ces of sun and comet is equal tp the finess of reason for

?
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"well as in his poétry. As Coleridge remérks in Alds to

"Reflections
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the apprehension of revelation. The power of nature pro-
‘duces her forms as the power of genius produces art. In
both instances, Coleridge indicates the correspondence of
the expe}iential to the ideal that it represents. As
already observed, the sun is Reason in a more concrete form,
while genius‘has the same ground as the powers of nature,
Further extended correspondences substantiate the
pattern., Coleridge mainfains that "as the power of seeing
is to the 1igh£. g0 is an idea in mind to a law in nature.

They are correlatives which supposes each other."109 Or

again he affirms, "The will to the deed, - the inwarq
principle ‘to the outward act, -~ is as the kernal to the

0110

These last examples are, in a sense, types of Coleridge's
construct of correspondence as a whole., They both demon-
strate the identity of a principle of spirit, the invisible,
with a manifestation of matter, or the visible, They both
reveal "the sense of a pringiplé of connection given by the
mind, and sanctioned by the correspondency of nature." They
¥Yoth indigate that equation of spirit and matter underlying

all of cbleridge's corgespondegces. in his philosophy as

~

There is something in the human mind which makes it

. ¥now (as soon as it is sufficiently awakened to re-

flect on its own thoughts and notices), that in all
Y .
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finite Quantity there ié an Infinite, in all measure
of Time an Eternal; that the latter are the basis,
the substance, the true and abiding reality of the
former; and that as we truly are, only as far as
God is with us, so nelther can we truly possess (that
is, enjoy) our Being or any other real Good, but by
living in the sense of his holy presence. 111
The experiential c¢orresponds to the ideal, and all ideals
correspond to God.

Parallelling the poetry, Coleridge uses his extended
correspondence to demonstrate the analogy of proportion
implicit in his analogy of being. A more known, more con-
crete identity between an essence and an object equates with
another essence and object of a ﬁore ideal character. The
relation, the pre-determ?ned fitness linking the elements,
stems from the laﬁg of nature which correspond to the ideas
of the mind which, in turn, identify with the thoughts of
God. These 1aw2 comprise the ground of the continuum of
being thatuénds in God. Operating throughout this continuum,
they link matter and spirit, object and essence, experi-

ential and ideal.

The construct of correspondence reveals with eapecial
clarity the continuum between Coleridge's poetry and philos~
ophy. As in the constructs ‘of dichotomy and synthesis,
Coleridge, in his philosophical correspondences, extends

and elaborates one fundamental principle. This prineiple,

" the identity between object and essence that attests to an '

9
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analogy of being, is also the underlying principle of the
poetic correspondences.

In the manner of the preceding constructs, the repe-
tition of one principle in several forms gives a similar
symbolic as opposed to didactic value to this construct.

In his correspondence, Coleridge follows the path mapped
out by his dichotomy and synthesis. Once more, in both
the philosophy and the poetry, he expresses a construct met-~
aphorically.

Again, the pattern in the philosophy parallels that
of the poetry. The same elements in the same order char-
acterize the construct in both modes. Poetically and
philosophically, Coleridge explores the realm of the %deal,
through a chain of Increasingly idealized correspondences.
In both the poetry and the philosophy, hé seeks the mirror
image that demonstratesétﬁe analogy of being. In both, he
uses his "Great Chain of Being" to represent nature as the
language of God. And in both, his analogy of being glives
his own analogies a real, rather than a metaphoric value.

Furthermore, Coleridge derives his concept of cor-
respondence from his ;eflections on the work}ngs of poetry
and art. Central to both the poetry ahg the philosophy
is his view of the identity of poetic genius with the ideal.
Here, he finds a type for fhe correspondence between object
and essence, in which the object acts as the outward

N
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manifegtation for the ideal contained in the essence.
Here, he discerns "the sense of a principle of connection
given by the mind, and sanctioned by the correspondency
of nature,"

Alsgo derived from Coleridge's aesthetic observations,
ané also integral to his correspondence, is hig ngzion of
the symbol, The idea that a true analogy contains what
it represents is fundamental to Coleridge's analogy of
being. His concept of the symbol that literally corres-
ponds to the idedal that it symbolizes provides the climate
and scope for his philosophical interpretations of his
poetic images. ‘ ‘

Unlike the‘constructs of dichotomy and synthesis;““
Coleridge's correspondence does not originate as a pattern
in the poetry that he then develops in the.ph11030phy.

The relation tetween poetic and philosophic correspondence
seems more a matter of interpenetratiﬁn. ‘from the chrono~
logical point of view, thége is no clear antecedent for

the construét of correspondence in the.poetry. Poetic and

| philosophic correspondences demonstrate a parallel devel-

opment. Nature as the language of God, the identity of

~poetry and philosophy, the pre-determined fitness of ob-

Ject anq egsence, are all ideas that movegwith the same

facility from Coleridge's ph;loSOphy to his poetry. from

his poetry to his phiiOSOphy.

o o el
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Nevertheless, poetry and philosophy act as a contin-
lum. Whether a poetic image gives rise to a philosophie
concept, or vice versa, the construct of correspondence,
like dichotomy and synthesis, provides scope for Coleridge's
particular method. He interprets the abstract, his view
of the identity between essence and object, spirit and
matter, ln the various concrete forms of his several cor-
respondences., He then draws from such concrete eipres-

siong further metaphysical abstracts in the form of further

correspondences,
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* Chapter 51 PROGRESSION o

¢
i

" Coleridge amplifies the notion, implicit in his var-
lous correspondences, of a’pagsage from the éxperiential
to the ideal. In his fourth construct, he demonstrates

that the movement to the ideal, through a series of more

. and, . more idealized correspondenees. ig, in fact, a process.

Synonymous with process is the concept of progression.
Goleriﬁge probably encountered the term in Priestley's
Necessi%%pian philosophy.1 but progression reﬁains a fa~
vourite notion.«K major congtruct of his thought. long after
his abandonment of the dootrine of Necessity. '

Once agaiv» Coleridge formulates poetically the -
.elements o{lthi fourth construct. In "The Destiny of
Nations," Qe speaks ?f ﬁrdgression in terms of .an evolving
process, The "Mona&s" of the ™one all-consfious Spigi%”5'
of ‘God, smong %heir other effects, “evolve the process of
. eternal good. ‘ : ‘

In “The Dungeon." Coleridge repeats the notion of
proéess as.progresgion. He exclaims ironically of the
dungeon, "This is the process of our love and wisdom,”
and then proceeds to demonstrate his idea of a true Pro=:
gressioﬁ," Nature accomplishes the process of bringing
the "dlgsonant”dhuman spiritﬂinto harmony with the ideals

o . A 1
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With other ministrations thou, O Nature: X
Healest thy wandering and distemper'd child:
Thou pourest on him thy soft influences, -

F .+ Thy sunny hues, fair forms, and breathing sweets,

. Thy melodies of wood, and winds, and waters,
x . - Ti11 he relent, and can no more endure
‘ To be a Jarring and a dissonant thing,
) n, Amid this general dance snd minstrelsys
S . . " .. _But, bursting into tears, wins back his‘way;
His angry spirit heal'd and harmoniz'ad
By the benlgnant touch of Love and Beauty. 3

The "Ode %o the Departing Year" reiterates the idea

! L of progression as, harmonyu

The Ode commences. w1th an address to the Divine
Providence that regulates into one vast harmony all
" the events of ‘time, however oalamitous some of them

. may appéar to mortéls.

- Providence and the regulation of the continuum of time . k]
'1ndloate a process and a progresslon from the diasonance i

4 ' of diVerSe and calamitous évents into "ome vast Farmony. "‘

-Colerldge touches on the same notion in ”Religious Musings."

N i

"Philosophers and Barde" shall see the day when the Cre-

ator, "with plastic might / Malding Confusion to such ' ... L

perfect forms,"5 brings to oompletion all worldly: progress. ‘}’

Coleridge sees ‘an agent of;progression in Eanoy . , ';“-

(here used in an "imaginative” sense), ‘s well as in °
~.Prcwu.dencex R , d

v e e For Fancy is the power.

" That first unsensualises the dark mind, Coe
Giving it new delights; and bids it swell ST -
With wild activity; and peoPlinf air, A
By obscure fears of Beings invisible,

Emancipates it from the grosser thrall :
Of ‘the present impulse,; teaching Self-control,
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: Till Superstition Qlth'unconscious hand

Seat Reason on her throne.
"Religous Musings“’

The progress from Fancy to Superstition to Reason démon—
R ., - N
; " strates the notion of an augmenting idealization implicit
in all of Cpleridge's.prOgreSSibns.

The concept of a process involves a gradation, theé

sénse_of proceeding step by~step. This is true of Col~ .

erid%p s progre851ons. In "Religious M&sings.” he describes '

the progress of the "elect of Heaven" who

Ao Tt o b
.

gazing. trembling, patiently. ascend ) : o 3

., Treading beneath their feet all visible things Ty
‘As steps, that upward to thelr Father's throne : : .
Lead gradual. 7

P -

(i” ‘ He répeats this ldea of the ”gradual steps." the gradation ..

. of progre581on. 1n his descriptlon of the progress of

ruth in "The Destiny of Nations"x‘
3 : - " . ... Wlld phantasies. yet wise, . oo -1
. - On the vietorious goodness of hizh God - - +

Teaching reliance and.medicinal hope, ' e
Till ‘from Bethabra nerthward, Heavenly Truth
With gradual steps, winning her difficult way, ..

_ Transfer their rude Faith perfetted and pure., 81‘

, - f.‘, | i The gradation of progress involves Coleridge s di-

— chbtomy of kind and degree. Coleridge sets up numerous
’.continuums demarked by a range of degree. Within the

_"range of degree he then indicates various paints whieh Hb.

v o designates as "the KIND abstracted from degg ee. "9, These

points’ attest to his notion of transition in the course
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of progress. The several distinetions of kind punctuating
S ' the continuum of degree éomprise Coleridge's "gradual'stepp,“

his concept of the gradation of progression. ’
In a fragment, entitled "The Three Sorts of Frlends.“'
Cdleridge deVelops this idea of gradation, or progress-with

transitionn

~ Though friendships differ endless in gdegree,

. The §orts. methinks, may ‘be reduced to three.

. Acquaintance many,.and: Conquaintance fewy

. But for Inguaintance 'I know only two - ‘
The friend I've. mourned w;%h end the maid I woo! 10 F

Frlendship emerges- as a contxnuum of differlng degrees.
within the.coptinuum. however, .Coleridge indlcates thnee,
. "gorts,"” or points of transition, in which he abstracts ~ Hi

R ’ . 1 . oy ) R .
. (:) - - a. kind'from the degree. Hé'implies in the pas§age from

-”Acquaintanee" to “Conquaintance” to "Inquainéhnce" a pra-i T
gresg from common acquaintance ‘to true friendship to a '
. state of empathy which approaches an ideal of friendship.
'"Love and Friendship Opposite" provides another’
example of the progression of kind and -degree: '

Her attachment may differ from yours in degree.
Provided - they are both of one kind; .
But Friendship, how tender so ever it be,
Gives .no accord to Lovée, however refineds :
| ' Love, that meets not with Love, its true nature revealing. .
e ' - Grows ashamed of itself and demurs:
~ © . If you cannot 1ift hers up to your state of feeling.
You must lower down your state to hers. 11

-

Here, a tentifiuum of the various degrees of attachment ¢ !

4 reggals two "steps” in the ‘two aifferent kinds of attachment,
. . " ' v }-,"‘ .
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:thereby“scoffing aecent.

"sion of God for the poet.

17
. . \
Friendship and Love. The" passage is from a lower to a
hlgher state, ih other words, an ascent as well as a

transition. - To effect the progression, Friendship must

be lifted into Love.

For Colgridge, the notion of.a ‘step by step progres~ .

sion commonly entails an ascent. " In the example from

’ ‘"Religious Musings," the steps of the elect lead "upward

to their Father's thrcne." In "The Destiny of Namions,
those who-comprise’ ‘the antlthes;s to this elect, who

denm themselves most free / When they within this gross
and visible sphere / Chain down the" w1ngéd thought.” are
"12 The view of progression aB

a matter of choice. the 1mplication of man '8 freedom to

.ascend or "to scbff such. ascent. touches on Coleridge s

ever-present element of will. = The will 1e as much a

_factor in progression as in his other approaches "to- the

ideal.

In the poetry. Colerldge s most usual image of ascent -

invOlVes the climbing of a mountain. In "Reflection on (
having ‘left a Place of Retirement." "the- time, when first /
From that low Dell,. steep up the stony Mount / 1 clim'd

:_wich perilous,toil and reach'd the top. reeults in a vi-

13,

of an ascent to the ideal,which in itself is a form of
. : . ;

Fad

Coleridge expresses the’ notion ~

e
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. progression, As already observed, in "To the Author of

; Poems" (see pages 26-7), Coleridge implies a transition

| from "fancifuiﬁ poétry to "imaginative" poetry. This
transition he formulates as an ascent of the "Poetic

] ‘ - moﬁntf"%u Again, he deseribes a passage from experiential

R

. to ideal (Fancy being the experiential faculty, Imagina-.

