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" PREFACE

I should like to ex;;rvess ny Appreciation to
Professor Irving Massey for his valuable 'a;_;izg‘.ta‘nce in
thev preparation of ‘this thesis. My thanks are also due
to Professor A, J. Hartléy for helpful Suggestions.



CHAPTER I.

A COMPARISON OF WORDSWORTH'S ®"PREFACE" TO THE
\ ' : o
LYRICAL BALLADS WITH COLERIDGE'S NOTEBOOKS.
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. The publication in 1957 and 1961 of two volumes
6f Coleridge's ggggggg;gl has opened to all those who are
interested in this writer as man, poet, critic,
philosopher and psychologist opportunities to study him
and his work énov;"Sonb'of the material contained in this
text was pnbli;hqd»y:gyiously,1&‘&5}55 gggggg,z but many
significant eﬁtriiéﬂw&fe-léft'out of the earlier volume,
and in some cases, a§ in CN 383;3}the meaning of the
passages vas»eﬁtirély Q}téred by injudiciouSJOliasion.
,conabqucnﬁly, the publiéation of Professor Coburn's
.ditidﬂ“r,’zot ohly .*?ﬁp;:]..i:e;s'i\th with new knowledge, But'
corrects the old. Téoro i§ much of interest in these two
books, but uofe is to come, for there are still three
volumes. of the Notebooks to be issued, one of which |
contaiﬁs?a draft for pa?t of Biographia Ligorargg,k but in
this thesis I shall bevéoncerned only with'thoséfColeridge

| lThe NotéEge!gi'fN§§!§g§?:;f 0
Coburn (New Yor ,j‘%??*an1 f'f Te ‘
2\nima Poetae from the unpublish notebooks of Samuel
Taylor éﬁier!ﬁgo, 05. . H. 5§§oriage (%Enaen, f883)-r' ,
3Numbers in the text preceded by CN refer to entrioa
in the Notobogks. Numbers preceded by CN and followed by

n refer to essor Coburn's notes. Volume 1 contains
entries 1-1842, Volume 2 entries 1843-3231.

bInformation volunteered to the author in June, 1964
k{nPrzfossgr Gegrge g?alﬁ;z gﬁyﬁgeen!gﬁgniversity,

gston, Ontario. . Hump ouse, Coleridge
(London, '1962), p.149. T ’

Coleridge, ed. Kathleen




notes to beif$una,1n‘thgvtiﬁstbiﬁﬁ_uhich have already
appeared, the first/oné covering the period 1794-180k, the
second 180h-1808.';: | h

'iThe’very»widc scope of Coleridge's interests is
seen in his notes. ‘k’ﬁeglthtéfinforuatioh is to be.found
there concerning his fol;fibns with his contemporaries,
including Wordsworth. and his family, his attitude to
political and roligious toﬁiéiioﬁﬁéhé day, and his interest
in philosophy and paychoio;j. Also to.bo glean¢d ;ronl
these volumes are the boek;lcbloridgb wﬁs reading at a
particular time, and his comments on them. Of most
interest, perhapa,‘to~the ét&dcnt of literature, however,
are his remarks on poetry, ahd 1n particular on the theory
of poetry, and it is to these observations that we shall
pay most attention.

In reading these volumes one is struck by a '
number of similarities of thought and expression botw@en
remarks made by Coleridge in his Notebooks and ideas
expressed by Wordsworth in the "Preface" to the Lyrical
Ballads. The famous "Preface® was written first in 1800,
and reprinted in a slightly fuller form in 1802. The

coincidences that I have referred to are not really |
| surprising. Coleridgo and Wordsworth were close friends
at this perioed and saw a lot of one agother. At one time

it was intended that Coleridge should write the "Preface"



(CN 787n) and he and Wordsworth no doubt discussed the
principal notions. Also, Wordsworth was not the first, nor
the last, writer tovdoallwith the subjecta mentioned in
the "Preface". Coleridge and Wordsworth inherited the
samelliterary»ﬁradition, and many, if not most, of the
topics Wordsworth touches upon in the 5Prefaco” had been
considered by earlief literary eriticé. It is thoreforo ,
not rcmarkable that both nen were thinking about the same
subjects at tho same time.‘ Haquer, it nay be of interest}
to comparé‘ﬁbrdsworth's "Preface" to the observations
-scattered through Coleridge's notfbooks, so that we may
seé to whatjektent Ccleridgé waaﬁprooccupied with the
subjects outlined by his friend.

In the L!;iga lladg Wordsworth is introducing
a new type of poetry to the reader as an experiment, He
realises, however, that because his poetry is novel and
different it may be at d d1§ddvantage. His reader will
probably have attached "the endearing name of Pootry,"5 te
a particular type of ceipoaition and it may be difficult

for him to broaden his appreciation; Indeed, Wordsworth
remarks, "all men feel an habitual gratitude, and souothihg

- of an honburable bigotry for the objects which have long

5'Proface to the Lyrical Ballads“ in Lyrical Ballads:
Wordsworth %%% Coleridge, ed. R. L. Brett and A. R. Jones
TTondon, 19 11 subaequent roferences will be

to the 1802 text in this edition.



continued to plpaéefthe-:\wo not only wish to be pleased,
but to be pleased in that particular way in which we have

* been accuatoned‘to'be'ﬁleﬂsdd,"?4('Preface", p.266).
Coleridge recegnises this same partiality in the. ____Qgggg,
In 1805 he explains that it is "one source of mistakes
concerning the merits of Poems that to those read 1n.youth
men attribute all that p:aise’whi¢pfis due to Poetry in
general ., . ." (CN 2516). 1Héwovef, in the same entry he
acknowledges ®that both in persons and in poems it is woli’
on the whole that we should retain our first Loves, tho®
alike in both cases evils have happened as the |
consequence=. . . ." But in 1807 he returns to his first
opinion: "By the bfo, in Poétry as well as Metaphysics,
that which we first meet with in the Dawn of our minds
becomes our after Petisch, to the Many at least- . . ."
(CK 3156).

‘ " While in the Lz;;ggl,ggliggg,ﬁbrdsworth is
presenting what he censidors ‘to be an innovation in the
style and content of poetry, ‘in his FPreface” he attacks
many of the chafacteristic faults of his predecessors as
well as those of his contemporaries 'ho_writo in the older
style. In explaining to the reader why he has written his
manifaato, Wordsworth comments on "the gaudiness and inane

phraseology of many modern writers,” ('Prefacc", p.238) te



whieﬁ many of,his‘contenporarioa were accustomed. In a
hunbcr'af'paasagaj coleridgo criticizes the same tendency.
Late in 1805 he makes the following note: “Hedbrn»Péétry
characterizod by tha Poets ARXIETY te be always riking -
The same march in the Greek & Latin Poets / Claudian, whe
had powers to have been any thing - eboervo in hiu the
anxious eraving Vanityl every Line, nay, avery word ___2_,
looks tull in yoar race, & askt k begs for Praise.”
(Gl 2728) " One sheuld l1iken this to an entry of May-
Lugust 1805: ;Wt"
In the preseat age tho Poet. preposos to himself as
his lain ObJect & goatieharaeteristic‘of his art,
new ané:strikingfiﬁigés,'incidenta that interest |
the Affections or excite thc’curieaity of the
»Reader, and’ both his charactera and his descriptione
khe individualizea and spocifios as much as possible,
even to a degree of Pertraiture / Meanwhile in his
diction and metre he is eithor careless (W. Scott)
or adopts some mechanical measure, of which one
couplet or stanza is an adequate spocilen, with i
language which La06 claims to be peetical for
no better reason, than that it would be

intolerable in conversation or prose/- (CN 2599).

'6Herizonta1 lines superimposed on the text indicate
cancellations by Coleridge. For an explanation of editerial
symbols see p. x1ii of Vol. I.of Miss Coburn's text. Three
- or four spaced periods, not enclosed within square bracketa,
indicate ellipses by this writer,



Later in the same year COIeridge writos ”A man's
Inagination fitfully awaking & sleeping = the odd
netaphors & no metaphors of modorn poetry / Laaguagc

its first state without the ;g!gggizg‘pa:tien? (cN 2723).
" The distinection betﬁoen diseévory‘inéuinv‘ntion'hgs alnéut"
as much significance for him as that between fqncy&igd
imagination: *Into a diace!gibr I have sunk from ag' )
inventor,n he laments in CN 950. Hiévopini¢nﬁof médern
poatry, we must conclude, is low. Coleridge and
Wordsworth, though they use different phraseeclogy, are
making the same points here. Wbrdswcrth'g *gaudiness™
correspondavtO'Celefidge's Fptriking>imaéea,' his;*iiéne
phraseology® to celeridgé'slﬂlanguagd which élainn t6Hbe
poetical for no better reéseﬁ than that it would be
intolerable in conversation or prose."

_ Wordsworth also condemns the use of cliches in
poetry, and because he feels that ™mechanical devieoa et
style" ("Preface”, p.241) have become meaningless he nas
tried to aveid "what is usually called poetic dietion,,
(*Preface™, p.245). Wordsworth, thereferé;'maintains in
these obsérvationé that his purpose in his poetry is "te
imitate, and as far as poSsible, to adopt the very u
language of men" and that his wish is "te keep [the]
Reader in the cénpany of flesh and blood,™ for Wordsworth
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is perﬁu&dod‘thﬁt b} so doing he will interesi’his publie
‘("Proface', p.24h). For these reasons, Wbrdsuorth says,
he has avoided pectic diction as assiduensly as it is
normally courted, and he naintains that few personifieations
of abstract ideas will be Tound in his works (“Prefaeo",
pp.244=5). Of course ﬂbrdsuorth does uso peraonificatien,
as in the Ode to Duty, but hé leaves himself a leophole
for this when he says that persanifieation is ®a figure of
speech occasionally prompted by paSsion“ and that he has
'mad;‘uso of it as such ("Preface™, p.244). Perhaps |
‘Wbrdswéfth is being_unféir to his ﬁredccéeoors, for surely
'Pbpo and his contonporarioS»fclt'that thoy were using
devices of style in a;ffgﬁh And’atriking way, and only
;‘:whea *prolpted'by passion.” They are unlikoly'to have
i”usod ihegqyeonventions if Ehcy thought they were mechanical .
and lifelesb., And yet in 1806 Coleridge makes a similar

remark: ™. . . in Pope the quaintness, perversion,

f ‘;unndturalwmétaphors‘& still more the cold-blooded use for

artifice or connection of language justifiable only by
enthusiasm & passion.® (eN 2826). Both Wordsworth and

| -coleridge contend that éoetic dietion, by which they mean
perbonification, metaphor, simile, apostrophe, while not .
ﬁ bad in itself, has been so misused that the phrases no
longer convey anything; the words have become tritc; To
reawaken the imagination from its lethargy, a freshness of
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spirit and language is heeﬂpd. The clichés of fornsr‘agbs
only aggraiate the reader’'s térpor. ' |

