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PREFACE 
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The publication in 19S7 and 1961 of two vo1uaea 

ot Coleridge'• lottbookt1 haa opened to all those who are 

interested in this writer as aaa, poet, critic, 

philosopher and psycho1ogist opportunitiea to study hia 

and his work anew. So.ê of the aaterial contained in this 

text was publis~ecl ~p~'Yioua1y la Aniaa Pottat, 2 but uay 
• "' "f.'J • j) ' 

significant entrieà, were le:tt oat of the ear11er vo1uae, 

and in soae cases, as in. CR 363,3 the aeaning of the 

passages was enttre1y alter~d by injudicioua oaiaa1on. 
·' ·, 

.coaaequently, the publication ot Protesaor Cobura' a 
.; •''.;{N 

edit·ion not only •tppliea lîa W{th aew lc:nowledge, b11t 
r. ~ : .• r , . 

corrects the 'ld. There ia auch of intereat in theae '-t 

books, b11t aere is to ce .. , for there are still three 

voluaea .. of the lfote'booka to be iasued, one of which 

contains. a clrallft to~t part of Biographia Literari!,4 but in 

this thesie I sball be concerned only with tbose Coleridge 

lor11e lot&J!f' •2!· 'trfP Col1t1dg,ed. Iathleen 
.Coburnt'llew !ôi · l9S? 'AD · ~9~ J, . . .. , ' .... ' 

Tay1!~.~s::; :r.·.~hi. '!o'!~~ts::'c!:!a!:;kfdi),_tl 
lwuabers in the text preceded b7 Cl refer to entriee 

in the l•te~ks. luabere preeeded 'by CR and tollowed by 
n reter to !essor Coburn's notes. .Vo1uae 1 containe 
eatriea 1-1842, Volume 2 entries 1S43-323l. 

•Iatoraation volunteered to the author ta Juae, 1964 
by Prot•esor George lflta11ey of Q.v.eea !~:'',~niYereity, 
Kingston, Ontario. Cf. Hullphry louee, · Colerid&e, 
{Londoa, 1962), p.l~9. · 
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notes to be~ fouad in the tw.: t.o11 ... which haye already 

appeared, the tirst(ôD,e covering the }?ftriocl 1794-1604, the 
' ' . 

second lSOJe.-1806. 

The very wid.e scope of Coleridge'• intereats is 

seen in hia notes. · ~ wealtà et intonaation ia to be. toud 
; 

there concerning his relations with hia conteaporariea, 

including Wordawor~h .. and hi_~·. _!,~~lf\t:_.liia .. attitude to 

political and religioua teplee,·ef.'.the day, and his intereat 

in philosophy and psyeholoiJ. llao to be gleaned troa 
,, 

these Toluaea are the books ;Coleridge waa reading at a 

partic1llar tille, and his co-enta on th•. or aost 

interest, perhàps, to the stuclent of literature, however, 

are hia renaarks on poetry, and in particular on the theory 

ot poetry, and it ia to these observations that we shall 

pay most attention. 

In reading these volUiles one is stntck by a · 

nuaber or stailaritiea or ~ho•ght and expression between 

remarks made by Coleridge ta ais Rotebooks and ideaa 

expressed by Wordsworth in the •Preface" to the Ltrical 

Ballada. The faaous •Preface• was written first in 1600, 

and reprinted in a slightly fUller tor. in 1802. The 

coincidenees that I have referred to are not real1y 

surprising. Coleridge and Wordsworth were close triends 

at this period and saw a lot ot one another. At one time 

it was intended that Coleridge should write the "Preface• 



(Cl 7S7n) and. be and Wordsworth no doubt discussed tke 

principal notions. Also, Wordsworth waa not the !trst, nor 

the last, writer to deal with the subjecta mentionecl in 

the •Preface•. Coleridge and Wordsworth inherited the 

same literary tradition, and .any, if not most, ot the 
.• 

topics Wordswrth touches upon in the •Preface• had been 

considered by earlier literary oritics. It is therefore 

not r•arkable that both ua; were thinking about the saae . .. ··. . 
:!. 

sub3ects 'at the saae tille. Holf\Yer, it aay be ot intere~t 
{ • < 

i. ' ", ' ' _: ·. : . ' f 

to coapare Vetrd•worth'e "lretac;e" to the observations .. . ". ' :- .:. 

·scattered t;broup Coleridge'• notebooks, so that we aa,. . . ) 

see to what extent Coleridge waa preoccupied with the 

subjecta outliaed by his friend. 

h'.the, Lnical BallacAI Wordsworth ia introductns 
_,,, f 

a new type ot poetry to the reader as an experille.nt. Be 

realises, honY'êr, that because his poetr,. is noyel and 
to ..," 

different it aay be at a" disâdvantage. His reader will 

probably have attaehed •the endearing naae ot Poetry1"' te 

a particular type ef coapoai ti on ancl i t aay be ditficult 

tor hia to broaden his appreciation. Indeed, Wordsworth 

remarke, "all •en reel an habitual gratitude, and soaething 

of an honourable bigotry for the objecta which have long 

'•Preface to the Lyrical Balla da" in Luieal Ballad1: 
Wordaworth. . .AU Coleti!ll! ed. R. L. Brett and\1. 1. Jenes 
(tôndon1 19031, p.2 6:~11 subsequent references will be 
to the ~802 text in this edition. 



continued to pl,ease.'· the•:. we not only wish to be pleased 1 

but to be pleaaed in that particular way in. which we hàve 

; been acouatoaed to be ple,:~êc:t.• ·•. ~-{•Preface•, p.266). 
··."' . • \T 

Coleridge reeognisea this sam.e partiality in the loybooltt. 

In lSOS he explains tbat it is 11one source of mistakee 

concernins the merita of Poema t-hat to those read iayouth 

men attribute all that praise which is due to Poetry in 

general • • .• (Cl 2Sl6). HoweTer, in the sue entr.y he 

acknowledges •that both in persona and in poeme it ie well 

s ~ wholt that w should re tain our tiret LeTea, tho' 

alike in both casee eTila hRTe happened as the 

consequence~ •••• • But in 1807 he ret~ns to hia tiret 

opinion: WBy t-he bye, in Poetry as well as Metaphyaica, 

that which we tiret meet with in the Dawn or our ainds 

becoaes our atter Petisch, to the Many at leaet~ • • .• 

(CR 31S6). 

While in tàe Ltr&sal·J!!llada Wordsworth is 
!';_, 

presenting wbat he coasidera to be an innoTatioa in the 

style and content or poetr.y,.in his •Prefaee" he attacks 

many of the càaracteristie faulta of his predecessora as 

well as those of hia cont•perariea who. write in the older 

style. In e~aining to the reader why he haa writtea hia 

aanifeato, Wordswort-h comaenta on •the gaudiness and inane 

phraseology of aaay aodern writers,• (•Preface•, p.2)6) te 



' whieh many of his cont•peraries were aecuatoaecl. In a 

nuber ot paa~&gea Coleridge criticisea the saille ten<lency. 

Late in 1805 he aakes the tollowing note: tiJlodern. Poetry 

characterized by tàè Peets ARXDTY te be al•ya .s'trikiD& • 
;· 

The saae aarch in thé Greek • Latin Poeta / Claudiaa, whe 

had power a .'tO.. hÂY• b-•• aar thiq .. obaerYe in hill the. 
< ~ ' ' ' 

anxious eraTing l'ani ty 1 flt'e'I:'J ~iae, n&'J, avery word stops, . ..\ 

looka"'tüll.,ia your. face,_ ·t. as~ ~ !U,!. tor Praise.• 

(Cl 2?21) • ', One s~\1.lcl liken·' this to an entry of May­

August lS05t , . 

In the present age the Poet. prepesea to ld.aselt ••. 

hia ain Object le mo•·•·:ch.aracteriatic of his ar\, . 
ff 

new an4 etrikiR.clllaces, incidents tha~ interest 

the Affeçtipns or excite ~he eurioaity of the 

·. ~er;. and botl .hie cha.racte~. and hia cleacriptioae 

he indiTidualizee and specifies as auch ae possible, 

even to a degree ot Portraiture / Meanwhile in his 

diction and metre he is either careless (W. Scott) 

or adopta aome aechanical aeaaure, ot which one 

couplet or stansa is an adequate apect.en, with a 
6 . 

language which *•• claias to be poetical ter 

ao better reason, tban that it would be 

intolerable in cenTersation or prose/- (Cl 2599)• 

'sorisontal linea superimpoaed on the text ind~cate · 
cancellationa by Coleridge. For an explaaation ot editorial 
symbole see p. xlii of Vol. I.of lilas Ceburn'e text. Tbree 

· or four spaced peri~s, not enclosed within square &rackets, 
indicate ellipses b7 this writer. 



La,-t;er in .t,àe s-. year.CQler,id&' writes 11.l;man's .. . 

'Iaagination. ttt-Mly awakin& ,,··aléepi~ • the odd 

aetapàora • no metaphore ot aodern poetry / Laap.àce -in 

ita tirst atate without the inyeati!! pa.aatea• (Cl 2'723). . . 

7 

The diatiaotioa between diacoYer.r aad brf'ention bae alaoat 

aa llllch aigniticance tor Ida •• tbat IMtween fanc)' aad . . 
' ' 

iaagination: •Into a discour•r I ba'f'e n.IÜt trom aa 

1nventor, 11 .he lamenta 1n Cl 9SO. His opinioa of aèQern 

poetry, we lllllat conclude, is low. Coleridge and 

Wordsworth, thoagh they use different pàraaeology, are 

making the salle points here. Wordsworth'• •gaudineaa• 

corresponds to · Colerl:dge' a •atrildng · images," hia 11inàne 

phraaeology• to Coleridge'• -•language which claiaa tQ be 

poetical tor ao better reason than that it would be 

intolerable in conYersation or prose.• 

Wordsworth also condemns the use of clichés in 

poetry, and because he reels that •mechaaical deviees ot 

style" ("Preface•, p.244) baye becoae meaningless he Ms' 
.. 

tried t,o ayoid ""hat, ia uaually called poetic dictioa.• 
- . 

(-Preface•, p.24-S). Wordsworth, theretore• aaintains ia 

these obaenations that his purpoae in his poetry is •te 

iaitate, and as far as possible, to adopt tlle yery 

language of aen• and that his wish is "te keep ( theJ 

lteader in the coapany ot tlesh and blood," tor Wordsworth 



ia perau.aded that 'by ao doing ·he will ~.rrterest his public 

(•Preface•, p.2~). For theae reasona, Wordewo~th sara, 
"' ~. . 

he bas ayoided poetic ·dictio~a àa assidueuly as it is 
" ' ' < ; 

norQl&ll:y eovted, and he aain t;aina iœt few personifieationa 

ot abatraet ideas will ,~ f~-d in hia works ·{wp;ë'faee•, 

pp.244-S). or course lford..Orth deee -.at personifieation, 

as in the QU ~ Du.t;x, but he leavea hiiBaelt a loophole 

for tàis when he saya that peraoaifiéation is •a figure of 

speech occasionally proapted by paseioa• ud that he haa 

made ll&e of it as auch (•Preface•, p.244). Perhapa 

WordsWGI'th is 'beiq llDfair to hia predecesaora, tor sv.rely 

Pope and hia coataaporaries fel1; that they were using 

deviees of style ia a.tr•sh aaci striking way, and only 

whea •p.roapted by passion.• They are ulikely to have 

uaed thea• conventions it they thought they were aechanical 

and lifeles•. And :ret in 1S06 Colerid&• aakes a siailar 

reaark: • ••• in ~,. the quaintnees, perYèraion1 

unaatural metaphors • etill aore the cold-blooded use tor 

artifice or CODnection of 18.JllgWlge justifiable only by 

en1i',ltuaiaam •• passion. 11 (flN 2826) • Both Werdsworth and 
-

Coleridge contend that poetic diction, by which they aeaa 

peraonifieatioa, metaphor, eiaile, apostrophe, while not . 

bad in i taelf, ha a èeea eo aiav.sed tba t the phrase a no 

longer COilYey anythin&; the wrda haye becoae tri te. To 

reawaken the ~gination troa ita lethargy, a freshnees of 
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spirit and language ia needed. The clichés or ror•r ages 

oD.ly aggravate the reader's torpor. 

Wolkiaw'Ortb admita that there are aoae dis-
.. 

advan'tagea in se st1.1diously avoiding poetie diction, but 

he reels thit th&y àre neceasary to achieTe his parpoae• 

Xot enly must he eachew -.ay •phrases and figures ot 

speecà 1fl)ich troa tather,-t.o eea~baTe long been regarded as 

the c;ma<On inhe~itance or Poeta• (•Preface•, p.24S} 1 bat 

he haa thougà-. it expedient to aîbstain •troa the use of 

many expressions, in themselyea proper and beautiful, but 

whieh h'l.Y~ be~n roolillhlY ~e·ated by bad l'oeta, till auch 
1 

feelings oi .. dispst, are· conne.cted with thea as it ia 

acarcely_poasible by'any art or association to overpower• 

(•Preface•, p.24S}. tate in, 1799 Coleridge writea •or the 

hara that bad Poets do in stealing & aakiag unnevel 

beautitul Imagea• (CX 470), and ia September 1g02 he copies 
. "' 

this remark iato another notebook, wità alight variations: 

-or the bar.. done by bad Peeta in trivialis1ng beautital 

expressions • iaages, & aaaociating Diaguat & iadifferenoe 

vith the technical foras of' Peetry• (Cl' 1236). J'rom thia 

laet oàservation, we may learn two things. First, 

Coleridge is bewailing the loaa tl oar language ot many 

beautitul phrases wbich have becoae comaoaplace through 

aisuse. Secondly, howeYer, Coleridge ia pointiag oat tbat 

these bad poeta bave brought the technical el•ents of 
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poetry into diar•pll\e., · Jletaphor, JMi~rsonification, sillile 

when aaginatively uaed are great assets to the poet, but 

he can,no't use th• once tb.ey ha.Te .,becoae 1;ri vial and 

meartinglesa. The second point Coleridge aakea he~ .ia 

iaportant, tor it shows that he ia not repudiatiag, poetic 

diction or the technicalitiea ot poetry theuelves, only 

· their ai au se. 

Yet aaother detect that Wordsworth finds in 

coateaporary society, and which ia retlected in the poetry 

otthe day, is a "degradi.ng thirst atter ou.tr.ageous 

stiaulat:llon" ("Preface•, p.243). Wordsworth belieTea that 

"the huaan Diind ia capable ot beiq excited withou.t the . 

application ot gross and violent stimulants ,.• ("Pre ta ce" 1 · 

p.242) and becauae ot this conTiction the feeling 

deTeloped in the lyrics he has written •gives importaace 

to the action and situation, and not the action and 

situation to the feeling. • ("Preface", p.242). The renlt 

of the "craviq tor extraordinary incident• U'Pretace•, 
- ~ 

p.243) is that •the inTaluable werka of our elder writera1 
~ 

I had almoat aaid the works of Shakeapear and Milton, are . 

driYen into neglect by frantic noYels, sickly and stupid 

Geraaa Tracedies, and dèluges ot idle and extravagant 

storiea in Yerse• (,•Preface", p. 243) • Coleridge cond.ma 

this trend in J 8.1Nary 1804: "The prodigious Eye-
~. 

vividness of our 111:odern scenea finds a Co\Ulter balance 

.; .. , 
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only in boisterous Event·& Bustle. 'All tendér,Passions, 
. . . 

motions soft & grave' must neecl~ Dt n!at· 'to the most ot 

the Speotators & out of place t~ the most enlighten,dw 

(CH 1794). It may be ramarked in·· p,essing ·that there _is 

important èriticism of Ann Radclitfe's Mysteries 2t 

Udolphe and M. c. Lewis' s !!!!. Monk t9 be found in 

Coleridge'• Mif.Cellaneoas fŒiticiam. In speaking of 

Mrs. Radcliffe, Coleridge aok:Aowleciges ber power as a 

mistress of suspense and invention, but complains that in 

searching tor what is new she is liable to forget what is 

natural.7 Conceraing that.•thirat for outrageous 

stimulation•, Coleridge says that nthe horrible and the 

preternatural have usually seized on the popular taste, at ' ' s 
the rise and decline of literature.n Because they are 

very powertul stiBulants nthey can never be required 

except by the torpor of an unawakened, or the languor of 

an exhausted, appetite.•9 Wordsworth, it may bt _neted, 

seea the Poet as ehietly distinguished from other men, •by 

a greater preaptness to think and feel without t..ediate 

external exciteaent ••• • (•Preface•, p.255). 

' : . :.:·~ '· ' 
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Tet Wordsworth can see that there are r•asons 
t,;,. 

' ·-tor this desire tor atialation. One or. th• ia •the 
\~ <, "' 

encreasing accuaulation of men in cities, wàere the 

eiforai'ty ~r. 'tbeir .occupations producea a craving for 
:· • ' . ·, :. ' < 1·; •.• ··~ 

extraordiaary incident, Wàfch 'lle rapid comaunication of 

intelligenc~ ho~ly gratif-.es'! {•Preface•, p.243) •. Oth.er 
. ' 

w;riters have praifed the country oYer the totm. la 1800 
~ . 

Coleridge not••, •Divin& natura dedit agroa, ars hUilana 

aedificavit ur'ea / Gpd made the city & man made the 

town- • • ~". (~1. 815).. •tttY"' is thought to be a slip for 
_. -

"collRtry" (Cl :815n) •' Alth~ugh in Biographia Literaria 
... 

Coleridge later attacks Yordawor~h'a concept ot the 

superiori ty or rustic lite, . his early letters support tàe 

position indicated in the note I have just quoted. In 

1795 he writes: •The pleaaures, which we receive from rural 

beautiea, are or little Consequence compared vith the Moral 

Brtect of tbtse pleasuree - beholding conatantly the Beat 

possible we at last become ourselvea the best possible. 

In the country, all around us smile Goocl and Beauty - and 

the Images of this divine beauty are miniatured on the 
. 10 mind of the be~older, as a Land.scape on a Convex Mirror." 

Later he says, •I.aa anxious that my children should be 
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bred up from earliest inf&ic.Y in.the $1Jpp!icity of 
:,/ i' 

peasants, ~heir food, dress & habits completely rustie,•11 

and he '~·· on to eom~l&in: of, "the unchristian ~bits ~.h$.t 
. cities teacb c•ildren.12 

In the -Preface• t~ the Lifieal Ballade Wordsworth 

is not concerned only with eondemning tendeneies in the 

literature of his time. He also gives his views on the 

nature of great art. Wordsworth emphasizes the role of 

passion in ereatio~ a number of times in his treatise. 

liaving o bserved that •poetry is the spontaneous overflow 

of powerful feelings" ("Preface", p.240), he goes on to 

describe the nature of a poet: he is one who bas "an 

e . abili ty of c~njuring up in himself . passions, which are 

indeed far from being the same as those produced by real 

··events, yet ••• do more nearly reseab1ec the passions 

produeed by real events, than anything which, from the 

· motions of the ir own minds · merely 1 other men are 

accustomed to feel in themselves •• ·" ("Preface•, p.250). 

Wordsworth thea tells us that the poet "describes and 

imitates passions• (11Preface", p.250), and that the objeet 

of poetry is •truth, not individual and local, but general, 

11Ibid., I, 240. 
12:Loc. cit. --

., 
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and operative; net atandiag'upon external teatilllony, but 

carried aliTe in~o ;be, h,art by passton ••• • (•Preface•, 
,._ 

p.25l). 

There are some ele~ent passages in Celeridse 

which reveal the place ot passion in poetry. 'DtlrlDc 

.lugust..S•piiea'ber ot 1800 he declares that •.1 child 

ecolding a flower in the worda in whi~b he bad ht.aelt 

been scolded ~ whipt, is peetrx / paat passion with 

pleasure-• (Cl 766). Later he remarks on • ••• poesy, 

whQse essence ia passionate order" (CN 3092), and on 

•Iaa.gination (wbich is Passion eagle-eyed) ••• " (Cl 2lla) •. 

For Wordsworth, howaver, the feeling that ia 

developed within poetry, and through which it is .createci1 

is ot a particular kind 1 or, more accurately, at a 

particular stage. Poetry, Wordsworth writes, "takes ita 

origin from .. otion recollected in tranquillity• (•Pretaoe•, 

p.260}. Wordsworth ia describing the creative act: "I 

have said tbat poetry is the spontaneoua OYertlow or 
power.tul feelings: it talees its oricin fra emotion 

recolleeted in tranquillity: the emotion is conteaplated 

till, by a species of reaction, the tranquillity gradually· 

disappears,. and an emotion, kindred to that which wae 

betore the subject of contemplation, is gradually produced1 

and does itselt actually exist in the aind" (•Preface•, 

p.260). This is the phrase in its context, tor, in fixing 



ou.r at.tention on t.he word "tranquillity,• we aeaet~ea 

gather a false t.preasion of Wordsworth'• theory. Tbe 

emotion is reoolleeted in tranquillity only until th•t 

serene aood. is replaeed. by a new eaotion. Word.•worth ia 

not eontrad.icting the re.ark that poetry ie the 

spontaneow.a crrerflow ot powerful. feelings. The 

expression we have been disew.ssing is recalled in 

Coleridge'• Rotebooke dw.riag lugust-S&ppeaber 1800 in a 

tantalising faahion, tantalising beeause aoaeword.a âre 

illegible at this point. The entry reade in part, 

15 

•T· ••.•. ], so poetry ( •••• ] reealliq ot paaaioa 

in traaquillity ••• •. (Cl 787). Protesaor Coburnta·note, 
. ' 

draWing our attention to a suggestion that tbe_idiea aay 

have coae to Wordsworth froa Schiller by way ot Coleridge, 

is aigniticut. 

Wordsworth also stresses the neeeasity of thought 

in art. Although •a11 good poetry is the spontaneoua 

overflow ot powerfUl feeli~a· • • • , Poems to vhfch any 

value can be attaebed were aever produeed on any variety 
1 

of subjects but by a aea, who beine poaseased ot aore titan 

uaual orgaaic aêaaibility, hacl alao thought long aad 

deeply• ( "Preface•, ·p. 240) • Coleridge, like al.Jaost all 
~· .,. t ~! ;; ; 

other po&t.s, :bolds a si.rlil~.' Tiew and in 1799 he writea1 

"iietapltyaic~~ Poetrygiv,a.ae ao .D.ch d.elight.-• (Cl )Sj). 
' ' 
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However, Wordsworth goes turther tlum just adairiag depth 

of' ~houcltt in ùteratur•· ne lyrics he bas written are 

in iait•tion of' the style of' ·the peaaant, whose mode et 

expression "is a more permanent, and a far more 

philosopb.ical language than that which ia frequently 

aul»stit.uted tor it by Poeta ••• • (•Preface•, p.239). 

Coleridge'• .. ture viewa oa the aptitude of a peasant tor 

philoaophy ditter from those of Wordsworth, but there ia 

one entry in the lotebooks which bas a bearing on the 

the ory of language Wordsworth expounda here. In 1800, 

the year the f'irst version of' this Wfretace• waa writtea1 

Coleridge puts down the followingt "Dut y ot a ~et · to 

write like a Gentleman. Ad. Smith Europ. Mag Aug. 1791. 

135" (CR 775). Proteaaor Coburn's explanation reade: 

The reference is to the European Magazint (August 

1791) 135, to an article signed •A, Glasgow•, on 
' 

the literary conversation and opinions of AGas 

Smith. •A• says: •I pled as wall as I could for 

Allen Ramsay, 'becaus• I regarded hia as the aiagle 

uaattected !bet whom we have bad since Buchanan 

Proxiaus !m!s. longo sed ptoxi:!JI intervalle. 

•Be answered, 'lt ia the duty of a poet to write 

like ·a gentl~. I dislike that homely style 

whicb soae thi~ f'~t to call the language of' nature 

*·. 



.a11d simpli~itJ,and so forth. In.Percy's Re;l.j.guef 

too, a tew "t;olerable pieees are buried under a heap. 

ot rubbish 1 •••• " 
~-~ : : 

' 
'It is; êà.sy to sé- whiiWordsworth and Coleridge 

,·,'~~ - '-'; 

" ~e,;re B.JltagQnistic ~o 4d~ .. ~~th the, literary 

cri tic: • • i (CH 775al;~ ·t'JJ .·' , . 
·In:later yeare, ill Bio,raphia·Literaria, 

-~ ~ 

;J'tl:'!!"'·"·,· ' . .-. '' ; 

Coleridge attacks Yordsworth's 1\otion that.thepeasant's 

17 

language is more philosop~êal.- Coleridge states that the 
. ; .'\ -~;'"~'-: "::rio"'! \ 

.. .. . . ' !:. ' . 
cou.ntryma». t s spe-ch, whe~ aa:de consistent wi th the ru les 

' . . 
of graamar, will not differ from that of other men, · 

except :that the notions h.e conveys will be fewer and 

eoneerned with tacts, while.aneàucated Jll8ll will seek to 

express ideas, and discover ~he connectioa of things from 

which general laws are deducible.13 When one has studied 

Wordsworth' s •Preface• and., C)lapter .lVII of BiogaJllia 

Literaria, one cannot but conclude that Coleridge is right 

in rejeeting Word~worth's theory of the superiority of a~ 

rustic's language-. 