2 " . tion, the ideal’sensé’o in terms of a mountain progression.

Colyrldge has a number of images for his construct

fos

_of progre531on.in the poetry.: 'To his expressions of

progress as a harmony, a gradation. or an ascent. he adds

the descrlption of progre831on as é 01P01el
} ) From Avarice thus, from Luxury and War | f ; t
(%) i o Sprang heavenly Science; and from Science Frdedom ) -

Oler waken'd realms Philosophers and Bards
Spread in coneentric circles.\ 15 '

. x RN . In "Religious Musings," Colevidge 1ndicates a progress

' " : ‘ " from Avarice. Luxury and War to Science. and frqm Science ,

l;,\.t ;.:'« “t0 Freedom._ This proceas he attributes to the agency - \ ;
w . - of "Philosophers and Bards." whose -own circular progress _°

&' - .’ . ; ‘ sets the pattern for a progressive expansion from one

foentre.

In 2 poem "“To tha Rev. George caleridge.” Caleridge 11

’

varies this patternc T : . B .o

, ", « o » Such, O my earliest Friend!
: Thy 10t, and such th{ brothers too enjoy.
. . At distance did ye climb Life's upland road, -
* - " .Yet cheer'd and cheeringt now fraternal love L -
Hath drawn you to one centre. 16 . ‘




f
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Here, progress as an ascent ends in a closing rather than
a widening circle. :Coleridge, however,‘ﬁaintains the
notion of concentricity, the “one:centre," t

He emphasizes such concentricity in a descripti&n
from "Rellgious Musings" of progress and its anfithéslSu

v 0w Toy"‘bQWitChed.
‘Made blind by lusts, disherited of soul,
No common centre Man, no common sire
Knoweth! A sordid solitary thing,
Mid countless brethren with a lonély heart
Throusth courts and cities the smooth gavage roamg
Feeling himself, his own low self ‘the whole;
When he. by sacred sympathy might make :
The whole one Self! Self, .that no alien knows!
Self, far diffused as Faney's wing can travel!
Self, spreading still!. Oblivious of :its own,
' Yet all of all possessing! This is Faith!
This the Messiah's. destlned victory. 17

¥

~ Without a "c0mmon centre," Man cannot participate Ain the
‘~progresslve spread frbm Fancy to Faith that comprises the -

proqess of the Messiah's victory.

Another of Goleridge 8 images ‘of progressibn depicts

progress as a process of &rowth.  For instance. he. figures
" the progress of "Happiness," in the poém s=o entitled,”

undeér the development of a plaﬁts’ '5

' On wide or narrow scale shall Man
Most happily describy Life's plan? \
Say shall he bloom and wither there, - ® .
Whete first his infant buds appear) .
Or upward dart with soaring force, -

_« And. tempt some more -ambltious course? 18

L ]

He parallels tﬂa formulatlon in "Epltaph on an Infant"
Bre Sin could blight or Sorrow fade.

3
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‘Death came with friendly cares
The opening Bud to Heaven convey ‘d
And bade it blossom there. 19

& As in "Happiness," the process of human life emerges ag -

a vegetatlve growth. a blossoming.

In "To William Wordsworth.“ the transition from
Understanding to Reason is also a vegetative proeesss

Of “the foundations and the building up

Of a Human Spirit thou hast dared to tell
What may be told, to the understanding mind
Revealable; and what within the mind .
By vital breathings saecret as the. soul

0f vernal growth, oft quickens in the heart -
Thoughts all too deep for words. 20

Coleridge describgs the,progrese from the head, "the un-

derstanding mind," to tﬁe heaft, or reason. 1n terms of "5 '

the vital, secret quickeding of vernal growth."
In yet anoth formulation of the construct. Col-

' eridge images “the progressiva continuum as a stream. As

already demonstrated in his interpreted image of "A Wish,"" '

he finds the progress of . a stream a fit representation of

the course.of life.’ 1In "Happiness." he amplifies the*

[ g

notioni ' - .

For humble independence pray

The guardian genius of thy way; -

Whom (sages say) in™days of yore

Meek Competence to Wisdom bore,

So shall thy little veasel glide-

With a falr breeze adown_ the tide,’

.And Hope, if e'er thou 'ginst to sorrow. PR
Remind thee of some fair tomorrow. - : ,

Till Death shall close thy tranquil eye - .
While Faith proclaims “Thou shalt not diel"\ 22

. y
i . 'l LR RN




- from ‘indépendence to Hope to. Faith,

’Depart{ing Year," Coleridge solidifies this sense of a passage,

Coleridge depicts, in the progress of the vessel down theﬁﬁ
ol

tide, both the progreesion of mankind from 1ndependence

to Competence to Wisdom, and the individual's progression

As noted in preceding'coqstruots.~the figure of the.

strean provides a cdntinuum tﬁat unitee past, presehf.

‘and future, Thus, for Colerldge, it acts as a represen-

tation of another of his images of progression, the flux

of time. 'Inntﬁe'passage.frOm “Happinese"'cited aoove.

the progrees of human 1ife frOm independence to Hope to,

' Falth is also a progress from life to death to immortality..

Coleridge -indicates a continuum in which the individual's .
religious devalopment is a process: of. tlme. He implies

a reward for right progression in the extension of this

~procees_beyond human ;1fe_anp into immortality.

- The: concept of man's progress to immortality furnishes

a partieulerly clear example of the'trahsition from exper= %

iential to ideal in all of Coleridge 8 progreesione. In

”Feare 1n Solitude," he disoerns that "all IOVely and all

honourablé things" make "this mqgtal spirit feel./ The joy

and greatness of ite future veing."?>  The progressive

1

t0 the idealef future joy and greatness. In "Ode to the

human spirit hovee through the temporal continuum of 11&:

»

*

‘&»3,&
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through time, from the experiential to the ideals

The Past to thee, to thee the Future eries!
. Hark: how wide Nature Joins her groans below!
Rise, God of Nature; rise. 24 e
‘He reveals in God the-end of- the progress of Time.

Colerldge uses as. his 1ast image for progression.in

thé poetry the figure of the rising sin, and the process
. of dawn. "On the Prospect of establishing a Pantisocracy
in America"  offers‘one instance of the use of this image:

" Embattled legions Despots vainly send . )
To arrest the immortal mind‘'s expanding ray . ' '
- Of everlasting Truth; - I other climes ) oo
" Where dawns, with hope serene, a brighter day
. Than e'er saw Albion in her happlest: times.
With mental eye exulting now -explore. 25 -

‘(ts . Colerldge describes his “Pantigocratic" dream of human pro-

gress in ‘terms of the dawning of a brighter day.

Another example appears in “Verses; Addressed to J.

Horne TOO}ce" ¢

Yes gookg " tho' foul Corruption's wolfish throng
Cutmalice Calumny s imposthum d Tongue, .
Thy Country's noblest and determin'd Choice, .
Soon shalt thou thrill the Benate with thy volce;
With gradual Dawn bid Error's phantoms flit. 26

Here, the expression "gradual Dawn" instances once more
the gradation of Coleridge's processes.

The process of dawn, like the process of tfme, in-

1

' ' timates immortality:

And still, 0 Lord, to me“impart :
o An inndcent and grateful heart, .
X5 A That after my great sleep I may
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Awaké t0 thy eternsl day: 27
kgaln, coleridgé emphasizes, ‘through a progression, the
. - . ) -
passage from the experiential to the ideal.
Colerldge'g poetic progression, like his other ddnh .

structs, follows a pattern. All his‘imagés'of progréas-

(ascension, gradation, gfowth. ‘the' gtream, time or the daﬁh)
depict a'passage. And ih a11 cases; this paséage beginsg
with the more known and more concrete and moves. step by

step. towards the ideal.

Once again, a'gonstruct that Coleridge formulatesin

his poetry reveals a parallel deéelopment-{nghis.philqsophy.

Coleridge répeata'ﬁhiioéophicéily the pattern of his poeticif‘ '
progresses.: Iﬁathe philosophy..progress;on is 1ikewis§'

La péssagﬁ from the more experiential to the more 1Qeél.‘

. ~ As in the poetry, Coleridgé defines proéressidn;&s

‘an evolving process:

- Christianity regards morality as a process - it finds
a man vicious and unsusceptible of noble motives;
& gradually leads him, a% least, desires to lead him/
to the height of disinterested Virtue - till in re-

¢ lation & proportion to his faculties & powers, he is
perfect "even as our Father 1n Heaven ig perfect." 28

.He parallels his poetic formulations of progress as a

process both initiated by And ending in Godi \

* r

¢y -
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" To determine whether these annunciations’ were ac-
cldental guesses, or 1mparted Rays of the divine
Foreknowledge we must again adopt that mode of
reasoning by which we proved the existence of an
intelligent First Cause, namely the astonishing
fitness of one thing t6 another not in single and
solitary instances which might be attributed to

. the effects of Chance, but in the oombinatlon and
Procession of 411 Nature. 29

Progression, the move from the ekpeéientiailto an

1deal whose uitimate is God, 18 the law of all ﬁature;

As the Father b¥ and for the Word, and with and
thro!' the Holy Spirit has given to'all gogsible _
Existences all susceptible perfection, it is in .the"
highest degree probable +that all things. susceptible - ‘
of Progression, are progressive. ' 30 vty

Man, equally with the‘reet ol nature, is subaect to such

law: "for man 15 destined to be guided by higher pnincip&es. o
bplrniVersal views. which can never be fulfilled in this N
state of existence.‘- by a spirit of progressivenesa which
‘ean never be accomplished. for then it would cease to be. "31
Coleridge emphasizes the 1dea of 'a passage._ Poetically

i,

and - phllosophioally, hié progresslons gravitate towards
. the. ideal. but it is the process’ of such gravitation that

- constitutes ‘the pattern ‘of the construc ’ : . L -

In a "Lecture on Revealed Religion.“ Coleridge repeats
his poetic concept of progression as harmony. i "In the o
combination and Procession of all Nature o o from the‘
evident and vast preaominance of Good in the na%hpal World.

the wise infer that all apparent Disoord is put Harmony

" co s
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' strengthened as the indispensable means, and instrument of

Trade"

£y - [ “ro . A e e iR s o e b e~

S
182 -
2 . ;
. Y K
not undersﬁdod."32’ % oy
Another philosophical formula for the harmony of ' : ~\#

progress appears in the course of Coleridge s dlscussione
of method. Method, the impositiOn of unity on multéity,
is his operative term for order, his equivalent in the
ﬁhilosophy of the.art of “molding'Confusion to such perfoop
forms." For Coleridge, method is synonymous with pro-

gression: "For Method implies a pro gressive gxgngition,"

and it 1s the meaning of the word in the original lan~'

cuage. "33

In the philosophy as well ah in fne poetry. Coleridgé

discerns. next to the Creator. Imagination .as the prime
agent of progressions '"The 1magination is- the distln-
guishlng characteristic .of- man ae a progressive beinga

and’ I repeat that: it ought to ‘ve. carefully guided and "

continued amelioration and refinement.“34 , Coleridge
gives this concept of the progressive impetus of Imagina~'
“tion its fullest“expositlon 1n his "Lecture on the Slave

; . B F . ,
k! " i

"¢ But we are progressiVe and must not, rest content
with present Blessings. Our Alriighty Parent hath
therefore given to us Imagination that stimulates -
to the. atbtainment of remsl excellence by the gon=
templation of splendid Possibllities that still

" revivifies the dying motive within, us, and fixing. '
our eye on the glittering Summita %hat rise one .
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above the other in Alpine endlessness still urges

us up the ascent of Being, amusing the ruggedness

of the road with the beauty and grandeur of the
ever-widening Prospect. Such and so noble are the
ends for which this restless faculty was given us, 35

Imagination as an agent of progression is the agent of

God.

Like the idea of progression in the pocilry, progress

in the philosophy involves a gradatioﬁ. As observed,
the process of Christian morality "gradually leads" man
towards divine perfection. The process of language also
exemplifies such gradationt "all languages perfect them-
selves by a gradual process of desynonymizing words oyig— :
inally eouivalent."36 qt

The philosophy develops the'poetic notion of grada-

tion as a step by step procedure. In a leéture of liter- 4‘;
ature, Coleridge asserts t%at "each step of nature hath

its ideal, 2nd hence the possibility of a climax up to

the perfect form of a harmonized chaos."37 In Aids to
Reflection, he describes a few of these "étepé" of nature:

Every rank of creatures, as it ascends in the
scale of creation, leaves death behind it or under
it. The metal at its height of being seems a mute
prophecy of the coming vegetation, into a mimic :
semblance of which it crystallizes. The blossom
and flower, the acme of vegetable life, divides
into correspondent organs with reciprocal functions,
and by instinctive motions and approximations seems
impatient of that fixure, by which it is differenced
in kind from the flower-shaped Psyche, that flutters
with free wing above it. And wonderfully in the
insect realm doth the Irritability, the proper seat

i
s
|
i

4
R



P il ™ o

184

)
of Instinct, while yet the nascent Sensibility is
subordinated thereto - most wonderfully, I say,
doth the muscular 1ife in the insect, and the mus-
culo-arterial in the bird, imitate and typically
rehearse the adaptive Understsnding, yea, and the
moral affections and charities, of man. 138
The progress from metal to vegetation to insect to bird to
man provides a clear example of Coleridgean gradation.
In the philosophy, Coleridge develops a number of
formulae that demonstrate his process of gradation., In

his Philosophical Lectures, he indicates the graduated

passage from theory to hypothesis to law to system: "From
a perfect theory arises an hypothesis, that we place under
all;y from a stedfast hypothesis arises a law; and from

a primary independent or absolute law, a system."39 In
a notebook ent§y of 1803, he speaks of "the beautiful
éraduation of attachment, from Sister, wife, Child, Uncle,
Cousin, one of our blood, &c. on to mere Neighbour - to

Lo

Townsman - to our Countrymen."” Here, he frames the
progress in reverse.