Wordsworth admits that there are some dis-
advantages 1n.sé“atuaiously avoiding poetic diction, but
he feels that thay are noeessary to achieve his purposo. |
'th oenly. nust he eschew nany phrases and figuros of
spaoch which from father to son " have leng been regarded as
the common inheritance of Poets™ (”Profaco", p.2h5), but
h‘ has thonght it expedient to abstain "from the use of
many exproasions, in themsolves proper and beautiful, but
which have, been foolishly rapeated by bad Poots, till such
foelings of disgnst are connected with them as it is
‘;ncarcely possible by any art of association to overpower"

'('Prefaco", P.2h5). Late in 1799'Celeridge writes of the
harm that bad Poets do in stealing & making unnevel
beautiful Images®™ (CN 470), and in September 1802 he copies
this remark into another ﬁetobook,'gith,slight variaﬁiena:
"0f the harm done by bad Poets in trivializing bcaﬁtifﬁl
;:preasiond & images, & asaeciating Disgust & indifference
with the technical forms of Peetry" (CN 1236). From this
last observation, we may learn two‘things; firsﬁ, |
- Coleridge is bewalling the loss t6 our langudgo of many
beautiful phrases which have become commonplace through
misuse. éeeondly, however, coleriage is pointing out that
these bad poets have brought the technical elements of



vpeetry inté‘diarqpuﬁa;;(nitibﬁéfg_pgrSQnifieatian,‘simile
when imaginatively used are greatﬂ#ssétg to the poet, but
he cannot use them once they havg;becbme trivial and
neaningleés. The second poini Coiéridge nakes_herp‘i; |
important, for it shows that he 15 not repngiating poetie
diction or the technicalities of péetfy theﬁselvéé, onl&
- their misuse. , l | | |

Yet another defect that Wordsworth finds in}
contenporéry’society, and which ;q‘reflected in the poetry
~ of the day, is a ™degrading thirst aftér ouﬁrageous
stimulation” (*Préface", p.2h3);fberdswbrth believes that
*the human mind is capable of being excited without the
épplication of gross and violent stimuiants,“ (?Prefacé",
p.242) and because of thig conviction the feéiihg |
develéped in the 1yriés hcyhas written ”gives‘importance
to the action and situation, and not the actiéﬁ and
situation to the feeling.® ("Preface", p.242). 'The‘result
of the "craving for extraéréinary inéidenfﬂ (?Frefaco”,
p.243) is that "the invaluable works of our elder writers,

I,hadfalmost said the works of Shakogpear and Milton, are N

driven into neglect by frantic ndvola,‘sickly and stupid
German Tragedies, and deéiluges of idle and extravagant

stories in verSg":(!?rgface", P.243). Coleridge condemns .
this trend in‘Jaﬁﬁd;Q 180&:“ "The pfodigious Eye-

vividness of our modern scenes finds a Counter balance
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lenly in boisterous Event & Bustle.w 'All tenden Passions,
motions seft &(grave' must noeda ve flat to the most of
the Speetatcrs & aut of place to the most enlightened"
c(cN 1794) It may be ramarkzd in passing that there 18
important ‘eriticism of Ann Radcliffe's yxggggigg eof
Udolphe and M. C. Lewis's The Monk to be found in
’ Coleridge's Migcellaneggs gg;ticism. In speaking of
Mrs. Radcliffe, Coleridge acknowledgea her power as a
mistress of suspense and invention, but complains that in
searching for what is new she is‘lianlevto forget what is
natural,”’ Concerning that . thirst for outrageous |
B stimulation™, Coleridge sayn that "the horrible and the
preternaturél have usually sqizgd on the popular taste, at
the rise and decline ofllitérdturo."8 Because they are
very powerful atinulanta'“they can never be required
except by the torpor of an unawakened or the languor of

an exhausted, atppet;it'.e.‘9

Wbrdsucrth it may be noted,
sees the Poet as chiefl} distinguished from other men, "by
a greater prempiness to think and feel without immediate

external excitement . . ." (’Pnefnce', p.255).

Miscellaneous giticigg, ed. T. M. Raysor
5 PeI )0 '

8114, p.370.
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Yet Wordsworth can see that there are reasons
for this desire for stimnlation. One of them is 'the
encreasing accnnulation of men in cities where the
uniformity of their occupations produces a craving for
extraordinary 1ncident, which the rapid comnunication of
intolligence hourly gratifioa' ('Proface", p.2k3).- Other
, uriters have praiaed the country over the town. In 1800
,Galeridge notes, 'Divina natura dedit agros, ars humana
aedificavit urbem / God made the city & man made the
town- ;";"r(cnu815)."“6iiy“ is thought to be a slip for
"country";(GN5815n). Altheugh in ioggaghia teragig
kcoleridgo latar attacks ﬂbrdsworth's concept of the
superiority of rustic life, his early letters suppcrt the
position indicated in the note I have just quoted. 1In
1795 he writes: "The pleasures, which we receive from rural
beauties, are of-littlé Consequence compared with ﬁhe Moral
Effect of these pleasures - beholding céﬁstantly the Best
possible we at last become ourgolves’the best possible.
In the country, all around us smile Good and Beauty - and
the Images of this divine beauty are miniatured on the
mind of the bepolder, as a Landscape on a Convex Mirror."lo’

- Later he says, "I am anxipué that my children sheuld‘be

10 ‘
Earl ngllz ar gg tt = g%,_%%ggy T % -lgsiﬂsg od-
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bred up from earliest infancy in the simplicity of
peasants, their food dress & habits completely rustic "11
and he geee on to complain of the unchristian habits that
cities teach children.12 | |

In the "Preface" to the ”xgica Qg;;ggg Ubrdsworth
is net concerned only with condemning tendencies in the
| literature of his‘time. He alse gives his views on the
‘nature of great art., Wordsworth emphasizes the role of
~ passion in creation a number of times in’his treatise,
- Having observed 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 has "an
| abilitj of cenjnring up in himself‘pessions; which are
inﬁeed far from being the same as those PrOduced by'real
”'»events;‘yet e o o do more nearly resembleéc the»passions
wproduced by real events, than anything which; from the
 motions of their own minds’merely; ether men.are |
accustomed to feel in themselves e o oM ("Preface", p.250).
Werdswcrth then tells us that the poet "describes and
 imitates passions" ("Preface", p.250), and that the object
of poetry is “truth not individual and local, but general,

llIbid., I, 240.
Y20, cit.
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and operative; ﬁéﬁystaading“upon external testimony, but
carried alive into the heart by passion . . . ("Pref‘ico"‘,
p.251). | ST |
- Tﬁére are‘sémo elédﬁent paéaages in Coleridge
which revéal the place of passion in poetry. During
August-September of 1800 he declares that "A child
scolding a flower in the words in which he had himself
been scolded & whipt, is poetry / past passibn with
pleasure-" (CN 786). 1atot he remarks on . . . poesy,
whose essénéo is péssibnate order® (CN 3092), and on
'Inagination (which is Passion eagle-eyod) e « «™ (CN 2112).

For Wbrdsuorth, houbver, the feeling that is
‘deveioped within poetry, and through which it is greated,‘
is of a particular kind, or, mofe accurately, at a
particular stage. Poetry, Wordsworth writes, "takes its
origin from enotion recollected in tranquillity" (“Profgee”,'
P.260). Wordsworth is describing the creative act: "I
"~ have Qaid that poetry is'the spontaneous Qverfiew of
- powerful feelings: it takes its origin from emoﬁion
recollected in tranquillity: the emotion is contemplated
till, by a species of reaction, the tranquillity gradually
disappears, and an emotion, kindred to that uhich'was
‘befere the subject of contemplation, is gradually produced,
 and does itself actually exist in the mind" ("Preface", |
P.260). This is the phrase in its context, for, in fixing
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onr»attention on the word "tranquillity," we sometimes .
gather a false impression of Wordsworth's theory. The
emotion is recollected in tranquillity 6nly until thﬁt
serene mood is replaced by a new eﬁétion.‘ Wordsworth is
not contradicting the remark that poetry is the
spontaneous overflow of powerful feelings. The
expreésion we have been discussing is recalled in
Coleridge's Hotoboekg during August-September 1800 in a
tantaliziﬁg.fashion, tantalizing because some words are
illegible at this point. The entfyvreads:in part,
... ...], so poetry [. . . .] recalling of passion
in tranquillity . « «® (CN 787). Professor Coburn's note,
drawing our attention to a suggestion that the:idién may
have come to'Wbrdsworth~fron4Schiller by way of Coleridge,
is significant. | - | |

Wordsworth also stresses the necessity of ihought
in art. Although "all good poetry is the'spontanﬁoua B
overflow of powerful feelinge . « « , Poems to which any
}value canwbevattached were never préducéd\én any variety
of subjects but‘byja man, who being possessed of more than
usual organic sinsibility, had aléoitheught long and o
deeply” ('Pre{acg",-p:ZAQ). Coleridge, like almost all
othe:ﬁ@lés,?holdé’a£§inii§§fvigw and in 1799 h0»writes,
"MefaphysicqliPcetry,givqsumen86 much delight.~*.(cN 383).




| : PR | L "y
Howavér, Wbrdsworth gbes further than just admiring depth
of thought in literature, ‘Tﬁi lyrics he has writtcﬁ~ére
in imitation of the style of the peasant whose modo of
expression "is a more permanent and a far more
philosephieal language than that which is frequently
substituted for it by Poets . . ." ("Preface”, p.239).
Coleridge's naturg views on the aptiﬁude'of a poasané for
philosephi differ from those of Wordsworth, but thgre is
one entry in the Notebooks which has a bearing on the
theory of language Wordsworth expounds here. In 1800,
the year the first version of this "Preface™ was wfitton,
Coleridge pﬁts down the following: "Duty of a Bbet“té
 write like a Gentleman. Ad. Smith Europ. Mag Aug. 1791.
135" (CN 775). Professor cobufn's explanation reads:
The reference is to the Euregéan Magazine (August
1791) 135, to an article signed ”A; Glasgoi“, on
the literary conversation and opinions of Adam
Smith. "A" saye: "I pled as well as I could for
Allen Raiséy, because I tegarded him as the single
unaffected Poet whom we have had since Buchanan -
Proximus huic longo sed proximus 1ntegva1;o.
- "He answered, It is the duty of a poet to write
like a gentlelan.‘il dislike that homely style
which some think fit to call the language of nature -
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and simplicity, and so forth. In Percy's Religues
too, a few tolerable pieces afe buried under a heap
of rubbigh'. . . ."
It is easy to see why ‘Wordsworth and Coleridge
f?nere antagonistic to &dam Smith the literary
eritic . .. (CN 775;;).:,