·While passion and thought are vital constituent& 

of a work of art the poet' s pur pose is to give immediate 

pleasure, Wordsworth states ("Preface•, p.252). Likewise 

the aaotion that the poet is contemplating •of whatever 

l)liff7aJhia Literaria, ed. John Shawcross {London, 
1907), , 8-39. 
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kind and in whateYer de1ree, from various èauaes ia 

qualified by various pleasures, 80 that in deacribiac aar 

passions whatsoeYer, which are voluntarily described, the 

aind will upon the whole be in a atate of enjoJDlent• 

(•Preface•, p~260). In Biographia Literaria and the 
. -

lectures on Shakespeare, Coleridge stresses many times 

that the object of poetry is pleaaure.14 That the purpose 

of poetry is to delight, is not clearly enunciated in the 

early notebooka, however. lhat Coleridge does do there is 

link poetry and virtue, and pleasure and virtue. He notes 

that genius can not flouriah without virtue (CH 3136) and, 

in recording part of Ben Jonson'• Dedication to Volpone, 

recognizes •the tapossibility of any man's being the good 

Poet without first being a good man• (CN lOS?). He makes 

the connection between virtue and pleaaure when he reaarka 

that "all Virtue subsista in and by Pleasure~ (CK 2210) • 

. Coleridge does not, hO.•ver, ·èiireetly conne ct poetry and 

pleasure at this stage. For Wordsworth the object of 
·'/ 

poetry ia t~fel4, · ~o exprtn rtruth, and to gin pleaau.re. 

Coleridge's view, as delineated in tb~ Biographia, is 

ditter&nt. •A ,. .. ,• he pronounces, •is that speciea ot 

coapoaition which :1a 9ppoaed to works of science by 
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propoaing for ita i!ltl~fll• o'bjeQt pleasure, not 

trath • • • ", l5 b.ut I haYe not fouad this theory set dolfll 

in tàe firat two Yoluaes of the Noteboo~a. 

In detending the use of metre in poetry,, 

Wordsworth asserta.that one of the chief causes of the 

pleasur• reeeiTeà from metriQ&l language ia tbe delight 

the aina deriYes from the perception of si.tlitude in 

dissillilitude ("Preface", p.259). Be goe,s on to say that 

this principle ia •the great apring or the activity of our 

minds, and their chief feeder. From. this principle the 

directioa of tàe semai appetite, and aU the pass.iona 

connected wità it, take tàeir origin; it is the lite of our 

ordinary conversation; and upon the accuracy with which 

aillilitude in disaiJailitude, and dissimilitude in 

sillilitude are perceiTed depend our taate and our moral 

teelinga• {•Preface•~ p.2S9). This concept is a 
-

fundamental one in Coleridge's theory of lite and of art. 

The appreciation of siailitude in diaaiailitude aad Yice 

versa ia connected with Coleridge'• concept of the 

reconciliation ot oppoaitea,.:or, as he phrases it 1 

"Extremes Meet, • and this, in its tura., is linked with the · 
~ 

notion of balance and with a subjact of great illportanèe 

1Siiograpida~J4~taria, II, 10. 
' 

;( ' 

. . . 
~>-""';"''' ";;-:,\i-·~~ 
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~o Coleridge, organic unity. There are nu.eroua instances 

of a percep~ion of likeness ~n difference in the 

lotebookt, but I can mention here only a few. In the 

autan or '1802, Coleridge writes or, "The stedf'ast rainbow 

in the faat-11oving, hltrtying hail-aistl lfha~ a congregation 

of laagea & Feelings, of fantastic Permanence aaidst the 

rapid Change or Teapest - quietness the Daughter of 

Storm.-• (Cl 1246). In December 1603, he resolves to 

leave the last nine pages ot hia Pocket book to a 

collection of -zxtreaes Meet•. Among those he writea do~ 

are •Saaeness in a Waterfall, from infinite Change,• and 

•Dark with exceas"ot Light• (Cl 172.5). Wordswerth says ot 
' . 

this prtnciple ~hat •1~ is the lite of our ordinary 
.. 

conversatioa,• aad we t~~ Coleridge in 1796 co~~menting, 

•Good Teaper ~ habitual Éaae are the first ingredients of 
.. •••••ea priyate Societr - b'U.t Wit, lnowledge, or 

Original'! ty 11\lst break ~bei~ êta surface into soae 

inequality of Feeling, or conYers&;tion is like a jounaey 

on an endless flat-.• (Cl â5). It is dissiailarity tbat 

Coleridge ia aearching. tor h~re. As we shall aee in the . 

next cbapter, the. concept .. of· the reconciliation ot 

opposites, tied up as it is with the theory or organic 

.uni~y, is or great .signiticance. ,m Coleridge'• thought. It 

is interesting that Wordsworth should have touched upon it 

in his "Preface •. 



Having pointed out some of tlle siaila,ritties 

. hetween Wordsworth t s "Preface• and Coleridge' s notes, I 

sl'Jall now mention two important idea,a ~essecl: by 

Wordsworth which I have not round referored.to in any 

significant way in ·.the loteboog, but which. Coleridge 

. disagrees wi th in la ter yeara. The tiret topie we bave 

already tou.ched upoa, naaelyV'ordswrth's admiration of 

the rustie. The second is Yordaworth's contention that 

there is no essential difference between the language of 

prose and verse. 

21 

Wordsworth writes tbat the principal object 

proposed in the Lxr~c!l Bal*til •was to chuse incidents 

and situations from comaon life, and to relate or deacribe 

tàem, througbout, as far as was possible, in a selection 

of language really uaed by men • • • " ( •Preface", p.238). 

-tàe language, too, of these méa,• he goea on to say, •ta 

adopted • • • because auch men hourly comaunicate wità the 

beat objecta froa which the beat.part of language ia 

originally derived. • • • Accordingly, auch a language, 

arising out or repeated experieace and regular feelings, 

is a more per.aanent, and a far more philosophie language, 

thaa·that which is rrequently substituted tor it by 

Poets •• ·" (•Preface", p.2.39). We do tind eae section 
. 

among Coleridge'• aotes which is siailar to Wordsworth'• 
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beliet that the peasant is intluenced by a great and good 

nature, and derivee much benetit from his close relation­

ahip to nature. In August 180.3, while on a walking tour 

in Scotland, Coleridge records, •Preaching tour times a 

year at the great Bull Stone, ir the desire ot the 

Inhabitanta / this is one •oq. the maay proota tbat. 

natural Objecta do iJaprees the ainda ot the Inhabtt;ànts 

who are taJDiliarised to th•, tho' they do not use 

epithete ot Delight or Admiration/- ••• • (Cl 147;). In 

the Biograplaia, .. however, Coleridge challenges Yorclsworth 'a 
.. 

assWiptiona by.questi~~ing the deairability ot ru.stic lite 
16 ... · : 

in itselt and by pointing out tbat in Wordsworth'• most 

interesttng, d~aaatic pOema, the persona introduced are 
"f • ·• < • .. ' ... 

not -~ken trOm low lite, and the~r sentiments and languace 

arise l~oll caU.aea no.y n•ct.ssarily conne cted wi th their 

occupation ~d abode.17. Den. boleridge turne to the 

superiority ot .the peaaan!t'a idio.ihe writes: •The beat 
' F 

part ot h\Ulan languag~ • pl"operly ao cal led, is de ri ved · 

from rehiaction on the. act-a· 'ot the mind itselt. It ia 
. ~~ ; 

tormed by a 'rolwit.ary appropriation ot tixed syabols to 

internal acta, to processea and resulta ot imagination, 

the greatrer part ot which.be.ve no place in the 
~ t- ~. ~ • 

l~ipgraphia ·.lfiteraria;. II; .32. 

17Ibid., II, .31. 



23 

coneciouaness ot an uneàucated man. • • 
18 • • 

In Chapter XVIII of the Biographia, Coleridge 

examines Wordsworth'• contention that there neither is nor 

can be any essential difference between the language ot 

prose and metrical composition. I have not round this 

question alluded to in the Wotebeoks, but Coleridge 

.asserts in the BiograP!ia th~t th.re is an essential 

difference. Metre, Coleridge arcùes, is worthless by 

itself, •it is at.ply a .ati.ulant of the attention, and 

tàeretore excites the question: Why is the attention to be 

tbus att.ulated? low the qu•stion caa not be aaswered br 

the pleasure of the metre ~tselt; for tàis we have shawn 

to be conditional and dependant on the appropriateaess ot 

the thoughts ,and expreesioâJ to.whicb the ••trical tora 
' ' 

is sllper!c:lded:.. Heither can ·t conceive any other answer 

that can be given:, .ab.ort of; thi•: l write iD Mtre beeause 
.. . . ' 

I am a bout to use a lanpé.ie ,; di.tterent from that ot 
19 ' prose.• In this. ~riticisa ot Wordsworth we would, I 

' l' ~ 

think, again agree with Coleridge. Wordsworth bas gone 

too far. ••~; •. M. Raysor bas put it, •in the im.petus ot 

his legitimate âttack upon the conventionalized style (not 



e· 
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aerely the words) or eighteenth century poetry, Wordsworth 
' ' . ' 

overahot his mark aad betrayed llilllaelt into a:n attack upon 

any style which ditrerentiates poetry from prose.· ••• • 20 

Altnoug~ I have shown a nuaber or siailarities 

in tite thougbt of Wordsworth and Coleridge a,t this early 
' ' 

stage in their careera, I aa not trying to prove i~Jfluence 

oa one poet by the other. It ia quite possible that 

through their close relàtio~ship they did diseuse some of 

the subjects rererred to iR Wordsworth'• manifesto, but it 

is equally possible that their in'terest in theee topics 

was aroused indepeadently ot.oae another, tor, as I 

mentioned earlier, Wordsworth and Coleridge were not the 

first to have writ'ten about . the se . ideas.. R. D. Haveaa hae 

said that •the iaagination was not a diseovery ot th• 

romanticists. The. Qreeks and Romans, diseuss~d it; as did 

medieval and Renaissance eritics, and between 1660 and 

lSOO it becaae an important topic with literary theoi-1sts."21 

'l'hus we come across Addison writing that the pleasures of 

the imagination are as great and transporting as those of 

' ' ' 

2<>rhomas Kiddieton Raysor, tiColeridge's Criticism of 
Wordsworth,• .f'!ltl, LIT (19)9), JOl}~}. - . · 

21aaymond ~xter Havens, The !!!!s! g! !. ~· (Baltimore, 
19ltl), I, 20lt. . . 

:. ' . 
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the Ullderstanding. 

Likewise, the early nineteenth century writera 

did not iavent passion in poetry, nor were they the tiret 

to admire the country lite. It we look at eighteenth 

century writers alone, we will ti:ad that they are concerned 

with many of the saat topica as iatereated Wordsworth and . 
"- ,,\ 

Coleridge. The Barl ot Shatttabury definea and praiaea 

siaplicity of style. 23 Addison declares .that •we alwaya 

find the poet 1a l~ve wità a cou.ntry lite, •24 and 'fàoaas . 

Tiekell writes on.pastoi'al poetry. 2.S 

Pope aŒaires poetic diction that ia lively and 

forcetul and t~t ii ju•t~fied by the iatenaity of the 
\ " . ~ ' '~ 

poet' a .feelings. In the •Preface" to the lliad he. writea: 

If. we> deacend • . • • to the expression, we aee the 
··' 

bright imagination of Homer shining out in the most· 
,•f· . '. 

èillightened fol'lls of it. We acknowleclge hia the 

22Joa~ph Addison "The Pl.Pasurea of the I.ugjllat:l.oa 1 I," 
!!=cj!!;{!.:EÎ~.:dt!lJ,I~ · Ji:li!!fttJ~fJ. Critit!Q. lflf'fl, 

~' t. ' , ' ' 
23Antony. Aahl~y Cooper third. Barl of Shaftesbury ·· 

Adtice ~ y Author, brt ÎI, Sec~ion II in Elledge, f:, 19s. · 
24-The Pleaaures of the Imagination, IY,• Spectator, 

no. 414, in Elledge, I, .Sl. 

2Silledge, I, S30~.S34. 



rather of poetical diction, the f1rst who taught 

that •lanpage of the gocls" to aen. .His UJ>rt•a191l 

is like the eolou.ring of soae great masters, which 

·discovers itselt to be laid on bOldly and deeuted 

w1 th rapidi ty. It ia indeed the strongest and · tbe 

··•ost slowing imaginable; ·.and touehed with the 

greatest spirit. Aristoti• ._d reason to say he 

was the only poe1? ·who bad .fouad out "liri.ng worda"; 

there are· a· hia aore darüg figures and metaphore 

than in any good au thor wh•t•Y!r. An arrow 1 a 
' . 

"impatient• to ~· on·th' wing,·a weapon "thirsta• 

to drink the blood otirt. enellf, and the like. 

Iet his exr.-ellaton is ney.- too big for the sense, 
; '. -~:_'! • .(_ -~- i~' • .. ' t 

but justJ.y. great inpro,êrtion tp it. It is the 

sentiMnt ,_hat. ~elle an~:P fille' out the diction, 

which ~ise&' with it,' arid ~orme. itselt about it;26 
'• 

26 

Here we hardly aee~ Pope ad~d.iing "the eold-blooded u.ae tor 
•m ' ,.~··•• • ' 

artifice or connect~on of lànguage justifiablé only -7 
enthusiaaa .. t. passi,o~t• ('C~ 2426)'.' 

.I -

We find Pa.ssio• CODDected with poetry in 

Addison 1.s, writings: •Th~re is yet another circuastaace 
,, ' ' . 

which~ reco•ends a description .more .than ·,all the rest, aad 

. 26AlexaDder Pope!. •Preface to the Translation of the 
Iliad,• iD Elledge, .1, 26.3•4• 
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that is it it representa to ua such objecta as are apt to 

raiae a secret ferment in the aind of the reader and to 
27 work with violence upèn hia passions.• Dennis is even 

more explicit: •Poetry, then, ia an art by whieh a poet 

excites passion (and tQr tbat very cause entertaina sense) 

iD order to satisfy and impreve, to delight and refora, 

the aind, and so to aake maakind happier and better; troa 

.which it appears that poetry bas two enda, a subordinate, 

and a final one; the aubordinate one is pleasure, and the 
28 . . 

final one ia instruction.• Pleaaure, of course, is the 

object of poetry for both Coleridge and Wordsworth. 

There is also an intereatiag passage in Dennis 

which recalla Wordsworth'• theory that the emotion wbich 

inspires the poet is recolleeted. Dennis· writes: 

So thunder mentioned in comaon conversation gives 

an idea of a black cloud and a great noise, whioh 

makea no great impression upon ua. S.t the idea 

of it occuring in meditation sets before ua the most 

forcible, most resistless, and consequently the most 

dreadtul pheaoaenon in nature; so that the idea auat 

move a greàt deal of terror in us, and it is this 

eor\ of terr.o• that ,r call enthuaiaa. And it ia 

27•The,Plea~urea of. the ,~giaatioa, .YIII,• Speo"tator, 
ao. u•, •in Blledge, ·It. ~6. . . 

~·- ' ti . 

28Joha Denni•, ]'~ Groyàt 2t CritiçiM ,Y! Poe ta;, in 
llledge, I, 103. 



this sort of terror, or adlllira'tion, or horror, and · 

so of the rest, which ex.pressed ia poetry make 

.that spirit, that passion, and that t'ire which · so 

wondertully please.29 

lvea Coleridge'• tavourite concept of miity in 

multeity is to be round in th• eighteenth century. 

28 

Francls Hutcheaon, writins' in ·AD. Inguirx .al! the Original 

Sll. k. 191•1· 2t Beau tv !Di. 'UE!r»l,. sa ys. ~hat "the figures 
·\ 

which excite in us the icltas of beauty seea to be those iD 

which there is upiferaittaa1d!t !Kittx.•3° 

To have shown that""tnere' at"e · aimilari ti es 
~ .. 

between Wordsworth 1 s "f;retace" .. ud Coleridge ',s lote'bfoke 
. • ' ' ·t' -" .. ' ' . ~: 

is ot Talue, I think, t'or, al.\fhough many of the ideas 

that :wordsworth discusses in his •Pre,fcee~ were curr~at in 

the eighteeD.th century1 these id.eas tound their moau 

cencentrated and int'luential exPz'essien in the Wordsworth-

Coleridge·controversiea. 

Wordsworth'• aia· in his aanit'esto was to retora 

the laaguage ot poetry, h~a, "protes~ pu,'pose~was to 
. . ' . ··, ., . 

bring poetry back tro•· ber W!llderinga· in Fancy's Ji&se, te 

'the COIIIlon growth of mother-earth.'")l The refo~tion 

106
• 29The Grouadt 2t Criticism .!!!, Poetrx, in Elledge, I, 

30rraacisHutcheson, "Ot Beauty, Order, Haraoily, 
Design, • b. laglfP. inH ihJ Original il QlŒ Idtae 2,l Beattt 
!!! VirtJ!, ln edge;-!, 57. · 

31Havens, Il!!. MiPi il. ~ l!.!!, I, 248. 
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ot poetic diction, however, can not be said to occupy as 

proainent a place in Coleridge'• thought as it doea in 

Wordsworth'•· While we have seen that Coleridge does rebel 

in the Notebooks against some eighteenth century poetic 

conventions, this is only oae .or many subjects in wbich he 

is interested. In a latter o1 1600 to a triend, Coleridge 

sketches hia purpose in his literary criticisa: ••I abandon 

Poetry altogether - I leave the higber & deeper Iind to 

WordsWorth, the delightfl11, popular and simply dignified to 

Southey; & reserve for •yselt the honorable atteapt to make 

othera reel and understand,, th~ir writinga, as they desene 

to be felt IUld ~derstood. •·~~. '·Coleridge' s Sha)feapeare 

critic1 .. and at leaat part or the Biosraphia arise rroa 

this attempt at· exJ,owuiing thé wG~ka or other poets. But 

Coleridge's explanations &re1 based on.bia pbilosophy ot 
'j • • • •. 

poetry. His interest in theory, and his difference in 

this respect from Wordsworth,· wh_! "felt a certain 

iapatience witb 'critic rules! and 'barren interaeddling 

subtleties' tbat.perplex the ~ind•,l3 ia seen in the 
' .. 

Bi•graphia where Co~eridge eo~pares hia .object and that ot 

Wordsworth in diacussing rancy and iaagination: 

32rroa an unpublished manuscript, quoted by Earl Leslie 
Griggs, -wordsworth Tbrough Coleridge'• Eyes,• in 
W{!dsworth Centena3J Studiea, ed. Gilbert T. Dunklin 
( ndon 1 1963), p. • · .· . . 

33clarencé D. Tborpe, •The Imagination: Coleridge 
versus Wordsworth,• Philological Qparterlx, XVIII (1939) 1 p.16. . . 



••• it was Mr. Wordsworth'• purpose to eonsider 

the intlueaces or rancy and iaagination aa the~ are 

manitested in poetr,, and trom the different 

etteeta to conclude their diversity in kind; while 

it is my object to in'estigate the seminal 

principle, and then fr• the kind to deduee the 

dé gree. My tri end haa ciran a aasterly ·sketch of 

the branches vith their P!•tic fruitage. I wish to 

add the trunk, and •T•n the roota as rar as they 

ldtt themselves above ground, and are visible to 

the naked eye or our .eo.•on conseieu~m,esa.34 
. . . 

30 

In, the lotel?oÎJI··tbere is a lot ot matertal on 

poe tic the ory, whlle, iJi."'erestingly énough, the re ia 

little practieal critiei• or Shakespeare or other poets. 

It is to soae or the more iaportant aspects et Celeridge's 

poetie theory tbat we will now turn. 





Coleridge'• concept of unity pervades much of 

his writi~. He discussee the theory, in various forme, 

in the fields of aesthetics, philosophy, biology and 

religion. Perhaps the ideaie worked out most fu.llr ill 

his Hint§ toqrda ill!. Formation 5ll!. more Coaprehentiye 
,·, 

)2 

Theon; 2l. Lite, a biologicàl treatise written late in his · 

career, but there are .any passages in the lotebooks, as 

well as in Biosraehia L.ittrfria, wbich illustrate the 
i/ " ' . 

interest that the no\ion of unity, in its many aspects, 

· ha a for him. . For exe.mp~e, in HoTember 1799 he sets dOlm. 

in hia notebook: "If I .bé&in: a poem of Spinoza, thus it 

should b"c~/ I would make a pilgriaage to the burning. 
> ~ . . . ' 'i 

sands ot l~~bta,.: br' fGc:>~~ ~9 f'ind the Man who could 

· explain to me t.here ~- be· oneness, there being infinit• 
0 ~ • 

' 
· Perceptions- yet thire must be a onpess, not an intense 

Union but an Absoiute Unity, for &o€ " (Cli 556). As can 

be gathered ~ thiJt,_ quotatioa; Coleridge finds uai'Çry, 

or oneness, not only àbsorbing but som.ewhat perplexiq. · 

In a late;J;-. elaborat;ton of CN 5·5P1 . he goes on to ex.claia: 

"Eternal univeraal aystecyJ It seems as if it wère 

impossible; yet it !!- & it is every wherel It ia indeed 

a contradiction !!!. Terme: and only in Termsl -It is the co 

presence of Feeling & Life, liaitless by their very 
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essence, wi~h Porm, by its very essence limited -determinate 

-detinite.-" (CN 1561). Yet it is not only in the reala 

ot philosophical apectll.ation but in practical attopts to 

write poetry that the problea t:?f synthesis arises. In 

December 180~, Coleridge recalls auch an effort: "O said I 

as I looked on the blue, yellow, green, & purple green Sea, · 

wi th all i ts hollows & swells, .& eut-glass sur.face.s -0 

what an Ocean of lovely tonasl•and I was vexed, teazed, 

that the sentence sou.nded like a play of Words. But it 

was not, the mind within me was stru.ggling to express the 

maryelloua diatin.ctness & u.nconfounded personality of each 

ot the million millions of forma, & yet thei• undivided 

Unity in which they aubsiated• (Cl 23~~). As Max Schul~ 

. has remarked, tiTo see that lite ia multiple and yet one1 

howeYer, was not enou~:h for Coleridge; how to g1•• external 

design to this impression so that others could perceiYe it 

was an artistic. :PfObl• with which he atrualed 

endlessly. • 1 .' 

ln ua4eratandiug of Coleridge'• concept ot 
. ' 

coalesc'ence in lite and art is central to a comprèàansion 
,, 

· •. lllax ·J'.·. SchtU.z, j!è P,oetic Voièes 2f. Coleridge 
(Detroit, 1963}, P•4 • · 

~ . 
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ot his aeathetic tbeory. HoweYer, as I am, in tàia thesis, 

concerned chie.f'ly with Coleridge'• c01101ents on poetry, I 

shall aketeh in only enough of' hia general view of' unity 

to ~~ake his commenta on the integrity of' a work ot art 

clear. 

'l'be aost tudaaeatal aspect or this idea ia that, 

for Coleridge, 'a ·,wàele is QJ&de up ot parts. The re ia a 

sipitlcant entry int .. e.Rotebookp .in which he identi.f'iea 

wholeness with '•plurality ~ unity• (Cl 2414). When 

Coleri4ge speaks of onenesa, he is thinking of a single 
. ' 

individ\lal orobject, it is tru:e, but one that is made up 

of' at least; two in,l:redieJlts. Coleridge expresses this in 

his Thegr,z !!:.Lite: •'l'bat a thing !!,, is owing to the 

coinbereace therain ~f any two powers.•2 'l'hus an anillal 1 

or a poem, is a·unit·in .itselt, but contaiu eleaents 

within that entirety Which yet are coiiDlensvrate to the 

aggregatë. A s~ailar idea ia e~ounded in his theory ot 

poetry: a po• proposes •to itselt auch delight from the 

whole as is compatible with a distinct gratification troa 

each co•ponent part.•3 

In his 'l'heory !t Lite, Coleridge tells us that 

an explanation ot lite "wollld consist in the reduction. of' 

2s. T. Coleridge, Bintl ·~· r ~ Fora:t~latioi of a 
;:• CoaDreh.rp!!•: 'fheo;x ~. · • n""flie Côaple:b .