As in the poetry, Coleridge's gradations ally to his
dichotomy of kind and degree, ’ In his gradation of nature,
the various steps are "differenced in kind." The "Theory
of Life" amplifies the operations of kind and degree in the
progression of nature.

Coleridge's philosophic progreséion, like his poetic

progress, consists of a continuum of degree punctuated

R N
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by the points of transition of "the KIND abstracted from
degree." In the analysis of life,

We study the complex in the simple; and only from
the intuition of the lower can we safely proceed to
the intellecti?n of the higher degrees. The only
danger lies in' the leaping from low to high, with
the neglect of the intervening gradations. But the
same error would introduce discord into the gamut,
et ab abusu contra usum non valet conseguentia. That
these degrees will themselves bring forth secondary
kinds sufficiently distinct for all the purposes of
science, and even for common sense, will be seen in
the course of this ingquisitions: for this is ¢ne
proof of the essential vitality of nature, that she
does not ascend as links in a suspended chain, but
as the steps in a ladder. 41

Again, ag in the poetry, a\point of transition in "kind"
acts as one of Coleridge's "gradual steps" of progression.
Here, he sees those distinct kindsg, that the degrees in
continuum bring forth, as "the steps in a ladder" that
depicts the vital progress of nature.

¥ Still in the "Theory of Life,” Coleridge maintains,
"So are we the better enabled to form a notion of th§>gigg,
the lower the degree and the simpler the form is in which
it appears to us."u2 The complete definition of kind,
however, corresponds to the highest, not the lowest, degree
of that kind in the continuums "the definition of the kind
will, when applied absolutely, or in its fullest sense, be
the definition of the highest degree of that kind."*3

Finally, in The Friend, Coleridge concludes that the high-

est possible kind in any continuum congtitutes the end of

v4
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all degree: -

We have thus asgipned the first place in the sci:;Be
of Method to LAW; and first of the first, to Law,
as the absolute kind which comprehending in itself
the substance of every possible degree precludes
from its conception all degree, not by generaliza-
tion but by its own plenitude. As such, therefore,
and as the sufficient cause of the reality corres-
pondent thereto, we contemplate it as exclusively
an attribute of the Supreme Being, inseparable form
the idea of God. &4
The absolute of kind, uniting with God, accomplishes all -
progression, and thus acts as a‘final step in Coleridgean

gradation.

Parallelling the poetry, the step by step progressions
in the philosophy also COmmbnly entail an ascent. The
description of the graduated steps of nature in Aids to
Reflection formulates the progress oftlife in terms of
ascensiont "“Every rank of creatures, 2s it ascends the
scale of creation, leaves death behind it or under it."

The analysis 6f the "Theory of Life" notes "one proof of the
essential vitality of nature, that she does not ascend as
links in a suspended chain, but as Ehe steps in a ladder."”

In 2 notebook entry, Coleridge offers an alternative
to the %adder of ascent: ‘ .

The progress of human intellect from earth to heaven
is not 'a Jacob's ladder, but a geometrical stair-
case with five or more landing-places. That on
which we stand enables us to see clearly and count

all below us, while that or those above us are so
transparent for our eyes that they appear the canopy

& e -
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‘ ~
of heaven. gg\do not see them, And believe our-
selves on the highest. 45

The inve or more landing-places” of.the staircase become
five essays in The Friend, also entitled'"landiné~places."
and also depicted under the image of the ascending stair-
case.ué In both staircase and ladder, howeQer, Coleridge
re—formula;es a concept of the paét?y. He repeats thé
idea from "Religious Musings'" of the progress of the elect:
"Treading beneath their feet all visible things./ As steps
that upward to their Father's throne / Lead gradual.” Both
staircg&e and ladder exemplify just su;H a step by step

ascent from the experiential to the ideal.

In Aids to Reflection, Coleridge images this progress

as-en ascent from the prudential to the moral to the divine.
n/

The final step, the end of the progression, is also a micro-
cosm of the process involved in proceeding from experiential

to ideal:

Last and highest come the gpiritual, comprising
all the truths, a2cts, and duties that have an especial
reference to the Timeless, the Permanent, the Eternali
to the sincere love of the True, as truth; of the . .
Good, as good: and of God as both in oné. It com-
prehénds the whole ascent from uprightness (morality,
virtue, inward rectitude) to godlikeness, with all
the acts, exercises, and disciplines of mind, will,
and affection, that are requisite or conducive to the
great design of our Redemption from the form of the
_evil one, and of our second creation or birth in the
divine image. 47

h

Following the poetry, Coleridge discerns in the will, joined
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to mind and affection, the agent of "the great design of
our RedéZption," the progress towards "our second creation
or birth in the divine image."

Again, as in the poetry, Coleridge frequently uées
a mountain climb to depict his process of ascension.
Imaginative progress in the "Lecture on the Slave Trade"
"stimulates to the attainment of real excellence by the
contemplation of splendid Possibilities that still revivi-
fies the dying motive within us, ana fixing our eye on the

glittering Summits that rise one above the other in Alpine

endlessness still urges us up the ascent of Being." In

Biographia Literaria, Coleridgf;;epeats this notion of

progress as an Alpine aszent. e images the progress

from spontaneous consciousness to philosophic consciousnexwy
in terms of ascending ranges of hills:

The first range of hills, that encircles the scanty
vale of human life, is the horizon for the majority
of its inhabitants. On its ridges the common sun
is born and departs. From them the stars rise, and
touching them they vanish. By the many, even this
range, the natural limit and bulwark of the vale, is
but imperfectly known. Its higher ascents are too
often hidden by mists and clouds from uncultivated
swamps, which few have courage or curiosity to pen-
etrate. To the multitude below these vapors appear,
now as the dark haunts of terrific agents, on which
none may intrppde with impunity; and now all a-glow,
with colors not their own, they are gazed at as the
splendid palaces of happiness and power. But in
all ages there have been a few, who measuring and
sounding the rivers of the vale at the feet of their
furthest inaccessible falls have learned, that the
sources must be far higher and far inwards; a Tew
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who even in thi,levél streams have detécted elements,
which neither«the vale itself or the surrounding,
mountains contained or could supply. 48 he
The idea d% ascension provides Coleridge with a means
of accomplishing the identity of vody and spirit so integral
to his coﬁ%trdbt of correspondence:
The growth, diseases, and restoration of the Soul
are not merely analogous to those of the Body, as
ideas to their appointed Symbols (i.e. by a facti-
tious analogy, the work of association) but strictly
so, as things of one class to things of another, in
the linked ascent of creation.” L9
"In the linked ascent of creation" soul and body are merely
different points of transition, adjoining steps in the
ladder of progress from "things of one class to thingsg of
another." Coléridge's ascent of creation underlies his
concept of the true analogy of being. It is the same vital
essence that, in its progress from experiential to ideal,
reveals itself in increasingly higher manifestations.
Following the poetry, Coleridge devises a number of
images for his construct of progression, In the philos-
ophy also, he adds to expressions of harmony, gradation,
and ascent the symbol of the circle of progress. , Here, too,
he discerns a circular movement in the progress of science.
Coleridge remarks on "the true depth of science, and the
penetration to the inmost centre, from which all the lines

of knowledge diverge to their ever distant circumference”

in Biographia Litergria.5o .
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As in the poetry, Coleridge dwells on the import of
concentricity. He maintains that "Truth and prudence
might be imaged as concentric circles,” with the former
passing beyond the latter.51 He asserts that the question,
"Am I at one with God, and is my will concentric with that
holy power, which is at once the constitutive will and

the supreme reason of the universe?" marks the completed

52

process of man's Redemption.

»

From the common centre, progress moves in a widening

circles

Jesus knew our Nature - and that expands like the
circles of a Lake - the Love of our Friends, parents
and neighbours leadfs] us to the lgve of our Country
&o the love of all Mankind. The intensity of pri-
vate attachment encourages, not prevents, universal
philanthropy. 53

>
In fact, for Coleridge, the only true philosophy is that
which progresses by a gradual and circular expansioni

Why do we so very very often see men pass from one
extreme to another? . . . Alas they sought not the
Truth but praise, self-importance, & above all to
see something doing. - Disappointed they hate and
persecute their former opinion, which no man will
do who by meditation had adopted it, & in the course
of unfeigned meditation gradually enlarged the circle

> & so got out of it / 54 \

Finally, in looking forward, he sees the completed:prééess
of his own system as a completed circlet

It is wonderful to myself to think how infinitely

more profound my views now are, yet how much clear-

er they are withal. The circle is completings the
idea is, coming round to, and to be, the common sense.>

i
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\ Another parallel of the poetr involves Coleridge's

depiction of progress as a process of growth, With note~
worthy correspondence, he repeats the formulations of the
poem "Happiness" in a "Lecture on Revealed Religion":

From the whole circle of Nature we collect Proofs
that the Omnipotent operatés in a process from the
Slip to the full-blown Rose, from the embryo to the
full-grown Man how vast & wvarious the Changes:

And this is a new proof of Wisdom & Benevolence -

We find that independently of the Pleasures to which
we change, every act of changing is itself a pleas-
ure ~ 80 that the Sum of Happiness is twice as great
to a Being who has arrived at a certain point by
gradual progressiveness as it would be to him who 56
was placed there in the first step of his Existence.

As in the poem, the progress of man is a growth, and
Happiness, a progression that can be depicted in terms of

such growth.
Coleridge also follows the poetry by representing,
in the manner of his "Epitaph on an Infant," the process

of human life as growths

To me the death of the aged has a more mournful effect
than that of the young. Accustomed to observe a
completeness in all the works of Nature, the departure
of the Latter seems more of a trangition - the heart
is dissatisfied, & says, this cannot be all. But

of the aged we %ave seen the bud, the blossom, & the
fruit - & the whole circle of exlstence appears com-
pleted. 57

#
The same sense of the need to complete a process that Col-

eridge asserts in the "Epitaph"” attends his formulation
here. The same image, the bud that must blossom, again

acts as the vehicle for this sense.
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,VFinally, Coleridge echoes the pessage from "To
William Wordsworth” in a similar identity of the progress
of human reason with the process of growthn)

Does not the child,~feeling its growth, .anticipate
its manhood and does not it work on with a view to
1t? Does not the child while it plays on its mother's
knees, yea in the touch on.the mother's arm, receive
in love and in kindness a pledge that that something
it understands not it yet possesses, the essential
of truth and reality combined with a reversional
property, something yet to come? This, in reality,
is the pride of human reason because it is the gledge
and necessary consequencé of its progression. 5

Again, as in the poetry, Coleridge also develops his

concept of progression under the image of the stream. In
a letter to Robert Southey, he repeats his poetic notion
of the stream as a figure for the process of lifeg "And
Heaven forbid, that I should not now have faith, that
however foul your Stream may run here, yet it will filtrate
& become pure in it's subterraneous Passage to the Ocean

of Universal Redemption.“59 For Coleridge, the true

progression of human 1ife is synonymous with redemption.

This concept he reiterates (quoting Leighton) ih Aids to

Reflection. God's children, "finding the stream of grace
in their hearts, though they see not the fountain from
whence it flows, nor the ocean into which it returns, yet
they know that it hath its source in their eternal elec-
tion, and shall empty itself into the ocean of their eter-

nal sa;vayion.”6o
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The image of the stream figures in the passage from
Biographia Literaria where Co%iridge describes the progress
from the spontaneous to the philosophic consciousness.

As already observed, he depicts this progress-as an ascent.
The ascent, however, culminates in the affirmation that

"in all ages there have been a few, who measuring and souna;
ing the rivers of the vale at the’fee% of their furthest
inacéessible falls have learned, that the’sources must be
far higher and' far inward,"®l i |

The stream unites with the notion of ascension.
Furthermore, it adds an "inward" aspect.\' Thus,-Geleridgean

progression also emerges as the journey inward to ‘the

source. In Biographia Literaria, this journey involves

. the exploration of the unconscious, in Coleridge's words,

the "consciousness, which lies beneath or (as it were)

"behind the spontaneous consciousness natural to all re-

62

flecting beings."
The idea of the inward journey Perhéps lies behind
Coleridge's analogy of the stream witﬁ genius. In a
notebook en%ry, he remarks, "The current in the river like
another river = Genius amongst his fellow-:ﬁen."63 Genlus,
the stream within the stream, effectg the:inward journey.