In: 1ater years, in Biograghia Litegaria,
Goleridge attacks wbrdsworth's notion that the peasant's

language is more philoscphiéal. Coleridge states that the
countryman's speech when made consistent with the rules
of grammar, will not differ from that of other men,=
except that the notions he conveys will be fewer and

" concerned with fééts;iﬁhiléyan‘educated man will seek to
expressiideas; and discover phé ;onneetien of thingé frbm
which general laws are deducible.’> When one has studied
Wbrdsworth's "Preface™ and .Chapter XVII of Biographia
Literaria, one cannot but conclude that Coleridge is right

in rejecting Wbrdsuorth's theory of the superiority of a
rustic's language. |

While passion and thought are vital constituents
of a work of art the poet's purpose is to give immediate
pleasure;‘Wbrdsworth'states ("Pteface"; P.252). Likewise

the emotion that the poet is contemplating "of whatever

1} iographia Literaria, ed. John Shawcross (London,
1907), 11, 38-39.
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kind and in whatever degree, from various c¢auses is ,
qualified by various pleasures, so that in deseribing any
passions whatsoever, which are voluntarily described, the
mind will upon the whole be in a state of enjoyment"
("Preface®, p.260). In Biographia Literaria and the
lectures on Shakoépeare, Coleridge stréases many timeg,
that the object of poetry is pleature.lh That the purpose
of poetry is to delight,vis not éleérly enunciated in the |
early notebooks, however. What Coleridge does do there is
link poetry and virtue, and pleasure and Qirtue. He notes
that genius can not flourish without virtue (CN 3136) and,
in recording part of Ben Jonson's Dedication to Volggna,
recognizes "the inpossibility of any‘man'a being the good
Poet without first beiﬁgﬂa good man™ (0N11057). He makes
the connection betwoen virtue and pleasure when he remarks
that "all Virtue sﬁbgists in and by Pleasure" (CN 2210),
.001eridge does.not, hdwpver;“airectly connect poetry ahd
pleasure at this stage. For‘Wbrdsubrth the object of
poetry is twofeld “to exprosn truth and to give pleasure,
‘Coleridgo's view, as delineated in the Biog;aphia, is

different. "A poem,"™ he pronounces, "is that species of

composition which is opposed to works of science by

Lhe,g. Bidgﬁaﬁh;a%L ®
Criticism, ed. T.M. Rdysor

ia, II, 10, and Shakespearean
fendon, 1960), II, 41,
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proposing:fbr its Wob;joct pleasure, not
truth .‘. .",15 but I have not found this theory set down
in the first two volumes of the-Not;bbeks.

In defending the use of metrokinApoetry,~_-
Wordsworth asserts that one of the éhief,cauabs of ﬁhe
'pleasure received from metfieﬁl,languagﬁ is the delight
the mind derives from the'piféopﬁioﬁ of ainilitnde in
‘dissimilitude ("Preface", p.259). He goes on to say that
‘this principle is "the érodtrspfing of‘the activity‘otiour
minds, and their chief feeder; From this principle the
‘direction of the sexual appétite; and all the passions
connected with it, take théir origin; it is the lifc ofyout
| 6rdinary conversation; and upén ﬁhe accuracy with which |
similitude in dissimilitude, and dissimilitude in
similitude are perceive§ d§pend our taste and our moral
feelings® ("Prefaée*; p.259); This concept is a
fundamental one in éoleridgs'a theory of life and of art.
The appreciation of sililitude in diasimilitudo and Vié;‘v
versa is connected with Coleridge's conéept of the
reconciliation of oppositeg,fpr, és he phrases it,

- . "Extremes Meet," and‘this, igvits turn, is linked with thd'

ﬁetion of balance and wi;h’a}suhjdct of great importaneb

15§iegraé§;‘fiﬁié§aria, 11, 10,
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to coléridge, organic unity. There are numerous instances
of a perception of likeness in differqnce in the |
Notebooks, but I can mention here only a few. In the
autumn of 1802, Coleridge writes of, "The stedfast rainbow
in the fast-moving, hurrying hail-mist! What a congregation
of Images & Feelings, of fantastic Perﬁanence amidst the
rapid Change of Tempest - quietness the Daughter of
Storm.-" (CN 1246). In December 1803, he resolves to
leave the last nine pﬁgeé of his Pocket book to a
collection of "Extremes Meet". Among those hé writes down
are *Sameness in alﬁhterfall; from infinite Change,"™ and
“Darﬁiwith excess.of Light" (CN 1725). Wordsworth says of
this principle that *it is the life of our ordinary
convcrsatiqn," and wi-ﬁinq Coleridge in 1796 commenting,
*Good Temper & habitual iﬁib are the first ingredients of
;on#;roa private Society - but Wit, Knowledge, or
Originality'must"break ﬁHﬁiﬁ'é%@h surface into some
inequality of Feeling, or conversation is like a Journcy
on an endless flat-." (CN 85). It is dissimilarity that
001eridge'is aearching for here.‘ As we shall see. in the
next chapter, the ceneept of the reconciliation of
opposites, tied up as it is with the theory of organic
,unity,*is'of great significance in Coleridge's thought. It
is intorésting that Wordsworth should have touched upon it
in his "Preface".
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Having pointed out so;e'of=tha'siniiéfities
 between Wordsworth's "Preface® énd Coleridge's notes, I
shall now mention two important 1deas expreased by
Wbrdsworth which I have not found referred to in any
~ significant way in ‘the Notebooks, but which.Celeridge
‘,disagrees with in later years.; The first topic we have
already tonched upon, nanely‘ibrdsworth's adniration of
the rustic. The second is Wordaworth's contention that
there is no essential difference between the language of
prose and verse.

Wordsworth uritep that the principal objeet
proposed in the Lyrical Ba]v.lyagg, "was to chuse incidents
and situations from common life, and to relate or describe
them, throughout, as far as was possible, in a~301octionk
of language really used by men . . ." ("Preface", p.238).
"The language, too; of these men,™ he goes on to say, "is
Qdeptad o o o becaﬁae such men hourly communicate with the
best objects from which’thc best part of language is
originally derived. . . . Accafdingly, such a language,
arising pnt‘of repeated okperience and regular fedlings,
is a more permanent, and a far more philosophic lahguage,\
thﬂé €hat which is frequently substituted for it by‘
Poets,.‘. . ("Preface™, p.239). We do find one section

. among COIeridgg's notes which is similar to Wordsworth's
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belief that the peasant is influenced by a great and good
nature, and derives much benefit from his close rqlatien-
ship to nature. In August 1803, while on a walking tour
in Scotland, Coleridge records, "Preaching four times a
year at the great Bull Stone, by the desire of the
Inhabitants / thia is one dnong‘the-many proofs that
natural 6bjects do imgrogs tho ﬁinds of the Inhabiiants
who are familiarised to them, tho' they do not use
epithet§ Sf Delight or Admiration/- o o o (CN 1475). Inm
~ the Biographia, however, Coleridge challenges Wordsworth's
assumptions by’ questioning the desirability of rustie life
in itself 16 and by pointing out that in Wordsworth's most
interesting, dranatic péena, the persons introduced are
not taken ‘from 1ow life, and fheir sentinenta and languago'
arisq from. cauzos not nocoasarily connected with their
occnpation and abodo.17 When Coloridge turns to the
superiority of the poasan&'s idiom' he writes: "The best
part of human langnago, prop.rly 80 called, is ‘derived
from raflectiqn on the acts ‘of the nind itself. It is
formed by a voluntary appropriation of fixed symbols to
igternal acts, to processes and results of imagination,

the greaber>§art of which'ha%e no plgco in the

16piographia fiteraria, II; 32.
171pid., II, 31. |
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consciousness of an uneducated man. . . ."18 |
In Chapter XVIII of the Biographia, Coleridge
examines Wordsworth's contention thgt thero neither is nor
can be any essehtiai difference between ﬁhe languagovof}
prose and metrical composition. I have not found this
question alluded to in thékiéﬁébeeks, but Coleridge
.,asserts in the Biographia that thére is an essential
difference. Metre, Golefidge argues, is worthless by
itself, *it is simply a‘stilmlaﬁt of the attentioa, and
therefore excites the question: Why is the attention to be
thus stimulated? Now the question can not be answered by
the pleasure of £he @§tro itself; for this we have shown
- %o be conditional'and dependant on the appropriatenoss of
the thoughts and exprcssions to which the metrical form
is superadded‘ Neither can I conceive any other answer
that can be given,,short of this: I write in metre becauao
I am about to use a language ‘different from that of |
prose.l 19 In this criticiam of Wbrdaﬁorth we would, I
think, again agree with Coleridge. Wbrdsworth has gqne
too far. ‘AsuJ. M. Raysor ha3<pu€’it; *in the impetus of
his legitimate attack upbn,the confentionalixed‘atyle (not

181p14., 11, 39-40.
191p3d., 11, 53.
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- merely the wordq)»of‘eightéenth~century'poetry, Wprdsworth
overshot his mark and betrayed himséif'ihto an attack upon
any style which differentiates poetrj from prose.“. . ;"20

Although I have shown a number of similarities .

in the thought of Wordaworth and Coleridge at this early

stage in their careers, I am not trying to prove influence‘

on one poet by the other, . It is quite poasible that
through their close relationahip they did discuss ‘some of
the subjects referred to 1n'ﬂbrdsworth's manifesto, but it
is equally possible that thoir intereat in these topiecs
was aroused independently of»one another, for, as 1
mentioned earlier, Wordsworth and Coleridge were not the
first ta-havevuritton aboufrtheSe.ideas;_vR. D. Havens has
- said that "the imagination was not a discovery of the

\ romanticists. The Greeks and Romans discussed it, as did
medieval and Renaissance critics, and between 1660 and
1800 it became an important topic with literary theorists.
Thus we come across Addison writing that the pleasures of

the imagination are as great;and transporting as those of

20Thomas Middieton Raysor "Coleridge's Criticism of
Wordsworth,* gg;g LIv. (1939), 501+, »

2lRaymond Dexter Havens, The Mingd of a Poet (Baltimoro,
19#1), I, 204, .

e

2
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the understanding 22

Likewise, the early nineteenth century writers
did not invent passion in poetry, nor were they the first
to admire the country life. If we look at eighfeenﬁh |
century writers alone, we will find that they are concerned
with many of the same topics as interested Wordsworth aad
Coleridge. The Earl of Shaftesbnry defines and'praises'
 simplicity of style.?? Addison declares that "we always
find the poet in love with a country life,*?* and Thomas
Tiekell writes on pastoral poetry.25 |

Pope adnirea poetic diction that is lively and
forceful and that is Jnstified by the intenaity of the
‘poet's feelings. In the "Preface” to the Iliad he writes:
If we descend ..+ « to the expression, we see the |
bright imagination of?Hemer ehining out in the most-
énlightened forms of it. We acknowledge him the |

22Joaeph Addisénin'rhe Pleasures ef the Inagination, I,n

Spectator, no. 411 Eigh tury Critieal gggzg
g Scott Elledso tuew York, - s 43. » g

23Antony Aehley Cooper third Earl of Shaftesbury,
Adyice to an Author, Part iI ‘Section II in Elledge,’ i,
195.