1
oqt-2t 

uel !âjio~ _l_rldge_ er. • G. T-:j'"'l'hêdd (LW or 1 1856}, ï, 40 • . 
. lsio~a~hia Literaria, ed. John Shawcross (London, 

1907), î , o. · 



the idea Qf Lifeto ita siaplest and most çompreheasive 

tora. or mode of action; that is, to some characteristic 

inatinct or tendenRY, evident in all its manifestations, 

and involved .in the idea iteelf-.111t He goes on to state 

that tltbe most comprebensiYe formula to which lite ia 

reducible, would be that of the internal copula of bodies, 

or • • • the power wbich 9~~closes itselt froa within as 

a principle of unitt i~:v}Jê'maax.•J He defines life, then, 
• ·<~. .~ .y,~·, . 

•as lli principle .!t. iyividuation, or the power which 
. ' . .. 

~itee a given- al1.' into a wboletbat ie presu.pposed by all --
its parts. , The link tbat combinee the two, and acta· 

throughout. botà "Will, · of course, b'e defined by the 

tendency to indi!id.ua't~oa••6 ·. The word •iadividuality" in 

Coleridge'• writiag shoulà.bé thought ot in couection 

w1 th words ••c~ as •1rbeleaesa•, al'ld "uait7•~ or i ta 

S..plicatioaa'Q, be ~ataken.--- As' Gordon M~Ieasie haa_ 

point ad o•t, this te ra fr~q,uentJ.y meaaa that which ia · 

uaique or pecu11-&r to o-.ê .. per,on~ but this is not eo tor 

Coleridge, •who looks ui>oa 'individuality as._ aoaething 

strong in itselt, to be sure, but more particularily as a ·· 

force which reachee out and aakes new conne etions and 

""rheor1 gt ~ in Workt, I, 38). 

Swtrks, I, )86. 

'works, I, 387. 



36 

relations. The greatest individuality ia that which has 

the greatest degree of organisation, the largest quantity 

0 r relations •• 7 

In Coleridge'& thought, then, we have on the one 

band fragmenta, which he trequently sees as opposite to 

one another, and on the other band we have a tendency in 

nature for making •a given all into a whole.•6 As 

Coleridge hiaself bas expreased it, • ••• every power in 

nature and in spirit must evolve an opposite as the sole 

aeana and condition ot its aanifestation; and all 
9 opposition is a tendency to reunion.• Miss Snyder has 

indicated the dual nature ot this beliet: -Re [Coleridge) 

seems to find positive delight in finding oppositions to 

reconcile. He never tires of calling attention to the 

faet that extreaes aeet, but he ia very evidently looking 

to find in nature as aany pairs of extreMa as possible •• 

It is this positing, of opposite& tully as mueb as their 

70rJ;tt.e UD&\t arcoleridge {Berkeley and Los J.ngeles J 

1939)' p. :. -

.a,orka, .I, )87.;· 
s' } / • , \ • 

9Work8, II, 91:, ·qU:o'ted' àJ 4folm H. Mu.irhea.d, Coleridce 
!!. Phiiosephtr (1.9ndOl)t 1930J, p.S4, n.2. 

' ' 

• • 
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reconciliation th~t is signiticant." 

That Coleridge is concerned with reconciliation 

is evident in much of his work. Professor Muirhead haa · 

written on Coleridge'• discussion of logic and haa 
'·!! 

auggeated tha't •if .· c,oleridge bad 'be en asked wha t he 

considered the most tatal errera of the old logic and the 

point at whicà he 1fould }t4tg1n ita retorutio:n, he would 
,·· } u. 

have saicl.that it waa the dop.at.ic aasUIIption of the 

prinèiple, or ·di:chot.om .••• without any att•pt at 

•e~iation.•11 Coleridge.de~ted a few pagea in one of hia 

poeket books to' a ·collection of ~lxtre•a Meet". fJ.lbere he 

quotea Milton'• "The parching Air 

:S.ma trore, and .. ~ld performs the Etfect ot J'ire" 
fl 

(OB 1725). Otaer exampl\ahe giyea are "Dark witb exceaa 

.. ot Light• (Cl 1725) and ~Partridgea towering attèr a beiq 

abot 1; ~ ~ertain ·Proof that they are raortaly [sic] 
'''• ' . ') '.•' ,., ,_ 

· wol.md.ed -. • • " (Cl S64). Miss Coburn' s note to the laat 

aeationed entry reade, "Coleridge's interest here was, 

perhapa, in yet aaother exaaple of lite-and-death 

opposite& meetingin one spectacular moaent.• At a later 

date, in April 1604, he applies this principle to hia own 

. lO.&lice D. Snyder, The Çriti!f Prit~~tle 2! the 
lleconciliation !d... Opestijs •!.!. -~ oxed !I.' Co~eridii 
(Inn ArGir, 1911T, pp.!§- b. 

llMuirhead, p.SJ. 



eaotioas. He is addressing Sara Hutchison: • ••• my 

Heart wishes &; yearns, &; stirs &; bustles about you/ &; 

then atagnates upon you, 'k• wishless troa excess of 

wishingl• (Cl 2046). 

The manner by which the contraries are brought ., 
/ 

together in Coleridge'• philo.aophy bas been auch discussecl 

by critics. Professo~ Muirhead,' when writing of 
; .., . 

Coleridge on logic, has de~crt••~ it_as tollews: •Instead 
' 

ot starting with opp"'lin&· concepts in one or othe.r of 

which, taken separately;, 1re .• ré to tind the .trutb., we have 
'i; ,,' '" 
~"P 

to •seek first tor the Unity as ~he only source of Reality, 

and then tor the two. oppositt. y_et cor:tespondent forma by 

e . which it manifesta itaelt. For it is ·an axiom of univereal 
. "' -

applicatioa·that m~ittttât_ioaon daturJ!!û :per alterwg. 
' ' : 

Instead theretore ot affirmation and contradictioa, the 

tools of dic~t•ic logi~, ,a h-.Ye the three teraa 
· .. ' '.·· 12 . 

Identity1 Thesis and Antitheaia.• Anothe.r critic hal 

seen Coleridge'• tenet as a yariation of the system of 

, thesis, antithesis and synthesis of Fichte and Schelling.13 

Here the thesia and antitheaie combine to fo~ a aynthesia 

12MU1rhead, p.S6. 

l)Mclenzie, p.)2. 
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which is yet more tha, the aere fusion of t.he conTerses. 
' 

.. ltnder Çt':Leridat~t••. gaze, "the world· beeomes the 

expression, half .. taphysical, half concrete, of unity and 
i- _., ,;. -: 

yariety,•1"' and'lite, definecl absolutely, ia the principle 
. •. ' . 15 
ot~ •unity in m\llteity.• .Colerfdge's conception of the 

artisticprocess ia cleael~a~:J,.ied with the idea of an 

in~egrat1on or' mùl tiplicitf in ~iformi ty. In !SOS, he 

writes of peetry: ". • ·• twb ....... kinds of pleasure are 
' : *'" -· 

' ~ . .. . ". 

procured, in the two master-molements ~ impulses of .an, 
the gratifiea~ion· of the Love of Variety with the grat. 

'; ' 

ot the LoTe of Un~formity •• •" (Cl 2516). Four years 
. . 

earlier he bad noted: •Poaponatius de Immort. Aniaae: 

-says of abstraet Ideae -~iversale in particulari 

speculatur -which is the philosophy of l'oetry" (CR 943). 

The methode and at.& of philoaophy are not ae diverse as 

they .tght seaa, and the world of unity and yariety t.hat 

Coleridge sees through hia biologie&! and philosophie 

etudies ia also reflected in the realm of poetry~ Aa be 

pointe out in his Pr:tli!iBarY Treatise 2D. Jlethod, .1fPlate 

was a poetic philosopher as Shakespeare waa a philosophie 
16 poet." · 

lltsnyder, p.2l. 
1Srheoa !{Lite, in Worka, I, 367. 

16Q.uoted by Kuirhead, p.256.· 



4-0 

That Coleridge stresses the coherence ot poetry 

is not aurprising •. He is remembering "the old con:f'licts 

and centradictiona that bad prevailed in cri tfcia, the ,. 

conflict between ideal and realistic.im~tation; the 

unreconciled opposites of reaaon versus imagination and 

emotion, o:f' rational pleaauJ;"~'/f'sl!it emotioaal effort, ot 
. .·· ' ' ·'.' '1 

reasoned judgem.ent· ursua taer!~. • 7 Just ·as he stri~ea to 
,, 

escape the old dichotomies; in losic, he a;tt'eapts.to.llerge 
~ • • .; ' • c ' 

these distinctions inaeatbetics. Shakespeare is the 
' greatest o:f' poets, tor '·coleridge, and lf8 can theref'ore · 

expec't hia to see in the Blizabetpn those·qualities which 

he so IIUch admires. Parts o:f' a passag• in · Greék, · written 
. . .· 

in Coleridge'• meaorandua book in làOl,jconcern 

Shakespeare. Translate~, they rea~ "~he Jl,1riad-ainded" and 

•complex and œultitorai in t .. Tariou~ly nrsatile wisdQa• 

(Cl 1070n). Aa Miss Coburn haa obaerved, •Tbe ideas 
-

combined are of comprehensivenesa and multitudinousnesa, 

alaoat Coleridge'• :f'avourite 'unity in multeity'" (Cl 1070n). 

lot only does Shakespeare present .a coaprehensive picture 

o:f' lite, but, as Coleridge is never tired o:f' telling ua, 

his judaement is equal to his genius. Coleridge is here 

· 17clarence D. Thorpe •coleridge as Aeathetician and 
Critic," Jo\U"'tal g.t the hetorx 2t, Ideaa·, V (1944), 391. 
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combati:ng a popular notfon thJit ShalC,speare is a great 

dram.atist by instinct, •a delightful ~onster~ -wild, 

indeed, without taste or judgement, but lite the it&spired 

idiots so much venerated in the East, uttering, amid the 
• ' 18 

strangest fo11ies, the sub1imest truths.• Coleridge 

reeognizes the dangers of Sl1ch d~isa as is present ia. 

much eighteenth century c;l!iticiam. · He collllents on. it in 
Il . ' 

his _notebook in 1802: Grea-t ~jury that has resu1ted from 

the supposed Incempatibility of one talent wi th another/ 

Judgement vith Imagination, i. Taste -Good sense with streng 

feeli~g~c ·-a if it be talee, a$ assuredly it is, the 

opinion has depriyed us or a test which every man migh.t 

apply -Lockets opinions or Blact.ore, Hume or Milton & 

Shakespearé/&o• (CR 1255). 

For Coleridge the poet's tunction is to integrate 

the many diYerse elements in nature into a whole. •Idly 

talk they who speak or Poets as mere Indu1gers of Fancy, 

Im~gination, Superstition, at,• he declares in December 

1804. •They are the Bridlers by Delight, the Purifiera, 

t~ey that combine them with reason & order, the true 

Protoplasts, Goda or Love who tame the Chaos• {Cl 2355). 

The poem, the statue, the symphony, are the means by which 

l.is. T. Coleridge; ShaÏ§spear@ Criticism, ed. T. M:. 
Raysor (London, 1960), I, 4. ., , '· 

' ·,' 

,, •, 
'.! •. ·,' ·', 



' 
the artiaiti# achievea ~hia integality. But art ia more 

,· " ' .: - ' 

than this. •low Art, • wri tes Céleridge, •uaed collectively 

for painting, sculptF.•, architecture and mueic, is the 

aediatr•••·betw~en·an~-~conc1ler of nature and man.nl9 
~ ·', !' .; . ,., •.. t 

It is 6nly througb ar_t that man can exp:ress the ideal. 

•How does lian;, a mere, l~eciaen elit natura aaturata, beC•e 

~ware of and·i.ake evident the process otnatura naturya, 
. ' ., .,. ; '· 't 

-the 'reala • of·. ~ssence? It is d~ne, sa id Schelling, through 

the~' aedilPI of art -art is the active bond between the soul 

and nature, betweèn es~,~nce 1

and existence. • 20 Schelling' s 
' ' 

Transcendantal Idealiam bad considerable effect on 

Coleridge and he._seems to have adopted, at least in part,. 

the other's beliet that "the eonsummation of spirit, ita 

perfect development and complete expression, is found only 

in Art. For in Art the conscious and the unconscious 

activitr are reunited. · In Art the unconscious activi'ty 

works in ll&n "'objectively'" "'without his consent'" as 

though he were ••under the influence of a force which • • • 

constrains ht. to express or represent things which he 

doea not tully penetrate and of which the aeaning ia 

19s. T. Coleridge •ao Poeay or Art • in Bio~aeia rteraria, edited wit~ hia .lesthetical Êasays by 0~ 
bawcroas (London, 1907), I, 253. 

20Herbert Read, Ib! It!! Voice ~ Feeling (lew York, 
1953),. p.l6. 
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. 21 . 
infinite.' Yet they camtot be expressed without 

22' 
conacious aetivity, study, retlection, knowledge.• 
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Writing in Deceaberl804,Coleridge maintains th.at •Poetry 

in its Srundkratt no -les~ than the Vervollkommung'sgabe 

[!enollko•g.cs,an]. ot, man/ :the seraphic instin~t" 
·. (QJI 2314). 23 .. Ae .. Misé Co bura hà~ explained, this entry ia · ,, ,§ ' . 

•a fontot.theidea Coleri~g,._t;requeatly expressed, of art 
' ' ' t"' ~- . ' ·.,i,· ·~::·1 ~:- . ..,.~:;--·~ '· ' .. . 
aa the récoaeiler· of aa•halld~D.âtun, of the particüar and 

the uniYe.rsal, tb~· t•pofa..,-··~and the perJtanent · ·• • • •~ 
.;.. f 

(Cl 2314-n). A few. 11onths earlier he is describing the 

work of the inspir.ed aa atônemeat': •. • • lach man will 
. -- ''. . -~ . . . ' ' ~· . 

·wd.versalize'ht•·aotions, a. te:t eaeh · is variously finite~ 
. ; ' ~ ' . 

' . . 

To reeoncile therefore is .traly ·the work of the Inspiredl 

This i~~ ~he' true Atoneaea••/i.e. to reconcile the 

atru.ggles ot the infinitely Pinite wi.th the Permaaeat• 

(Cl 2208). 

For Coleri~ge th•re i$ yet another· aspect ot 

peetry iR which uaity ie to·be round: in the fo:na that the 



work of ar~ takes. The heart of Coleridge'• thoughts oa 

this tepic is that a cortpositiorl has lite if it i:,s· eYolv~d 

trqm withia the poet' s uiind. : It is pUr ely l)ecbanical' if . 

the·artist's ideas are placed in a ready made mold. A poem 
' 

that is ereated ab intra, as opposed. to!J:! tnrâ,·has 
- -~· • ~~ • : ' • 1 . t; . ' ''.· 

orgànic .. ·uni ty. This partic~lar. beli•f he.s be en widèiy 

discussed by. critics, and. bas infl\lenced. a nQper ot . 

twentieth century writers. 24 The notion ·i~·;a complex elne, 

and writers have d~ttered ~· ··tbtfr,detfD.itioJ;lj. 01 .lt. 
' . . ' 

Because all critics do not.. give siailar int.erpretations of 

tà.e t.erm o.rganic uni ty, and l:le.ca~e 'it, ~· been sug1eated 

that there are discrepançiee 'tletween the~theory as 

expounded bJ Coleridge and as eapl~yed by; recent 

orgaaicists, 2S I shall try t~ ••oi~ the .. use. of the se tw 

worde in combination as much as possible. They will, of 

course, baye to appear when I quote from a writer who has 

· used the expression. 

Proteseor Fogle bas, I thiQk, presented the 

fundamental aspects ot Coleridge'• principle clearly. 26 

As a starting point,. he quotis Coleridge's.atatell~nt·that 

· 24see R. s~ crane., •cleal!lth Brooks: or the Bankrliptcr· 
of Critical Monism,• Modtrn ftilology, .ILT (194S}, 226-2 '· 

2Jcra~· ' . eseia. . . 

· a~iclwrd Barter F<>gle, f• ici!• l!l cyleridf'• 
· Criticiea. (Berkeley and Los nge es, IV62 , pp. -10. 
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•the organie form • · • • is. innate; i:t shapes as it develops 
i •. 

itself from within., and th~ fuln•sa. of its development i~ 

one and the same with the perfection of i~s outward form. 

Sueh {as1. is the life, such [is] the form.•27 !he doctr~ne 
also includes, firstly •the mysterious process of growth, 

in whieh the parts develop siaultaneously from a seed in 
. . . \ 26 

which the matured organism is already contained.• 

Secondly, the inseparability of torm and content. 

ltJlechanical unity is predetermined and superimposed from 

without. • • •. In organic unity the formal principle lies 

within; and the outlines of the form~d object are the 
29 . 

outer limits of its creative impulse.• Thirdly, the 

inseparability of the part from the whole, and fourthly 

•the copresence of conscious and unconscious, discursive 

and immediate, willed and spontaneous.•)O 

There are a number of significant entries in the 

Roté books _which illustra te' wha t Coleridge means by •the· 

growing principle• (CN 1433) in a work·of art. The most 

detailed, though prompted_by Coleridge's disagreement with 

a comment by Samuel Horsley on generation "by the plastic 

powers of nature• (CN 244411), expresses very fully his 

27spkespe~r~an Criticism, I, 198, quoted by Fogle, p.9. 
28 .. 

Jogle, p.9. 
29Loc. cit. 
-~,. 

30,ogle, p.lo. 
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views on the evolutive method of art, as well as of 

nature. . It has been suggestec:t·-~ha\:·' the passage should be 
. . ' ' 1\,,;- :.'! ;" 

comparêd with Coleridge'• easay··•On Poesy or Art" "where 

the creative proceas of th.-,,~t!'l\ is d•aeribed in terma 
·, •.'.,.,.r. ·;. i .t ;' • 

81ailar to those· uaed. tot' :ah• lite-foree h~e• {Cl. 2444n). 
,, 

It should be noted, ·howe1"eri tbat·~in the· entrt 'i.tselt 
. '· ""' '' - ., ~ 

Coleridge refera. to ~t~· · ·' ' ··· 
' 

"'fhe inducement · ot a Fonii on.· • pre::...exiating 
.. :"-..-'tt• '.-.. ~·' - .z~. 

-.t4tt'lal• -ia this a t!'\t• defi~iticm of Generation? 

.Wherein then would .G~ner"~ion differ tr~mlabricatioa, 
' ' ; .i· • . . 

•' ' ·r:' 

or .a · cbild trom a sta t\1.1 ~ · pi'cture.?.. It is aurely 

the .inducement of a Fona. on. a pre-existing mater.ials 

. 1n consequence or t4e· tr~aÎ.isston or a .Lite, 
t< ' . ; • 

according.to the kind.of the living Tranamitter, 

. this prtneiple of Lite so tran~itted being both 

the pri•cipa*le of tàe •••.iH•••• aaà induction 

ot the lorm, and of the adduction of the pre-existinc 

•teri$1•""'• The ditleZ'fllee theretore between 

Fabriçation and Gen•ration becomes clearly 

Jndicable/the Jlora of th~ latter is ab intra, 
- . 

eTolved, the other ab e~ra, impree!ed -the latter 

is representatiYe always of something not elree 

itsèlt, and the more disparate that soaething is 1 

the more admira ble ia the Form, (as in ftintinc it 

is .more admirable than in solid Wax/ < s1apposing the 

l i 



form• .to be> forma of Flesh -tkc~~> -but the former is 

representative .of its own cause within itself, i.ê. 

its causative selt -and resembles,·not representa. 

(CB 2444). 

A Deceaber 1799 reference to the nraaous 

eloquence• (CB 609n} of James Mackintosh is interesting 
- ' ' 

for it turther illuatrates Coleridge'• beliet that art, 

• • 

whether it be poetry or prose, should untold naturally1 

like a flower. Anytbiac tàat is interjected fr~ outside 

· destroys the impression of wholeness: •Mackintosh 

intertrudes, not !ntroduces his beauties. lothing arewa 

out of his main arguaent but auch is sboved between -each 

digression occasions a move backward to find the road 
'. ,! "'l 

again -like a sick man he ~coils arter every affection. 

'l'he Serpen.t . bf wh1ch the ancienta •blem' d the Jnyentive 

f'aculty appears to'••, in ita ude ofmotion most e:xactly 

to emblem a wrtt,r.of Genius. He varies his course yet 

still .glides. onwarda .. -all linas of motion are hia -all 
' beautitul, ~ ail propula~••- • • • yet still he proceeâs 

& is proceecling!_.,~(CJI, 609 }'• 

.If we thillk of botessor Fogle '·• list of some ~ 

the aere illpo~tant elements in Coleridge' a theory of an 

1tYolrtq work ot art, we see that three important aspects 

ot this concept are to be round in the extracts I have 



· .. 
quoted from the lotebookt; namely, the p.rinciple of growth 

itself, th• i:ciea thiat art introduces aomething trom. out-
•• '·. ':. ·, ! :,-

aide ... that which it is copyig and that "the more. 

disparate ,tha1ï something ·ts; the more admirable is the 
• '!" ,, '; - ~· ' 1 

····} • ;t. 'i ~ . ' . ~ . . ' .. 

rorm• (CR 2~), and thàt the content of a work of art and 

the. fora it takes &re pr~portionat'e. Coleridge does touch 
. ._:... . .' ' ·:, r;? 

upon the two ot.her.faceta Protessor Fogle has enWRerated. 

In CN 2599 h~ admires the ·i~lationship between the parts . ., 

and the whole. He is coll~ring, in this entry; 

conteaporary yerse with 15th and 16th century Italian 

poetry. Re hopea, .he saya,; t~ illlitate the style of the· 

Italians, •the studied position of these word.s, 10 as not 

only to be a81odious, but that the aelody of each should 

ref'er to, assia.t, t. be assisted by, all the foregoing ~ 

following words of the saae period, or Stansa •••• • 

Finally, we come to the last point Professer Fogle bas 

listed, the coapl-.Kity of the creatiye act, with the 

presence of active and passive powers. Coleridge 

recognizes the necessity f'or an active as well as a 

passiye side to poetic invention when he writes in Cl 20g6: 

". • • I have many thoughts, many images; large Stores of 

the unwrought •terials; scarcely a day passes but soae­

thing new in tact or in illustration, ••• .. rises up in 

me, like Berbs and Flowers in a Garden in early Spring; 

but the combining Power, the power to do, the manly 



effective !W,, the.t is · dead or slwabera most 

diaeasedly •••• • 

lleapite the tact, th$;\· Coleridge ia trying to 
~ < . !1.. - • 

escape ~ome or the dichotomies inhe~ent in earlier 
.' . 

criticiSil,, ·.sùch as the~à~a~hètion between forJ!l and 
• ' ' • 4 --.,;' ~-!;,; ' 

content, certain antithes.- do arise from the theory. As 
f 

Jaaes Benziger haà put itr, • ••• now the old coamonsense 

distinctions between poet·and poem, mind and matter, idea 

and expresai()n, intention- a~cf eÙcution, distinctions 

which German pbilosephy prided itselt uponhaving 

repressed .. all these r .. ppeared in the new and 
' . w : 

tmbrtqgeable abyasbetween ~hè:.•genial" artiat and the 

ordinary artiat, between organic art and mechanical art, 

and - ot course - between iaagination and taney.•'1 The 

contras tt are in tact part of the plû.leaeph7, for al thoup 

Coleridge stresses imitation rather thaa copying, 

iaa•inatioa above rancy, diacovery above iD.Tention, the­

second part of the dicàotomy creepa in. There are many 

instances in the Rotebook! where Coleridge indicatea 

discrepancies between two concepts which bad previousl7 

been considered siailar. 

One of the earliest fonas ot the distinction . 

3ltt0rganic Unity: Leibnitz to Coleridge, • ~~ LXVI 
{1951), 45. 



;o 
between rancy and imaainat ion iD Coleridge' s wri ting a ia 

to be round in hia notes of May-June 1804-, where he 

contrasta the imagination of Wordsworth with the rancy ot 

Butler: •In the men or continuous and discontinuous minde 

. explaia & deaonstrate the vast difference between the 

disjuotion êoajunctiTe ot the ~utlden Iuges·teizej on 

from external Contingent•: 'by .Passion·& Imagination (which 

is Passion eagle-eye~)- The Breese I see, is in the 

'rree• It comes to cool my Babe and· •- which is the property 

1; prerogative of< CGlltiauous m.inds of the higheat order, & . 

the conjûnction disjunctive of wit-

And like •. lob~ster bOil' d the Mera 

Froa black to red beg&n to turn, 

whi,ch 'iat the .excellence or ·- ot discontinuous ainds- • • • ft 

(Cl 2112) •. 

llisà COlnml btla noted (Cl' 669nl· 'that ltnt.s aa 
opposed to taJ.en't is tor Coleridge, in his other vorlts, a 

conyerse pract...ically equif'~èt to imagination :Yerpl 

tancy. In 01·'669 Cole.ridg~ pute dolftl, "Like Pepe a.· ])ryciM 

till 1;, ~ell! -if' fro• th!nce te 25 or thir'ty -no hope~ 

ot .Geai~s- but may bàve.Taien's â ma.ke an excellen-t 

Lawyer." Other examples are to be tou.a.à in CH 2557 and 

Cl 2879. 