For Coleridge, the "inwardness" of genius is synonymous

with the unconsciouss

In every work of art there is a reconcilement of

~
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the external with the internal; +the conscious is
go impressed on the unconscious as to appear (in ity
as compare mere letters inscribed on a tomb with

figures themselves constituting the tomb. He who
combines the two is the man of ‘geniusy and for that
reason he must partake of both. Hence there is
in genius itself an unconscious activity; nay that
is the genius in the man of genius.

~

The man of genius reaches the goal of the inward journey /
from the spontaneous to the philosophic consciousness /

that, in Biographia Literaria, Coleridge symbolizes by

a stream. q e
In keeping with the image of the stream as the pro-
cess of human redemption, Coleridée speaks of the gtream
of truth. In another notebook entry, he gquotes from
Milton:
Truth is compared in scripture to a streaming
fountaing if her waters flow not in perpetual pro-

gression, they stagnate into a muddy pool of cop-
formity & tradition. 65

The concept later re-appears as Coleridge's own in The

Friend:s

The truth-haters of every future generation will

call the truth-haters of the preceding ages by their
true namess for even these the stream of time carries
onward. In fine, Truth considered in itself and

in the effects natural to it, may be Eonceived as

a gentle spring or water-source, warm from the genial
eartl, and breathing up into the snow drift that

is piled over and around its outlet. It turns the
obstacle into its own force and character, and as

it makes its way increases its stream.

fhe stream of truth is also the stream of time.

As in the poetry, the continuum that unites past, present,
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and futufe provides another vehicle for Coleridgg's'¢§n~
struct of progression. In the philosophy, he repeats
the notion formulated in the poem "Happiness" of human
life as a progress from Life to Death to tmmortality. He
defines the human soul as "that class of Being .', ¢ in
which the Individual is capable of being itsélf contem-
plated as a Species of itself, namely.>by It's conscious ,
continuousness moving on in an unbroken Line.”67 This o
“conscious continuousness” consists of "é recollection of
the last Links"” (the consciougness of past life), and a
"growth,"” "an extension of thatvretrospect." in " Immortal-
ity"s "a recollection after the Sleep and Change . . .

68 . N s - Iy

of Death." Thus the "conscious continuousness” is, in

fact, a progression of past.,prasqnt. and future, lifeg -

death, and immortality. B . . .

-~

The concept of a progress to immortality provides,
in both poetry and philosophy, a clear example of the
transition from the experiential to the ideals

Men of genlius and goodness are generally restless

in their minds in the present, and this, because

they are by a law of their nature unremittingly re-
garding themselves in the future, and contemplating .
the poasible of moral and intellectual advance to~"
~wards perfection. Thus we live by hope and faithg

thue we are for the most part able to realize what

we will, and thus we accomplish the end of our ﬁeing.

Infthls passage from a lecture on literature, Coleridge

reiterates the notion from “Fears in Solitude."  Here,
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men of genius, "regarding themselves in the future,"
contemplate "the posgsible of moral and intellectual ad-
vance towards perfection.” In like manner, in the poem,
"this mortal spirit" looks forward to "the joy and great-

ness of its future being.”

57 S R s g R T

Finally, again parallelling the poetry, Coleridge
reveals in God the §Dal towards which time progresses:

Hence by a derivative, indeed, but not a divided,
influence, and though in a secondary yet in more
than a metaphorical sense, the Sacred Book is wor-
thily intitled the WORD OF GOD. Hence too, its
contents present to us the stream of time continuous
as Life and a symbol of Eternity, inasmuch as the
Past and the Future are virtually contained in the
Present. According therefore to our relative po-
sition on its banks the Sacred History becomes
prophetic, the Sacred Prophecies historical. 70

\

Past, present, and future admit a progression to God, in N

the continuum of individual human life and in the continuum
of human life as a whole, Coleridge introduces the concept
of the Word of God as a prophecy progressively realized.
Relative to the #istance that man has advanced along the
stream of time, "the Sacred History becomes prophetic, the
Sacred Prophecies higtorical."” This concept Coleridge
amplifies in a "Lecture on Revealed Religion":

From the evident and vast predominarice of Good in

the natural World, the wise infer that all apparent

Discord is but Harmony not understood, so if we can

prove the fitness of most of the Events to the An- :

nuntiations the subordinate Difficulties we must
necessarily refer not to the deficiency of the
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Annunciations, but to our limited Nature ag Per-
cipients. And this Argument is more particularly
applicable to Prophecies which exist by Procession,
and consequently must be obscure in proportion to
the distance, and become clear as they approach the
Time of their Completion. 71

Here, he clearly éorrelates the order and articulations
of Divine Providence with the notion of progression.

As a last corresgspondence to the poetry, Coleridge
also develops the image of progression as dawn in the
philosophy. He parallels the poetic gradations of kind

and degree In "The Three Sorts of Friends" and "Love and

Friendship Opposite,” with a formulation of the progress

of love as a dawning:

I believe that Love . . . is always the abrupt cre-
ation of a moment - tho' years of Dawning may have
preceded. I said, Dawnings; for often as I have
watched the Sun-rising, from the thinning, diluting
Blue to the Whitening, to the fawn-coloured, the
pink, the crimson, the glory, yet still the Sun
itself has always gtarted up, out of the Horizon - ! °
between the brightest Hues of the Dawn and the first
Rim of the Sun 1itself there is a chasm - all before
were Difff{er]ences of Degrees, passing and dissolv-
ing into each other -~ but there is a difference

of Kind - a chasm of Kind in a continuity of Time. =
And as no man, who had never watched for the rise

of the Sun, could understand what I mean, s0 can

no man who has not been in Love, understand what
Love is. 72

The transition between the process of dawn and that process
completed in the risen sun is the same transition in kind
required for a passage from other forms of attachment to
love. In "Love and Friendship Opposite,” Coleridge

emphasizes just such a transition.
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In one of Coleridge's many "ascents of life," the
progress from the Spontaneous to the Voluntary to a Free
Will emerges as a process of dawning:

The Spontaneous rises into the Voluntary, and finally
after various steps and a long ascent, the Material

' and Animal Means and Conditions are prepared for
the manifeatations of a Free Will, having its Law
within itself and its motive in the Law -~ and thus
bound to originate its own Acts, not only without,
but even against, alien Stimulants. That in our
present state we have only the Dawning of thig in-
ward Sun (the perfect Law of Liberty) will suffi-
ciently 1limit and qualify the preceding position if
only it have been allowed to produce its twofold
consequence - the excitement of Hope and the re-
pression of Vanity. 73

The sun rises in "the perfect Law of Liberty," that "Free
Will" that in both the poetry and the philosophy comprises
an integral factor of Coleridgean progression.
At last, as in the poetry, the process of dawn be-
comes an intimation of,I;mortalitya
The mighty kingdoms angelical, like the thin clouds
at dawn, receiving and hailing the first radiance,
and singing and sounding forth their blessedness,
increase the rising joy in the heart of God, spread
wide and utter forth the joy arisen, and in innumer-
able finite glories interpret all they can of in-
finite bliss. 74
Dawn acts as an image for a divine as well as for a human
progression. The angels interpret the joy of God "in
innumerable finite glories," and Coleridge, as in all his

progressions, both poetic and philosophic, indicates yet

another passage from the experiential to the ideal.
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Coleridge's construct of progression, like his other
constructs, demonstrates the continuum between his philos-
ophy and his poetry. Once again, the philosophy parallels
the poetry. In both modes, Coleridge develops the con-
struct in terms of the same patterns of imagery. Both
philosophy and poetry show progression alternately as
harmony, gradation, ascension, a circle, growth, a stream,
time, and the dawn.

Furthermore, in the course of this development, a
number of close correlations emerge. For instance,
formulations from the poem "Happiness,” written in 1791,
recur in a "Lecture on Revealed Religion" of 1795, and in
a discussion of the process of human consciousness in 1806.
From the other direction, philosophical notions of the
gradation of kind and degree, applied to the continuum
of attachment in a letter of 1811, re-appear in the 1830
poem "Love and Priendship Opposite.” As in the construct
of correspondence, the relation between poetic and philos-
ophic progress seéems a matter of interpenetration. Col~-
eridge's ideas move with the same facility from his philos-
ophy to his poetry, from his poetry to his philosophy.

All Coleridge's progressions, in the manner of the
preceding constructs, extend and elaborate one fundamental

principle, This principle, his view of the process involved
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in a passage from the experiential to the ideal, is also
the underlying principle of his poetic progresses. Again,
as in his preceding constructs, Coleridge repeats the one
principle in a number of formulations. Thus, his vario&s
progressions, both poetic and philosophic, amount to
metaphors.

The construct of progression provides yet another
opportunity for Coleridge to exerc{;eris particular
method. Again, he éives to an abstract, thé passage from
experiential to ideal, concrete expression in the various
images that he devises for progression. He then draws

from these images further metaphysical abstracts in the

form of further progressions.
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Chapter 61 TRANSLUCENCE ’

In his construct of progression, Coleridge emphasizes
the long and difficult passage from the experiential to
the ideal. Perceiving the ideal proves no easier than
attaining it. The notion of progress as a dawning, a pro-
gressive dissipation of darkness, carries into the fifth
construct. In formulating the concept of translucence,
Coleridge extends this sense of a shadow grédually dissi-~
pated, a darkness gradually illuminated.

Through his construct of correspondence, Coleridge
identifies the ideal with a light or the sun. From the
experiential view, however, such light is for the most part
in obscurity. Thus, the first step towards achieving a
translucence of light through darkness comprises the ex-
amination of whatever obscures the light, in other words,
the translucent medium,

Once again, Coleridge formulates the elements of a
congtruct in his poetry. He takes the first step towards
trahslucence by demonstratihg, in poetic terms, the various
phenomena that hide the light of the ideal.

The cloud emerges as Coleridge’'s earliest agent of
obgcurity. In the "Anthem: For the Children of Christ‘'s
Hospital,” written in 1789, he delineates the smergence of
compassion through sorrow, in terms of the emergence of

the sun through the cloudss

: -
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She é%mes! she comes. the meek-eyed Power I see
With liberal hand that loves to blessj
The clouds of Sorrow at her presence flee;
Rejoice! Rejoice: ye Children of Distress:
The beams that play around her head 1
Thro' Want's dark vale their radiance spread.
A favourite, if not particularly original, image describes
"the cloudy throne" that hides the light of God from the
experiential world.2
Clouds, for Coleridge, are, on occasion, veils, and
veils also act to obscure. The clouds around God's throne
are "veilingclouds.">  The light of nature is all but lost
in Yher dark retreat,” behind "her matron veil.“u
Mists and vapours, too, are agents of obscurity:
"What floating mists of dark idolatry / Broke and misshaped
w5

the omnipresent Sire. In the manner of clouds Or veils,

these also darken the light of God, "@pe vaporous passions
that bedim / God's Image, sister of the Seraphim."6
Mists and vapours have for Coleridge a distorting
as weli as a darkening effect. In "Versess To J. Horne
Tooke," he reveals that "the lazy mists 6f Pedantry” form
"Mists in which Superstion's pigmy band / Seem'd Giant
Forms, the Genii of the Land:"7 The magnifying quality
of mist allows for misrepresentation, Inl“Constancy to
an Ideal Object,” Coleridge describes a similar optiéal

illusion produced by a snow-mists

The woodman winding westward up the glen
At wintry dawn, where o'er the sheep-track's maze
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The viewless snow-mist weaves a glist’ning haze,
Sees full before him, gliding without tread,

An image with a glory round its heads

The enamoured rustic worships its fair hues,

Nor knows he makes the shadow, he pursues. B8 g

Such distortion amouéts to an obscuring of reality. The
rustic mistakes an illusion for something real, and confuses
a shadow with a substance. The notion of the shadow with-
out substance, which can also act to conceal any substance,
lies behfﬁd Coleridge's various obscﬁrers of the ideal,

The idea of obscurity through optical illusion touches
on a fundamental of Coleridge's concep% of obschrity in
general. The problem of obscurity is a proﬁlem of vision,

a matter of the limitatioms of human sight. In the poefry,
Coleridge uses the metaphor of blindness. ‘

Such. blindness can, as already observed, take the form
of an external obstruction of vision provided dby cloud, veil,
In "Ode t6 the Departing Year," Goléridge relates
;hat, while he was gazing "on Heaven's unchanging c¢lime,"
"the enter'd clou§ foreclos'd my sight.”9 In "Religious
Musingé," he curses the ?Fiénds of Superstition,” whose -
spelis “fiim the eye of Faith."10 _

" The blihdness can also result froﬁ a limitation in—
herent in human sight itself, Man cannot help being blind
to the "invisible world - unheard, unseen,”,of "The Picture."11:
Here, Coleridge introduces hearing as a parallel to sight. |

That which eludes one sense will commonly elude another.
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In fact, as Coleridge maintains in the "Hymn Before Sun-
rise," man must transcend all "the bodily sense" in order
to perceive the invisible ideals
0 dread and silent Mount!: I g%éed upon thee,
Till thou, still present to the‘\bodily sense,
Didst vanish from my thoughty entranced in prayer
I worshipped the Invisible alone. 12
Sometimes, even when it ie not a question of the lim-
i{tation of vision, Coleridge gives the impression of an in-
completeness in vision alone. The numb poet in "Dejection”
exclaims regarding the %eauties of phature, "I see, not

»13  Mourning for an element

feel, how beautiful they are:
missing in his experience, Coleridge indicates yet another
limitation in the power of the human eye.