2"""l'he Pleasures of the Imaginatien, IV," Spectator,
no. 414, in Elledge, I 51. e '

25E1ledge, I, 530-53k.
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father of poetical dietion, the first ﬁho,tgught |
jthat 'l#nguigo of the gods"_té men..gHisxexprgssign
1s 1like the colouriﬁg of somevgiéaﬁ masters, théh"
 .discovers itself to be laid oﬁﬁbbldly and eXecuted
‘with rapidity.' It is indeed ‘the strongest and the
‘most glowing imaginable, and teuched with the o
greatest spirit. Aristotlo had reason to say he
was the only poet whn ‘had found out ”living words®™;
there are in him more daring figures and metaphcrs
than in any good authoriyhaxevgr. An arrow is
"impatient" to be 6§{€h@_wing;‘a weapon "thirsts®
‘to drink the blodd 6f1§n’encuy, and the like.
Yot his expression is nqur too big for the sénso,
but Justly great in- proporﬁian to it. It is the
sentinent that swnlls and fills ‘out the diction,
which rises with it, and forms 1tself about it.26
Here we hardly seeiPopo admiring "the ‘cold-blooded use for
artifice or connection of language justifiablo only by fvr~
enthusiasm & passion‘ (CN 2826). ;
Ve find passion connected with poetry in
Addison's writings: "There is yet another circumstance

whiéh'récoihénds‘a dééé%iption‘BOre:than}all the rest; and

2681 exander Pope, "Preface to the Translation of the
Iliad," in Elledge. i 263k
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. that is if it represents to us such objects as are apt to
raise a secret ferment in the mind of the reader and to
work with violence upén his passions.“27 Dennis is even
more‘ozpiicit' "Poetry, then, is an art bj“ihich a poet
excites passion (and for that very cause entertains sense)
in order to satisfy and improvo, to delight and reform,
the mind, and so to make mankind happier and botter; from
which it appeara that poetry has tyo ends, a subordinate,
and a final one; the subofdi##te one is pleasure, and the
final one is inatruction."28 Pleasure, of course, is the
objoct of poetry for both Coleridge and Wordsworth.
There is also an interesting passage in Dennis
o which recalls Wordsworth's theory that the emotion which
inspires the poet is recollected. Dennis writes:
So thunder mentioned in common conversation gives
;; idea of a black cloud and a gréaﬁ noise, which
makes no great impression upon us. But the idea
of it occuring in meditation sets before us the most
forcible, most resistleea, and consequently the most
dreadful phenolenon in nature; so that the idea must

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

sort of tcrror that 1 call enthusiasm. And it is

27"The Pleasures of the Inaginatien, VIII " Speetator,
no.: kld, in Ellodgo,‘lg,éé. :

23John Dennis, The Grounds _; C;itigig! in Poetry, in
. Elledge, R 103. '
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this sort of terror, or admiration, or horror, and.
sé of the rest, which expressed’in:poetry make
that spirit that passion, and tha£ fire which so .
wonderfully please.29 ”
Even Coleridge's favourite concept of unity in

i mnlteity is to be found in thp eighteenth century.
Francis Hutcheson, writing in An Inquiry into the Original
of m Ideas g_f_ Beauty _gg. m%, says. kthat 7the figures
which excite in us the ideas of baauty seem to be those in
~ which there is uniforuitx gg;_g_ !gggggx.'3°

To have shown that thero are’ similarities
between Wordsworth's "Preface" and Coleridge's Notobgoks
is of value, I think for, although many of the ideas
that Wbrdsworth discusses in his "Preface" were current in
the eighteenth contury, these 1dcas found their most
eoncentrated and influential oxpression in the Wbrdaworth-
Coleridge controversies. o | ‘ |

Wordsworth's aim in his manifesto was to reforn
the language of poetry, his "profossod pnrpose was to -
bring poetry back from-her wanderingt in Fancy's maze, to

the common growth of mother-earth."31 The‘refornation

Lo6 29The Grounds of Criticism in Poetry, in Elledge, I,

»De 130F£a:ci;nHu§cheson "gf g::uzy, Order, Har-ony
sign,"™ An u e nal of 0 Ideas eautx
and Virtue I"EEIffage, 57 '£

31Havens, The Mind of a Paet, I, 248.
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of poetic diction, however, can not be said to occupy as
proninent‘a place invColeridge's thought as it does in
Wordsworth's., While we have seen that Coleridge does rebel

in the Notebeoke against eome.eighteenth centurj peetic
| conventions, this is only one of many subjects in which he
is interested. In a letter‘o£’1800 to a friend, Coleridge
sketches hie purpose in his iiterary criticism: "'I abandon
Poetry altogether - I leave the higher & deeper Kind to
Wbrdsworth the delightful, pepalar and simply dignified to
Southey; & reserve for myself the honorable attempt to make
others feel and understand their writings as they deserve
to be felt and understood.'*32 Coleridge's Shakeepeare
criticism and at least part of the Biog;aghia arise fren
this attempt at expeunding the worke of other poets. But
Coleridge's explanations are, based on his philosophy of
poetry. His interest in theory, and his difference in
this respect from Wordsworth, wh? #felt a certain
impatience with 'critie rnleeg end 'barren intermeddling
‘subtleties' that perplex the ﬁind” 33 ig seen in the
Biegraghia where Goleridge eompares his object and that of
Wbrdeworth in discussing fancy and imagination:

32prom an unpubliehed manuscript, quoted by Earl Leslie
Griggs, "Wordsworth Through Coleridge's Eyes," in

Wo deworth Centena tugies ed. Gilbert T. Dunklin
(Ignaen, 19 s Do : ’

33clarence D. Thorpe "The Imagination. Coleridge

versus Wordsworth," Phi;ologica Quarterly, XVIII (1939),
p.16. )
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« « + it was Mr. Wordsworth's purpésé'to consider
the influences of fancy andvinagination as théyLara‘
manifested in poetry, and from the different
effects to conclude their diversity in kind; while
it is my object to inyeptigato the seminal
- prineiple, and then fr9i §he kind to deduce the |
degree. My friend hés drgwn abﬁasterly-sketch_of
‘the branches with their poetic fruitage. I wish to
add the trunk, and evqﬁ tﬁe ﬁoets as fér as thoy‘
lift themselves above ground, and are visible to
the naked eye of our common consciousness.3h
In the Nate gi. ‘there is a lot of material on
poetic theery, while, inttrestingly enough, there is
‘little practical criticism of Shakespeare or other poets.
It is to some of the more important aspects of Celeridge‘a
poobic theory that we will now turn.

" 3bBiographia Literaria, I, 6h.
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colefidge}s concept of uﬂipy“pervades much of
his writing. He diécusSes the theory,‘in various forms,
in'the‘fieids of aesthetics, philosophy, biology and
religion. Perhaps the idea is workéd out most fully in
‘his Hints wardg the Fo agiog of a more onprehengizg
Theory of Life, a biological treatise written late in his
career, but there are many passages in the Natebooks,}ga
well as in Biogggghig LAQ” g;ia, which illustrate the
interest that the?noiién:of unity, in its many aspeets,

'haa‘for him. = For example, in November 1799 he sets down
in his notebook‘ "If I begin a poem of Spinoza, thus it
“should bogin/ I would make a pilgrinaga to the burning
sands af Lrabia, or &c:: -&ev to find the Man who could
~explain to me there can be o geness, there being infinite
: Perceptions- yet thére must be a ononess, not an intense
Union but an Absolute Unity, for &ec " (CN 556). As can
be gathered frem thia quotation, Coleridge finds unity, |
or oneness, not only absorbing but somewhat perplexinz.
In a later elaboration of CN 556 .he goes on to exclaim:
"Eternal unlversal mystery. It seems as if it were ,
inpossible, yet it is- & it is every where! It is indeed
a contradiction in Egggg: and only in Terms] -It is»the co -

presence of Féeling & Life, limitless by théir very
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essence, with Form, by its vefy essence limited -determinate
~-definite.-" (CN 1561). Yet it is not only in the realm
ofiphilésophical speculation but in practical attempts to
write poetry that the problem of synthesis arises, ,In :
December 1804, Coleridge recalls such an effort: "0 said I‘
as I looked on the blue, yellow, green, & purple green Sea,f
with all its hollows & swella,i&.cut-glass surfaces -0
what an Ocean of lovely fofms!—andyllwas vexed, teazed,
that the sentence sounded liké a play of Words. But it J
was not, the mind within‘me was struggling to expréss the
marvellous distinctness & unconfounded personality of eaqh
of the million millions of forms, & yet theis undivided
Unity in which they subsisted™ (CN 2344). As Max Schulm
-has remarked, "To see that life is multiple and yet one,
however, was not enough for Coleridge; how to give exterhal
design to this impression so that others could perceive it
was an artistic problem with which he struggled
endlessly.”l. o

‘An understanding of Coleridge's concept of

coalescehbe in lifotand ar¢ is centrallﬁo a comprahension

1
Max F.: Schuls, The Peetic Yoices of Coleridgo
(Detroit, 1963), pekB.
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of his aesthetic theory. " However, aé I am, in this thesis,
coneerned'chiefly‘with COIeridge'é comments on poetry, I
shall sketch in only enough of hisvgeneral view of unitj
to make his comments on the integrity of a work of art
clear, |

The most fundamental aspect of this idea is that,
for COIeridge,’aﬂiheie is made up of parts. There is a
significant entry in the Notebooks in which he identifies
wholeness with "plurality in unity" (CN 2414). When
Coléride;spéaks of oneness, ho'is»thinking of a single
indi#idu;i Gr,object, it 18 true, but one that is made up
of at 1§ast;two inéiedients. Colbridgc expresses this in
his Theory of Life: "That a thing is, is owing to the
coinherence therein of any two powers."? Thus an enimal,
or a poem, is a unit in itself, but contains elements
within that entirety which yet are commensurate to the
aggregate. A Sinilér idea is ggpounded in his theory of
poetry: a poem proposes "to itéelf such delight from the
whole as is compatible with a distinet gratification from
each component part¢"3

In his zggggx_gg Life, Coleridge tells us that

an explanation of life "would consist in the reduction of

23, T. Coleridge, H | g towards th Fornnlatio of a

more Compreh iv Theo OG n e n e orks of
uel Taylo o e . ew or

Bio aphia Literaria, ed. John Shawcross (London
1907)—15':'%0"‘ g ’
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the idea of Life to its simplest and most comprehensive
form or mode of action; that is, to some characteristic
ingtinct or tendency, evident in all its manifestations,
and involved in the idea itsolf."k He goes on to state
that "the most comprehensive formula to which life is ‘
réducible, would be that of the internal copula of bodies,
or . . . the power which digéloses itself from within as
a principle of unity ihﬁthgg_;_z_"s He defines life; then,
_ "as the principle _£ ;gg;viduation, or the power which
unites a given all into a whole that is presnpposed by all
1tsfparts.w The link that combines the two, and acts
_throughout both,.will, of course, be defined by the
tondeney to indiyiduat;qga"6 7The word "individuality" 1h
COIeridée's uritiné sh;uidLbé thought?ef in connection
with worda such as ‘wholencss”, and "unity™, or its
implications’ lay be mtst&ken. ‘A8 Gordon McKensie has
peinted out, this term frequently means thét which isy
unique or pcculiar to one person, but this is not so for
COIeridge, ”uho looks upon’ individuality as something
strong in itself, to be sure, but more particularily as'a ‘

force which reaches out and makes new connections and

YTheory of Life in Works, I, 383.