The eaphasis Coleridge places on t.itation in 
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contrast to copyiq is conaid8nll/)le. '~i~ation ia, of 

course, c;e•tral to hia idea ot unit y in a po-~ Th~ work 

ar art that haa · growa tro• w!:t,hh' ..-~ representatiYè 

al ways at seaething not i~~elf ." ' •. • • (~N 244~). Th,e 

art.ist's tunction is to unify tbat ele•erit l(hich he haa 

introduced with thatwhich he is depicting. In )Jay 1799 

Coleridge quotea a German ·~~!,.age .,whicb transl:ated reade, 
.. ' 

"lveryone looks with pleasure on t,kia portrait. Not I, 

l)ecause for me it is only a portrait" (Cl( lt.32n, 17). Two 
•' 

other important entries 'bC.a.rtng ,on this ûo'pic come late 

in 1804. In the earlier of the two Coleridge makes a note 

-To defend the Opera.all the objections against eguallx 

applicable to Tragedy & Coaedy without music, & all 

proceed on the talee principle, that Theatrical 

representations are Copies ot nature whereas they are 

iaitations.• (Cl 2211). In the later one Coleridge giYes 

a clear and iaaginative account or the nature ot 

imitation: 

Hajd to express that sense ot the analogy or 

likeness of a Thing which enables a Symbol to 

represent it, so that we tbink or the Thing itself -

& yet knowing that the Tbing is not-present tous.­

Surely, on this universal tact of words & images 

depends by more or lesa mediations the iaitation 

instead ot !!2[ which is illustrated in very nature· 

. ' ' ,,, ' 



ahakelpearianiz~d/ -that Proteus Essence that could 

assume th~ very, fora, but yet known & felt.not to 
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be ~he Thing by that difference of the Substance 

which .~ade. evef"y a~om of .tJle FoJ;"m another thing/ -tbat 

li~eness not ideati~y - ~n exact web, every line of 

dirèlction miracÙlously the sue, ibut the one worsted, 

the other s Uk. 

(CN 2274)• 

Aaother dif:terenc; that Coleridge maas us atf&re · 

ot, ia tnat.t between discoyery a.~d inventi~n. ~... Into a 

dt•cutrtJ: I have sunk troa an 1nventor, • he ~ites 
1 

dejectedly (Cl 950). Miss Cobura has suggested (Cl 3S7n) 

that the above r8Bark is perhaps an allusion to a passage 

in l:lopstock which translates: •He who possesses an 

unwearying, lucid mind; sharp eye1 / A~d mucb good 

fortune,/ Discovers;/ But he who at midnight, roused by 

Genius,/ Plumbs the depth of original power, measure and 

beauty,/ He alone inventa.•- llop•t.ock's distinction, 

Professor Coburn explaina (Cl 3S7n), •is roughly this: 

A discoverer is oae who perceivea in existing things 

sometbing that no one else ~as seen before; he requiree, 

above all, eyes, and the ardour and perseverance to go on 

looking. But an inventor is one who organises what 

already existe in an entirêly new way, and so brings inte 
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being sœething new which is to be judged by the pgrpose, 

goal and intention it manifeste.• The contrast Ilopstock 

draws oetween discovery and inTention should be compared, 

although there are differences, to Coleridge's 

distinction between rancy and imagination: nFancy is the 

arbitrary bringln& together of things that lie reaote, 

and torming thea into a unity. The materials lie already 

tormed tor the mind, and the taacy acts only by a sort or 

juxtaposition. In tmagination, on the contrary, the mind 

from the excitem.ent of some slight impression generates 

and produces a' fo.rm. ot its own.•32 For Coleridge, then, 

to reel that he bad sunk from an inventer into a 

dis-co'terer, was a seri ou• ;incU.ctllent of his own poetie 

power s. 

Àt.thj.à point'it should be mentioned that 

Coleridge's concept~· of unity and of t~e growing 
. .• 

principle." in ~art ar:e in no 'ay atrikingly original. The 

background of, the se ideaa haa been explored by 118.llJ 

critics and it is not ay purpose here to trace the 
;, ' . ) 

infiuences on Coleridge vith reter,ence to these topics. 

However, as I wish to avoid the impression that Coleridge 

was alone in his Tiews, a tew major authors who held 



siail.ar beliers will be brié.tly· ~ited. 
7:,· 

\ ' . ~ .->;' ;' "~ ~ 

Pro:f'essor Baker ~s gone into the origins of 
j ,, : . • 1 ' '0, •.• 

Co+eridge's .thougbte o• unity in some detail. He bas 
:a. ', • : ~ 

~ ' .~" t : t 
sugested that the ·true·origin or the principle of the 

reconciliation of oppo'sites in Coleridge's critieal 

thinklq .. is leo-Platoni~~ .·rather than derived priaarily 

from Fichte and Schelling. H.e r•arks that Coleridge knew 

tliat th.i.s dQ ctrine went baC.lt ·as .. ra~. as Heracli tus. 

Profesaor Baker also pct.ints .. ou-..>.tlMlt the id.ea of the One 

and the Many is central to Plotinus' thought.33 Ar:lstotle 

is another possible source of influence. Professor Baker 

bas quoted Aristotle on unity: • 1The truth is that, just 

as in the other ia:ltat:lve arts one imitation is alwaya of 

one thing, so in poetry the story, as an taitat:lon of 

action, must represent one action, a complete wbole, with 

its several incidents so closely connected that tbe 

transposai or wi thdrawal:,of any one of the• will disjoin 

er.·disloeate the whole. For that which makes no 

perceptible difference by its presence or absence is no 
', ' 

real .part of the whole.*t134 

' ' 

)3Jaaea Volant Baker, ·D.. S!.ct!d lliYer (Baton Rouge, 
1957), p.l30. ·· 

34\fi!totle.,nm ~ kl·~ Po~tq in 'tt. W'fk,. !t 
Aristor,, .ea.,-.--1)::-Jioss (Ditor~ ,946)-;-11,'4 la, 
quoted 'by Baker, p.l)9. 
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R. "L~ ·Brett bas emphasiz•d the importance that 

't' 

the Oaabriclge Platoaists, such as Oudworth, may have bad 

for Colèridge 's thought. Cud1rorth and his fellows 
~ . . 

challeuge the mechani:stiep,ilosophy:of Hobbes, as 
':i .l ' ~· );; ' 

ss 

Coleridge do es those of Locke and Hartley. The -Oambr.idge 

Platonists adUilbrate a doctrine" o,t an organic principle 
,. . ... ,., 

which is held to ani,Jaate. ature.3S It is a short step to 

Coleridge' s view that th4t, orsanic principle is to be tound 

in art as well as· in natu~e • 

. Yet another critic bas exàained Knglish writers 

closer to Coleridge's own time. He bas declared tbat •In 

his [coleridge's] g~and central principle of truth to 

haan nature he began where Samuel Johnson and the Scotch 

rhetoricians bad ended, and from it derived all his 

indispensable subsidiary principles. And from 

intialations in Johnson, Warton and. Hurd he went on to his 

theory of organic rora.•36 

When one comes to think of the validity ot 

Coleridge's concept itself', a n .. ber ot objections and 

qualifications spr1ng té llind, partly to Coleridge'• 

theory, partly to certain critics' interpretations or it. 

3Ja. L. Brettf •coleridc4111'• Theory of tàe Imaginatiort,• 
·ledish Studies, I (191t.9), so. · 

J'rhorpe, p.lt-09. 



I ahall discuss certain probleœa which arise in connection 

with soae aspects of Coleridge'• idea of unity in art. 

A puzzling contention or Coleridge'& is that the 

tora that generation, as opposed to fabrication, takes ie 

•representative alwaya of soaething not itselt, .and the 

more disparate that soaething is, the more adllirable ia 

the Fora <•• i~ Painting it is aore admirable than in 

solid Wax- i~ iron ~r Bronze rather t.han Wax/ (èuppoaing ·· 

the rorm.s to be} .rorœs or Flesh • • • ) • • • • (Cl 2444). 

The first quest,ion tha1;, ay be asked 18 whether our 

a4airation or the tora ot a work ot art. is really . ~· . . - . . . . 

dep:endent; upcua t\le dillP,Ill"Jl.la~E!IS of the elements that are 

i!ltroduced froa outside into the,object. that the artist 

is-' imitati~.~ . In Cha~ters DII ~nd XVIII of Biographia 
. . 

Lit.era;:t.a, Coleridge gives .an exaœple of· an instance where 
'l ~-, 

he believeâ 't)lat our ·enjoym4Jnt of a poem. would be greater 

if the artist hâd combined more diverse factors with it • 

. ·In theae cl)apters,· Oole:tidge .is .. sta~ing his objections to · · 
. ; 't 

. . . -

certain aspects 'of Word'sworth.'s poetie theory, nd ia 

concerned, among other things, wi th the problem of 

iaitation and copying. In reviewing Wordaworth's poea 

•The Thorn,• Coleridge explains that 

••• it is not possible to,imitate truly a dull.and 

garrulous diacourser, without repeating the affecta . 
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of dullnns and'Jarrulity. , However this may be, I 

-.dare aaser1;. that the parts (and theae fora the far 

'iarger portion of the whole) wbieh might as well or 

st~ll better ·bave :pJ-oceeded~troa the poet'• own 
", +' "' 

iaagination, and l'lave ·been spoken in his on 

charaeter, are those whieh have siven, and wbich 

wUl continue to give, .Wli.,er•al delight: and that 
, ' ? 1 

.. ' 
the passages exelusively appropriate to the 

supposéd narrator • • • are felt by many 

unprejudieed and unaophistieated hearts, as sudden 

and unpleasant ainkings from the height to whieh the 

poet bad previously lifted thea, and to which he 

again reelevatea both ht.self and his reader.l7 

57 

In this comment Coler~dge is telling us that a poet who 

copies the language of an uneducated rustie word tor word 

will not produee a suecessful reault. In the followin& 

ehapter, Coleridge contrasta a stanza of Wordewort.h wit.h 

the way in Whieh he thinks a rusti~ would tell the same 

tale.l8 Here Coleridge is saying that there is neeessarily 

a difference between poetry and the conversation of 

ordinary aen beeause poetry ia essentially ideal, beeause . 
there is •required of the poet an involution of the 

37Biosra2bia Literaria, II, 36-38. 
i 3 Ibid., II, 44. 
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universal in the individual.•39 Poetry ia •representative 

alwaya of soaething not itaelf" (CN 2444), and theretore 

the peet must introduce ideas of his own into the seene he 

ia depicting, even if it ia only in the choiee au.d 

arraageaent of words. When the fora of the peasant' a 

discourse is altered it beeoaea more effective, because it 

is different. Geleridge'a point is twofold: first, an 

eleaent of ehoice must enter into the poet 1s creatio;n, and 

secondly, and this leads :ali l.tack to Coleridge's theory ot 

unity in art, in the peasant's conversation •there is a 

want of perspectiYeneas or aind~ that sv.niw, which 

enables a man to foresee the whole or what he ia ~ convey, 

appertaining to any one point; and by this means ao tq 

auberdinate and arrange the different par,ta according \o 

their relative iaportance aa to conTay it at' once and as 

an organised whole.•40 

Although, as we hav,~:· i~n, Coltrid&e ~iyea ua an 

exaaple in the Biographia of the.neecl tor the introduction 

or an external element, whea one considera his r.ark tbat 

•the more disparate that soaething ia, .the more admirable 
-
ia the Form" (CR 2444) one beaitates to accept it tully. 

In the first place, is Coleridge'satatement true as a 

general principle? It does not aeem to me that he has 

39Ib,j., II, ))n. 

4°ibt4., n, 44. 
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pro'red concluà'i:t'ely t.ha.t the aore disparat.e t.he introduced 
,, y ~ 

factor, t.he more aàairable the fora. The other example 

that éole.rid.se gives, •{as in Painting it is more admirable 

than in solid ·wax - in iron or Bronze rather than Wax/ 

(s~pposing the forma t.o b~) forma of Flash ••• )" (Cl 2444) 

is particularlq tri oky. Al.tllough •ny wax-work aodels 

are inferior to bronze statues or to. paintings, is 1' 

because the artist bas not saeceeded in introductng enough 

outside factors into his figures or is it for aome 

entirely different reason? 

· Au.otàer objection a prince to minci. Although 

Coleridge shows us in the Biographia that the artist's 

material MUst be permeated with something foreign to it1 

his statement that the !2E! disparate that aoaething is, 

the !2t! admirable ia the fora, could lead to extravagance. 

If the diaparity vere too great, the reader's or 

spectator' s attention wou.ld be stru.ck cbiefiy by. this 

disaiailarity and the unity or the work or art would be 

lost. There doea seea to be a confUsion in Coleridge'• 

own thought on this point, for on the one band Coleridge 

measures the success of the unitying principle by the 

obstacles it bas overcome, by the incongruity of the 

elements that it has har.monized, while on the other haad 1 

he attributes pleasur•elè ··. surprise, caused by the 
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bringing together of disparate elements, to wit,41 not to 

i.agination. In his definition of poetry, Coleridge 

stresses t.hat a poe11 proposes to it.selt "auch delig}l~ fr011 

t.he whole as is compatible witb a .distinct grat.ification 
lt-2 . 

fro• eaeh component part.• · Re points out that ftthe 

philosophie critics of all ageà coincide with the ultimate 

judgement of all countries in • • • denriug the praises ot 

a just poea to a series of striking lines or distiches, 

each of which absorbin& the whole attention of the reader 

to itself, disjoins it from its context, and makes it a 

separate wbole instead of a har.aonizing part •••• nlt-3 In 

the aspect of Coleridge's theory expressed in the last 

quotation anything that detracts from the unity of the 

poe• must be suspect, and we should t.herefore keep in mind 

the possible tendency to excess which the phrase we have 

been studying froa the Botebooks, if it does not 

countenance, at least does not rule out. 

We now turn to another problea which Coleridge'& 

aesthet:tc theory rai~e·s •. Ip connection with his concept 

of art as an evolutive entity analogoùs to a living thing, 

M. H. Abrams bas pointed out th• necessitarian 

U§!J!kefQtarey Criticisa, II, 9Q-91. 

•2Biosra2hia Lit~raria, II, 10. 

ltltoe. ci t. --
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iaplications of the organic metaphor of the ~owin& plant, 

and ite possible etfeote upon Colerid&e'a tbeory.44 As . 
Profesaor Fogle bas phraa~d it, •the spontaneoui growth 

of the plant from its seed is predete~ined and inevitable, 
: !" 

so that if th~ figure is identical with the the•rr there 

is no rooa for will, judgement, understanding ... in short, 

for 'art' in general. 'Nature' .usurpa the wl;lole domain.,tt45 
'· :, lot 

. . . 
Jo es. Coleridge inte!UI the, 11e~pbor of growth in nature te 

~ . ~. 

be. identical with the untolding of·a·110rk of &r!f, Again, 
. . .· 

.1 

does he recognize the compuUs()ry nature of the •taphor? 

If so does he really think of. the art,istic process as 
. . . . ' 1,.6 
•mere will-lesa, purposeless and unthinking spontaneity"? 

The questions are difficult·to answer. ·From remarks in 

the Note!ooks we learn that cOleri~ge do-~s not consider 

the symbol and its •bject to be similar. -The understandtng 

of Jletaphor for Reality (lb,V.es:. ~nd Fishee • 1post1ea1 i ' . 

Fisherman, Christ' s Doctrine /'aè Ac) one of the Founta:i.na 

of the many-headed · 1l ive~ of' ct~dulity wbich overtlowing 

covers the. world with miscreat~oas & reptile monsters, & 

then gives its hqe ·aupply th~ 1:: its many moutha into the 

"]he M~t .~~Ml-.~ L.um_. · !Jew York, 195.3), pp.-17.3-175, 
22.3-22 , cite .. 7""'1"igii"'; ~· 

4.5Fogle, p.66. 

46Thorpe, "Coleridge aa 4eÎtbetician and Critic," p.409. 
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Sea of Blood" (OH 2711), he writes in the autuam of 1805 • . ~ 
At the peginniQg .or the· ·--~,year, he says at an 

expression he haa just ::put down, •The metaphor is as just 

&l ef a aetaphor any one bas a right to claim •• ·" . 
(Cl' 2402); Perbaps we should not take Coleridge'• aetaphor 

'"'"'- ' .. 

· of the growing plant as litera1ly as critics such as Gordon 

· Mctcenzie have done. Mcleasie bas wri tt en: •'l'he develo}8ent 

of organic unity ia fixed aad uncbangeab1e, the gatheriag 
,. 

ot the •terials which are uitied is a process which is 

spontaneoua, dynaaic and ineTitable. The finished produc' · 

is in no way open to aubs~itut.ion or change. If there 

should be change, that change would necessarily be a 

continuation of the process; it could never refer to wbat 

had already b•en accom.pl18hed.•47 This •••• to me w be 

going beyond what Coleridce,.aays throughout his writinge 

on the nature of poetic creation. Admittedly Mclenzie's 

comment aay be deduo•d fra. Coleridge's theory, but it is 

a developaeat which I do not think Coleridge made. Vith 

reference to Coleridge' a ayabol, then, one can only 

conclude either that Colericlge was unaware of the 

prescriptive el .. ent in hi• figure of speech, or that he 

did not expect his readera t,o:take it so literally. 

While Kclenzie may interpret Coleridge'• concept 

4'1Melenzie, Qrc!t!iC Unitx .Y! Coltridge, p.75. 



oL a poea as spontaneous and inevitable, other critics 

would not,agree. Max Schulz has.said that Coleridge 
' 
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believes •tbàt • true ·poet dreaas being awake. Be is not 
· ·· · .ltS 

poaaessed by his subject but has dominion over it.• It 
. " . . 

seèlls to ·~ that any ne~~saita,rian.'Y:iew ~f Coleridge's 
' . - . 

conception of unity conflicts with ·Coleridge's ai• to 

escape from the necessitarian iaplications of Rartley's 

theory of association. If Coleridge believes that the 

poetic process is beyond his control, he is tniag;: hill8elt 

as firmly as if he were to aceept Hartley's philosophy. 

A further tlaw in Coleridge'• doctrine of unity 

is that soae writers seek variety rather than unity. Two 

exaaples are Sterne in Tristry Sbandy and Thomas Nashe in 

The Unfortunate Traveller. _Is the work of an artist who 

sets out to produce variety· rather than unity necessarily 

poor? 

Coleridge's theory cen also be criticized for 

containing a circular a~gument. We may coaplain that it 

the only evideaee tbat a work of art has not achieved 

Coleridge'• partieular brand ot unity is that we do not 

like it, perbaps the reason we do not admire it bas nothing 

to do with its organic nature. In the same way, it can be 

argued that we may enjoy a successful work of art for some 

4Sschulz, The Poetic Voiçes 2!:, Coleridge, ,,p.104. 
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entirely different reason, unrelated to Coleridge's 

principle. It-is interesting,.in this connection, that 

HWBpàrr Bouse abould haYe said of Coleridge that "it ia one 

ot tàe_irenies or his lite that hf Who saw so cleariy and 
. ' expounded more tully than" any .lnclish cri tic before hia, 

the principle of the orgaaic mtityof a wo~k'ot art, should 
' .. ' ' ''\ 

bave achieved that unity •• .ri,nly [in hi's' oWr! poetry} r 

but it is more ironical at~ll;·~hat wi~bout. achievirtg the 
' . . 

', ' ~·. .~ '~ ',(:.~ . ' ' ·,: . 

unity he abould ao often, otherwiee, have contributed te 
. " l . " 

the Yery ends whicb his ow.n prineiple ~f unlty was designed 

to aene~•"'9 
·., 

A final issue should 'he lllentioned aad th.t ia . ' . ,. . 

the interpretàtion or Celeridge1 s belier_in the 

inseparability of form and cont•nt,· of the part and the 

whole. Coleridge èxpressea 'tàia idea of indiYieibility 

when he writes, •eu.eh is the lif'e.,. nch the form.•'0 As 

James Bens:l.ser bas put it,·•the organic poet'• idea 

develops only at the sa.e ti.- that it·expressea itselt 
' 

outwardly in the work of art bei~ created.J the orsan~c 

poet, as it vere, doea not know Yery clearly what he 1s· 

doing until be bas done it.•'1 Some modern organicista 

49Huaphry House, Celeridg {London, 1962), p.l6. 

SOshakespearey Criticig, I, 198. 

Jlsenziger, · "0rganic Unity: Leibnitz to Coleridge," p.26. 
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t.:;' ' . .. • • . • ' 

would go· ,f'urtner "han· tliia and declare that • ••• any 
. !/ . ' . ' ' • 

talk of intention is tallacious and aisleading because i~ 

iapliéa:· aq ·eleaent of pur po si ve~e,ss th at is ali en to tne 

organic ~ture ~t ~étry.•SJ Tbis .particular critic is 

lœitin& of poetry in general, and not about Coleridge, 

but the attitude ia an iaportant one. It aeana tbat we 

may look at the po• only as a whoie and not examine any 

of its parts, such as the diction, what the poet is saying1 

and so on. However, in the aame article this critic bas 

realised tbat practical difficulties do arise~ for 

instance if a student does no~ -understand• a particular 

poea. S3 Professor Thrope points out tha t •oyer and oyer 

he [coleridge] refera to Shakespeare'• intention, hia 

desiga, bis predeteœined plans1 his conscious art in 

creating scenes and charactera and aoulding all to • set 

aia. • 54 Prof essor Thorpe gi Yea as an e:x:ample an analyaia 

by Coleridge of H!fle%: -rhe tiret queation we should aak 

ourselyes is - Wbat did Shakespeare aean wben he drew the 

character of Bamlet? He never wrote any thing without 

design, and what was his design when he sat down t9 prOdlloe 

this tragedyt•55 

S2R. Jack S.i~h, •Intention in an Organic Theory of 
Poetry,• Sewanes leTiq, LVI (1948), 626. 

Sltoc. cit. --SL . 
~·horpe, p.40S. 

SJshakespe.!J:tt.D Criticisa, II, lSO, quoted by Thorpe, 
p.40S. · . , ' , 



,'fb•re have bèen a nabèr of attempts at explaining 

this divisioïi betweeta ·the theory of indissolubility of idea 
,''!.':'. . 

and expressioa, and its practical application. Gordon 

Mcleazie bas repeated.ttte·idea .or Bernard Boaanquet tbat 

•tora and substance are really one in principle, but that 

by a logical fiction we contiaue to contrast thea becaase 

there is alwaya aoae failure to bring thea together.•'6 

Jaaea Benziger belieYes that there are certai.D 

intractabilitiea in art to Wbich one muàt be resigned. 

~~Modern 'organic' critics,• he haa written, "aay even fall 

into positiYe error by refusing .to admit a certain basio 

intraetability in the aateriala with which eYea the greatest 

artist must work: rigidities in language and artistic tora, 

rigidities whioh must be expected in the mind of the 

reader, rigiditiea in an old atory which caanot quite be 

bent to a new purpose. Sucll things William James would 

term the 1given 1 : and he belieYed that not even the most 

iapressive monisme can elimiftate them. He likewise 

believed that a pragmatio philosophy should accept thea 

rrankly.•57 

I. A. Richards, writing ot Coleridge's •theory 

ot the act of knowledge, or of consciousness, or as he 

S~cKenzie, p.39. 

J?Benziger, p.48. 
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(coleridge] called it 'the coincidence or coalescence of 

an Object with a Subje~t,••56 contends that because •in 

the e=oductt of lcnowilig we later have occasion to 

distinguish Subject from Object does not entail their 

separati~n in the 2,rè~tss f•~9 We may perhaps apply 

Professor Richards' contention to the study or poetry. 

As lo~ as .~e ke•p , in min~ 1 the . ~act that the au thor 
' ' -.,. •: ~ . 

creates the poea as ;J.n. entity and not pieceaeal, and as 

lo"g as we read the peelll as a wbQle from time to time, it 

does not se• to me that we destroy the value of the poea 

by distinpishi~ the pçts wlthin the wholé from one 
·t 

another. In the entry in which he discuasea fabrication 

and gen~ration, Coleridge also differentiates between 

Unitarianisa and Trinitarianism. The passage ia a little 

hard to follow, but the point that is of most interest to 

us is quite clear: •None but a thorough Theologiat can 

combat succeeslullJ with a Christologitt - to shew the 

inanity of Jehovah, Christ, and the Dove admit the adorable 

Tri-unity of Beiq, Intellect and Sp:i:rttual Action,. as the · 

Father, Son and co-eternal Procedant, that these are God 

(aaà i.e. not mere general Terms, or abstract ideas) and 

(that they are) one God (i.e. a real, eternal, and 

SSI. A. Richards, Coleridge 2a Imagination (London, 
1962),.p.44. 