Most freqheﬁtly. however, man’s blindness results
from'ﬂis refusal to develop the ‘full potential of his vi-
sion. It is to this blindness that Coleridge refers when,
Mn "Fears in Solitude,” he speaks of the blindness of the
atheists

Forth from his dark and\i nely hiding-place,

(Portentous sight!) +the ¢¥let Atheism,

Sailing on obscene wings athwart the noon,

Drops his blue-fringéd lids, and holds them close,
¢ And hooting at the glorious sun in Heaven, ’

Cries out, ‘'Where is it?' 1k

In the samg vein, Coleridge dwells on "those blind
Omniscients"” of "The Destiny of Ndtions," who are "scoff-
ing ascent" to the ideal by remaining "within tgis gross

and visible sphere.“15

TR

The last Formulation may seem

L
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something of a contradiction. According to Coleridge,
such empiricists, through confining themselves to the "visg-
ible sphere,” become blind. In fact, he is repeating the

notion from the "Hymn Before Sunrise,” emphasizing the néed
*

to transcend the bodily sense in order to apprehend the

ideal. »

1

For Coleridge, human vision is sometimes a barrier

to the ideal and sometimes a metaphor for its apprehension
\ ¢ .

Ideal vision, however, generally resulte from the modifi-
cation, even the abandonment, of the organ of sight. This:
is the vision indicated in the "Hymn Before Sunrise" and

"The Destiny of Nations"” that results from the transcending
of "bodily sensé." This is the vision that Coleridge

extols in "Hexameters" sent to William and Dorothy Wordsworths

+ o« o My eyes are a burthen,
Now unwillingly closed, now open and aching with darkness.
0: what a 1ife is the eye! what a .strange and inscrutable
- essence:
Him that is utterly blind, nor glimpses the fire that
warms him;
Him that never beheld the swelling breast of his mother;
Him that smiled in his gladness as a babe that smiles 4
its slumberxcn>
Even for him it exists, it moves and stirs in its prison;
Lives with a separate life, and "Is it a Spirit?" he 16
mUrnurs.

E;indness, blocking the visual distractions of the
experiential world, allows a concentration on the spiritual -
rather than the sensual quality of sight. Thus, the blind
figure of "Human Time" in "Limbo" "gazes still, -~ his eyeless

R b
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J
face all eye; - / As ‘twere an organ full of silent sight,/
His whole face seemeth to rejoice in light:"17 His "ideal"
sight is more sublime, more receptive to the light, than any
experiential organ of vision,

Extending his concept of blindness, Coleridge seeks

in alternate senses a mode of apprehending the ideal. Al-

AR N R . s st A

though hearing is one of the "bodily senses,” it seems less
of an experiential distraction for Coleridge. In "Dejection,"
he looks to "Those sounds which oft have raised me, whilst

w18

they awed, / And sent my soul abroad, to relieve his

numbness, and supply the missing element in his experience.

In "The Eolian Harp,"” he identifies such sound with an ideal

of light:t the "one Life, within us and abroad,"” consists

of "A light in sound, a sound-like power in light, / Rhythm

in all thought, and joyance every where."19
The real source of the missing element in the vision

of the "Dejection” poet, however, lies in yet another é%nse,

that of feeling. A true apprehension, a true grasp of the

ideal, depends on the "Faith that inly feels."zo

Intu-
ition, in the sense of an immediate perception that by-passes
the senses, is a Coleridgean ideal. He achieves a semblance
of this intuition in "A Day-Dream."” Closing his eyes,
shutting out the distractions of empirical vision, he ex-
periences an ideal apprehension that emerges as a feeling:

"I dream thee with mine eyes, and at my heart I feel thee!”z1
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Thus Coleridge arrives at an "inward sight," his
symbolical expression in "The Garden of Boccaccio" for a
vision that can perceive the non-experiential.22 Such
"inward sight" is sometimes a vision through feeling, as
in the "Reason for Love's Blindness":

I have heard of reasons manifold

Why Love must needs be blind,

But this the best of all I hold -
His eyes are in his mind.

What outward form and feature are
He guesseth but in part;
But that within is good and fair
He seeth with the heart. 23
More often, however, "inward sight" comes from an ability
to modify the senses, and see the experiential world as
"nature, the language of God."
In "Religious Musings,” Coleridge affirms that "the
Great Invisible" can only be seen by symbols.24 Then,
in "The Destiny of Nations,” he maintains, "For all that
meets the bodily sense I deem / Symbolical, one mighty
alaphabet."25 The pormal apprehension of the human eye,
symbolically interpreted, suffices for the sight of God.
Used correctly, experiential vislon leads not to blindness
in view of the ideal, but to the antithesis. For the in-

26

itiated, "Life is a vigion shadowy of Truth." Or, as

Coleridge phrases the concept in "A Hymn":
From all that meets or eye or ear,

There falls a genial holy fear
Which, like the heavy dew of morn,
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Refreshes while it bows the heart forlorn!27

Parallel to the "inward sight" is tHe inwardness of
another "bodily sense," that of hearing. In "A Hymn," all
that meets the ear as well as the eye admits a symbolic
sense of God. In "Reflections on having left a Place of
Retirement," Coleridge formulates a mode of inwardly ap~-
prehending the ideal of happiness. The sky-lark's note
symbolizes "The inobtrusive song of Happiness,/ Unearthly
minstrelsy: then only heard / When the Sogl geeks to hear
when all is hush'd, / And the Heart listens!"28

The use of "inward sight," ; sense for the symbolic,
leads to the notion of the vision of the initiate. "Error'
mist" leaves the "purgéd eye" of a Burke brought to see the
29

true light. God's love shines "with unrefracted ray . . .

on the Prophet's purgéd eye.“30

Both have a vision cleared
of any elements of obscurity. The poet, too, has a similar
faculty for glimpsing the ideal:s
« +» » he emancipates his eyes
From the black shapeless accidents of .size - . . .
His gifted ken can see
Phantoms of sublimity. 31
As Coleridge has two modes of vision, an experiential
sight that oftén amounts to a blindness, and an ideal vision,
he also formulates two modes of obscurit&. The blindness
inherent in experiential vision g@orresponds to that obscurity
whose various agents form the shadow without substance that

hides the ideal. Then, as a correlative to the second mode,

3
!
%
:

PSS

L,

PR, TR SMpIRIE AR TSR




. e N et e WG AP EATEROTIN e aen i - STYeE . . Pro—
th .

213

/

the vision of the 1ldeal, Coleridge introduces a shadow with,

substance.

om e

In his concept of "nature, the language of God," in
fact, throughout his scheme of correspondence, Coleridge

describes the manifestation of the essence through its ob-

ject. Since human vision has limits, this essence, or
ideal, is often but dimly perceptible. Thus, it also ap-
pears as a shadow. Coleridge, however, differentiates

, between the shadow without and the shadow with substance,

The former obscures the ideal. The latter, like certain
forms of Colerldgean blindness, offers oneof the few possible
modes of apprehending this ideal.

| (T‘ In the poem "What is Life " Coleridge implies that

the essence of life only becomes visible through the medium

of shadow:

Resembles life what once was deem'd of light,
Too ample in itself for human sight?
An absolute self - an element ungrounded -
All that we see, all colours of all shade
By encroach of darkness made? 32

He suggests that the light constituting this essence of life
might be "too ample in itself for human sight." He indi-
cates that vision itself, especially the perception of the
essence of life, which, as light, comprises the ultimate

in vision, requires the modulating effect of darkness or
shadow. , Hence, perhaps, his earlier assertion that life

although a vision of truth, emerges as "a vision shadowy"
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of such truth.

Coleridge offers a variation on his concept of the
correspondence bhetween object and essence, As the object,
equivalent to the essence, acts as the outward manifestation
of that essence, so the shadow, equivalent to the substance,
1s also the experiential form of that substance. In the
poetry, the contemplation of the ideal leads to an appre-

hension of the correspondence of shadow to substance, ob-

ject to essence, .

é
"To a Lady" refera to the "shades of the Past,/ Which

w33

Love makes substance. In “Human Life,” only the surety

of immortality lends substance to "these costly shadows of

w3k In "The Improvisatore,"” the light

thy shadowy self.
of Reason gives substance to the shadow of Fancy.35 In a
fragment, Coleridge reveals that the body is the shadow of
the soul:
The body,

Eternal Shadow of the finite Soul,

The Soul's self-symbol, its image of itself.

Its own yet not itself. 36

Here, the shadow is also the symbol. In other words,

*r

it is a part of the ideal that it represents. Owing to
the limitations of human vision, however, the shadow, or
the symbol, provides the only portion of this ideal that
admits apprehension. Since the rest of the ideal remains

invisible, there is a sense of something missing. The
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correspondence is not complete, and the body, although the
goul's "own,” is still "Its own yet not itself."

Through the shadow that is the manifestation of sub-
stance, Coleridge arrives at the central image of his con-
gstruct of translucence. He depicts the ideal as light,

the experiential as a shadow of that light, and its only

visible form., From this image, he formulates the concept

of translucence, clearly expressed in yet another fragment:

Bright clouds of reverence, sufferably bdbright, :

That intercept the dazzle, not the Light; . }

That veil the finite form, the boundless power reveal,
Itself an earthly sun of pure intensest white. 37

The human eye is not adapted for a view of unveiled

ideal light. The second mode of Coleridgean obscurity,

W b G B, Sasas s e o e 8

the substantial shadow, intercepts "the dazzle,”" or that
which would beﬁ"too ample in itself for human sight," and
therefore allows the perception of such light as then becomes
visible. %his is Coleridge's idea of translucence: an
ideal light illumes the shadow that renders it visible and

in turn gives a substance, or essence, to that shadow.

All Coleridge's égents of obscurity also act as trans-
lucent media to reveal, rather than hide, the light. Chief
among the translucent media is the cloud. To the "bright
clouds of reverence” of the preceding fragment, Coleridge
adds-the "Fair cloud which less we see, than by thee see

the light," as an image for the beautyr of the soul shining
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through the veil of the body.’ o

The light of "Joy,"
igssuing from the soul in "Dejection," manifests itself

in experiential terms as "a fair luminous cloud / Enve-
loping the Earth."39 Then, as in "The Destiny of Na-~
tions," the view of nature as a symbol for God emerges

as a translucent prospects "Him First, him Last to view/
Through meaner powers and secondary things / Effulgent,
as through clouds that veil his blaze."uo Nature, as a
cloud that attests to the light of God behind, is first aﬁd
foremost of the symbolic shadows that image the substance
of the ideal.

The translucent cloud, like the obscuring cloud, is
also a veil, as the preceding examples deomonstrate. The
veil is another shadow that, by blocking the dazzle, renders
the light visible to human eyes. In "This Lime-Tree Bower
my Prison,” Coleridge refers to "such hues / As veil the
Almighty Spirit, when he makes / Spirits perceive his pres-~

Ly

ence.," In “"The Destiny of Nations," he reveals how

"Infinite Love . . . with retracted beams, and self-eclipse /

Veiling, revealest thine eternal Sun."l"2

Finally, Coleridge hints that even "Error's mists" can

be translucents ¢

The ascending day-star with a bolder eye

Hath 1it each dew-drop on our trimmer lawn!

Yet not for this, if wise, shall we decry

The spots and struggles of the timid Dawnj; a
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Lest so we tempt th' approaching Noon to scorn 3
The mists and painted vapours of our Morn. 43

In these "Liness Suggested by the Last Words of Berengarius,"
he affirmg that although mists and vapours may distort, they
are "painted” by the rising sun, and thus constitute the

first evidence of "th' approaching Noon" of the ideal.