>Works, I, 386.

byorks, I, 387.
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relations., The greatest individuality is that which has
the greatest degree of organization, the largest quantity
of relations."7

In Coleridge's thought, then, we have on the one
hand fragments, which ﬁe frequently sees as opposite to
one another, and on the other hand we have a tendency in
" nature for making "a given all into a whole."8 As
Coleridge himself has expressed it, ™. . . every power in
nature and in spirit must evolve an opposite as the sole
means and condition of its manifestation; and all
opposition is a tendency to reunion."9 Miss Snyder has
indicated the dual nature of this belief: ®He [Coleridge]
‘seems to find positive delight in finding oppositions te
reconcile. He never tires of calling attention to the
fact that extremes meet, but he is very evidently looking
to find in naturp.as many pairs of extremes as possible. . . .

It is this poéitingeof opposites fully as much as their

19393 i Unity in Cnggidge (Berkeley and Los 1°8°1°”
) Pl

' §£orks, 1, 387.

9Ubrka II, 91, §uoted by John H. Muirhead, Coleridge
as PhIIesoghgr (Londen, 1930 ’ p.5h, n.2.
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reconciliation that is significant.“lo |
| That Coleridge is concerned with reconciliation '
~is evident in much of his work. Professor Muirhead has
written on Coleridgo's discussion of logic and has
‘suggested that 5if;¢§1éridgo had been asked what he
considered the most fatal errors of the old logic and the
point at which he would bagin its reformation, he would
have said that it was the dognatic assunption of tho '
principle of dic te!z RN without any attonpt at
mediation."ll Coleridgo devoted a few pages in one of his
pocket booka to a cellection of ”Extremes Meet". There ho.
quotes Milton's "The parching Air
Burns frore, and cbld performs the Effect of Fire™

(CN 1725). Other exnmp&%s he gives are "Dark with excess |
Mof Light' (CN 1725) and ”Partridgcs towering after a being
, ahet is a certain Broof that ‘they are mortaly [alc]
"wounded -« « " (CN 56&). Miss Coburn's note to the last
nentionod entry reads, "Goleridge's intorost here was,
perhaps, in yet another exanple of life-and-death
opposites meeting in one spectacular moment.™ At a later

daté, in April 1804, he applies this principle to his own

. loﬁi“i.n. Syder, The Gritical Principle i le of the
ciliation pposites as Employe ol ridge
ﬂnn Arbor, 19 %% pp.]f-i‘ —"‘L'_"E‘

~11Hhirhead,‘p.83.
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emotions. He is addressing Sara Hutchison: ", . . my
Heart wishes & yearns, & stirs & bustles about you/ &
then stagnates upon you, $he wishless from excess of
wishing!® (CN 2046).

B The mannér by which the cpntraries are brought
together in Coleridge's philosophy has ‘been much discussed
by critics. Professor Huirhead when writing of
Coleridge on logic, has doacribed it as follows: *Instead
of starting with oppesing concepts in one or other of
which, taken separately, wo aro to. find«the truth we have
to ¥seek first for the Unity as the only source of Reality,
and then for the two opposité yet corrospondent forms by
_which it manifests itself. For it is an axiom of universal
application that manifegtagie non datur datur g_g_ per alterum.
Instead therefore of affirmation and contradiction, the
tools of dichotomic logic, wg have the threo terms

ml2 Another critic has

‘Identity, Thesis and. Antithesis.
seen Coleridge's tenet as a variation of the system of
.thesis,_antithesis and synthesis of Fichte and Schelling.l3

Here the thesis and antithesis combine to form a synthesis

12Muirhead s Do 860
13McKensie, Pe32.
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which is yet more than the mere fusion of the converses.

. Under Coieridgo's gaze, "the world becomes the
expression, half notaphysical half concrete, of unity and
variety,"lk and life, defined absolutely, is the principle

f Tunity in multeity. 15 Coleridge's conception of the
artistic process is cleselx allied with the idea of an
integration of multiplicity in uhifarmity. In 1805, he
writes of poetry: ". . twb noupooo kinds of pleasure are
procured, in the two m;ster-movoments & impulses of man,
the gratificanion»qf the Love of Variety with the grat.
of the Love of Uniféfﬁity'. . +" (CN 2516). Four years
~ earlier he had nbted: "Ponponatiﬁs de Immort. Animae:
-says of abstract Ideas -universale in'particulari
speculatur -which is the philosophy of Poetry"™ (CN 943).
The methods and aims of phiiosephy are not as diverse as
they might seem, and the world of unity and varietj that
Coleridge sess through his biological and philosophie
studies is also reflected in the realm of poetry. As he

points out in his Preliminary T:eatige _Q,Methcg, 'Plato

was a poetie philosopher as Shakespoare was a philosOphic

poet:."16

lkSnyder, p.21l.
15Theory of Life, in Works, I, 387.
16Quoted by Nnirhead, p.258.
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That Coleridge stresses the coherence of poetry
. is not surprising. He is remembering "the o0ld conflicts
| and contradietions that had prevailed 1n criticism, the
conflict ‘between ideal and realieticuimitation, the
unreconciled opposites of reason !g;ggg imagination and
.enotion, of rational pleasurczzsgggg cmotional effort, of

w17 Just - as he striwes to

reasoned judgement _gg;__ taste.
escape the old dichotemies in 1ogic, he attenpts .to merge
~ these distinctions in’aeathotics. Shakespeare is the
greéteat of poets,'for£0019ridge, and we c#n therofor;v
expect h;m to see in the Elizabethan those qualities which
ho'so‘much admires., Parts 6fk§ passage in~Graek 'ﬁritton
. | in Oeleridgc 8 memorandum book in 1801, ‘concern
Shakospeare. Translated, phey read "the myriad-mindedg and
:. o “complex and multiform 1n the var:lously versatile wisdom®
(CN 1070n). As Miss Coburn has observed, "The ideas V
combined are of comprehensiveness and multitudinousness,
almost Goleridgo 8 favourite 'unity in multeity'" (CN 1070n).
"Not only does Shakaapoare;presont,a comprehensivo picture
of life,vbut,‘as Goléridge is never tired of telling us,

his judgoment is equal to his genius, Coleridge is here

17c1arence D. Thorpe, "Coleridge as Aesthetician and
Critic,” Journal of the ﬁisgrz of Ideas, V (1944), 391,
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combating a popular notion that Shakespeare is a great

xdramatist by instinct, ®%a delightful monater,'-wild

indeed without taste or judgement, but like the inapired

idiots 80 much venerated in the East, uttering, amid the
.18

strangest fbllies, the sublimest truths.® Coleridge

recognizes the dangers of such dnaliSm as is presént_in,

~ much eighteenthicentury,qniticism.' He comments on it in

his netebook in’1802: ’G;eatwlnjﬁry that has resulted from

" the supposed Incompatibility of one talent with another/

Judgemént iith Imagination, & Taste -Good sense with,stfong‘
feeling &c -ar if it be false; as assuredly it,is; the
opinion has deprived us of a #est which every man might
apply ~Locke's opiniohs’og Blackmore; Hume of‘Milton &
Shakespeare/&c® (CN 1255).

rFor'Coleridge the,poet‘s function is to integrate

"ths many diverse elements‘in'nature into a whole. 'Idly

talk they who speak of Poets as mere Indulgers of Fancy,

‘Imagination, Superstition, &c,"™ he declares in December

180k, "They are the Bridlers by Delight, the Purifiers;
they that combine theﬁ'with reason &.rorder , the truo(
Pfotoplasts;vGods;of Love who tame the Chaos"™ (CN 2355).
The poem, the statue‘ the symphony; are the means by which

18
s. T. COleridga Shakesy ear r;ticism ed. T. M,
Raysor (London, 1960}, ’ I, 19i. ’
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~ the artistw achievea this integrality. ‘But art is more
"\than thia. 'Now>Art,' writes Coleridge,"used collectively
for painting, sculpture, grchitecture and music, is the
nediatros; ‘between and rbeenciler of nature and man."19
It is only through ar; that man can expresa the ideal.
"How does man, a mere>3pecinon of natura‘nat ’ beccne
aware of and make evidont the process of. gggggg,__gggggg,

" the realm 6f" essence? It is done, said Schelling, through
the" nediun of art -art is the active bond between the soul
and nature, batween esaence and existence." 26 Schelling's
VTranscendontal Idealism had considerable effect on
Coleridge andvhéwéeéma to havo“adcpted, at least in pért,
the other's belief that ™the consummation of spirit, its
perfect dévelopmgnt and éomplete expression, is found only
in Art. For in Aft the conscious and the unconscious |
activity are reunited. In Art the unconscious activity
works in man "'objectively'® "twithout his consent'® as
though he wereA“'under the'infiuence of a force which ; .
constrains him té express or'represent things which he
does not fully penetrate and of which the meaning is
Liarazia, ‘sastes vtk 1is enthevices Fuseye by Topet
awcross (London, 1907), I, 253,

20erbert Read, The True Voice of Feeling (New York,
1953), p.16,
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infinite,'21 Yet they cannot be expressed without
conscieuefaetivity, study, reflection, knowledge.“zzf
- Writing 1n December lSOb, Coleridge maintains that "Poetry
in its Brundkraft no 1ese than the Vervollkemmung'sgabe

'.(cn 2311,) 5 As Miss Coburn has explained, this entry is
L2 form: of the idea coleridge frequently expressed of art

as the reconciler of man’ andwnature, of the particﬁlar and
the universal the temporary and the permanent R o
(CN 2314n). & few months earlier he" is doscribing the
work of the inspired as aténement' *. . » Each man will
univerealize hia nétions, & yet each is variously finite.;a
To reconcile therefore is truly the work of the Inapired!
This ia bhe true ktonement-/i.e. to reconcile the
atruggles ‘of the infinitely Finite with the Pbrmanent"
(ON 2208). ' )

~ For Coleridge thore is yet anether aspect of

peetry in which unity is to be found: in the fenn that the -
) ZISchellin ‘ ey aiamin o |
. g, System : endentalen,ldea;is
in c;:f= éu é%ﬁg_xiﬁgigihﬁas tuttgart, quo! ed ‘
' ds) The Romantic iggggz gg“
Pbet;z (London, 1926), p.95.