S9Ibid.' P• 53~ 
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necessary Distinction in the divine nature, distinguiahable 

Triplicity in the indivisible Unity)• (CN 2444). Now if we 

substitute aoae.s11ch wordas •p~ta.l''êr "eleme~ts•··,tor 
"' ' . . ' ~ . 

•Triplicity• iD the last phrase, we would seea to haye 

an illustration of Coleridge'• notion ot unity in. a llork 

or art. If we inaiat upén regarding a composition solely 

as a unit, we ignore Colerict~•t• example in his literary 

critieism. But to be •~re. ot the components and yet to 

see the poe• in its ~atirety is to be consistent with 

Coleridge' s theo.ry and his. practice. 
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t ~ .. . • • 

Cole~idg~ :beli~~· that. "The best part or hwaan 

language, prope:rly so called, is derived from reflection 
.' 1 

on the acts or the mind itselr.• His Kotebooks, as 
' ,, . 

'!1 "' • : 

indeed most or his writings, bear witness to the ract that 

he is intensely interested in the wo~kings or his mind, 

and in the subtle ways in which a poem is engendered. His 

observance or his own mental states is remarkably acute, 

and, as Professor Coburn observes, his awareness or the 

unconscious is an anticipation of later systematic 

psych<>logy (CN 2066). Indeed, I. A. Richards maintains 

that Coleridge takes •the psychology of the theory or 

poetry œ6 a new leve1.•2 

In this chapter we shall study Coleridge's 

psychological opinions, as they appear in the lotebooks, 

with special reference to the contribution tbat these 

opinions make to his critical theory. The Notebooks are 

or particular interest in this connection becauae they 

teem with Coleridge's tho~ghts on auch aspects of 

creativity as the relation of the conscious, the semi­

conscious and the subconscious to the making or a poem. 

1samuel Taylor Coleridge Bigç=a'Dhia Literaria1 . . -

edited with his Aesthetical Îssays b~. Shawcross (London, 
1907), II, 39-40. . 

2I. A~ Richards, Coleridge .2!. Iaaginatto1 (London, 
1962), p~lO. 
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We shall also exa.ine, not only those ways in whieh 

Coleridge, in his Notebooks, says that a work of art 

originates, but also certain cri tics' interpretations and 

developaents of Coleridge's theory of ereativity. 

If one begins to think of what Coleridge bas 

written on the poetie mind, one immediately reealls the 

·mach discussed definition pt imagination at the end of 

Chapter XIII of the Biogralb~a.l Beeause the passage bas 

been considered central to Coleridge's theory of the 

imagination, I shall quote it in full: 

The IMAGINATION then, I consider either as 

primary, or secondary.· The primary IMAGIIATION 

I hold to be the living Power and prime Agent of 

all huaan Perception, and as a repetition in the . 
finite mind of the eternal act of creation in the 

infinite I JM. The secondary Imagina ti on I 

consider as an echo of the former, co-existing 

with the conscious will, yet still identieal with 

the primary in the ~of its agency, and differing 
. . 

only in d!Ç'!!, .. and in the !!!!~.!. of its operation. 

It dissolves, diffuses, dissipates, in order to 

recreate; or where this proeess is rendered 

impossible, yet still at all events it struggles 

to idealize and unify. It is esseattally vital, 

3Biographia Literaria~ I, 202. 



even as all objecta (~objecta) are essentially 

· · f'ixed and dead. 

ftMCY, on the contrary, has no other counters 

to play with, but f'ixities and definites. The 

faner is indeed no other than a mode of Meaory 

eaancipated from the order of time and space; 

.while it is blended with, and modified by that 

empirical phenomenon of th~ will, which we 

express by the word CHOICE. But equally with the 

ordinary m.emory the rancy must receive all its 

materials ready made from the law of association.-
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There has been much discussion of the meaning of 

this passage,5 but perhaps James Benziger 1 s interpretation 

is the most useful: 

To Schlegel and Coleridge the earlier criticism 

seemed to split the hu.mau · s,pirit in two wi th , the 
'. 

intellectual raculties of understanding and 
' " judgement on the one side and .. ~e '_anti-intel.lectual 

fa cul ties of taste, geniu.a·, and imagination on the 

other. But according to the new philosaphy of 

4-toc. cit. ·--
Stotable, if differing, è%planationé have been given · 

by John Shawcroes, _•Introdu_· ction• to Biofeapàia Lit•raria, 
I, li T""l:x:xxiii; · Walt·er ,1 ackso~; .Ba te, *co e rl<lge .. on tlie 
run_. ction of Art, • Pèr!bjc:ti'f'~t ~- Critic~a.,. ed •.. Harry Levin 
(Cu'bridge, Mass., 19 , p.i26,,Job.i tl-viîigston.Lowes, 
fiMt.loif. to l'anadu · (Boston and Iféw York, >19.30); p.l0.3; · 
r.A. c~êlal !R.• cit •. , p.59; and Clarence D. Thorpe, 
•coleridge as ·eathetlcian and·critio,• Jop.rnal ~ ~ 
Historr .2t Ideal, V {1944), 399. · · 



Schelling (and the old philosophies of Leibnis·and 
. . . ;;~;:' 

some of bis predecessors}, , th~ ,haan s(?ul an~ all 
·-· • ,f ••· •• 1 

souls 1n the uni verse have onlr one basic faculty, 

the faculty_which Coleridge termèd the ~primary 

IMAGINATION.• This primary imagination, the •prime 

Agent of all human Perception,• enabled each monad 

soul to create ita own image of the "infinite I 

.AM. • It follows that such a huaan faculty as the 

understanding is but a aode of operation of the oae 

basic iaaging faculty, a mode in which the basic 

f'aculty operates with partic~ar precision but only 

within a very narrow compass. The •secondary 

imagination," what you and I would call just the 

"imagination,• is a more comprehensive :tunctioning 

of' this same faculty. 6 
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I have only been able to find three entries in 

the. lfotebooks .which have. a similarity to the Biographit, 

excerpt I have quoted. In these early memorandum books, 

there is no mention of a division of the imagination into 

primary and secondary degrees of the powe.r. However, a 

contrast is drawn between fancy and imagination. In Cl 

2112, Coleridge compares a .~oupJ.et by Wordsworth, •The 

Breeze I see, is in the Tree - It comes to cool my Babe 

6Jaaes Benzige:L-•Organic·Unity: ~eibnitz to 
Coleridge," P.MLA, ~YI (1951), )6. 



\• . 
and ae,• with two lines written by Samuel Butler: 

And like a lobster boil 'd tlïe Motn 

From black. to red began to turn • 
. ,,, 
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The first couplet, Coleridge says; ili.,.strates iaagination, 
'' f 

the second wit, but Protessor Coburn points out in her 

notes tbat the linas from Jutler 1s Bu.dibras are_a favourite 

exaaple with Coleridge of mere fancy (Cl 2112n). However, 

if we look at the nature ot tl:le diversity between lancy-

and imagination depicted here, and that developed in the 

later Biosra~hia passage, ~e will see that there ia a 

difference between the two. lhawcross, eommenting on the 

definition in the Biographia, haa·written of Coleridge'• 

conception of the diasimilaritr or taacy and imagin~tion: 

Th~s,_ ~ic~ ~d orip~al+y suggested itself_ as a 

distinction of poetie qualities, must by this time 

have come to have a deeper meaning for Coleridge. 

His growing conviction that insight into truth is 

essentially dependent upon the will and the 

emotions which mould thé will, and are themselves 

moulded by it would here find a ready application. 

For whereas the activity of fancy is practically 

independant of the artist's emotional state, it 

is only under the stress of emotion that the 

imagination can exercise its interpretative power.? 

7shawerosa, •Introduction• to Biographia Literaria, 
I, xxxi-xxxii. 
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The entry in the lote)ooks ex~plifies two types of poetry, 

one of an imaginative, the other of a fanciful nature. In 

the excerpt from the Biographia, on the other band, the 

divergence bas becoae more general. The artistic 

imagination recreates; the fancy merely manipulates ready­

m.ade materials. This representa a developm.ent of the 

earlier concept. 

In October 1803, Coleridge describes the effect 

incidents have on him: 

Bothing affects me much at the moment it happens -

it either st11pifies me, and I perhaps look at a 

merry-inake & dance the hay of J'lies, or listen 

entirely to the loud Click of the great Clock/or I 

am simply indifferent, not ~thout some sense of 

philosophie Self-compla~eno~.- For a Thing at the 

moment is but a Thing of.the moment/it must be taken 

up into the mind, diffV,$~. its•lf thro t the whole 

multitude of Shapes & Thoughts , not one of which i t 

leaves untinged - between eaeà .. w0~ ·• it soae new 

Thought is not engendered /.this a work of Timè / 

but ~be Body feels it quicken with me- (CN 1597). 
•. ~ . 

This may be compared wi._h the BiograpJaia assertion that 
~ . 

the secondary imagination .~dis,solves,, qiffuses, dissipates, 
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in order to reereate.• In the li?~Rh!a passag, the Tarb 
ff'. 

"diffuse• is used transitively, 'in ON l597 it is ·\oUled 
'· . ,, 

intransi tively, but an anal ogy may still be made, I think, 

as Coleridge, in both cases, is stre•siQg.that~a 

dispersion, a dissemination takes ~la..~e". 

In September 1807, Colei-i~ge' copies. a nwnber of 

distiehs from Sebiller's ~f!Dflaanaeh for 1797. Among 

them is one on the X.itator aad the Genius, which reads, 

in translation, "''Yen what iS already shaped is b.ut rav 

material to the shaping spirit• (.Cl 3131 [20] n). This 

is, no doubt, of interest to Coleridge beeause of his 

conviction that the secondary·, artistic imagination uses 

materials in its creative process wbich have already been 

formed by the primary imagination, for, aecording to this 
. . 

theory, aU perception is., in a sense, creation. 

While these memoranda are interesting, being 

sillilar to ideas in the Bitgraphia, they· are not the only 

entries which have a bearing on Coleridge's theory of 

creativity. In reading the Retebooks, one is struck by 

Coleridge's interest in the roles played by eonsciousness 

and ~ubconsciousness in the creation of a work of art. 

The relationship in Coleridge 1s thought between conseious 

and un~onscious activity in the writing ot poetry is 

subtle. While Coleridge, speaking of the nature of fancy 



and imagination, describes them as •faculties that are 
. 8 

rather spontane oua than voltmtary, • we must not forget 

that he also stresses eonscious intellectual effort. In 

the Spring of 1807, Coleridge is reading Dante's ~ 
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, TUlgari .. eloguentia, from whivh, in Clf 3011, he paraphrases 

anâ copies. A. G. Ferrera Howell's translation (supplied 

by Miss Coburn) of the passage reads, in part: 

Worthy of the highest style are the highest things, 

such as Safety, Love and Virtue. • • • Let everyone 

therefore beware and discern what we say; and wben 

he purposes to sing of these three subjects simply, 

or of tbose things whieh directly and simply 

follow after them, let hi• first drink of Helicon, 

and tban, after adjusting the strings, boldly 

take up his plectru and begin to ply it. But 

it is in the exercise or the needful caution 

and discermaent that the real diftieulty lies; 

for this can never be attained to without 
i:; 

. ·~ ~/ 

strenuous efforts o:f·ge&i"&Js, constant practice 

in the art, and ~bi't of the sciences. • • • And. 
.. ~. 

thererore ~et those who) .,innocent or art and 

science, and trustin&,t9 g•nius alone, rush forward 

to sing of .the· high~st e1lltj•cta:\ in the highest 



style, contess their tolly and cease from such 

presumption; and if in tbeir natural sluggishness 

they are but gee se, let thea a·b,.tain from iaita~ing 

the eagle soaring to the stars ••• {Cl jOlln). 

Coleridge'• commenta on consciousness and sub• 
. . ',,. . '•' 

consciousnes's .run through· bO·th·volumes of the lotel}ooks. 

There are many· references to the varying levels ot 

?S 

· awareness, to sleep and dre~s, to the posture. ot the body 

and its possible e!fect on dreams, to the role that 

association bas in tho~ght and to the •reverie-ish and 

stream:y• (ÇI 163.3) character ot Çoleridge's own mind. 

They cannot all be quoted here. I shall mention only a tew 

to indicate Coleridge's interest in the various aspects of 

consciousness and also those which ar-e of particular 

importanc~ to us, haviDg a direct bearing on the writing 

···of poétry. 

We shall begin with Coleridge's remarks on the 
" . \ " . ' 

levels ·or cognitioa in geaeral·~ . The earliest is -to pe 
.. 

tound in CN 6: • • • • - <The whole,. or sum total of the 

applications of the word, Faith;,rft.dl.lci.).>l•-to Fidelity-
' ,· ' 

as Loyalty to God, Fidelity'to~·our tellaw-~~eatures -
. ·. . ~· 

bence the most grevious ot Injuries ·not to be believed -
' ., 

' \ ' . ' '· ' ;4 ' 

resented as wrong, whic\t seds te ~ly aq êoriginal 
. ii . '. . 

compact, or promise between •~ch Spirit & all.spiri~s in 
·, 



their de~tbs of Being below, & radicative of, all 

Consciousness)• It is possible tbat this excerpt, whicb 

is a final interpolation to a loJtg:&lltry, was written in 
' . . 

1612~ rather tban in l791t (cl. qnJ. ADother observation 
' ' 
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tbat we may note, wri tteri iD ,(lctQber 1803, comea in a 

period lasting roughly from Oc.tober 18()3 to May_1801t whe 

Coleridge is particularly aware of this subject. QI 1601 

reade: "Some paintul FeeliD.g., bodily or or the mind / some 

for:œ. or feeling hàs recalled a past misery to the Feeling, 

& not to the conscious memorr ~ I brood over·what bas 

befallen of evil / wbat is the worst that could befall mé? 

What is that Blessing which is most present & perpetua! to . . 

my Fancy & Iearnings? Sara 1 · Sàra!- The Losa tben or this 

first bodies itself out tome/ •••• • Here,.in this 

distinction between •feeling• and •conscious memory,• 

"feelinglt seems to be a state in which the author realises 

that misery is present but i.- unable to discover the cause . . . 

of his unhappiness. The •feeling" bas not yet approached 

close enough ~o'a .• u.pralimilial state for him to be able 

to analyse it. 

In Jahua~ 1804, Coleridge writes, ~f a great 

metapbysician / he looked at (into!) his own Soul with a 

Teleacôpe· / what seemed all i~egular, he saw & shewed to 

be beautif'ul constellations & he added to the 

. : 
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Conseiousness hidden worlda within worlds" (CN 1798). In 

this entry, Coleridge remar )ai,' first on the frui tfulness 
"' l ' "'. '; ~ 

o:t plumbing the depths of the psyche, and secondly' on the 

· enormous ~erri tory of the m.ind t:hat is ~id den from. our 

knowledge. Coleridge's discèrn11ent of these inter­

penetrating regions of the. min~r.is,·e~ntinued in an 
. '. ', ""' 

observation coming from. Febr\18rY'l807: 

I fall asleep night af'texo.night watching that 

perpetual feeling, to whicll Imagination, or the 

real affection of that organ or its appendages 

by that feeling beyond the other parts of the 

body (tho' no atom but seems to share in it) has 

given a place ·and seat of''manifestation a 

schechinah in the heart.- Shall I èe try to image 

.. it to myself, as an animant self-conacious pendulum, 

continuing for ever ita ~c of motion by the for 

ever anticipation of it? •or like some !airer Blosaom­

life in the. centre of the .Flower-polypus, a lite 

within Lite, & constituting a part of the Life the9 

includes it? A consciouaness within a 

Consciousness, yet mutually penetrated, each 

possessing both itself & the other - distinct tho' . . . ~ . 

indivisible! - S.T.C.- (;1 2999). 

9coleridge's slip for •that" (CN 2999n). 



The peculiar alertness of Coleri~ge to the various levels 

of consciousness ia illustrated in 'this entry·. Coleridge 

says hère that he is constantly aware of hi's conscious-
·, 

. . ~ 

ness, but tbat this •conscioûsness within .a Oonsciousness" 

possesses"both itself &. the other.• In other worda, 

Coleridge is saying that he ~s aware ·of:.his· co~sciousness, 

but tha.t this very awareness is part of the larger 

consciousness. It is interesting that Coler~dge sbould 

describe this self-within-the-self as 11distinct tho' 

indivisible,• an idea he elsewhere applies to the Trinity 

(CN 2444) and which is pertinent to his theory of unity 

in art.10 

.ln e:x:cerpt from Coleridge' s not e·s of May lSOit. 

indicates tbe importance that psychology bas for him: 

~Query as to the posture of the Body we being semi-demi-

.conscious of it in falling to sleep, does it not act 

sametimes by suggesting the postures of Objecta, ot 

in~imatea so that ! could see them, of the animate partly 

so as they could look in on me:- On a subject so impo~tant 

no Hint but deserves a Memorandum at least• (CN 2073X, 

Coleridge discusses aleep aany times in his 

memorandum books. No doubt his preoccupation wi th it 

lOsee above; p.6S. 

'" .i/f 
,., •• 'i.:. 
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arises at least in paJ:t froa~;the poor nights he è.xperienced, 

due to sickness, unhappjJless, and addiÔti,on ~o opiWD. An 

interesting discussion of dreams is .to be f0\4lld in cx'2o;;, 
where Coleridge recounts area.Silf bt !sulla, 4 di,gu;I.Jle name 

. ,. . . . J> \. .-_ . ' . . . ·:· _.... :·: ·-· -' 
for Sara Hutcbinson: "My Dr~~· !2!: always corinectè~-' in 

> ., 

some way or other with Isulila;~. all_ ~eir forma ù.l a state 
'-,. ,> 

of fusion with some Feeling or other,. tlîa:t is the 

distorted Reflection-of m.y Day-Peelings respecting ber/ 

but the more distreasful ay Sleep, &(alast how seldoa it 

is otherwiae, the more distant, &Zst's Hospitalized the 

foras &·incidents- in one or two sweet Sleeps the Feeling 

bas grown distinct & true, & at length has created its 

appropriate fora, the very Isulia / or as I well described 

it in those Lines, 1111 Look' &c." Professor Coburn 

commenta that this entry is a "pre-Freudian observation.of 

the paintulness of the deptha below consciousness • • • 

and of dream.s as involving .tbe 'distorted Reflection' of 

the previous day• (CN 20;;n). 

Another pre-Freudian comment is to be found 

in CN 14.14: 
' 

Contact - the womb - the amnion liquor - warmth ;-

touch/-air cold + sensation & action of breathing -

contact of the mother 1 s knees + all tho se contacts 

of the Breast+ taste & wet & sense of swallowing-



Sense of diminished contact explains the 

falling asleep-/ this !!. Fear, [?not/and] this 

produces Fear-

lye contact, pressure infinitely diminished 

organic Conness (con to ken) proportionately 

increased. 

Coleridge recognizes that there is a connection 

between dreams and physical objecta, as for example in 

Cl 1620 where he realizes, on awakening from a dream, tbat 

the ticking of his watch haa·•rretted" on his ears and he 

has thought that his son, Hartley, bas irritated him by 

humming and hawing, instead of answering the questions 

put to hia at his christening. Another instance is to be 

round in CN 2064 { 9) : 

A really important Hint. auggested itself to me as I 

was falling into my first. Sleep- the effect ot.the 

posture of the Body, Opfn mouth_for instance, on 

first Dreams - & perhaps on all. White Teeth in 

behind a àirll open moath of a dim face-/ My mind 

is not vigorous eno~.sh to pursue it - but I .s!~, 

that it leada to a devèl*-'ent of th$ effects of . 

continued Indistinctness of Impressions on the 

Iraagination according to .l.ws o:t likeness & wb,.a t 
,. 

ever that may solve itselt,into" (Cl 2064). . . 

'i' i 

,'· "'' 
1,- ·' ~ -,~ .... '-

•: ~ 



Visions, for Coleri~ge, are .closely allied to 

other activities of the brain. In December 1S03, he writes 

of the link between reverie.and dreaming: "· •• 0 then 

as lf'irst sink on the pillow~ as if' Sleep bad indeed a 

matèrial realll, as if' when_I sanlt on my pillow, I was 

entering that·region & realized raery Land of Sleep- 0 

then wbat visions have I bad, wbat dreams,- the Bark, the 

Sea, •à• all the shapes & sounds & adventures made up of 

the .Stuf':f of Sleep & Dreams, ' & yet my Reason at the . 

Rudder/ ••• • (CB 171S). 

Memory is another. real:m to which dreaming is 

akin. One evening during the same month Coleridge 

(having t.aken opium, Miss Coburn suggests .(cl 1750n] ) 

writes: ". • • but. overpowered wi th the [ 1 eae&i.ea] , 

Pba1anomena I arose, lit my Candle, & wrote - of :figures, 

even wi th open eyes / of squares, & .Q Ir. of-, various colours, 

& I know not what/ How in. a few minutes f forgot such an 

Assemblage of distinct Impressions, èbullitipns & piles of 

golden col our & thence to thinlc of the Nature _o·t Memory. 
. ;, ~ ~ 

So intense/ & yet in one Minute forgottenl the same·is 

in Dreams / Think of thi§ • .' ~" (CH 1750) • · 

The breadth of possibilit:y,- for comment on tbese 
. . 

nocturnal visions is implied in a couple of lines appended 



to a description of a nightllare: •r must devote some one 
r. '. ' . ' 

or more Daye exclusively to the'Meditation on Dreams. 
. . 

DayJI? Say rather W~eks!• (01172~). 

When we finaUy ,_Y:P; t~ poetry and ~ts re la ti on 
): f ' ~·.- ' 4 < ' • • 

to the subconscious tbe~e J.s. les& wealth o'f mat~rial in 

these early record books. , However, the two entries that I 
'-· .:; "" ..,; . 

\ 

shall cite are significant, I think, ~d prove that 

Coleridge, while he may not in these Notebooks bave a well 

defined theory on the relation of the subliminal to the act 

of creation, does discern a connection between them. The 

first excerpt comes again from October 1803: WWithout 

Drawtnc I reel myself but half invested with language 

Music too is wanting to me. But yet tho' one should unite 

Poetry, Praftsman's-sbip & Music - the greater & perhaps 

nobler certafaly all the subtler parts of one's nature, 

must be solitary - Man exista herèin to himself & to God 

alone/- Yea, in how much only to- God - how much lies belaw 

his own Consciousness• (CN 1554). Professor Coburn 

interpreta this extract in bèr note by comparing Coleridge 

to a later expounder of a siœilar ideaJ ~. Edmund Blunden 

says I.::~S. Dallas •detected -~h~ ~ubconscious as the actual 

writing force before the tera was invented.' Introduction 

to y .Enclish Library by F. Seymour Smi tll ( 1943) • And 
. 

Mr. C. Day Lewis repeats the attribution in The .Po~e~t~i~e 

Image (1946) 39. The term and idea were undoubtedly ready 

to be born, Coleridge having paved the way. It may be of 



interest to notice that B. S. Dallas studied under Sir 

William Hamilton, student and admirer of Coleridge" 

(CN l554n). 
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Following an important discussion of the 

dwindling of his ability to write poetry, Coleridge gives 

the following definition of his· art: •Poetry a ra;tionalized 

dream dealing {?about] to ,manif6'ld Forme our, own ·Feelings~ 
that never were perhaps attached by us consciou$ly to our 

' . . ' ' .. '- ~ '' '.. . 

own. persona! Sel Y es.- What ie . the Lear, the Oth•i.lG·j ~ut a 

divine Dream 1 all Shakespeare, & nothing Shakespeare.- 0 

there are Truths below the Surface in the subject of 

Sympathy, .& how we beco!J 'that which we understandly·behold 

t. hear, having, how much God perhaps only knows, created 

part even of the Form ••• • (Cl 2086). Professor Coburn's 

comment on this paragraph runs: ·· •aga in Coleridge' s 

awareness of the unconscious - and .of the likeness of 

artistiic creation to drema-work - ie another anticipatiëll 

of later systematic psychology• ·(Cl 20S6n). 