For Coleridge, the identity of the body with the soul

is the type for both translucence and correspondence. The

poem "Phantom" formulates the correspondence of body to
7 gpirit in terms of translucence:

All look and likeness caught froh earth
) All accident of kin and birth,
. Had pass'd away. There was no trace

Of gaught on that illumined face,

(:} Uprdis'd beneath the rifted stone
But of one spirit all her own; -
She, she herself, and only she,
Shone through her body visibly. &k

‘ ; Furfﬁermore. the oni&instance in the poetry where Coleridge
| gives to the concept of ideal light behind substantial
/f l shadow the name of-translucence involves a correspondence
' ‘between body and spirit. In "The Two Founts,” he finds in
the ”benignant face" of a lady "The sgul's translucence
. thro' her crystal shrihe!“u5

Coleridge sees the progressive apprehension of the

ideal through the experiential as an augmenting translucence.
This progression he describes as the increasing transparency
of the translucent medium. The poem “Reason" outlines

(j) the process:
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" Whene*er the mist, that stands 'twixt . God and thee,
Defecates to a pure transparency,
That intercepts no light and adds no stain -
There Reason is, and then begins her reign! 46
Coleridge seeks to deviafp the perception of the
prophet who sees God's love "With unrefracted ray.”" Or,
he yearns towards the ideal of Wordsworth's genius, "When
power streamed from thee, and thy soul received / The light

reflected, as a light bestowed."u7

Such vision, however,
seems largely reserved for those who transcend the experi-
ential at the time when "Death shall pour the undarken'd

h8 The full accomplishment of this transcendence

ray."”
awaits the millennium. Then, as Coleridge maintains in .
"Religious Musings,” both obscuring and translucent media
will finally disperse:
« « « The velling clouds retire,
And lo: the Throne of the redeeming God
Forth flashing unimaginable day o
Wraps in one blaze earth, heaven, and deepest hell.
Until then, the modes of perceiving the ideal without
its intervening, if translucent, shadow are few and far be-
tween, Coleridge, however; does suggest that one mer.
open to those who are neither prophets.or geniuses, ﬁay be
the dream, In a notebook entry, he ﬁegips a poem in which
a dream appears to make the veil of the expgeriential world
translucent toﬂthe point of transparencys .
A River, so translucent as not to be seen - and

yet murmuring - shadowy world ~ & these a Dream / In-
chanted River -~ 50 -
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)
Here, he images the veil, or' shadow, of the ideal in the

¥

"translucent" river.

The man who can r;ad nature as the language of God,
who finds "religious meaniqé; in the forms of Nature," does
80 when "in a half sleepy, ie dreams of better worlds."1
Those who "sleep / The*éleep of Death, and dream of bliss-
ful worlds,/ Then wake in Heaven, snd find the dream all
true."52 As Coleridge observes in another embryonic note-

book poems

One lifts up one's eyes to Heaven as if to seek
_ there what one had lost on Earth / Eyes -
Whose Half-beholdings thro' unsteady tears
Gave shape, hue, @istance, to the inward Dream / 53

Human sight, when combined with dresm, achieves "Half-be-

holdings" of the ideal.

The perception, however, is still in the form of "Half-

beholdings."” There is stil] a veil. albeit translucent
to the point of transparency. As Coleridge maingains "On
Revisiting the Sea<~Shore": !

Dreams (the Soul herself forsaking),
Tearful raptures, boyish mirth;
Silent adorations making ,
A vlessed shadow of this Earth: .

\

The dream may lift the veil so that the earth and not the

Oideal becomes the shadow,. The shadow, nevertheless, re-

mains. ) ’
E;n the manner of the other constructs, Coleridge's

poetic translucence also follows a pattern. This pattern
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relates most immediately to the pattern of progression.

[

In his various progressions, Coleridge depicts a never-to=-

be-accomplishéd passage from the experiential to the ideal.

. Likewise the elements of translucence develop the idea of

approéch rather than attainment. The essential is ne#er
truly revealed to mortal eyes.% The ideal, even when it
is not obscured, is only visible thrqugh the translucent

veil, the symbolic shadow, of its experiential manifestation.

Agéin, the philosophy parallels the poetry as Coleridge
repeats philosophically the pattern of his poetic trans-
lucence, Translucence in the philosophy also demonstrates
the notion of approach rather than attainment, and also
reveals the omnipresence of a translucent medium. Coleridge
formulates yet another construct in terms of the same elements

-in both modes of his writing.

In the philosophy, he takes the first step towards
transiucence by demonstrating the various phenomena that
hide thé light of the ideal, and these phenomena prove iden-
tical with his poetic agents of obscurity. First, the
clouq'emerges as one of Coleridge's earliest obscuring media.
In a letter of 1796, he writes to Thomas Pooles

In no after emotion of vain regret have I apostatized

>
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from the divine philosophy, which I profess. The
black clouds, which hide the Sun from my view, are o
they not big with fertz}ity? and will they not drop ]
it on me? 55
Here, he indicates in the agent of obscurity a potential
franslucent medium. The clouds may not reveal the light,

but they do mediate between the sun of faith, which they

hide, and earthly apprehension,

In a later letter, Coleridée repeats the poetic image
of earthly cloud over ideal light. The lectures of James
Mackintosh, decrying Wordsworth, "are but the Steam of an
Excrement, & trgly animalcular must those Souls be, to

+

whom this can form a cloud that hides from them the face

of Sun or Star.”56

Then, as in the poetry, Coleridge intoduces the ob-

scuring veil. Before the spiritual sun has risen for earth- ¢
ly eyes, "his glories are still under veil."57 Those who
have never known the struggles of Love "see God darkly and
thro' a,LVeil."58

Pinally, vapour, or mist, acts as a prime agent of

obscurity. In The Friend, Coleridge repeats the notion of

U e

"Error's mist"s “How do these rules apply to books, which
once published, are as llkely to fall in the way of the
ineémpetent ag of the judicidﬁs. and will be fortunate in=- :
deed if they are not many times looked at through the thick

mists of ignoranceg§59 :
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¢
In another parallel to the poetry, Coleridge describes

the distorting effect of mist. In the third number of
The Watchman, he admonishes a correspondent:

I thenk "a Well-wisher and old School-fellow,* for
his friendly, though severe, admonition; and request
him to reflect, whether it be not possible that npy
prejudices may appear to him iigantic through the
mist occasioned by hig own. 0 .

He reiterates this notion of objects "gigantic through the
mist" in "Conclones ad Populum”:

The mind is predisposed by its situationss and when

the prejudices of a man are strong, the most over~
powering Evidence becomes weak, He “meets with dark-
ness in the day-time, @nd gropes in the noon-day as

in night." Some unmeaning Term generally becomes

the Watch-word, and acquires almost a mechanical power .
over his frame. The indistinctness of the Ideas as-
sociated with it increases its effect, as "objects

look gigantic thro' a misgt." 61

Here, the distortion of mist combines with a hint from Job
regarding its additionalAveiling and darkening effects.
Followiné the poetry, Coleridge sees such distortion and
darkness as a mistaking of shadow for substance. In a
notebook‘entry. he touches on the idea of the shadow without )
substapce implieit in all his agents of obst;ity. both
poetic gnd philosophics

Shadow -.its bein subéists in shap'd and definite/

non-entity / _ZﬁTg

Again, as in tpe poetry, the idea of obscurity through

opticgl illusion introduces the aspect of vision., In‘thej
philosophy, the problem of obscurity is also a matter of

the limitations inherent in human sight. Here, too, Coleridge
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uses the metaphor of blindness. His poetic image of the'

film over the eye recurs in a notebook formulation. "Eyes

filmy with drowsy empiricism,” "El'he best and wisest] men

not always & of logical necessity in the constitution of

a State, the men who will act best & most wisely."63
The pgilosophy reiterates the poetic concept of a

blindness resulting from\‘ the insufficlency of human sight.

The ideal, whose ultimate is God, remains invisible:

Religion, in itsiwidest sense, signifies the act
and habit of reverencing THE INVISIBLE, as the high-
est both in ourselves.and in nature. To this the
senses and their immediate objects are to be made
subservient, the one as its organs, the other as its »
exponentss and as such therefore, having on their 6l
own account no true value, because no inherent worth.

As in the "Hymn Before Sunrise,” Coleridge urges the tran-

scendence of bodily sense. Man must bring his experiential

powers of perception into accord with this invisible, non-
4 1
sensual ideal.

>

Coleridge repeats his poetic notion of human vision

LN -
as somehow incomplete. In The Statesman's Manual, he

puts the deficiencies of "mechanic" philosophy down to the 4
limitations inherent in human sights

The leading differences between mechanic and vital
philosophy may all be drawn from one polnts namely,
that the former demanding for every modé and act of
existence real or possible vigibility, knows only of .
distance and nearness, composition aor rather juxta- :
position) and decomposition, in short the relations
of unproductive particles to each other; so that in
every instance the result is the exact sum of the i

)
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component quantities, as in arithmetical addition.
This is the philosophy of death, and only of a dead
nature can it hold good. 65
To apprehend the vitality of existence takes more than the
eye alone, To confine philosophy to that which has "real
or possibile visibility" is to draw a false picture, and
describe life in terms of "the philosophy of death."”

As in the poetry, man's blindness stems from his
refusal to develop the full p&tential of his sight. The
"Allegoric Vision" has the same image of the blind atheist
that Coleridge uses in "Fears in Solitude.” In the temple
of the atheists, "the string of blind men went on for ever
without any beginnings for althpugh one blind man c¢uld
not move without stumbling, yet infinite blindness supplied

the want of sight."66

d

Then, in a notebook entry, Coleridge extends the

y

depiction of "those blind Omniscients” of “The Dastiny of
Nations":

Men who use direct what they call their Understanding
or Common-sense by rules abstracted from sensuous ex-
perience, % in moral and super-sensuous truths, remind
me of the Zemni . . . "a kind of rat in which the sk%n
(conjunctiva) is not even transparent over the eye

but is there covered with hairs as on the rest of the
Body. The eye which is scarcely the size of the

Poppy Seed, is perfectly useless.” (= the understand-
ing.) 67 ;

The empirically-minded, limiting themselves to the vigible
and sensuous, become blind to the "moral and supersensuous

truths.,"” This idea, after the "blind Omniscients," who

. \ i
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in like fashion chain themselves "within this gross and
vigible sphere," Coleridge repeats in the "Theory of Life."
There, "the harmonies of Nature" are also imperceptible to
the man “whose imaginative powers have been oggified by
the continual reaction and asgsimilating influences of mere

objects on his mind, and who is a prisoner to his own eye
1 ll68
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and its reflex, the passive fancy. Coieridge reiterates

the notion from the "Hymn Before Sunrisef of the need to

transcend the bodily sense in order to perceive the idea;,
So, the philosophy develops, in ;he same manner as

the poetry, the same concept of ideal vision ag the modifi-

[

cation, or abandonment of empirical sight. In a naotebook
entry, Coleridge provides what amounts to an outright state-
ment of the implications of blindness in "Hexameters" dnd
Limbo"
It is all attention / your ‘eyes being shut, other images
arise, which you must attend to / it being the habit
of a geeing man to attend chiefly to gight - so close
your eyes, you attend to the ideal images - & attend-
ing to them you abstract your attention. 69
Freed from experiential distractiona, the power of sight
focuses on the ideal.
As in the poetry, Coleridge seeks alternate senses
for apprehending the ideal. Again, hearing emerges as

less of an empirical distraction than sight. At all events, .

ag Coleridge remarks in The Friend, "there are sounds more
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sublime than any sight can be."70

It is feeling, however, that, in both poetry and phi-
losophy, comprises the element of perception without which
vision remains incomplete. In The Friend, Coleridge com-
partmentalizes the senses. The intellect, or sensuous un-
derstanding, he assigns "to clear, distinct, and adequate

conceptions concerning all things that are the possible

w71

objects of clear conception. The apprehension of the

ideal, on the other hand, he reserves for

the deep feelings which belong, as by a natural right
to those obscure ideas that are necessary to the moral
perfection of the human being, notwithstanding, yea,
even in consequence, of their obscurity - to0 reserve
these feelings, I repeat, for objects, which their
very sublimity renders indefinite, no less than their
indefiniteness renders them sublime: namely to the
Ideas of Being, Form, Life, the Reason, the Law of
Conscience, Freedom, Immortality, God! To connect
with the objects of our senses the obscure notions -
and consequent vivid feelings, which are due only to
immaterial and permanent things, is profanation rel-
atively to the heart, and superstition in the under-
gtanding. 72

%

It is through "deep feelings," reminiscent of the "Faith
that inly feéls," and not the bodily sense, that man per-
ceives "the Ideas of Being, Form, Life, the Reason, the Law
of Conscience, Freedom, Immortality, God," and all the other
myriad facefs of the ideal.

In another parallel of the poetry, Coleridge arrives
at the idea of an "inward sight” through his notion of a
vision through feeling. In The Friend, he anticipates the
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end of philosophys

The head will/not be disjoined from the heart, nor
will speculative truth be alienated from practical
wisdom. And vainly without the union of both shall
we expect an opening of the inward eye to the glorious

\\\ vision of that existence which admits no question out

of itself, acknowledges no predicate but the I AM IN
THAT I AM. 73

With the conjunction of head and heart, that is, upon the
union of both modes of sight, experiential vision and the
ideal vision associated with feeling, “the inward eye"
opens to "the glorious vision” of God.

Also ag in the poetry, Coleridge suggests that "in-
ward sight" requires the ability to apprehend symbolically:

In looking at objects of Nature while I am thinking
as at yonder moon dim-glimmering thro' the dewy window-
pane, I seem rather to be seeking, as it were asking,
a symbolical language for something within me that
already and forever exists, than observing any thing
new. Even when that latter is the case, yet still

I have always an obseurecure feeling as if that new
phaenomenon were the dim Awaking of a forgotten or
hidden Truth of my inner Nature / It is still inter-
esting ai a Word, a Symbol: It is Aoyos, the Cre-
ator! 7 '

In this notebook entry, he gives yet another expression to

his favourite concept of nature as the symbol or language

" of God.