22Powell, p.95.

g 23Grﬁndkrt7a prinary force. Vervollk% gkagabq.
E 8rvolik ~N~:iQt“i-]: the gift for achieving perfection
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work of art takes. The heart of Coleridge's thoughts on
this topic is that a composition has life if it is evolved
from within the poet's ﬁind.*~1t‘13'bﬁrely mecﬁanicél*ifh =
‘the artist's ideas are placed in a ready made mold. A»ppem
- that is croated ab intra, as opposed to-ab tra, has
organic unity. This particular beliof has been widely
discussed by critics, and has influenced a nunber of
twentieth century»writcrs.zh' The notion 13 a complex ono,
and writers have differed in their definitioaa pf it.
Because all critics do not give sinilar interprctations of
the term organic unity, and Becauso it has boen anggosted
that there are discrepancies between the theory as
expounded by Coleridge and - as enployed by recent
organicists,25 I shall try te avoid thn uso of these two
words in combination as much as possible, They will, of
ceurse, have to appear when I quote from a writer who has

' used the expression.

Professor Fogle has, I think, presented the
fundamental aspects of Ooleridge's principle clearly.26
As a starting point, he quotes Coleridge's statement that

2‘303 R. S. Crane ”Gleanth Brooks: or the Bankru tey
of Critical Monism," gggg_g,zylgg;ggz XLV (1948), 22 -2&5.

25Grane,‘pgssim.

| 26g3chard Harter Fogle, The 1 1_% Coleridge's
‘Criticism (Berkeley and Los ngeIes, 2;, pp.;-Ii



"the organlc form .E. . is innate' it shapes as it develops
itself from within, and the fulnesa of its develepment is
‘one and the same with the perfection of its outward form. =
'Suchﬁiéé]‘is the life; sﬁch"[@é]’the form."27 The doetr@né 
also ihcludes; firstly‘”ﬁhé mysferious procesé of greﬁth
in which the parts develop sinnltaneously from a seed in
which the matured Organism is already contained..28 .
Secondly, the insoparability of forn and content. |
'Mechanical unity is predetermined ‘and superimposed from
without. . . . In organic unity the formal principle lies
within; and the outlines of the formed object,ére[the
outer limits of its creative impulse."zg Thirdly, the
inseparability of the part from the whole;_and fourthly
-"the copresence of conscilous and uncopscious; discursive
“and inmediate; willed aﬁd gpontaneous.*Bo

There are a number of significant entries in the
‘Notebooks which illustrate what Coleridge means by "the
growing principle™ (CN 1433) in a work of art. The most
detailed; though prompted by Coleridgé's disagreément ﬁith
a comment by Samuel Horsley on generation "by the plastie

powers of;nature* (CN 2444n), expresses very fully his

273 ggkesggarean Crlticism, I 198, quoted by Fogle, p.9.
23Fogle, P.9.

H29L0c. cit

3°Fogle, p.lO. é
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views onyﬁhe evolutive method of art, as well as of
nature. It has been suggastcd thatzthe passage should be

}’compared with: Coleridgo 8 essay” 'On Poesy or irt" "where

‘the creative process of tha &ﬁtiat is doscribod in terms

k"isinilar to those used for the 1ife-force here" (CR Zhhkn).

‘ﬂ It should be neted hovever, that -in the enmry 1tsel£
}Coleridge refers to art: = R
"The inducement of a Forﬂ on a pre-existing
;;nnterial" -is thia a trna dofinition of Generatien?
‘Wherein then would Generqtion differ from Fabricatien,
or a ‘child. from a statuesnr picture? It ia surely
the . inducement of a Feru on & pre-exiating materials .
in consequence of the traqnmission of a L;gg, :
;«aecording to the kind of the living Transmittéf;
‘,\thiu principle of Life eo tranlmitted being both
the principakle of the Gonl iaduood and induction
of the Form, and of the adduction of the pre existing
‘itmatcrials-. -The differenee therefore between
Fabrigaticn and Generation becomes clearly
.ﬁindicable/tho Form of thgflatter is ab intra,
evolved, thuvoéhsr'ab ektra, 1mpgga§éd’-the latter
7 ,is‘represéntative always of something not elee
itself, and the more disparate that something is,
thé,more'adﬁifable is the Form, (as in Painting it
is more admirable than in solid Wax/ { supposing the
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forms .to ,be)fornis of Flesh =&cv) ~but the former' is
‘representative of its own cause withih,itself, i.e,
its causative self -and resembles;‘not represqnts'. . e
(CN 2444). |
A December 1799 rofefonce to the "famous
;eloquonce" (CN 609n) of Jamss Mackintosh is interesting
for it further illustrates 0010ridge's belief that art,
whether it be poetry or proee, should unfold naturally,
like a flower. Anything that is interjected fron outaide |
' dostroya the impresaion of wholeness: "Mackintosh
intertrudes, not intrpduces his beauties, Nothing grewa
out of his main“arguaeht but much is shoved between -each i
digression occasions a move backward to find~th§Vfoad
again -like a sick nah‘ﬁéqrbcoils aftéf‘every affection.
 The Serpent by uhiph the ancients emblem'd the Inventive
faculty appears to me, in its mode of: motion most exactly
to emblem a writer of Genius. 'He varies his course yet
still glides onwards -all lines of motion are his -all
beautiful, & all propulsive- o o o yot still he proceeda
& is proceedingiw”(ﬂﬁ 609}. |
If we think of Prefessor Fogle's list of some of

*'tho more important elenents in Celeridge s theory of an

K‘evolving work of art, we see that three important aspects

of this concept are to be found in the extracts I have
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quoted from tho’ﬁbt béok j namely, thé principle of growth
itself, phe idaa that art introduces something from out-
side that uhich it is copying and that "the more
J‘disparate ,that something fs; the more admirable is the
Form® (CN 24#&), gnd that the content of a work of art and
the fonn it takes Are proportianatc. coleridgc does touch
upon the two other facets Professor Fogle has enumerated,
In CN 2599 he admires the relationship between the parts
and the whole.. Ke is coﬂpﬁring, 1n this entry,
=cenﬁagporary verse with l5th and léth century Italian
ypeetfy. He hopes, he says,. ts'imitate the style of the
Italians, "the studied pesition of these words, 80 aa not
‘only to be nnlodious, but that the melody of each should
refer te,‘assiat, & be assisted by, hil the foregoing &
following words of the same period, or Stanza. . . R
Finally, we come to the last ﬁoint Professor Fogle has
iisted, the complexity of the creative act, with the
presence of active and passive powers. Coleridge o
recOgnizqs the necessity for an.active as weli as d
passive side to poetic invention when he writes in CN 2086:'
n, . . I have ﬁany thoughts, manf”inagsg; large Stores of
éhe_unurought naterials;.scarcely a‘day passes but;sone- ,'
thing new in fact or in illusﬁration,,ooour rises-up~in V'
me, like Herbs and Flowers in a Garden in early Spring;

but the cbmhining‘?éwer, the power to do, the manly
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effective‘will, thatwis:daad or slumbers most
diseasedly. . . .“M 

Deapite the fact that 001er1dge is trying- to
escape some of the dichotemies inherent in earliar
criticisﬁ, such as the distinction between form and
- content, certain antithenes do arise from the theory. As |
‘Janes Benziger has put it, *. . . now the old commonsense
distinctions between poet~and poem, mind and matter, idea
~and expressien, intention and oxecution, ‘distinctions
which German philosophy prided itself upen having
repressed - all these roappeared in the new and
unbridgeable abyss between the 'genial" artist and the
ordinary artist, between organic art and mechanical art,
and - of course - between imagination and fancy."31 The
contrasts are in fact part of the philesephy, for although
celeridge stresses imitation rather than copying,
imagination above fancy, discovery above invention, the
second part of the dichotomy creeps in. There are many
instances in the Hatobookg where Coieridgo indicates
,discrepancies‘between'twb»concepts which had previously
been considered similar, |

One of the earliest forms of the distinction .

31"Organic Unity: Leibnitz to Coleridge,' PMLA LXVI
(1951) k5.
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~ between fancy and imagination in Coleridge's writings is

to be found in his notes of May-June 180#,'where he
contrasts the imagination of’WbrdSwerth withrthe faney of
Butler: "In the men of continuous and discontinuous minds
.éxplain é‘denonstrate the vast difference_betwoen the
disjunction conjunctive of the sudden Inagés' eized on
from external Centingents by Passion & Imaginatien (which

is Passion eagle-oyed) The Breeze I see, is in the

Tree~ It comes to ccol my Babe and me- which is the property
\& prerogatlve of continneua minds of the highest order, &]‘
the conjunction disjunctive of wit=-

And likera\l@bﬁtgrﬁboil'd'the Morn
From black to red bég&n4to turn, ‘
which is the excellence of men of discontinuous ninds- o o o"
(CN 2112). |
* Miss Coburn has noted (CN 669n) that Genius a8

opposed to talent is for Coleridge, in his other works, a
convérsofpractically equiiélént to imagination‘gggggg

fancy. In cﬁf669“eéléri&go puts down, "Like Pope & Dryden
till 15, well’ -if frcn thcnco to 25 or thirty '=RnO hopca
of Genius- but may have Talents & make an excellent
Lawyer.® Other examples‘aro to be found in CN 2557 and:\a:
CN 2879. | | -