It seems to me that in this last .eatry Coleridge 

recognizes and acknowledgès the notable part that the sub­

conscious plays in the a~t of creation. Notice the phrases, 
. ~ . . ~ ·' 

"that never ~rà.aps were •. ~t~ac."ed by us consciously to our 

own persona! Selves,• and "What is tb4a L6ar, the Othello, 

but a divine Dream 1 all Shakespeare, & nothing 
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Sha)tespeare.• C. G. Jung bas vritten et that class of art 

works 

that flow more or less spontaneou.sl' and perfect 

from the au thor' s pen. The'y c~· "as it were tully 

arrayed into the world, as Pallas A thene s prang ·from 

the head of Zeus. !beee works positiv#llY impese 
-: '· ,:, 

· themselves upon the authC?r; his band is,. as i1;' were, 
'i ~ ~ 

seized' and his pen writ·~ ~tqings ·, that bis mind . . . . .. ~ 

perceives with amaz.ement. The work brings with it 

its own form; what he would.add, toit is declined~ 

what he does not wish to admit is forced upon hill. 

While his consciousness stands disconcerted and 

empty before the phenomenon, he is overwhelmed with 

a flood of thoughts and images which it was never 

his aim to beget, and which his will would never 

have fashioned. Yet in spite of himaelf he is 

forced to recognize that in all this bis self is 

speaking, that his innermost nature is revealing 

itself, uttering things that he would never have 

entrusted to his tongue.ll 

The marked similarity of Jung's remarks to CN 2086 is . . 

worth noting • 

. ··•· . llc. G. Jung, •on the Relation of .A.nalytic Psychology 
to .P,oet.ic Art,• in his Contributions to Analmcal · 
Ps~chology, trans. H. G. and Cary P. Baynesndon, 1948), pp. 
23 -236. 
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Although we may see in CN 2066 an acknowledgement 

of the significant part that the unconscious plays in art, 

Coleridge has yet been aecused of underrating the 

subliminal powers ~n :the,.:;çreatiîVf.t. pfc,cess. Professor 
,• 1 li ' - ·. : / '1'_ ) • ,: •• 

. t',, . t" 

Baker bas written, "And in a~ite of· his awareneas of 

association and the unconecious as potential allies of the 
• ~ t ' ,,. ' ::. l .~ 

poet, .he serioùsly ùndêrestimat,ad the power of memory and 
t;' 1 

the 'deep well' to effect a sea-change. For a man who 
,. 

profited by it so much, he was strangely ungracioua 
'. . '; . 12 

concerning the alchemy of the unconscious.n This seema 
' ' ' '. . '. ''t' ~;.' 

a surprising statemen~, for'$lthough Cl 2066 was not 

published and is not to be found in Anima Poetae, 

Professor Baker has cited a number of very illuminating 

pronouncements by Coleridge on the work of the unconscioua 
. ',', ' ' .. ~ 

in art; for example, •.' •• there iain genius itself an 

unconscious activity; nay, that is the geniua in the man 
. l 

of genius,• 3 and the retelling by Coleridge of his 

experience in trying. to recall a name: 

I feel that there is a mystery in the sudden by-act­

of-will-unaided, nay, mo~.than that, frustrated 
~ \~·' 

recollection of a lame. l was trying to recollect 

12James Volant Baker, T·llJ Sacred Riyer (Baton Rouge, 
1957), p.227. 

· l)Biograpbia Literaria, II, 258, quoted by Baker, 
p.l??. 



the name of a Bristol Priend, who bad attended me 
. . 

ill m.y Illness at Mr. Vade's. I began with the 

letters of the Alphabet -ABC etc.- and I know not 

:whi·, felt convinced that it bègan with H. I ran . 
tnro' all the vowels, ae:Louy, and with all the 

co~sonants to each • • • in vain. Three minutes 

afterwards, having completely given it up, the name 

Daniel, at once started up, perfectly insulated, 

withdut any the· dimmes~ .antecedent··.connection, as 

far as my consciousness extended. There is no 

explanation of this tact, but by a full sharp 
' 

distitlctio~ of Mind from Cons.ciousness ... the 

Consciousness being.the nàrrow'lfeck of the Bottle.l4 

In his criticism of Coleridge, Professer Baker would do 

well to remember that Coleridge is an innovator in his 

ideas on the subconscious and its relation to poetry. 

89 

The concept, while it may appear commonplace today, was 

not so in the early ninete"n1;h century. The Hoteboog 

show Coleridge groping towards the enUD.ciation of an idea 

so complicated that he hardly lally comprehends it himself. 

It seems unreasonable to ask for the definitive theory in 

l4~nguirinl·s~irit, edi~ed by Kathleen Coburn (New 
York,§5l), pp.j -)1, quotei by Baker, p.l62. 
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Coleridge's writings that Professor Baker requires. 

But~~what rèally worries Profes~or Baker, I 

think.,.·ia· Coleridg!'• attitude to ·•11sociation rather than 

to the unconscious. Professor Baker says WWe believe that 

Coleridge illpovèrishéd and weakened his theory of 

tœagination by resolutely denying the associative power to 

the imagination and by confining it to the fancy. 1S He 

is,- of course., ,thinking of Coleridge 1s definition at the 

end of Chapter XIII of th~ Biographia. Professor Baker 

does admit that rancy works in c'onneetion wi th imagination 

in Coleridge's schema, and be quotes the poet's remark 

that •Imagination anist have· faney, in fa ct the higher 

intellectual powers can only act througb a corresponding 

energy of the lower ;•16 but l do not. th-~nk that he then 

bears it aufficiently in mind. As I. A. Richards bas put 

it, -coleridge often insisted - and would have insisted 

still more of'ten bad be been a better judge of his readers• 

capacity for aisunderstanding - that lancy and Imagination 

are not exclusive of or inillical to one another.•17 

lSBaker, p.22;. 

:1-0trhe 'rable _Tallt·._gg ·i~a ot.~ Ta~lor · 
Coler1T (tondon and""""ëwor~ 19!7r,&Pn1o, 1833, 
quoted y Baker, p.227. 

. . 
17coleridge'· 2!1 IJ!!d.n.ation, p. 75. 
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·Before discuseing the part Coleridge assigna to 

association in the poetic process, WJ should consider what 

the word •association• would mean to a late eighteenth­

century writer such as Coleridge. David Hartley 1s theory 

of association is complex and vide in its scope. · 

Fundamenta:].:ly, however, his doctrine is ••the foraation of 

all human character by circumstances, through the 

universal principle of Association, and the consequent 

unlimited possibility of improving the moral and 

intellectual condition of mankind by education.••16 With 

reference to the conneetion of sensations with ideas, 

Hartley enunciates _his law.of association as follows: 
., 

•Any Sensations A, B, c, &c. by being associated vith one 

another a sufficien~ NumbeP of Times, get such a Power 

over the. corresponding Ideas, a, b, c, &c. that any one 
' . of the Senil,ations .A, when impresse• alone, shall be able 

. ' . ·: . . . :; . " 
to excite in the Mind b, c.,. &c. the ideas of the rest. 19 

. ' ~ 

Conaeqti,ently, •every 5ucceeding thoug)lt is the result 

either of SQme new impression, or of an association with . . ' 

the precedi:ng. • 20 

l9David Bartley, ·Observation$ .2!!. Kan (London, 1791), 
Proposition X, I, 65. 

20 . . 
Hartley, I, 363. 
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Hartley's theory carries with it mechanistic and 

n~eeesitarian overtones, implication• which, incidentally, 

Hartley himself' did not recognize until several years 

atter he .:,bad begun his enquiries an~ which he eventually 

admitted only with great reluctance. 21 Coleridge rejects 

the,necessitarian aide Qf Hartley•s .. ,theory, in which f'ree-
• 

will bas a subordinate place. The discarding of' certain 

aspects of Hartley's con~ep' ~ca• be seen in the f'ollowing 
' { -1•' 

memorandum: • ••• It is f'a~se that the Thunder clap 

d'pends for all its. subl:im~ty on our notion of' the danger 

of' Lightning & Thunder - with its height &c - These aid 

but do not constitute .··~ • • I am much pleased witb this 

Suggestion, as with everything that overthrows a. or 

illust#ates the overthrow of that all-annihilating system 

of explaining every thing wholly by association ••• • 

{CH 2093). Coleridge also recognizes that tbere is more to 

a thought than we can consciously discern: •Godwin to 

trace at each sentence, all the thought & associations 

leading to it - 0 folly. Wew little reflected he, haw 

much of Eternity there is in each moment of' timeJ• (CN 

1563). 

On the other band, a number of aspects of the 

21Willey, .9l!.• ill•, p.l51. 
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Obs;trJ!tions 2!1 ·H!m. continued to influence Coleridge. Por 

instân.ce,' Hartley ~ -like Coleridge in CN 2064 and 2073, 22 

explores the possible affects of the posture of the. body 

on dreams. 23 Coleridge does not abandon the notion of 

assQciatio~ itself, the power by which ideas becoae linked 

to one another, nor doea it seem to me that he li.Dlits this 

activity to the •nar;rov.~ of the Bottle,• as Professor 

Baker implies wh~n he writes that Coleridge •failed to 
. ' 

unite association With the unconscious.•24 In CN 2543, 

•one of the most searching of his· attempts in the note­

books to analyse the varyin~ degrees of consciousness• 

(CN 2543n), Coleridge shows us that ~he associative 

faculty is at work beneath the conscious level of the 

mind: 

I, humbly thank God that I have for some time past 

been mo~e attentive to the regulation of my 

Thoughts - & the attention bas been blessed with 

a great measure of Success. There are few Day­

dreams that I dare allow myself at any time; and el 

t;àese law few & cautiously,built as they are, it is 

very seldom that I can think myself entitled to make 

22see above, pp. 83 ap.d dl.· 
23Hartley, I, 383-385. 
24-aaker, !à! Saçred Rivtt, p.253. 
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lazy Holiday with any one (of thèm). I must have 

worked har~,, long, and well, to bave earned that 

prin~-.ge/. So akin to Rea~on ia li.eality, that what 
~ • h '·~ 

:' , ~ 

I could S2_ wit;b. exulting Innocence, I can not al ways 

Illagine with perfèct 1nnocen:ce / for.ieason and 

Reality can stop and stand still e, new Influxes from 
•; r~ : 

' ' ,1 

withQut co\Ulteracting :thê b~s:es from within, and 

poising the Thought. Bu~ rancy and Sleep stream ~; 
' • 

and (instead of out~trd lot"'ls ~d Sounds, the 

Sanctifiera, the Stren&thenersl) they connect with 

them motions of the biood and nerves, and imagee 

forced into the mind by the feelings that arise out 

of the position & state ,,of 'tille Body and its different 

members. I have ae'eà done innocently what 

afterwaràe in absence I have (likewise> day-dreamed 
. : ·~ 

innocently, during the being awake; but al~e• the 

Reality was followed in Sleèp by no suspicious 

fancies, the •·~~••'Day-dreaœ has been ••• (CH 2543). 

. Another, and earlier, excerpt than the one just 

cited alao refutes Professer Baker's statement that 

Coleridge "faUed to unite associa ti on wi th the 

unconscious.•25 In Cl 1575 Coleridge again links this 

25Loc. cit - -· 
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power, by which ideas are connected and recalled, with the 

;lilDCOllSCious: •P.rint of the Darlington O:x:, sprigged with 

Spots.-. Jiewed in all aoads, consciously, uncona~ semiconsc. -

with vacant, with swilming eyes - made a Thing of Nature by 

.. the repeated action of the Feelings. 0 Heaven when I think 

how perishable Things, how imperishable Thoughts seem to be! -

ror what is Forgetfulness! • • • Renew the state of affection 

or bodily Feeling, same or similar - sometimes dimly similar / 

and instantly the trains of forgotten Thought rise from 

their living catacombsJ ••• • 

John Livingston Lowes, in tbat monumental work 1 

IB!. Road ,:Bt Xanadu, bas come up with an interesting 

thesis· concerning the workings of association in the sub­

conscious. He examines Coleridge's poems !!!. Ancient 

Marintr and Kubla Khan in the light of what is known of 

Coleridge's reading, and then assembles a theory of the 

workings of a poet's mind. Lowes describes how a poet's 

thoughts, what he bas read; things tbat have happened to 
' •. 

him, all sink down into his mind, into what he calls the 

"deep well." Once these traptnts are JNbmerged they begin 
.-~ • '='. 

to ·have an e:x:citing life of thei; own, they •ruse, 

assimila te and coalesc~. • 26 .,· IÂwes depicts the process in 

26x.owes, p .. .59. 
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Coleridge's mind: •one after anotber vivid bits. o~ what he 
., 

read dropped into that deep well. And there below the 

level. of conscious mental processes, they set up their 
1 

obsc:ture and pôwertul reactions. Up ·above, on the streq 

of consciousness (which is all that we commonly take into 
i• 

aecount) they bad floated separate and remote; here in the 

well they lived a stranaely intimate and simultaneous 

life.•27 It is' in this way, Professer ~es maintains, 

that new ideas and ~etic images are porn. 

It should be noticed tnat while Professer Lowes 

does draw on some o~ Coleridge's prose works, Biographia 

Litera~ia, Anima Poetae and the Gutch Memorandum Book, · 

among others, he is primarily concerned with deducing a 

theory from facts which he gathers from Coleridge's 

poetry and reading. When Professor Lowes was writing, all 

the notes that are av.ailable to us now, were not yet 

published. It is interesting to compare the psychology 

of art which emerg•tl from Co:J.eridge's Notêbooks, with. 

Lowes' theory o~ the creative process, in~erred from 

analysis of images in Coleridge's poems and in his reading. 

While Professor Lowes' ideas may be criticized 

on a number of points, 28 there are a few passages in the 

27Lowes, p.58. 
28 ' 

See below, PP·99-106. 
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lotebooks whicb se,,.- ;tO. ba;ve some similarity ~o the concept 

of creativity set forth in 1ü, Road, ~ Xanadu. I have 
.:: 

alr,eady quotied in this chapter, in a slightly different 

context, the entJ.tY froJp the lote books 'fhich I think most 
' ' ' .. 

nearly resembles ~otessor towes' idea of the deep well~ 

However, as it is very signifieant·, I will repeat it: 
. t 

Notbi'ng aff~çts me much at the moment it happens -

it either stupifie8 me, and I perhaps look at a 

merry~ake & dance the hay of Flies, or listen 

entirely to the loùd Clic~ of the great Clock / or I 

am simply indifferent, not wi thout soma sense of . 

philosophie Self-complaeency.- For a Thing at the 

moment is but a Thing of the moment 1 it must be 

taken up into the mind, diffuse itself thro' the 

whole mult~tude of Shapes & Thoughts, not one of 

which it leaves untinged - between eaell wch t. it 

some new Thought is not enge~dered 1 this a work of 

Time / but the Body reels it quieken with me-

(CR 1597). 

This passage puzzled me at first, because I could not 

understand why Coleridge writes, •Between eaek wch & it 

soma new Thought is ne! enge,ndered• and tben continues by 
. : 

saying, •this a work of Time.• What does the word •this• 



ref'er to?' If'·· the. phrase bef ore it is to be regarded as 

purely negative,· :"thi~• ean not referto it. If, on the 

other band, Coleridge means that the diffusion of the 
~ - ~ -;-
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•Thing qt the ~oment'· "thro~ th~ whole multitude of Sbapes 
. ' 

& Thoughts• is a work of' ti•e,, then what is the point ot 
l'"" . •. ;· ' . ' 

the antepê'nultimati phras$? Comparison with Ernest Hartley 
' . . - . 

Coleridge's text .in Ani!a P6•tae29 is helpful. He inserts 

in square braclœ,ts af'ter~"between• [not one or] •. An~ther 

possibility is to read the paasa~e as f'ollows: "· •• 

between eaek wch & it se- new.Théught is not [yet] 

engendered." In either cas• the sense of the phrase, as 

it stands in the Noteboek,, if we read it in a litera! 

manner, bas been reversed. If the excerpt is understood 

in an affirmative sense, we have here an important 

statement by Coleridge on the way in which new ideas 
~ "., . . 

originate. The perception, sensation or idea passes into 

the mind and is assimilated.by all the other th9ughts and 

images in the brain, all of which are coloured or affected 

by it. The new thought resulta from thesè combinations.3° . 

2~Ap~1f. P~tae .from th! !DfuptisQ.e~ noJtbQofft Qf..' Ja•ueJ; 
Taylor ëffiri e, ed.'E. H. coër dgeLon on,·95T, 
pp.3l-3 • 

30A letter to the author frolll, Professor Coburn, dated 
January 20th 1965 1 confir~ this interpretation. She 
writes: •He ·~Coler1dge) is 'talking about blending of · 
thought$ in the unconscious as giving risé to new thoughts. 
Naturally he is feeling his way in articulating what was 
not yet very clear even to himself but I have no doubt, 
especially in view of the numerous later references to the 
unconscious, that this entry points in the direction you 
suggest.•· 
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In .a~entry written làter in the same month 

Coleridge declares,· •sadly èio I need to have my Imagination 

elU"iched with appropria t~· I:lla.,ea for Shapes -/ Read 
·:· ' • 7 • ' f ~ 

Architecture & Icthyology-" ]CN 1616). This memorandum 
~· ·.~- . Ë·~. 

tells us that .Coleridge fe1t he' could .~nrich hia 
. .. ;-'" 

imagin~tfon with images by ~'t;her reading, and the note 

might be takén to: éor~pbo~a~j ·;Protes sor Lowes' contention 

that Coleridge read widely -with an eye which habitually 
':'' 4 

pierced to the secret .spring of beauty beneath the cruet 

of tact. And this means that items or details the most 

unlikely might, through some poetic potentiality discovered 

or divined~ find lodgement in his memory.n3l However, it 

should be noted that Coler.idge feels it is unfortunate 

that his imagination is in need of fre~h supplies. •Sadly 

do I need .to have my Imaginat~on enriched with appropriate 

Images for Shapes,• he writea. The tone of the entry 

implies that while Architecture and Icthyology may •sare 

his mind with images, this is not the primary way in which 

images come into his mind when he is at the height of hia 

creative power. It sounds as though Coleridge is turning 

to scientific reading almost as a last resort. 

There are a naber of possible criticisme of 

Professor Lowes' book, not all of which can be gone into 

31towes, pp.;6-37. 



lOO 

here.,32 Howe'V!~r, without"' appraising Lowes' views of 

:the .i.ncient Jfa.rinèr and Kubla Khan as poems, or investi ga ting 
' ' ' ' 'Jo •• ' • ' ' # 

the çircuuu~t;ancea behi.nd the wri~~ng of the latter poem, 
1< .... i< .·, ' . • • ' 

or stu'dying the ef'fe.cts o~ Qpillll on the mind 1 I shall 
-'f.""' 

suggest a num.ber of flawà iil'Prof'essor Lowea' thesis, in 

so far as it is connected with the unconscious and 

assoc.iation. 

It bas been pointed out that Prof'essor Lowes' 

ideas are in many ways siailar to the associationist 
' ' 

psychology of Hob)Jlea, Locke, Gay and Hartley, whereby 

images and ideas are formed mechanically and automatically 

by association. Miss Schneider presents Professor Lowes' 

opinions as follows: •All the while, through the 

m.ysterious working of genius, these fleeting memories from 

books coalesced spontaneously into visual images and were 

transform.ed into corresponding words automatically and 
. " 

organized unconsciously into finished poetic form..•;; 

She then commenta, •Coleridge himself might not have agreed 

with all this, for Lowes' exposition was more purely 

Bartleyan tban, exc~pt perhaps in quite early years, he 

would have approved.n34- 'l'he similarity of Lowes' concept 

32Elisabeth Schnèider, in Coleridge, Opip and Kubla 
~M__u. (Chicago~ 1953) t provides a clear and comprehensive 
erlticism of ·rh~ ~ ~ Ianadu. 

33schneider, p.ll5. . . 

34-toc. ci t. --
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ot the mind to seventeenth and eigbteenth eentury psrchology 

ean be se en in Dryden' s "Epistle Dedieatory of The Ri val 
' 

Ladite" where he writes: "This wortbless present was 

· designed you, long before it was a play; .when it was only 

a eonf'used mss qf thoughts, tumbling over one another in 

.the dark; when the faney was yet in its first work, moving 

the sleeping images of things towards the light, the~a to . 

be distinguished,· and then either chosen or rejectecl by 

the judgement; it was yours 1 my Lord, before I could call 

it mine. ".3.5 

The concept o:t the mli,.nd as a storehouse for 

images was not uncommon before Coleridge'& time, and ilj. 

regarding the mind in this vay, Pro:tessor Lowes is no 

innovator. Hobbes seems to regard the mind as a warehouse 

in his distinction between fancy and judgement: 

For memory is the·world {though not really, yet so 

as in a looking glas.s) in which the Judgement, the 

severer Sister, bu~ieth .ber self in a grave and 

rigid examination of all the parts of Nature, and 
:· ', ' ' :;: ~".' ' - ' • • - # •• 

in registring by Letters 'the ir order, causes, uses,· 

differences, and resemblances; whereby the Fancy, 

when any wo:J:k of At~ i$ ito bé per!ormed, t'indes 
{ ' ·; . 

35Jthn Dryde~,. ,;~BpiJJt~e ;i>edicatory of The Rival 
Lâc:lies,":,lfsays .il·. a'ohn Pl1]11a, ed. W. P. ker (New York, 
1961), I, • . . 
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her materials at band and prepared for use, and 

needs no more tban·a swift motion over them, tbat 

what she wants, and is the re to be bad, may not 

lie too long unespied.36 
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Addison writes tbat •A poet should take as much pains in 

forming his imagination as a philosopher in cultivating 

his understanding. Be must pin a due relish of the worth 

of nature and be thoroughlyconYersant in the various 

scenery of country life. Wben he is stored with country 

images, if he would go beyond.pastoral and the lower kinds 

of poetey, he ougbt to acquaâ.nt himself wi th the pomp and 

magnificence of oourts.•37 

Coleridge bimself provides refutations of the 

psychology put forward by the associationists, and indeed 

by Professor Lowes. In the first place, as we have seen, 

Coleridge questions in the Nqtebookl the possibility of 

tracing the associations tbat go to the making 6:r a tbought 

or image: •Godwin to trace at each sentence,·all the 

thought ;&'associations leading to ·it - 0 tolly. K•w little 

reflected be how much of Eternity there is in each moment 

of timel" (CN 1563). Secondly, Coleridge, .in a letter of 

30rbous Hobbes •A.nswer to Dav~natls 'Preface' to 
Gondi bert, • Cri tic ai J'say•· .of· ,tym · ·se'feftèeptlt Centur,:, 
ed. J. E. Spingaril (Lotldon, !957 , II, 9. . . 

37Joseph Addison~ •!l'he.·Pleasures of tb.ê Imagination 
VII.," Spectator, no. 417, in Eighteenth-Cent~ Crltical · 
Essais, ed. Scott Elledge (Ithaca, New York, 61), ï, 62. 
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1803 to'· Southey, doubts . wh,e't;her ideas or images are ever 

suggestèdj b~' o~!r: ide~s: 

.. : I hold that association de;Pends in a much 

greater desree on the recurre~ee of resembling 

states of feeling 'than oll trains of ideas, that 

the recollection ()t earlr. childhood in latest old 
1 

age depends on this ~d is explicable by this, ,and 
~ . . ., 

if' this be true, Hartley's system totters •• • • 

I almost tbink that ideas neYer recall ideas, as 

far as they are ideas, any more than leaves in a 

forest create each other•s motion. The breeze it 

is that runs through them - it is the soul, the 

state of' f'eeling.lSb 

Miss Schneider rema.rks: •As•oeiation operates not by !dea­

links, he thought, but by .feeling-links; it is the state. 

of' feeling, physical or emotioaal, rather than a 

meehanical link between ~ne image and another, that 

revives in·the memory images from the past.o39 

In a letter to Josiah Wedgewood, written in 

February 1801, Coleridge criticizes the conception of the 

mind·as a depository for images: •In Mr. Locke, th~r:e is 

3'tetters g[ Sa.uel Taxlo~,Col~id~, ed. Ernest 
Hartley Coleridie (Boston, i8«,5},, 4 -428, quoted by 
Schneider, p.?O. 

3fschneider, p.ll5. 
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a coiilplete whirl-dance of Confusion with the words, !!!,.1 

Soul, Mina;~>Cppscio1fuas~· & .Ideas. • • • In short, the 

Mind in Mr. Locke's Essay bas three senses - the Ware­

house ~. the Wares ·~. a.IJ.~ ,the :ware-house-man~ •40 It is obvions 
;,. . ' t ' 

from this letter that Coleridge would have questioned 

Professor Lowes' theory of the mind, as he did Locke's. 

There is another.~~pect of.!bt Boad to Ianadu at 

which we should look. Profe~aor Lowes, describing the 

three stages of creation, writes: ltfhe depths are peopled 

to start out with (and this is tundamental) by conscious 

intellectual activity, keyed as it may be, as in Coleridge'• 

intense and exigent reading, to the highest piteh. 