Philosophically and poetically, Coleridge maintains
that "the Great Invisible” can'onLy be seen by symbolss
*
To the philanthropic Physiognomist a Face is beauti-
ful because its Features are the symbols and visible

signs of the inward Benevolence or Wisdom - to the
pious man all Nature is thus beautiful because its
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Every Feature is the Symbol and all its parts the
written Language of infinite Goodness and all power-
ful Intelligence. 75

Once more following the poetry, he affirms that exﬁeriential
vision, when interpreted symbolically, leads not to blind-
ness but to the ultimate sight of the ideal:

With this faith all nature,

all the mighty world
Of eye and ear -

presents itself to ﬁs. now as the aggregated material
of duty, and now as a vision of the Most High reveal-
ing to us the mode, and time, and particular instance
of applying and realizing that universal rule, pre-
established in the heart of our reason! 76

i
!

Quoting from "Tintern Abbey," Coleridge makes a state-
ment identical in implication to the passage from "A Hymn."
All that meets the ear as well as the eye, "all the mighty

world / Of eye and ear," admits the symbolic sense of God,

Correlative to the "inward sight” in both the philosophy

and the poetry, is the inwardness of hearing.

SR

In a notebook entry, Coleridge reformulates the con-

cept of the inwardness of hearings

In the holy eloquent Solitude when the very stars
that twinkle seem to be a yogigce that suits the Dream,
a voice of a Dream, a voice soundless and yet for the
Ear not the Eye of the Soul, when the winged Soul pass-
es over vale & mountain, sinks into Glens, and then
. . climbs with the Cloud & passes from Cloud to Cloud,
and thence from Sun to Sun. 77

o et Suotos Bt M ot ¢ eI

This time, the inward hearing without the “inward sight"
comprises the organ through which the soul, in her ascension,

apprehends the ideal.

\
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In the philosophy as well as in the poetry, the use
of “inward sight" and hearing as senses for the symbolig
leads to the vision of the initiate. Coleridge, in the
"Allegoric Vision," demonstrates how the true believer can
aspire to-such vision. Religion "gave us an optic glass

which assisted without contradicting our natural vision,

and enabled us to see far beyond the limits of the Valley

of Life."?8 "

But the optlc glass of religion, although it enhances

:
!

human gight, does not offer that vision cleared of obscurity
that Coleridge seeks in both philosophy and poetrys "our

eye even thus assisted permitted us only to behold a light

st b 1 oA Bl

and a glory, but what we could not descry, save only that
it wag, and that it was most glorious."79 Unobscured vi-
sion appears beyond human ken, reserved for the immortalis

This is - in the only wise, & verily, in a most sub-
lime sense - to see God face to face / which alas!

it seems too true that no man can do and live, i.e.

a human life. It would become incompatible with his
orgamization, or rather it would transmute it, & the
process of that Transmutation to the senses of other
men would be called Death., 80

In other words, such is an angel's visions

What? was God, the father received up into Glory? -
and "seen by Angels" - Suppose Christ a mere Man, . .
what is the significance, the specific purport, of this
Clause? What could the Angels gee that maen could
not? -~ But if it were . + . God incarnate, then indeed
Angels might SEE, i.e. have a direct and intuitive
knowledge of what men could only infer discursively
& know by faith. 81

B et ate
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As in the poetry, however, Coleridge indicates that
perhaps poetic genius can approach to the ideal of an un-
Mobstructed visions
Milton, austere, condensed, imaginative, supporting
his truth by direct enunciation of lofty moral senti-
ment and by distinct visual representations, and in
the same spirit overwhelming what he deemed falsehood
by moral denunciation and a succession of pictures
appalling or repulsive. In his prose, 80 many meta-
phors, s0 many allegorical miniatures. Taylor, em-
inently discursive, accumulative, and (to use one of
his own words) agglomerative; still more rich in
images than Milton himself, but images of fanecy, and
presented to the common and passive eye, rather than
to the eye of the imagination. 82
In this antithesis of Milton to Taylor, he opposes "the eye
of the imagination” to "the common and passive eye" of
fancy. The eye of fancy (for Coleridge, the blind eye of
the empiricist) is discu¥sive; the eye of the imagination
seems, by implication, to admit something of the intuitive.
At all events, imagination allows a kind of immediacy of
vision. It offers "distinct visual representations" and
"a succession of pictures.” ’
In the philosophy, Coleridge repeats his poetic notion
of the two modes of vision,.an experiential sight, which
he often represents as a blindness, and an ideal vision.
As in the poetry, he offers two correlative modes of obscur=~
ity. In both philosophy and poetry, the blindness of the
experiential corresponds to the shadow without substance )
that hides the ideal. Then, to cdmpleté the correlation,

Coleridge develops philosophically the notion of the shadow
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with substance.

After his poetic formulas, Coleridge describes the
obscurity of the manifestation of essence through object.
He quotes from Macbeth: "Out, out brief candle! / Life's
but a walking shadow,” to emphasize the shadowy aspect of
this essence of life. Yet he prefaces his quote with the
remark that Macbeth "would fain think every thing shadowy
and unsubstantial, as indeed all things are to those who
cannot regard them as symbols of goodness."83 The ideal
and the egssential may appear as shadows, but they are,
nevertheless, shadows with a substance. By means of sym-
bolic apprehension, man can perceive the substance behind
the shadow, the essence through the object. As in the
poetry, Coleridge differentiates between the shadow without!
substance and the shadow that is in fact the manifestation
of substance.

Consequently, Coleridge implies, still following the
poetry, that essence and ideal only become visible ‘through
the medium of shadow. Plato, in hig formulations of 9od,

8% The 1ight of his

"ig dark with excess of Brightness."
asgertiong emerges as blindness.

Coleridge repeats this idea in The Stategsman's Manual.85

He reiterates his concept of the two modes of 6ﬁscurity.
"Obscurity is a word of many meanings,” he affirms and proceeds

to demonstrate his own two meanings., He cites "the obscurity
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of that which hath not true Being" as his shadow without

substance, and "a darkness which Socrates would not condemn,
and which would probably appear to enlightened Christians
the darkness of prophecy" as his shadow with substance.
He indicates that this shadow with substance, through "the
darkness of prophecy," manifests the ideal, He explains
the appearance of ideal light in the guise of darkness by
pointing out, after Plato, that "the idea of true being . . .
is by no means easy to be seen on account of the splendour
of that region. For the intellectual eyes of the Many
flit, and arel}ncapable of looking fixedly toward the God-
like."

Coleridge offers, philosophically as well as poetically,
a variation on his concept of the correspondence between
egssence and object. In the philosophy too, the shadow acts
as the experiential form of the substance in the same way
that the object constitutes the outward manifestation of its
egsence, Fbr Coleridge, in his "Confessio Fidei," "the
wonderful Works of God in the sensible World are a perpet-
ual Discourse, reminding me of his Existence, and Shadowing
out to me his pei‘fections."e6 God reveals Himself through
a "Shadowing out" in nature, His language and symbol. The
"Works of God in the sensible yorld” appear as shadows of
which the "perfections" of God comprise the substance. As

Coleridge maintains in The Friend, "The Invisible was assumed
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ag the supporter of the appa;ent s + » = ag their sub-
stance."87
In another parallel to the poetry, Coleridge makes
the substantial shadow equivalent to his idea of the symbol.
He repeats this concept in a discussion of "the natural
effects of Christianity.” Here, "finites, even the human
form, must, in order 1o satisfy the mind, be brought into
connexion with, and be in fact symbolical of, the infinite;
and must be considered in some enduring, however shadowy
and indistinet, point of view, as the vehicle or representa-
tive of moral t;uth.“ae
By way of the substantial shadow that is also a symbol,
Coleridge reaches, in both modes of his writing, the centre
of his construct. In philosophy and poetry, translucence
involves the manifestation of the light of the ideal through
the shadow of the experiential. The shadow thus illuminated
then emerges as the only visible portion of this ideal 1light,
In a notebook entry, Coleridge describes that Platonic
light, "dark with excess of Brightness," as *the sunny mist,
the luminous gloom of Plato.”89 The ideal light of Platonic
truth that appears in the form of a darkness is, in fact,
the illuminator of mist or gloom. Coleridge reveals in
his substantial shadow, translucent but not transparent to

ideal light, the sole outward manifestation’ of that 1light,

In The Friend, Coleridge considers a mode of apprehending
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the characters of the deceased:i

The character of a deceased Friend or beloved Kinsman
is not seen, no - nor ought to be seen, other than as
a Tree through a tender haze or a luminous mist, that
spiritualizes and beautifies it; that takes away in-
deed, but only to the end that the parts which are not
abstracted may appear more dignified and lovely, may
impress and affect the more. Shall we say then that
this is not truth, not a faithful image; and that
accordingly the purposes of commemoration cannot be
answered? - It ig truth, and of the highest order:
for, though doubtless things are not apparent which
did exist, yet, the object being looked at through
this medium, parts and proportions are brought into dis-
tinct view which before had been only imperfectly or
unconsciously seens it is truth hallowed by love -
the joint offspring of the worth of the Dead and the
affections of the Living: 90

The perception "of a deceased Friend or beloved Kinsman"
demonstrates the concept of translucence. Coleridge main-
"
taine that such perception constitutes an ideals "it ig
truth, and of the highest order! . . . it is truth hallowed
by love." This ideal only becomes visible as a light behind
a translucent medium of mist or haze. Through translucence,
"parts and proportions are brought into distinct view which
before had been only imperfectly or unconsciously seen.”
Finally, Coleridge finds in a sonnet. of Giovanni

Battista Marini yet another expression of his notion of
translucence:

What then is the Sonnet rendered without its faglts?

~ This: Eternal Mind, that in Light inaccessible

buriest the mysteries of thy Essence & Providence,

hiding veiling thy own Self from us by the abyss of

thy own Eradiance, out of my blindness thou makest

Sight and Glory for me ~ for how much less I under-
atand, so much the more do I know thee. 91
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By means of this précis, Coleridge brings Marini's work

into accord with his own., He makes the sonnet repeat the
concept from his poetic fragment of "Bright clouds of rev-
erence, sufferably.bright,/ That intercept the dazzle, not
the Light.”

In the poetry, all Coleridge's agents of obscurity

also act as translucent media. Likewise, in the philosophy,

311 the shadows without substance become vehicles of trans-

lucencs. Coleridge describes youth in terms of a translu-

cent cloud. He points to "the mists of the Dawn of Reason

coloured by the rich clouds, that precede the rising Sun."92
The obscuring veil, too, admits a translucence. In

1
(:} 1poth Aids to Reflection and the "Lectures on Revealed Rq-

ligion,"” Coleridge envisages the attaining of the light p »
r - :
behind the "luminous gloom" of Plato as an "unveiling.“93 !

In the same fashion, mist is as much an agent of translucence

i e T kXA

as of obscurity;. the deceased Frierd appears through "a
luminous mist," “the sunny mist" is translucent to the ligﬁt
of Plato.

Coleridge elaborates his notion of the translucent 3

mist in The Statesman's Manuals "if the light be received \ !
by faith, to such understan@ings it dglegates the privilege
40 become Sons of God . . . , expanding while it elevates,
even as the beams of the sun incorporate with the mist, s

and make its natural darkness and eaqthly nature the bearer

.
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n 9l

and interpreter of their own glory. After the pattern

of all his transiucences, poetic and philosophic, the ideal
corresponds to iggre. ing%rporates with) the experiential
through which it is manifested.

For Coleridge, the correspondence between ideal and
eﬁﬁeriential has a type in the correspondence between body
and soul. In turn, the correspondence of body and soul
provides a type for his construct of translucence in both
poetry and philosophy. In.his esgay "On the Principles of

Genial Criticism,” Coleridge repeats the idea from "Phantom"

and "The Two Founts" of a spirit that shines through its
corresponding body or matter:

The Mystics meant the same, when they define beauty
as the subjection of matter to spirit so as to bve
transformed into a symbol, in and through which the
spirit reveals itself; and declare that the most
beautiful; where the most obstacles to a full mani- >
festation have been most perfectly overcome. 95

3
]
i
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Still following the poetry, Coleridge formulates his
direct expressions of translucence around this notion of
"the soul's translucence thro' her crystal shrine." 1In
a further discussion of beauty and art, he maintains that

"'forma formans per formam formatam translucens,*® is the

definition and perfection of ideal art."96 The identity
of forma formans and forma formata reiterates Coleridge's
correspondence between essence and object, spirit and mat-

ter, and here, he phrases the identity as a translucence.
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The forma formans appears through the translucent medium

of the forma formata.