The emphasis Coleridge places on imitation in
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ocontrast to copying is considerable. Imitation is, of
~courso, central to his idoa of unitymin a poqm. The work3
of art that ‘has grown from within "is ropresontative
always of sonething not 1tself . . .f (GH 2444). The
artist's function is to _unify that element w hioh he hhs
' introduced with that which he is depicting. In May 1799
coleridge quotea a German passage which translatad reads,
: "Everyone looks with ‘pleasure on this portrait. Not I,
because for me it is only a portrait" (CH k32n, 17).. Two
other important entries bearing on this topic come late ,
in 1804, .In the earlier of the two Coleridge makes a note
'To defend the Operasall the objections against equally
applicable to Tragedy & Comedy without music, & all
proceed on the false principle, that Theatrical
representations are _ggig_ of nature whereas they are
imitations.™ (CN 2211). In the later one Coleridge gives
 a clear and‘iﬁaginatife account of the nature of
imitation: |
- Hard to express thatooehoe‘ot'the analogy or

likeness of a Thing which enables a Symbol to

represent it, so that we think of the Thing itself -

& yet knowing that the Thing is not present to us.~-

Surely, on this universal fact of words & images

dopendl by more or less mediations the imitation

instead of oogz which is illustrated in very nature
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: ggggggggggggg;ggg/ -that Proteus Essence that could
| assume the very forn, but yet known & felt ‘not to
be the Thing by that difference of the Substance
which nado every ‘atom of the Forn another thing/ -that
likeness not identity - an exact web every line of
diraction miraculously the sane,sbut the one worsted,
the other sllk
(cn 227#).
Another difference that Coleridge nak»s ug auaro‘
o{ is that between discovery and invention. ¥Fsem Into a
gigggzggg; I héveisunk from an ihiegtog," he writes
dejectedly (CN 950), Miss Coburn has suggested (CN 387n)
that the above remark is perhaps an allusion to a passage
'1n~Kléps£0ck which translates: "He who possesses an
unwearying, lucid mind, sharp eyes / And much good
fortune,/ Discovers;/ Buﬁ he who at midnight, roused by
Genius,/ Plumbs the depth of original poﬁer, measure and
beauty,/ He alone invents." Klopstock's distinction,
Professor Coburn explainﬁ'(cﬁ 387n), "is roughly this:
A discoverer is one who pé:lc§ivea in existing things |
something that no one else has seen before; he requires,
above all, eyes, and the ardéur and perseverance to go on
"looking. But an inventor is one who organizes what

already exists in an entirely new way, and so brings inte



53
being something new which is to be judged by the purpose,
goal and intention it manifests.™ The contrast Klopstock
draws between discovery and invention should be compared,
although there are differences, to Coleridge's
distinetion between fancy and inagination:_"Fancy'is the
arbitrary bringing together of things that lie remote,

- and forming them into a unity., The materials lie already -
formed for thc mipd, and the fancy acts only by a sort of
juxtaposition. “In‘iﬁhgination, on the contrary, the mind
from the excitcment‘of some slight imprecsion generates

and produces a fom of its own."3 2

For Coleridge, then,
to feel that he had sunk from an inventor into a
discovcrcr, was a serious indictment of his own poetie
powers. o ,

At this peint-it should be mentiOned that
Ccleridge's concepts of unity and of the growing
principle in art are in- no uﬁy strikingly original, The
'background of- these ideas ‘has been explored by many
‘critics and it is not my purpesc here to trace the

influences on coleridgc with reference to these topics,

vHowever, as I wish to avoid the impression that Coleridge o

was alone in his views, a few major authors who held

, 32che§1%§o's'ni ellaneous Criticism, ed. T. M. Rayser
(London, 1936), p.396. o |
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sinilar beliefs will be briefly cited.

| Professor Baker~has gone into the origins of}
Celeridge's thoughts on unity in some detail. He has
’suggested that the true origin of ‘the principle of the
reconciliation*of opposites in Coleridge's critical o
:thinking is Kee-Blatonic, rather than derived primarily
from Fichte and Schelling. He remarks that Coleridge knew
that thia doctrine went back as far .as Heraclitus.
‘Protessor Baker also points oun that the idea of the One
“and the Many is central to Plotinus! thought.33 Aristotle
is anethervpossible source of influence, Professor Baker
has quoted.ﬁristotlevon unity: ®*'The truth is that, just
as in the other imitative arts 6ﬁe imitetion is always of
one thing, so in poetry the story, as an imitation of
action, must represent one action, a complete whole, with
its several incidents so closely connected that the
transposal or withdrawal:of any one of them will disjoin
or.dislocate the whole. For that which makes no
perceptible differenee by ita presence or absence is no
real part of the uhole.*"3‘

33)ames Volant Baker zgg cre g ;vgr (Baton Rouge
1957), p.130. ’ ’

34
Aristé%f%%ggﬁ%gwga,. s (ﬁgfer . 9tg)2§§1"2f%§1a,

quoted by Baker, p.1l39.
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. R. L. Brett has emphasized the inportance that
the Canbridge Platonists, such as Cndworth, may have had
for coleridgo s thought. Cudworth.and his fellows
'challégge‘the:nbchagiatic;pgilosophy;of Hobbes, as
Coleridge doea those of Locke and ngtley. The -Cambridge
'Platonists adunbrate a doctrine of an organic principle -
uhich is held to aninate nature.35 It is a short step to
Coleridge's view that the organic principle is to be found ‘
in art as well as in nature.

Yet another critic has exanined English uriters
closer to Coleridge'’s own time., He has declared that ”In
his [Goleridgc's]-gfand central principle of‘truth to
human nature he began where Samuel Johnson and the Scotch
rhetoricians had ended, and from it derived all his
indispensable subsidiary principles. And from |
intimations in Johnson, Warton and Hurd he went on to his
‘theory of organic fdrm.'36
) When one comeé to think of the vaiidity of
‘Coleridge's concept itselggya nnibeﬁ‘of ijections and
qualificaﬁions spring to miﬁd, partly to Coleridgé's
| theory, partly to certain critics' 1ntorprotations of it,

35R. L. Brett "Goleridga 8 Theory of the Imagination,
‘Bnglish Studies, 1T (1949), ‘80,

36Thorpe, p.h09.
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I shall discuss certain problems which arise in connection
with some aspects of‘Coleridge's’idea'of unity in art.

A puzzling contentioﬁ of Coléridgé's is that the
form that generation, as oppgsed to-fabrication, takea‘ié
"representative always of'sonething not itself, and the
ﬁore disparata that something is, the more admirable is
the Form (as in Painting it is more admirable than in
solid Wax— in iron or Bronzé rather than Wax/ <:§uppé'sing‘
the forms to be} forms of Flesh . . e} ¢« o " (CK 2&&&)
The first question that may be asked is whether our |
'a4n;ration of the form of a wqu of art is really
depﬁn&enﬁ ﬁpe#,tba disgéfgtqus of the elements that are
introduced;frén oupside‘into:the;object,that the artist
is imitating. In Chapters XVIT and XVIII éf Biographia
~ Literar ;a, celeridge gives an example of an instanee whero
he believes that our enjoymant of a poem would be greater
if the artist had conbined more diverse factors with it.
-In these;chapters;ﬁséleridgq;ig;sta;ingrhis ebjeetions to -
éertain.aséié£s“of ﬁbfdswbrth's poétic theory, and is
“concerned, among other things, with the problem of
imitation and copying. In reviewing Wbrdsworth's peem .
“The ThOrn,“ Coleridge explalns that

- it is not possible to imitate truly a dull and

garrulous discourser, without repeating the effects
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of dullness and;garrulity.» However this may be, I
»dare agsert that the parts (and these form the far
larger portion of the whole) which might as well or
still better have proeeedcd from the poet's own
1nagination, and have ‘been spoken in his own
character, are those which have given, and which
will centinue to give, univorsal delight: and that
' the passages exclusively appropriate to the
supposed narrator . . . are felt by many
unprejudiced and unsophisticated hearts, as sudden
and unpleasant sinkings from the height to which the
post had previously lifted them, and to which he
again reeievates both himself and his reader.37
In this comment Coleridge is telling us that a poet who
coples the language of an uneducated rustic word for word
will not produce a successful result. In th§ following
chapter,‘CQleridge contrasts a stanza of Wordsworth with
the way invwhich he thinks a rustie would tell the same

tale.38

Here Coleridge is saying that there is necessarily
a difference between poetry and the conversation of
ordinary men because poetry is essentially ideal, because

there is "required of the poet an involution of the

37Biog;ag§ia Literaria, II, 36-38.
381pid., II, b4,
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universal in the :lndividual»."39 - Poetry ia'"reprosentative

always of something not itself® (CN 2444), and therefore \
| the peet must introduce ideas of his oWn'into the scene he
is depicting, even if it is only in the choice'and
arransQﬁent of words. When the form of the peasant's
discourse is altered it becomes more effective, becéuso it
is different. ‘Celeridge's point is twofold: first, an
element of choice must ontcr into the poet's creation, and
secondly, and this leads ‘us back to Coleridge 8 theory of
 unity in art, in the peasant's conversation *there is a
want of perspectiveness of qind, that surviqp, which
enables & man to foresee the whole of what he is to convey,
appertaining to any one point' and by this means 80 to
subordinate and arrange the different parts according to
their relative importance as to convey it at once and as
an organized whole, "0 } L ‘

Although, as we havs?éebn, Coleridgevgivesvus an
example in the Biograghia of the need for the introduction
of an external element, when one considers his remark that
®the more disparate that something ia,Athc more admirable
is the Form" (CN 2444) one hesitates to accept it fully.
In the first place, is Coleridge's statement true as a

general principle? It does not seem to me that he has

391pigd., II, 33n.
4OIbid., II, 4i.
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proved conc1u§§101j‘thét the ggg;ydisparate the introduced
facﬁor, the more admirable the form. The oﬁher example
that .célgridgé give§, "(as in Painting it is more admirable
than in s61id Wax - in iron or Bronze rather than Wax/ |
(supposing the forme to be) forms of Flesh . . .)" (CN 2444)
- is particularly tricky. Although many wax-work models |
are inferior to bronzé‘étatuéswér'to_paintings, is 1%
because the artist has not succeeded in introducing enoﬁgh
outside factors into his figures or is it for some
entirely different reason? _

" Another objectién springs to mind. Although
Coléridgo shows us in the Bioggaghia that the artist's
- material must be permeated with something foreign to.it,
his statement that the more disparate that something is,
the more admirable is the form, could lead to extravagance.
If the disparity were too great,.the reader's or
spectator's attention would be struck chiefly by this
dissinilax;ity and the unity of tﬁe work of art would be
lost, There does seem to be a confusion in Coleridge's
own thoﬁght on thi§ point, for on the one hand Coleriégg
measures the success of the unifying principle by the
obstacles it has overcome, by the incongruity of the
elements that it has harmoniged, while on the other hand,

he attributes pleasurable: sﬁrprise, caused by the
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bringing together of disparate elements, to‘wit,kl not to
inagination. In his definition of poetry, 001eridge
stresses that a poem proposes to itself "such delight fron
the whole as is compatible with a.distinct gratification

from each component part'..""'2

: He points out that "the
philosophic critics of all ages coincide with the'ultimate
judgement of all countries in . . . denying the pfaises of
a just poem to a series of striking lines or distiches,
eech of which absorbing the whole attention of the reeder
to itself, disjoins it from its context, and makes it a
separate whole instead of a harmonizing part. . . ."“3 In
the aspect of Coleridge's theory expressed in the last
quotation anything that-detracta from the unity of the
poem must be suspect, and we should therefore keep in mind
the possible tendency to excess which the phrase we have
been studying from the Notebooks, if it does not
.cOuntenance, at least does not rule out,

We now turn to another problem which Coleridge's
aesthetic theory raises. In connection with his concept
of art as an evolﬁtive entity enalogous to a living thing,

M. H. Abrams has pointed out the necessitarian

“1§hakegpg rean C;itici , I, 90-91.

k2p1ographia Li gg;aria, II, 10.
haLoc. cit,
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implications of the organic metaphor of the'gpowiﬁg plant,
and its possible effects upon Coleridge's theory.hh As
Professor Foglerhas‘phraaéd.it, "the sp&nt&neeni!growth,
of the plant from its seed is predetermined and inevitable,
" so that if the figure is 1d9nt1ca1~w‘1£5'th¢ theory there
is no room for will, judgement, understanding - in short,
for tart! in general; 'Natura' nsurps the whola domain. 55
Does COIeridge intend the metaphor of growth in nature to
be identical with the unfolding of a:work of art? Again,
does he recognize the compulsory natnro of the notaphor?