Moreover ••• it is again. conscious energy, now of another 

and loftier type which later drags the deeps for thtir 

submerged treasure, and moulàs the bewildering chaos into 

unity. But interposed betw:een. consciousness and 

consciousness is the well. •41.. To back up his statement, 

Professor Lowes states that Henri Poincar,, the celebrated 

mathematician, also maintains that there is a period of 

unconscious work, preceded.nd followed by periode of 

4-0oofle cted Let~otr ~. ' !Juel Ta:tlofr Coleridge; ed. 
Ea~l Les 1e Griggs l or( 4D New Yôr , l956 , no. 3g3, 
quoted in ON 378n. . 

41 Lowes, p.59. 
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conscious ~:f'for~. 42 . HoweY~r, there is a difference between 

Poincaré 1 8 the ory and thât of Protes ,or Lowes. While 
' 

Poincar' does wri'Çe Qf the tbree stages Professor.l.Dwes 
1f 

mentions,·he also speaks o:f' another which he terms •sudden 

illumination• or •revelation•.•) Jacques Hadàœard, who 
' ' , . 

discusses Poincare's theory of creativity and those of 

other mathematicians, psyéhologists and writers in 

different fields, including poêtry, points out that 

inTention in Poincaré 1s view is divided between four 

spheres of activity: preparation, incubation, illumination 

and later conscious work.~ .The preparatory work is 

conscious, the incubation stage corresponds to Professor 

Lowea'f deep well and is subconscious, illumination is 

spontaneous, and the final period of work is conscious. 

The spontaneous revelation can come to the mind quite 

unexpectedly, without anythingin the immediately previous 

thoughts seeming to have paved the way,45 or, on the other 

hand, it may come during •a period of conscious work, but 

independently of this work which plays at most a role of 

42towes, p.62. 

•)Henri Poincaré,, tb• ,o~ations·gl Science~ trans. 
George Bruce Halsted ( ew 'for; 1913), p. 38§. · 

"Jacques Hadamard, ·.fhe. k'l!lf~hologr ·of· Invention in ~ 
Matheaatieal Field (New · ôr , 341, p. 5b. 

45Poincaré, p.388. 
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excitant, as ~f ~t were the gpad stimulating the resulta 
' . 

already reached durin~ the rest, but remaining 

unconscious, to assume the conscious form."lt-6 

The concept that ideas apring to the surface of 

the mind spontaneously is important. It will be 

remembeted that Professer Lowes maintains that it is the 

conscious that brings the images from the unconscioua into 

the light. He writes: "it ia again conscious energy, now 

of another and loftier type.which .later drags the deeps 

for their submerged treasure •••• n47 Bu~, we may ask, 

can we consciously examine our unconscious? Surely this 

is a contradiction in terms. 
, 

While Poincare's theory of 

creativity may be criticized on some counts - it, too, is 

reminiscent, at least to some extent, of old-fashioned 

associationist psychology - it seems to me that the 

mathematician has succeeded in describing a possible way 

in which ideas might rise to th' conscious mind more 

eonvi&ci'ngly than Prof essor Lowes has. 

There is a remarkable entry, written in May 

1804, in which Coleridge discusses the flagging of his 
. . 

46poincaré, p.J89. 
47 . 

Lowes, p.;9. 



poetic energy: 

• • • llhitber haveJm.r Animal Spirits departed? My 

Bopes -.0 mel that they which once I had to check 

(• •• ] should now be an effort / Royals & Stu.dding 

Sails & the whole Canvas stretched to catch the 

feeble breàzeJ- I bave many thoughts, many i~ges; 

large Stores of the unwrought materials; scareely a 

day passes but somethi.ng.new in !act or in 

illustration, eeeu rieea up i:n me, like Herba and 

Flowers in a Garden in earlY. Spring; but the 

combining Power, the power. to do, the manly 

effective !!!!, that is dead, or sluabers most 

diseasedly-••• (CR 2086). 
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Coleridge's image of his ideas rising up in him "like 

Herbs and Flowers in a G~den in early Spring," is 

particularly expressive, an~ coincides in some respects 

with Poincar6 1s third stage.of creation. Coleridge ·says 

that he bas "large Stores of the un.wrought materials .. " In 

other words, he is aware of ideas and images in his mind, 

which have not yet been worked upon, presumably not yet 

turned either into poetry, or. into tully articul.ated 

. speech. Coleridge does not~a.y that the thoughts in his 
''"" 

mind, the seeds in the garden, have come from the outside. 

He does not tell us from where they have come. He does 



say, however, thât the,, materials.in his ltind rise up in 

him "like Herbs and· Flowers in a Garden in early Spring.• 

It is this spontaneity that gives th~ passage a 

similarity to Poincaré 1 s theory. We should also notice 

tbat the flowers appear while "t.he m.anly effective Will, 

that is dead or sluabers most diseasedly-.• In this entry 

Coleridge appears to be aware of an undireeted step in the 

thought process. 
. ; 

This is not to say, however, that the spontaneo11s 

and involliJ'J.tary activity is in any way superior to the 

conscious. As Robert Penn War~en bas written, • ••• the 

unconscious may be the ge11ius in the man of genius. But 
" . . 

this is not to define the pr9cess as an irrational process. 

What comesunbidden from the·depths at the moment of 
c 

creation may be the result of the.most conscious and 

na~owly rational effo~t of~he past.n4-S Nor, in 

admittin• an lindirected step. does this ga~nsay the 

necessity of the will in artistic creation~ . If we turn 

again to this same entry we shall learn that Coleridge 

bas "large Stores of the unwrought material" (CN 2086). 

Although new ideas keep coming to him, these have not 

· 4-SPrefatory essay to Tht'!U.k•.!ll ·~ Ancient Marin11r; 
ed. lobe:rt Penn· Warren (New .. or , :. 19"4 ,. pp.I14-115, · . 
quoted by Baker, TJle · Sacred ·Ji ver, .· ~. 24~ • 

. · 
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beea turned into poetry, and it is because the "combining 

Power, the power to @,, ~ke manly effective Will, that is 
' "' .. 

deaà or slumbers most diseasedly.• Professor Coburn 

observes of the expression •combining Power,• that it is 

"an early use [in Coleridge's w.ritings] of this ptu:ase aa 

a description ot the aagination • • ·" (CH 20S~n),. Bere, 

then, the imagination is firmlf't;ied to the will. This 

entry is very significan~ tor in it Coleridge implies 

that although images an~ ideas aày occur to the poet 

without his seéking for thea~ poetry will not result without 

the intervention of the will. 

Coleridge's remarks in the two published volumes 

of the Noteboota do not present a comprehensive theory, 

but they are interesting in that they show Coleridge feeling 

his way in a relatively undeveloped field. The poetic 

mind, we learn from the !iotebooJs!, is subtle, fluid and 

flexible. · It is not di vided into tight little compart­

ments, nor is it ruled by a mec~anical principle, as was 

the mind seen by Hartleyand other associationists. 

Coleridge recognizes tbat assoc~âtion does play a part in 

the thought process, but he dis~vees wi th Godwin .... and no 
·~. ' ,j 

doubt would with Professer Lowes<- that the antecedents of 
'i: " 

an idea or image can be acc~ately and minutely traced • 

. ' 
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Coleridge, it seeas to me, assigna to spontaneity a place 

in the evolving of a poem, but he also recognizes that the 

·w111 bas an important fUnction in artistic creation. 

·Coleridge does not advocate a theory, as we have seen 

before in the chapter on unity .in art,49 of •mere will-

lesa, purposeless and unthinking spontaneity.•5° 

However, i t might be argued, from the evidence 

in the Note;ooka, that certain aspects of Professer Lowes' 

thesis in The ~ ~ Ianadu can not be entirely 

discounted. In CN 1597, Coleridge does write of a -Thing 

at the moment• diffusing itself through the mind, 

affecting all the thoughts there, and thus engendering new 

ideas. It is interesting that Coleridge should have 

written this entry in Octobfr .·,180.3, and the famous letter 

to Southey in wbich he ~ggests that •Ide·as never recall 

Ideas, w5l in August 180.3'. It seems to me that while 

Coleridge begiD.s to question Hartley' s theory of the 

mechanical recalling of ideas by other ideas, he does not1 

in October 180.3, at a.Qy rate, reject the conception of the 

mind, advanced by such critics as Dryden, as a place in 

which there is •a confused mass of thoughts, tumbling over 

49see above, pp.6i and.65. 

50clarence D. Thorpe,' •Coleridge as Aesthetician and 
Critic,• p.409. . 

51Letters, ed. E. H. Coleridge, I, 427-428. 
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one another in tbe dark.• Ill!. Road to Xanadu places too 

muchemphasis on the mechanical association of ideas, and 

the spontaneous forming of images into poetic form. We do 

not find a similar em.phasia in the Botleboo19J. While 

Coleridg~ .does appear, in CN 1597, to regard the mind as a 

place where ideas intermingle to produce new thoughts, it 

should bB noted that Coleridge speaks here only of the 

engendering of thoughts, not of tully formed poetic images. 

While CN 1597 is .S.ignificant, perbaps the entry 

in the Notebooks which is most pertinent to a study of 

Coleridge's tbought on creativity, is that in which he 

describes poetry as "a rationalized dream dealing [?about] 

to manifold Forme our own Feelings, tbat never were perhaps 

attached by us consciously to our ownl personal Selves.­

What is the Lear, the OtbaÏlo, but a divine Dream / all 
• 1 

Shakespeare, & nothing Shakespeare.-• (CN 2086). Here 

Coleridge acknowledges the important fact that while the 

poet may write, as it were,: in a dream, expressing things 

he bad not consciously tbought about, he will yet be 

"forced to recogn~ze that ~ all this his innermost nature 

is revealing itself, utterill~ things that he would never 

haye entrusted to his tongue.•53 

. . 

52:&·asa:rs 21, John Drxdea ,· I, 1. 

S;c. G. Jung, 1 •On the Relation of Analytie Psychology 
to Poetic Art,• p.2)6 • 
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At the end ot Chapter I of this theaia, it waa 

reaolYed te etudy certain ot the more iaportant aspecta . . 
of Goleri~ge 'a poetic theory, as 1 t is fouad in tlle 

lotebf!kJ• At tthat tiae it was pointed out that Coleridge'• 
'' ' . .. 

practical critici .. is based on his philosophy ot poetry. 

ln understaDding ot the latter can greatly incr.àse our 
. . 

comprehension ot the tomer •. BaYing, in pre'Yioua chapters, 

studied Coleridge'• tboughts on unity ta art, and on the 

engeaderiag ot a poa, we ~hall aow tva to another aspect 

of' Coleridge' a thougàt, the relationabip. betweea ideas and 

feeling in poetry. Ia particaJ.ar, we ahall look at a 

tbeory which arises with aoae t.requea4y in the lotebookl: 

the Yalue o.t diJIDeas bd obacvity, as opposed to clarity 

and distinctness, of' ideaa in literature. 

Ruch attention bas. 'Deen paid by critica to the 

coanection betweea eaotioa aad intellect in Coleridge'• 

poetic tàeory. !n apparent dichotoay in Coleridge'• 

attitude towaràs feeling aad intellect bas been remarked 

upon by.such co-eatatora.as Marshall Sather,1 Gordon 
2 . . . . 

McKenzie, and J. B. Beer,3 while Allea Tate4 and 

l..rhe ~i fiét · !l. ·S"!r•l Tarlor CoJ.eridge ( lew York, 
1960)' pp.. -2 • 

2 . . . . ara.a;c Unit7 il. Coleridct (Berkeley and Los Angeles, 
1939), ,.. -s. 

3eoler1dgé !!a Virionarx (Londoa, 1959), paasill •. 

4•Literature as Knowledge,• in Qa li! Limite qt Poetrx 
(lew York, 1948), pp.36-41. . 
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D. R. Godfrey baye pointed out that Coleridge does not 

solYe the dilemaa of intellect and emotion. Because the 

issue of·pasaion versus philosophy, as it arises in the 

BiocraPiil, Coleridge'• lattera, and other works, bas been 
,- ' -

ach. .diacussed by other writers, we shall confille oueelYes 

to a st11dy of the relationship 'Detween passion and·. 

pl'l~losophy in poetry as Col~ridge expresses it in the 

lotebooka, and in particular. to Coleridge's attitude to 

dimaess and clarity, a aubject which bas not been as 

extensiYely treated bJ Coleridge'• commentators. 

It should be aentioned, tirst or all, tbat tblre 

is little evidence 1a the loteb9oks that Coleridge is 

hostile to philos,p_,, either per se, or in poetry. 

leaders of the Biograph;a hawe been struck by Coleridge's 

description of his early interest in aetaphysica, vhere he 

says, 

Well vere it tor ae, perhaps, had I hever relap•ed 

into the same mental diaease; if I had continued to 

pluck the flower and reap the harvest troa the 

cultiyated surface, inetead of delving in the 

unwholesoae quick~il~r •ines or aetaphysic depths. 

S•Iaagiaation and Trat.: Soae Komantic Coa~adictions • 
riah Stus11tt• XLIV (19.3)·,.,,_ ?54-267. Wllile Jfr. Godfreyfa 
tula, tliit t~ere ,i.s a ]fa•i• ,~oatradictioa between the .· 
poet ud t;a,·,philosopher ià> ~"he; ,,rk of Coleridge, is 
interesting, it shoùd be ,oticecl tbat it is based on a 
aisapprehension of Coleridce's theory of iaitation. 



But i.t iD after tiae ·I haYe sought a refuge froa 

· bodily paia and aiaa&D&ged sensibility in abstruse 

researcb.es, which exercised the atreqth and 

subtlety of the underatanding without awakening the 

feelings of the heart; stUl there waa a long and 

blessed iDterYal, during w~ch ay nàtural taculties 

were allowed to expand,~ and ay origiaal tendencies 

to deYelop theaselyea. • • • ' 

llS 

There is everr indication ia the lotebooka that Coleridge 

is intensely interested in philoeopby but there are few 

sigaa tàat he regarda philoaop~y àa baYing blighted his 

poetic gitts, and, it should be reaembered, the two 

published yoluaes of the l!tebooka coYer the period when 

Coleridge first becomes aware of the waning ot his peetic 

creatiYity. There are, howeYer, two entries which, Miss 

Coburn's notes auggest, sigaify tbat there is, or bas been 

in the past, a breach betnen philoaophy and poetry in 

Coleridge'e aesthetic theory. In the first entry {Cl 1702), 

Coleridge .ia transcribinga,Mesage by Christian Gane, 

which he later translates la Miegraphia Liter![ia.7 

Protessor Coburn reu.rks t ... t,Coleridge's transcription 

'siouaghia ~~teraria, ed. John S~wcross (London, 
1907), r,1 . . ' . . . 

7I:t, 70, noticed by Proteasor Cobura, Cl 1702a. 
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inte hia notebooks ia not entirely accurate, aad that the 

translation iD the.Biogapllia is far froa exact (Cl l702n). 
' She co~ents ea the passage: 

. The 'adàitioa of •ready to adait• in tlle first 

seateace is • • • significaat. It is inseparably 

liaked with an illlportaat omission, both in the 

traaslation and here in the notebook transcription: 

on vortrefflicht ·Verse D la.acbg there ahov.+cl follow 

'the phrase ·mau .0: 'DeesrJirei'DU ( e:xactly 'to describe) • 
, .. ~ ' 

Its oaissioa ce.ple'tely altera the aeaning. Garve is 

siœply stating the impotence of philosophy to analyse 

tàe poetic gift. Coleridge makes it sound as if he 

vere eontraa'ting the gift of the poet wità the more 

· liai ted powers of the pàilosopher. But this 

oaissioa in the tranacript caQaot of itself account 

fer the addition in the transla-tion of •ready 'to 

admit• with its 1lllplicati~n of uawillingness on the 

philosopher'• part aYen to reeognize the superior 

gitta of the poet. It would be wrong to magnify 
'" what may be a·mere seribal error i.p.:to a paychological 

·, .,'! /f 

oversight. But the eoab.;tnation of tJae two factors -

omission plus addition ... ~tpes aake one wonder 
.,. 

whetlier ~Cel•ridge was not DloYed to this· particular ... , 
aisrendering by aggressive feeliag towards some 

pàilosopàer - or perhaps even towarda the 

philosopher in hiaself? (Cl 170.?1,1) .• 
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- ID. her notee on a la ter entry, Prof essor Co bura 

suggests that Coleridge is intenàiag to reconcile 

pkilosophy and poetry (CN 2112n). ·sb.e thus illpliea tha't 

there has .. heen a rift in the past. The passage in questioa 

reads: 

In the men of contiauoue and discontinuous minds 

ex.plab.& demoastrate 'the vast difference hetweea 

the disjunction conj~ctiYe of 'the sudden Iaages 

peised. on from external·· Centinge!l'ta by Passioa & 

Imagination (whieà is Passion eagle-eyed) - Tàe 

Breeze I see, is in 'the Tree - I't coaee to cool my 

Babe and me.- which ia the property ~ prerogative 

of continuous minds of 'the highest order, & the 

conjunction disjunctive of Vit -

And like a lobater boil'd the Kern 

From black to r.ed ltegan to turn, 

which 18 .the excellen.c4t of ••• of discontinuous miads -

Arrange .&·.classify th~: aen of continuou minds.- .the . 

pseudo-contilluous, or .tu'ta-ponent mind 1 metaphysieiaa 
,_ , ... 

not a po~t - poet 'D.ot ·a '•e'taphysician? - poet + meta-

physician 1 ~ f!ithful i.Jl· ·Love k- (CM 2112n). 

Prefessor Coburn. remarks t)at .•the ~plication that the 
'~. . 

poet who is alao a aetapàysleiaa is a manot 'contin"'ous 

aind' • •• \Ulderlinea the iatention to reeoncile 
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philosophy and poetry ••• • (Cl 2112n). 

Ve shall now turn to Coleridge'• attitude to 

thou.ght iD poetry. In an entry·ot,October 1804, Coleridge 

states elearly the relationsldp of.philosophy to poetry: 

•Philoaophy te a few, Religion wi th many, .is 'the lriend of 

Poetry: as producing the 2 . eondi1.;ions of pleasure from 

poetr:r, .namely, tr~quillity l the a-ttacaent of the 

affeetiens to ge».eralisatita•• . Ood, Soul, Heaven, the 

Gospel, miracles &e are themselveaa sort of ~eta, 

eompared vith Lombard st & 'Càange Alley speculations• 

(Cl 2194). It is interestiq that Coleridge should list 
-
tranquillity and generalizatioDs as. 'tite two conditi~ns of 

pleasure from· poetry. Poetry, it will be remembered, is 

the •recalling of passion~ t~anquillity• (CH 787), and 

the importance of the general to art recalls Samuel 

Johnsoa 's con:tention in ifsael!s· that the business of tll.e 

poet is to exaJBine not tàe individual but tlle speciea. 

Here Coleridge is maintainb&·that sere-.i~y and abstractioa 
, ' '" ~ ' . . 

are necessary tor thê readéll',. ratller thu the poet. 'l'he · 

examples Coleridge giv~a, ~howing that sueb general 

concepts as God, tb.e soul, .Hea'Y'ea, and so on are poetic, 
' t . ... , . . 

at least in oompari•on With 'c_.eree, underline his 

arpaeat that an 1Dtere$t ~,,bstract concepts and general 

notions makea a aan susceptible to the pleasurea ot Ptetry. 
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A sentence tr81 the lote!ooka which, at firat 

glaace, migàt appear to contradict Coleridge' s assertion 

tàat pld.losopb.y is a friend to poetry, coaes troa tàe 

Spring ot 1800: •A great Vice is aetapiJsieal Solutitn in 

poet;~• (Cl 673 ) • However,. I do not think tbat Coleridge 
-

is sayiag tkat aetaphyaics itaelf eannot be a part et 

poetry. Vhat Coleridge aeaas, is tha t philosoph:J: may aot 

be utilised to impose a 871~.• . of beliers on the reader, 

perhaps to get the poet out of a diffic~t situatioo with 

a pat anawer. The word •Solutioa• ceajures up the poet 
" 

using metaphysics alllost as a playwrigb:t does a •cteus ex 

machina. • In either case, an eutside factor is iatroduced 

iato the work of art that do es not grow fro• wi thin it in 

an organic maaner. Basil Villey, spealdag about the place 

of philosopày in poetry, quotes Goethe who says that •ta 

poet .. can~o~ àave too •""ch pâiloè»phy; but he ought ·to keep 

it out o; hia. poetry~••8 ~t)~~sso; Willey contiaues: •tae 
'• .. 

business ot ~he· poet is Zlo) t,o ;ttate, explaia, or TizuUcate 
. . 

propositions, but t~ coiiÎtUllÎo,. experience - tlle experience 

of his who le self. It the experience happens· to be a thought 
' . ·~ . . . ' 

or a systa of beliets, a• it aay often be, thea tlle·poet's 
. ' ' ' . 

fulction is te give '!'• .. the.,. f~~~~~nal tone of the thougllt, 

to 'ca;rr it aliye J.~~o ··~~e:,··~rt b:J pas si on. '•9 
> ' ' • 

,• 

aBasil W.illey.!. •Poetry :an,d Philosophy, • ï.!! Listeaer, 
XLIII (Feb. 2, 19,0), 189. .· .. 

. . . , 
Ibid., p.l90., , 

,':t·· 
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Coleridge'• point ia not very ditferea~. The ideas tbat 

the poea contains must be part of 'the poea, they nat 

emerge from within it, ao that the thought is alœoat 

inàistinguisbable from the poem. The thought must not be 

uaed as aa answèr imposed trea without. 

The second of the two major eleaents we are 

discusaing ia feeli».g. !lia~, Coleridge assigna a major 
. . ' ' . 

" ' . . -·;: -; 

rOle to passion in pe•ttJ b&a:been illuatrated in an ··~lier 

chapter,10 ao I ahall here:~ly recapitulate 'briefly. 

Poetry, Coleridge eays, is •past passion vith pleasure• . . . 

(Cl 766), it is the •re~liac of passion in tranquillity• 

{Cl 7S7). and the poetic c~cter is typified by passion 

and stroag exeitaen 'ts {OR S29) • · 
A 

In the entries I iaTe quoted, Coleridge is 

writing of philoaophy or ot passion in poetry, bp\ not :of 

the two together. There ia, howeTer, an iaportant entry 

iù 11th1CJh Coleridge connecta·~t,.ought an~ ~motion iD poetry: 
: ,• _,J!' : • : . .·• 

Tae elder languages fitter;tor Poetey becalise , ... 

they expresse cl only pro·~~]lt ideaa with clearnesa, 

•••• othera bu:t darltiy - ·Tlterefore the French wholly 

unfit tor Poetry; becau:e· is clear in their Language -

i.e. -,Feelings created by,obscure icleas associate 
.. J ' 
~< ., 

lOsee aboYe, p.l/t. 



theaaelYea with the one clear idea. When no 

criticism is pretended to, li the Mind in itsel-1 

simpl:ieity gives itselt up te a.Po• asto a work 

ot nature, Poetry giTea most pleaaure when only 

generally and not perrectly understood. It was •• 

by me with Gray' s !!!!:i, li .collins' odes - Tht !!nt 
once intoxicated'me, & novI read it without 

pleasure. Froa this cause it is that what ! ea11 

metaphysical Poetry gives me so mach delight.-

(CI .36.3). 
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This entry is not easily uaderstoed, but I tbink 

we shall comprehend.it 110re .tully in the light, tirat ot 

certaia other remarks Coleridge makes in the Boteboeks 

concerniag obscurity.and dt.Dess, and secondly or theories 

propou.nded by earlier e~gàteenth~eèaturywriters.who w~re 

conceraed with concepts ot generality, sublimity and 

intinity. 

There are a nwlber of passages in·tàe•otebooka 

in which the ideaa or obsclU"i ty and dimaess, as opposed tO 

c1arity and distinc'tf,ess, figure.· In lcrremèer 16011 

Coleridge asks "Whether or ao ... the too gre~t ,d~t,'~i teness ot 

Terms in any language aay not conaae too much or the vital 

i.idea-creating torce in di,stipct, clear, ttlll ude Iaagea 

.t so preYent originality - orishal. thought as distingu1ahecl 
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troa positive thoagJlt - Germà.Ds in geaeral-" (Cl 1016). A 

sligllt1y different form of this tneory is givea in October 
. . ,._ . 