The translucence of spirit through body and essence
through object gives to the Coleridgean symbol its particular
character. The symbol is a part of the ideal that it rep-
resents. Furthermore, it constitutes the only objective
and visible part of that ideal. In terms of Coleridge's
construet of translucencet "a Symbol . . . 18 characterized
by a translucence of the Special in the Individual or of the.
General in the Especial or of the Universal in the General.,

]
Above all by the translucence of the Eternal through and

in the Temporal."97

In thg poetry, Coleridge sees the progressive appre-
hension of the ideal through the experiential as an augment-
ing translucence. In the philosophy also, he describes a
more proximate view of the ideal as an increase in trans-

Science advances in terms of a dissipation of the
’

parency.
obscuring or translucent medium of mist:

With the knowledge of LAW alone dwell Power and Pro-
phecy, decisive Experiment, and,lastly, a scientific
method, that diss%pating with its earliest rays the
gnomes of hypothesis and the mists of theory may, within
a single generation, open out on the philosophic Seer
discoveries that had baffled the gigantic, but blind

and guideless industry of ages. 98

The symbol becomes more transparent than translucent to the
divine 1ight as it joins with the ideal that it represents,
the Platonic Ideatr

!
?
j

- v

[P T SR




P e o - e

-

238

i

The pure untroubled bdbrightness of an IDEA, that most
glorious birth of the God-like within us, which even
as the Light, its material symbol, reflects itself
from a thousand surfaces, and flies homeward to its
Parent Mind enriched with a thousand forms, itself
above form and still remaining in its own simplicity
and identity! O for a flash of that same Light, in
which the first position of geometric science that
ever loosed itself from the generalizations of a grop-
ing and insecure experience, did for the first time
reveal itself to a human intellect in all its evidence
and all its fruitfulness, Transparence withoyt Vac-
uum, and Plenitude without Opacity. 99

Coleridge seeks, both poetically and philosophically,
the Prophet's view of divine 1light "with unrefracted ray.”
Aé’in the poetry, he intimates that perhaps poetic genius
can capture, if not a totally "unrefracted” light, at least
the true reflection of that ray. The immediate depiction
that the poet offers when he paints "to the imagination,
not to the fancy . . . is creation rather than painting, or
if painting, yet such, and with such co-presence of the

whole picture flash'd at once upon the eye, as the sun

w100

paints in a camera obscura. In other words, the poetic

genius effects an instantaneity of vision that approaches
éngelic intuition.

In accord with the poetry, however, the vision of
"unrefracted" light seems largely reserved for those who
trangscend the experiential, the prophét, the angel, and the
human soul after death. As already observed "to see God
face to face" is the prerogative of angels and those who

have passed "the ﬁpocess of that Transmutation" that "to
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the senses of other men would be called Death." Coleridge
reiterates his poetic notion that unobscured vision must

await a millennium. In his Philosophical Lectures, he

describes the end of the progress of science in terms of
such a millenniums

And then too shall wg be in that state to which

science in all its form is gradually leading us.

Then will the other great Bible of God, the Book of
Nature, become transparent to us, when we regard the
forms of matter as words, as symbols, valuable only

as being the expression, an unrolled but yet a glo=-
rious fragment, of the wisdom of the Supreme Being. 101

The end of both scientific and human progression
emerges as a reading of the translucent symbols of nature,
the language of God, asg ewégwmore traﬁsparent. Full trang-
parency, Coleridge implies, awalts the total "unrolling" of
divine wisdom, of which as yet man sees oﬁiy "a glorious
fragment,"

As a final parallel to the poetry, Coleridge intimates
an exemption to this rule in his idea of the dream. Th#ough
dreams, those who are neither prgphets or geniuses may still
glimpse the ideal without its translucent medium, In a
notebook entry, Coleridge depicts the apotheosis of the
dream, the sleep of Paradise:

In the paradisiacal World Sleep was voluntary &

holy -« a spiritual before God, in which the mind el-
evated by contemplation retired into pure intellect

suspending all commerce with sensible objects & per-
ceiving the present deity -~ 102

Sleep, in the realm of the ideal, amounts to an immediate
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perception of deity, but, even in the experiential domain,
the dream has something of this quality of ideal apprehen-~
sion. From the world of phenomena, the sphere of outward
manifestations, the only immediate mode of perceiving the
ideal world of the noumena, the things in themselves, is

the dream, On occasion, "we dream the things themselves.

Again, as in the poetry, the dream plays a second
role and appears as another shadowing medium. Regarding
the correspondence between body and soul, Coleridge affirms,
"It is impossible to express these truths truly, or other-

»n105

wigse than vaguely and as it were dreamily. Regarding

the remembrance of past life, he maintains, "It must not be

a sensuous remembrance of a Death passed over. No: Something

like a Dream / that you had not died, but had been taken
off, in short, the real events with the obscurity of a

Dream."106

Alfhough both poetically and philosophically,
Coleridge implies that a dream may on occaé&on 1ift the
veil between the ideal and the experiential, more often,

even in sleep, the translucent shadow remains,

The construct of translucence, like the preceding
constructs, reveals the continuum between Coleridge's poetry
and philosophy. Once again, the pattern inithe philosophy
parallels that of the poetry. In both modes of his writing,
Coleridge formuiates a vision of the ideal through the

«w103
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experiential, and in both, he apprpaches rather than attains
this ideal vision, The essential is never truly revealed
to mortal eyes. The ideal, even when not obscured, is

only visibfe through the translucent medium of experiential
manifestation. s

Unlike the other constructs, translucence involves
more than the elaboration of one fundamental principle un-
der a number of metaphoric expressions. To arrive at the
concept of translucence, Coleridge embarks on a detalled
exploration of the limits and possibilities of the senses,
espeqially the sense of éight. Through such exploration,
he achieves his final formulation of the relation between
the experiential world of these senses and the ideal world
that lies beyond thelir reach.

Thé exploration passes through several stages. First,
Coleridge considers obscured vision as error and blindness,
the shadow without substance that hides the light of the
ideal. He then progresses to a blindness that in itself
constitutes a vision, blocking out empirical distrac&ions
and focusing attention on the ideal world. ' He arrives at
the concept of an "inward sight," a non-visual apprehension
of the ideal. Finally, he translates this "inward sight"
into the metaphors of the substantial shadow and the trans-
lucent medium. ’Both poetry and philosoph& attest to
Coleridge's progresé through these stages. Both reveal
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the same elements given the same development.
Thé substantial shadow and the translucent médinm

correspond to the Coleridgean symbol. " Both indicate a

df‘single mode of apprehend}ng the ideal through the experi-

ential, the symbolic. Poetically and philosophically,
Coleridge develops hisg construct of translucence in terms
of symbolic expression. He then brings such expression
to bear on the concept of the symbol. He ends by des-
eribing the symbolic symbolically. \

Of all the constructs, translucence best demonstrates
Coleridge's method of proceeding from the abstract to the
concrete. He fixes the procedure once and for all as
a matter of symbolism, The Coleridgean symbol is both
the concrete representation of the abstract and the sole
conductor to this abstract. Thus, Coleridge speaks of
the immediate perceptions of imagination and the intuitive
pictures created by the poetic genius,

Philosophically and poetically, Coleridge resigns
himself to the translucent veil of the experiential over
the ideal, Although he points out a certain transcendence
exemplified by the prophet and the dream, he concentrates
on an imaginative apprehension that accepts the veil but
seeks to make it ever more transparent. lFor Coleridge
the closer tlhie approach to the abstract and ideal, the more

transparent becomes the veil, AB in his other constructs,
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he seeks, in his poetic and philosophic translucence, the

closest view of the abstract and its most immediate con-

crete representation. N
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CONCLUSION

All of Coleridge's constructs show a continuum between

his philosophy and his poetry. In turn, this continuum

reveals two distinct modes of formulation., In the first

two constructs, dichotomy and synthésis, Coleridge creates

a pattern in the course Of the poetry which he then repeats
philosophically. In the remaining constructs, correspond-
ence, progression, and translucence, the identity between
poetry and phllosophy emerges as an interpenétration.
Coleridge arrives at the elements comprising these constructs

througgﬂa process of parallel development. An idea in the

poetry becomes a philosophical concept, a philosophical con-~
cept appears as a poetic image. Subsequently, each of

these constructs demonstrates the same elements, similarly

expounded, in both the poetry and the philosophy.

‘ Th&lrelation between the ideal and the experiential,
the essengé and the ogject, is the underlying pattern of -
all the constructs. Here, again, the continuum becomes
evident. Whether Coleridge expresses this relation as a
dichotomy, a synthesis, a correspondence, a progression, or
a translucence, the problem of reconciling the experiential
with ?he ideal gives equal inspiration to his poetry and to

k ‘ his philosophy.

In the course of every construct, Golerﬁdge establighes
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that the ideal, or essential, cannot be apprehended directly
and experientially. Instead, he concludes that it requires
a gsense of the symbolic for its perceptién. Given such a
conclusion, it is not surprising to find that when Coleridge
deals with this ideal, whether poetically or philosophically,
he expresses himself gymbolically and not didaétically. In
the first four constructs, his repetition of on% concept in
a variety of formulations gives a metaphoric value to such
repetitions wherever they occur, in the poetry or in the
philosophg. In the last construct, his exploration of the
realm of the ideal in terms of its visibility, or translu-
cence, ends in a description of the symbolic symbolically.
While such kymbolic expresdion, in the philosophy as
well as in the poetry, further demonstrates Coleridge'é con-
tinuum, the thought behind the expression also proves con-
tinuous. Coleridge débelops his ideas as a result of his
particular method, He gives to an abstract a concrete
formulation; that is, he formulates a philosophical ¢oncept
under a poetic image. He the? draws from the concrete
formulation a further abstract. In other words, he finds
in the poetic image food for further metaphysical thought.
Coleridge applies this procedure whether he is working in

terms of philosophy or poetry.
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The special nature of the continuum between Coleridge's

philosophy and poetry provides an answer to one major criticism
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of his work. The fact that his expression has the same
fundamentally symbolic character in both poeﬁry and pﬁilos-_
ophy throws a new light on the contradictory nature of his
work. . In this light, Coleridge's contradictions resolve
into metaphor. For instance, a statement involving the
antithesis between essence and object does not really contra-
dict a statement affirming their correspondence, any more

than it is a contradiction to say, in the same breath with

‘Burnsg, that "my Luve's like a red, red, rose"” and "like the

melodie / That's sweetly play'd in tune!” Both are examples
of metaphoric expression. The concept behind a metaphor,
because it cannot be exhausted by any one formulation, admits
an infinite number of images, but no one would say that,
for that reason, such diverse images are contradictions.
As alveady observed.tbehind all of Coleridge's constructs
lies the one concept, the relation of ideal and exﬁerieqtial,
for which each element of each construct acts as a metaphor.
Another aspect of the Coleridgean continuum answers
another .criticism of his writings, the objection to his
plagiarism, Gragted. Coléridge borrows liberally and often

without acknowledgement from other author831 he nevertheless

. incorpqrates such borrowings into a framework that is u-

niquely his. Coleridge's characteristic method, his work-
ing from abstract to concrete and from cbncrete to abstraci,

not only makes poetry out of his philosophy and ppif%sophy
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out of his poetrys it also makes the works of others his
own, /
As demons;rated in the course of this analysis, to
cite only a few examples, Coleridge uses the dynamic argu-
ments of Schelling, a Spinozian or Platonic view that the
many can be one, a formulation from Leighton, an image from
Milton, and a sonnet from Marini. Such appropriations,
however, only become fuel for the general fire of his meth-
od. The Schegllingian arguments serve to substantiate the
Coleridgean d?géotomy of Imagination and ﬁancy. The

Spinozian or Platonic "one in many" confirms Coleridge's

"unity in multity.” The formulation from Leighton (of the

soul's identity with God) provides another image for Coleridge's

correspondence, Milton's stream of truth depicts an idea
that accords with the direction of Coleridgean pﬂﬁgression.
Finally, in the sonnet of Marini, Coleridge sees the con-~
firmation of his own concept and expression of translucence.

Where Coleridge finds in the images and ideas of others
substantiation for his'own images and ideas, he borrows, but
he fits such borrowings into his general system. From the
ideas of others, as from his own ideas, he draws poetic
images. From the images ofxothers, ags from his own images,
he draws phlilosophical ldeas. -

Through it all, Coleridge continues his quest. He

explores the realm of the ideal, and then turns to the only
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mode of representing this ideal, Fhe analogies of the ex-
periential world. As he moves from the concrete to the
abstract, from the ideal to the éxperiential, and again
from the 9xperientral~to the ideal, he documents his pas-
sage, This documentation he supplies in the only terms
he considers suited to so lofty and divine a subject, the
symbol that is a part of the ideal that it represents.

By means of this symbol, and the resulting continuum of
symbolic expression, Coleridge succeeds in making a poetry

of his philosophy.
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FOOTNOTES

-

See Thomag McFarland, Coleri

idge and the Pantheist Tra-

1.
dition, the edition of BiographLa Literaria edited by J.
idze and German Idealism,

oss, and G.N.G. Orsini, Coler:

Shawcg
for f&rther details of Colerldge & plaglarism.
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