1803: 1fM1.x u.p Truth & I.acinatioat ~·:that the Iaag. IU.Y 
. !;'; i' . ·' -\1 

spread ita own indefiniteness over that'which really 

nappe:a.ed, & Rea1itJ. its senftf of )nîàstuce &-. distindtness 

to haginatioa • •· ~·' (Cl; i~). 
Other aspecta of Coleridge'• notion of dimness 

are fouad iD Cl 2SS9, •Of t~at weadertul connection betweea 

obscure teeliags aad Iàeas ~·• speck of blood in the,moutb, 

and immediately a long dream of Bloecl, wouds nowing -

torrents of Blood -,• aacl iD Cl 2061t, 

• • • A really iaportaat·Hint suggested itselt to 

me, as I vas falling int• my fir at Sleep- the 

affect. of the. posture of tihe Body, open moutà for 

instance, on first Dreue .... &.. perhaps on all. White 

. teeth in b41!hind a aira open· .IIOltth of a dia face-/ 

Mr Mind is not vigèrous enoug- to pursue it - hllt 

I see, that it leads to J; cle'f'elopemeat [sic] of 

the eftects of continue4 .Iadiatinctness of 

I!preseiont ea the Iaeciiâtien accordiQg to laws· 

of Likeness & what ever that may solve itself into. 

Wbea we turn to ea~iier eighteenth-cent•ry 

exaaples of obscurityi we t~ad Browne claiming that dimnesa 

)~" . . 
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contributes to the work of the imagination. He writes, 

"indistinctness ••• i~ th~ food of fancy.•11 rancy, it 

bas been :pointed out, is the .~r•ative f'aculty in Browne's 

théory, rather than imagination, the reTerse ot Coleridge·' s 

ach~e. 12 Col'ertdge is unlikely to have read Browne, l3 

but th' quotation i,s. sip~f'icant, tor, written in 1798, 
,. < 

; 

it •hows.that the idea was current at the beginning of 

Coleridge' s, literary career,. ·~ 
•fl . 

A number of' eigh'ie"enth-century English writers 

touch upon varioua aspects of'. indefiniteness. Samuel 

Johnson's contention.that ~P;9etry cannot dwell upon the 

minuter distinctions by which.one species differa from 

another without departinl ,.._ that simplicity of grandeur 

which fills the imagination, nor diss.et the latent 

qualities of things without l.osing its general power of' 

gratif'ying eYery aind- by r·ecalling its contentions, •14 has 

a certain similarity to Coler~dge's view of dimness as it 

11A.rthur Browne, •On the .Distinction between Fancy and: 
Iaagina ti,on'. in his Mil$'ft~··OUI S'Jtches: 2l. ~ fi. r . 
laaaxs, quoted by Barl· • ... U8eraan, · · Another-xiglitëi~t 
Century Distinction BetwtJerl;Fancy and Iugination," Modem 
Language lote a, LIIV (1949), 24. 

12wasserman, p.23. 
13Loc. cit. --
U.saauel Johnson •Pasto~~ Poetry, I," The Rambltr, 

no. 36, in Eilhtefsth-Ce~tp,tJ Clitieal Essaxs, ed. Scott 
Elledge (Itlîaca, . ew Yor , 61 , II, 577. 
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is set forth in the lloytbooks. Sir Joshua Reynolds 

tollowa Dr. Johnaon's lead: "The grand style of painting 

requirea this minute attention to be caretully avoided. • 

The Italian attends only to ~~· variable, the great and 
' general ideas which are fixed and inherent in huaan 

nature; t~e DUtch, on the contrary, to literal truth and a 

minute exacthess in the detail, as I may say of nature, 

modified by accident.•1S 

• • 

Scott Elledge ha a averred that ·· -M.ost of what 

Johnson said about the virtue of generality or the weakness 

of particularity was aiaply a reatatement of part of the 
16 theory of the sublime •••• • There i• certainly a 

connectioa between generality, a lack of clarity, and the 

sublime in eighteenth-century eriticism. John Saillie 

aasociatea the sublime with vâstness, inf'inity, and a laok 

of particularity: 

Where an ~bjeet is vast, and at the same Time ppiform, 

there is to the Iaagination no Liaita of its Vastneaa, 

and the Mind runa out into Infinity, ·continually 

creating as it were from the Pattern. Thus when the 

Eye loses the vast Oe:e&n~ the Imagination having 
"<' ,. • .. 

lSJo.sa.,ua Reynolds! "T~e · Gran.d Style of Painting," The 
Idler, no 79, in El·le~ge, 'Etaal'• II, 832. 

16scott lll-dge, "'The Baekg~ound and Developmèat in: 
lngliflh CriticiSJD. of the Theories of Generality and 
Partieularity,• ~, LXII (1947), 166. · 



. 
. nothing to arre~t it, ~atches up the Scene and 

exte~~ the ~eapect to: .~ensity, which it could 
::,f,' - r. ' \ . 

'bJ noaeans do, were the uni.fora Surface brolte up 

. .,. iBJlllllerable li;ttle Iela§a scattered u.p and down, 
. . ·, . '" 

and the Kin.d 'thua led u:to. the Consideration ot tlae ·. . - ~- . -. ,•- ' : 

'f:ariotta Parts; for this adYerting to dissillilar 

Parts ever. de.etroya thé ·t~é•tive Power of the 
,' - A. - !, , ' 

Imaginatioa.17 
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Closest to ~t appeara to be Coleridge'• concept 
, ·' . ' ··.· 

' ,_ ,, ,. ' . 
of diuess in tl:re~l§ûftkl ia Bdnnd Burke' a Plliloaophical 

Inqairt ill! tàe Qricia !t •.!!.!:. Ideas 2.t the Sublime !!li 
!!! Beautiful. Burke·writes: •It is one thing to make an 

idea clear, and another to aake.it af.fectiu to the 
lS · 

illagination.• He gives an exaçle of this: 
,·, 

If I uke a drawinc of a palace, or a teaple, or. a 
. ' 

landacape, I present a yery clear idea or these 

èljects; eut thea (allowiag .for tae effect ot 

iDlitatioD, which ia soaetldag) ay picture ean at 
F 

· most affect only as the palace, temple, or 

landscape would haye affected in the reality. On the 

other band, the most liYely and apirited verbal 

· 17Joha Jaillie, .ln .E~i!l oa â!• Stl'bfime (174.7) 1 p.9, 
C{uoted 'by Blledge, •!ieor es.· il. nera! ty aad · -
Particularity, • p.l64. · 

-
14tew York, 1859, p.?S. 



description I ean give rais•s a very obscure and 

iapertect !9.!! or auch objecta; b't then it is in ay 

powe!"' to raise a stronger •otioa by the description 
' . 

thul could do 'by the beat paintiq,l9 
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Burke eoncludes that "· •• hardly aay tàing can·strike 

the mind with ita greatness ùieh does not make soma. sort 

. ·ot approach toward inlinity;. whieà nothing eaa do vhile we 

are able to perce ive its bouncls; but to see an object 

distinctly, and to perceive ttca bounds are.one and the aarae 

thing. A cléar idea, ia, tàeretore, another name tor a 

little idea.•20 

The poiats ve should notice, in the passage a I 

have cited.trom Burke, are that greatness approaehea 

intinity., and that nothing can do this while we perceive 

it,s bounda. I think it wUl be round that this is at 

least part of what Coleridge means in the entries I have 

quoted on obacurity. 

We aay·nolÎ try to analyse Coleridge'• J~Ost 
' -, 1 

sigaificant entry on dilmess, Cl 383. 21 In the tirst 

place, Colèridge is not ar~ing tor lact of thought or tor 

'· ' 

l9slti-~~} ·p.76. 
2()' 

~urke, p. 79 •. 

~See above, p.l20. 
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a mist of yague emotionaliSia~ Miss Coburn eXplaiB's, in ber 

note to CH 383, that wthe argumeat is nôt for obscUJ'ity, 

but againat it.• Another entry would tend to confira this 

interpretation. In CR l$14-, •• leara ~f, Qe~el'ic!s•.'• scorn 
·. ' ~ .-: 't 

for •diDess of mind": 

Morale ne1'er discaased ti:tl •.tQe Gentlemen retiJ"e to 
,, '<t ". 

; ' ~ ~ . ' ' 

the Tea Table.- thence Woaèn·th:e ultiiiRte Oracles 

of Moral a, t. tho se which flat~er (thea or) the ir 

Prejudices, or which aoat oeûuce to.their Interest, 

the Orthodox Ethics, ~nd the Point of Precedence . 

among the Virtues settled •~ in reference to this 

(the Canon, the Constita~ion &. Pole Star to all 

subsequent Legislation over. the Fandaaentals t. 

Groud Work, the Magaa Carta &. the Su, Substance, 

SubstratWil, vital Spirit t. perpet11al ut quo, et 

secllDdua quid interpretaadua est, of the 

Decalogue ••• ). Tàe lilles within Crotchets 

written as a specimen of acc..alatioa of Word• t. 

Variation of Metaphora; irising from dimness of 

mi~d, & the utter absence of the deciding [the best], 

not from warath of Feeling, or tt.. crowdedness of 

Thought &. Fancy. 

Miss Coburn bas said that Coleridge'• arguaat, 

in CN 383, is •tor the superior discriaiaation of the 

t.agination• (in aetaphysical poetry) •as coapared wità 
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the mere l.cgic of the conceptual ud.erstaild.ing" (in PrencJa 
·-

poetl"J') •or. the mere·iftstinct otyouth~l ènthusiasm" 

(with·r;tereace to the poetry ot Gray and èolli~s). 
!. :' 

. Coleridge certainl~,, writès·, "the French_ wholly unf,'it for 

poetryt "· .. be cause everything •is. c:j.ea~ · ln the ir laagü.age." 

'on t.be ~ther band, Coleridp sa ys that he new reade the 

poetry of Gray and Collins witbout.pleasure. It ia oDly 

•when no criticism is pr.eten4a.Ct t•.a. ~.~th,., Mind in itse).l 
.. . ' ,' . ..,: ' . ' ~ :' .. . . " . 

siap:J.ici'ty gives itse:J,.f ·up·';, a Poem as to a work ot 
. . ' 

nature, [that] Poetry givea most pleasure when oaly 

generally and not perfectly unders'tood." 

Coleridge has't;wo objections in this entry: to 

.poetry which can be understood only generally and not 

perfectly ( e.g. the poetry ot Gray and Collins), aad te 

the clear poetry of the French. ~at, then, is there 

left to admire? "What !. call aetapbyaical Poetry,• 

Coleridge answers. Be also esteema poetry in wàich only 
'. 

promiaent ideas are expreaaeà~Mith clearness, others hut 

darkly, and poetry, it is to be presued, in which Feel iags: 

created by obscure ideas .do not associ_ate theuelTes w1 tll 

the one clear idea. These . two phrases are illportant. In 

the first, Coleridge is asking for poetry that ia not 

particu.larized and limited. We recall Burke' à assertioa · 

that "to see an objeet distinctl.y, and to percei'Ye ita 
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boun4s, are one and th~ same thing. A clear idea, is, 
.· ' . , . . .. 22 
th•retore, ane'tàer n•e ~~r a little ide a." · In the 

second~··phrase; Celer.1qe _ia t411ng that obscure feelings 
' <, ~"c " "•,' 0 

aust ·not be ignored or b1ottecf oüt by associa ting thea 

wità the one ·'clear ,.feeliac. or idea. 
'. ..: : •. ~ .• 4j.: ' .... ·- J 

But, ·ir· Ôblericl~e· ia seeking tor poetry tbat ia 

not particularised ,, ·wht'· de es he no longer admire the ' 

poetry of Gray aad Collins? A possible answer to this 

question is that our underatanding of soma pre-romantic 

poetry is not capable el 44-Telopment. We may begin by 

coaprehending these writers only generally, and be 

intoxicated by the feeling of dianess which arises froa 

their works, but we làter discover that their poetry is 

static. In an entry in whieb he disc~sses a sehool of 

philosophy whicll he does aot act.ire, Coleridge expre•ses 

the necessity for dianess, growth and wonder. This entry 

may elucidate Coleridge'• objection to some pre-romantic 

poetry, tor the ideas exp.ressed in this excerpt could as 

well be applied to poe~ry: 

Cause / Duty.- low if I say to a Paleyan or 

Priestleyan ay aist, -r delving & difficulty, & he 

answers ae in a set of parrot words, (quite 

satisfied, clear as a pike-staff, nothing before & 

22Burke, p.79. 



nothing behind - a stupid piace· ot mock-knowiedge, 
'-~ . ._· . . '_, J 

'haviag no no1f for. the~ it woÙld have· tetlilac' ot 
. .;:> , . .r\.:.. .: 

··d~ess from growtb.;, ba;ving no bltds Ol! tvigl'» fo:rr 

then it would ~vé ye~iDgs'& 8tr:l.v111gs. ot 
!,. r 

obscurity from growi.y,' .'li.: a'· dry stic,tk· of ticorish, 
f . ·, •.• ~· • 

sweet a .. tho' mawkish t' tàe ~late of self 
. . . • !· .. '"· ".· . . . ., • . .. 
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ad\tlation ~ aclmowle~f1~,,~~ syapath~ vi t.h .this 

delving, this feeling 'ot :a.~.~~der / .. then I must needa· 
- . 

set hia doa for a Priestl~yu., Paleyan, Barbouldian, 
,·. _,_ ,. - -, ·-! • '' -f' , ' ~ ' 

ac • • • - rn•' Lôc~ :~:îtaoJd.nt;os!t~· (CB .2509). 
·' 

Ill a sillilar way, peetry, for Cele ridge, s.hould bave so•e­

thing •before• and soaet.h~ng ~ehind•; it is obscure 

àecause it is •growing• and Yital, rather than aechanical 

and lifelsss. The affect that the work: of art bas on the 

· •vserier is coaplex, and the range of aeaning and enjoy­

aent sholûd not be easilf.::.~usted. But Coleridge .hal· 

grown tired of The ~ u~ 1failar lyrics, perhaps becauase 

the scope of pleasure and signifieance is lillited and 
. . . . . 

these liaita have beera qu.ictly reached. 

ex 383 ia a difticu.lt entry. Coleridge does not 

tell us why he ia .no lenger •Xëlted by the peetry of Gray 

aad Collins, but the interpretation I have given abe~e ie 

perhapa a possible. reading ... ot the passage. Coleridge ie 

seeking for poetry witb a large range of meaning, and for 
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dianess in art whicà is the affect of growth and deYélop­

ment, but he does not reject clarity entirely. Tb.e 

languages which are fitter for poetry, he says, express 

proaineli1; ideas with clearneas, it is only lesa proDline:nt 

ones that are expressed •dartly•. 

I. A. Rich~da bas given a helpful reading ot 

cl 383, and bas suggested why Coleridge ahould prefer 

•aetaphysieal• poetry: 

What he (celeridge) ia pointing to is the 

superiority of the eharacteristic Shakespearean 

structure of aeaning over the .. ch~aeteristic la ter 

eighteenth-century structures, or of Blake's over 

Southey'•· And we may equally tate hia as pointinl 

to tbe superiority of the.poetic structures uaed by 

Kr. Yeats in his recent poetry, , in his beat poetry 

by Mr. Eliot, by Mr. Auden or Mr. lllpson at their 

beat, or by Hopkins - very different though these 

structures are - their superiority to, let us say, 

the characteristic structures used by Rupert Brooke . 

or the chief representatives of •Geargian Poetry.• 

The point of co~~raat can be put shor~ly by aaying 

that Ruper~ 13rooke's veto•~ in compariaoa wità 

Mr. Bli~t's ~as no insi;t. Its ideas and other 

coaponent~, howeYer yarted, are all expressed vith 



proainenee; lovely though the display aay be, it is 

a diaplay, the reader is viaiting an Exhibition of 

Poetic Producta.23 
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Mr. aichards' explanation is particularly inatructiYe, I 

think. When this eritic eomplains that Rupert Brook•'• 

poetry h~s no "inside", he ia esaentially seeing the aaae 
' 

fault that Coleridge sees in Priestleyan philoaophy, that 

it has nothing "before" and no't~ng. •·behind•. 

Celeridge'a notion o~ di~ss, wàile it can be 

better understood through an exaaiDation of his eighteenth-
' 

centa:ry Bnglish pred.eceasors, is al'so iDfl:aenced by certain 

Geraaa phileaophera, to whom Coleridge ref'ers'in the 

loteboeka. In Cl 902, Coleridge comaents on th4!t 

distinction betweeJt klar and ;eutlicb, which he dfrives 

froa Wolff, who is :tollowing L,aibniz (CN 902n). The entry 

reads: 

The excellent distinction b•tweea ·klar und deutlich 

(clear and indicable) - I bave both a elear and 

indicable notion of Rain - it is a multitude ot 

Drops of Water falling •• .aee together & 

successively through the air troa the clouds or 

troa above at least - it is clear, for I have an 

2J . I. A. aichards, Coleridge 2a I.agination (London, 
l962),.p.21S. 
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intuitioa accoapaaying each word which I use in the 

analysis - and it is indicable, for I ean in lite 

mann.er analyse snow ~ bail &: runnillg water, etc. and 

shaw th•t lain is different from thea. But Red is a 

clear Wea l'lOtion.- I know it whea I see it, ud I 

know that it is different from Green, &: Blue - but I 

caunot shew the difference 1 in like manner the 

noise of winds, compared witll the:aoise of llater-. 

and all Tas tes &: Smells., .are clear, but noae of thea 

indicable ideas or notiPJ1• · Q.aaere - all are 

uaindicable Ideas, ••e tàat are clear, elemeDtary 
' ,. 

or simple? - That is, not eoçosed? ·-It .~• ••••• 
) . . ' 

certain that all indicable notions ~· c•apounded, 

or they could not lte analys4ul 1 yet I ai incli:aed 

to believe, that many unindicable ~otions are. 

composite, and that we are c_oasc~ous that ti,le1 are 

so - there always heweYer reaàias the possibility 

of raakinc such notions iadicaèl'8 1 and this is the 
l ' . ~ ' .; '• -.: , ;: ' 

distinction between.clear &: muddy headed men 1 ~ 
this too the business of Education, in ita latter 

stages. I say, latter, 8ecause I believe, nothing 

more unfavourable to intellectual progression, thaa 

· a too early habit of rendering all our ideas 

distinct and indicable (CN 902). 



This entry ia intricate and the additional 

eQma•ats which Miss Ceburn supplies iD ber notes to the 

passage aake it even more complicated. We cannet go into 

all the ramifications or the entry, but certain aspects of 

the eXC&l"P't are illlportant for an uderstanding ot 

Coleridge's concept of àiaess. Coleridge is discussing 

the distinction àetwee~ clear and indicable notions. He 

thea asks whether all uiadicable.icieas are necessarily 

sillple, ·in ether words not co•po•ed -.or capable of 
. ' 

analysia. Be concludea that m~y unindicable notions are 

coaposite, and tha't we·are consciou.e,tbat they are so. It 

is possible to Jl&ke such uninàicable aotiOl.la capable of 

all8.lysis, and this, be says, is the business of education, 

bu.t he waras tbat iateUect•al<progression cati be 

'Stultified by a •1;-oo early pabit of rendering all our ideas 

distinct and.iD.dic.ble." 

l'or an understanding of this pass.,ge, and ter a 

clarification of all thelJe' rè:th.èr coÇli:qated terms aR4 

distinctions, it will be beat to tura to Leibniz, from 

wbieh the passage largely deriTes. Through b ex•mination 

of Leibniz' ideas, Celeridge's entry should beeome more 

comprehensible. 

Leibniz telt that DeaGarte's thesis, that wbat­

eTer is clearly and ciistinctly conceived is true, vas 
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inadequate, and conaequaatly he laid dowa a n .. ber of 

defiaitiena ef clearaesa and diatinctness, aaong which 

knowledae is described as either obscure or clear,, and 

clear knowledge as eitber contuaed or distiact.24 •As te 

the ••-.iD& of these te~,· writes Lerci Russell, 

a no~ion is obseure when it does not enable me to 

recognize the thiag represented, or distinp.ish it 

tre• other siailar thiDg'a.; it is clear when i t do es 

enable me to recognize the t~ing represented. Clear 

knowledge is contuaed whea I cannot en ... rate 

separately the marks required to distinguish the 
• i- t 

thing known from other thinga, although there are 

such marks. • • • Clear. knowledge is di~tt.nct 

either when we can separately enumer~te the marks 

of wbat is known - i.e. when there .is a nominal 

definition - or where what is;lçD.qwa is indefinable 

but priaitive, i.e. aa·:u+timate simple notioa.25 

.A.nother iaportant distinction that Leibniz makes 

is between perception andipperceptioa. 
. 

Locke thought there cou~d be not·hing in the mind of 

which the mind was not conscious. Leibniz pointed 

out the absolute neceasity of unconacious mental 

24Bertrand Russell A ~itiÎal ~osit;on ef ~ 
Pàiloso;eht 2!:, Leibniz lton ~a,§377 p.lo. -

2'1!.2..2.· ci t. 



states. He di.stinguished between perception, 

which coasists merely in being conacieus ot 

something, and apperception, wbich con•iata in self­

conscio•sness, i.e. in being aware of perception. 

An unconscioua perception !! a atate of 

unconsciousness, but is unconscious in the sense 

tha t we are not aware 2[ i', though in it we are 

aware of soaething else.26 
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Perception, besidea being coascious (apperception) and 

unconscious, uy alao be collfused. "A contuaed perception, 
·' 

we may say is sach tàat we are ~ot separately conscieus ot 

all its parts. lnowledge is contused, in Leibniz'• 

phraseology, when I c•nnot e'uerate sepa:rately the marks 

required to distinguish the thing known from other things. 
' ' 

.A.ad so, in confUse• perception, though I may be conscious 

of !!!! elaaents of my perception, I .aa not conscious of 

all •••• • 27 The distinction between the various types 

ot perception is, therefore, not disstailar from Leibniz' 

distinctions between clear, contused and distinct 
,. 

knowledge. The importance ot these unconscioua perceptions 

appears from the •IDtroduction• to the.Iew Essaxs.where 

"21L . ·. 
llussell, p.1S6. 

27Ibid.., p.ls7. 
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Leièa~z writes that it is in consequence of tbe$e 

uneè11scious perceptions that ••the present is big witll the 

future and laden wità the paat, tut all thinga conspire, 

and that• in the least substances, eyes as penetrating as 

those ot God could read the whole course of the thinga iD 
' ' , .• 28 the uniYerse. 

Bearing in aind Leibniz' theories and recalling 

Coleridge'• interest in the subconscious and his 

realization of the sigaiticant part it. cau play in artistic 

creation,· and reaembering Coleridge' s' a claira ti on ot art 

that stretcàes beyond lim.ited bouadaries,it is not 

surprising that Coleridge S~flu.ld attack~the "habit of 
' ' 

rendering all our ideas distj.nct and i:ndicable" (ON 902}. 

Coleridge's conceptret iadiatinctness 1s closely 

coimected with his theory ot oz'aanic unity.· . Colertdge ie 

searching tor poetry that is evolved ab intra, that _is 
·''. 

implicit rather than explicit, 8.1\d that haa •feelings ot 

dtaness f'roa groxti• (Cl 2SQ9}. It is intere~iag that 
- - ~ 

Coleridge should haTe critici.èd the·aechanista tor 

placing too great an eaphasis on.clear iaagea. Coleridge, 

writing to a friend, aaid tha~ he "hoped Wordsworth, tn·his 

28aotttrie. d W.ilàttla Leibnits·'Nisstr' · qoacerping 
huaan !llld'ftfnf!f..!I 9J!!if1•4 W · eli i}aitz . • • . • , 
trans. by · , · · · · eon •r· ( ew or an Lendon, 
1696), p.48, qaeted by Russell, p.lS6. 
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projected philosoph;lcal poem., would tèaeh the, lfOI"ld 'the ,, 

necessity of a general revol~t.ion in the mo~es of developing 

and disciplining the huma~ miad' by the subs;ti.tution of lite 

and intelligence • • • for the philo~phy of mechanism, 

which, in everything that is JIQ~Iiit worthy of the huaan 
. ·: -' 

intellect strikes Death, and cheats itself by mistaking 

clear images for distinct conceptions, where intuitions 

alone.are possible or adequate to the majeatt of the Trutj.:ttt29 

In the •metaphysical" poetry which delights 

Coleridge; poetryinwhich on.ly prominent ideas are 

expressed "with clearness, )riàe others but darkly," a 

balance has been achieved between thought and emotion. 

The indistinctness of an idea in poetry is not due to •the 

absence of understanding but ••• [to] the. presence o~ 

feeling• (CN 921n). It can not be said that Coleridge, in 

the llgtebooks, is ~rea~y troubled by a dichotomy of the 

heart and the head. In the •metaphysical" poetry he so 

much admires, Coleridge recognizes that an equilibrium bas 

been attained between thought and emotion. 

2
9t.ettera or 'if:lî'i Tarlo~ Col,rid~e; · ed. Ernest 

Hartle:y Coleridge n on, lr5), -:rl.o~9, ·quoted· by·l!aèil 
Willey, Nineteeath Centyn: Studies ( ndon, 1949]. p.30. 
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