If so does he really think of . the artiatie process as

"mere will-less, purposeless and unthink;ng spontaneity”?h6
The questions are difficult to answer. From rgmﬁrks in
th§ Notebooks we learn that bbléridgefdbgs.not‘consider
the symbol and its object to be similar. "The understanding
of Metaphor for Reality (Lbhvae and Fishes = Apostles,
Fisherman, Christ's Doctrine /'Ic &c) one of the Fountains
of the many-headed R iver of Gfodulity which overflowing
covers the world with miscreatians & reptile monsters, &

then givos its huge supply thretmits many mouths into the

blrne M (New York, 1953) «173-1
223-225, s y%%gihg ‘% » PPATI-LT5,

h5Fogle, p.66
héThorpq,."Coleridge as Ae;thetician and Critiec,"™ p.409.
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Sea of Blood"'(cN 2711), he‘writea in the autumn of 1805,
At the beginning of the aame year, he says of an
expreasion he has just put down, "The metaphor is as just
as of a nataphor any one has a right to claim . . .7
(CNf2h021, Perhaps we should ot take Coleridge's netaphor
" of the gfowing plant as literally as critics such as Gorden
“McKenzie have done. HcKenzie has written: "The development
of organic unity is fixed and unchangeable, the gathering
of the materials which are unified is a process which is
spontaneous, dynamic and inevitable. The finished product
is in no way open to‘substitﬁtiqn'or change, If there
should be change, that change would necessarily be a
continuation of the processf it could never refer to what
~had already been accomplished.'h7 This seems to me to be
going beyond what Coleridge. says throughout his writings
on the nature of poetic creation, Admittedly McKenzie's .
comment may be deduced froi'cbleridgo's theory, but 1t'1s'
a development which I do pot ‘think‘ Coieridgc made. With
reference to Coleridge's gymbiol, then, one can only
conclude either that cdleridge was unaware of the
prescriptive element in his figurq of speech, or that he
did not expect his readoré to take it sb literally.

While McKenzie may interpret Coleridge's concept

bTMcKenzie, Organic Unity in Coleridge, p.75.
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of a poém as sponéﬁhequs ahd:inevitaﬁie, other critics
would not .agree. Hhx:Schulz haS'said that Coleridge
believes 'that a true’ poet draams being awake. He is not

8 ,
possessed by his subject but has dominion over it.* h It

conception of unity conflicts with Coleridge's aim to
escape from the necossitarign implications of Ha;tloy's
theory of.assoéiation. If Co1eridgo believes that‘thé
poetic process is bbjond'his control, he is ty;ﬁg; himself
as firmly as if he were to accept Hartley's philosophy.

A further flaw in Coleridge's doctrine of unity
is that'sonc writers seek variety rather than unity. Two
examples are Sterne in Tristram Shandy and Thomas Nashe in

The Unfortunate grave;;g;. 'Is the work of an artist who
sets out to produce variét§4rather than unity necessarily
poor? , |
| Coleridge's theory can also be criticized for
containing a circular argument. We may complain that if
" the only evidence that a work of art has not achieved
Coleridge's particular brand of unity is that we do not |
like it, ﬁerhaps the reasonvﬁe do not.adnire it has nothingAﬁ‘
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

“GSchulz, The Poetic Voices of Coleridge,.p.lOk.
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entirely different feason, unralated'to Coleridge's
principle. It is interesting, in this connection; that
Humphry House should have said of COIepidgo that "it is one
of the ironies of his life that he who saw so clearly and
expoﬂnded more fully than. any English critic before him,
the . principle of the organic unity of a work of art, should
have achieved that unity so rarely [in his own poetry]:
but it is more ironical still that without achioving the
unity he should so often, ethorwiac, have contributod te
' the very ends which his own principle of unity was designodk
to servo.'h9
A final issue sheqld‘be';gntiQngd.lnﬂ‘fhﬁt is
the interprotation of Celeridéeis,beiief in the j
inseparability of form and,contént,‘of the part and the
whole. .Coleridge exprQSSeaﬁthig]idoa'of indivijibilityv
when he writes, "Such is the lifi,wéuch the forﬁ.“5o AQ
James Benzige:"hés put it, "the organic poet's’idéé |
'devg;ops only at the same time that it'expreéses itself
' outi;rdly in the work of art being created; the organic
poet, as it were, does not know very clearly whatlhe is

doing until he has done it."sl Some modern organicists

A9tumphry House, Coleridge (London, 1962), pP.16.

5Oshakespeareap Criticism, I, 198, |
5lBenziger "Organic Unity. Leibnitz to Coleridge,™ p.28.
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would gonhrthef,thgn thi§ anﬁ§dec1are that ". . . any |
talk of intenfiénﬂis fallacious and ﬁisleadihg because it
2,1mp11es an element of purposiveness that is alien to thev
| organic nature of paet:ry."s3 This particular critic is
writing of poetry in general, and not about Coleridge,
but the attitude is an inpdrtant one. It means that we
may look at the poem only'as a whole and not examine any
of its parts, such as the:diction, what the poet is saying,
and so on. However, in the same article this critic has
realized that practicalvdifficultieﬁ do arise, for
instance if a Student does not ™understand® a particular
poem.”3 Professor Thrope points out that ¥over and over
he [001eridgé] refers to Shakoapeare's intention, his
design, his prodeternined plans, his conscious art in
creating scenes and characters and moulding all to & set
aim 5A Professor Thorpe gives as an example an analysis
by Goloridge of ﬂg!;ggz ®The first question we should ask
ourSeives is - What diq Shakespeare mean when he drew the
character of Hamlet? He never wrote any thing without:
design, and what?wa# his design when he sat down to prééuce

this tragedy?'55

525, Jack Smith, *Intention in an Organic Theory of
Poetry,® Sewanee g_!;g! LVI (1948), 626,

53Loc. cit.
5"Thorpe, p.408,
5 haggspggg gg cggtici s II, 150, quoted by Thorpe,

p.408.
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Thore have been a nunber of attempts at explaining
this divisien betﬂeen the theory of indissolubility of idea
and expressien, and its practical application. Gorden
Mcxenzie has repeated. the idea of Bernard Boaanquet that
- ®form and substanco are really one in. principle, but that
by a loglcal fiction we continue to contrast them because
there is always some failure- te bring them tegether.“sé
James Benziger believes that therc are certain
intractabilities in art to yhich one must be resigned,
"Modern ‘'organic! critics,*.heﬂhas written, ™may even fall
into positive erfor by refﬁsing?to admit é certain basie
intractability in the materials ﬁith which even the greatest
artist must work: rigiditieé in language and artistic form,
rigidities which must be expscted in the mind of the
réader, rigidities in an oldfdtory which cannot quite be
bent to & new purpose. Such things William James would
term the 'given'° and he belioved that not even the most
impressive monisns can eliminate them. He likewise
believed that a pragmatic philosophy should accept thon
frankly.® n37 , .
1. A, Richards, writing of Coleridge's "theory

of the act of knowledge, or of conscioﬁsness, or as he

5QKcKenzie, P«39.
57Bepziger, p.h8.
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{001eridgeﬂ called it 'the coincidence or coalescence of
ah Object with a Subject, "58 contends that because ™in
the Egoductg of knowing we later have occasion to
distinguish Subject from Object does not ontail their
separation 1n the p 'ggg '59 We may perhaps apply
. Profbssor Richards' contention to the study of poetry.
As long as ‘we ksop in mind the fact that the author
creates the poem as an_entity;and not piecemeal, and as
long as we read the poem as a whole from time to time, it
does not seem to me that we. destroy the value of the poem
by distinguishing the pants within the whole from one
another, In the entry in which he discusses fabrication
and geng;ation, Coleridge also differentiates between
Unitariadisn>aﬁd Trinitarianism.' The passage is a iittle
hard to follow, but the point that is of most interest to
us is quite clear: "None but a thorough Theologist can
combat succeasfully'with a Christologist - to shew the
inanity of Jehovah, Christ, and the Dove admit the adorable
Tri-unity of Being, Intellect and Spiritual Action,lasvthc“ |
Father, Son and co-eternal Procedent, that these are God
(and i.e. not mere general Terms, or‘abstract ideas) and

<that they are) one God (1.e. a real, eternal, and '

581. A. Richards olegiggg on Imagination (London
1962), " paldse ’ !

59&}.51.‘ »y Pe53e
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ne"cAessary Distinction in the divine nature, distinguishable
Triplicity in the 1hd1v131blc~Unity)f (GN‘ZAAA),WdNow if we
substityte éomé‘such word'%é“?partsiuﬁ? ﬂelemeﬁté"*for
”Triplicity' in the last phraée,‘we'would seem torhavo_
an illustration of Coleridge's notion of unity in a work
of art, If we insist upén :égarding a composition sblely
as a unit, we 1gnore~Goléridggﬁiﬂéxample in his literary
criticism. But to be awa;qiofwthe components and yet to
séé‘the_poen in its ?nﬁirety is to be consistent with

Coleridge's theory and his practice,




CHAPTER III -

COLERIDGE ON THE POETIC MIND.
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coleridge beliGVes that "The best part of human
language, properly so called, is derived from refleetion
on the acts of the pln@ it.self.;‘l His Notebooks, as
indeed most ofvhié'ﬁflﬁingé; bear witness to the fact that
he is intensely interested in the workings of his mind,
and in the subtle ways in which a poem is engendered. ﬂis
. observance of his own mental states is remarkably acute,
and; as Professor Coburn'observes; his awareness of the
unconscious is an anticipétion of later systematic
psychology (CN 2086). Indeed; I. A, Richards maintains
that Coleridge takes "the psychology of the theory of
poetry 46 a new level."2

In this chapter we shall study Coleridge's
psychological opinions, as they appear in the Noteb oks;
with special reference to the contribution that these
opinions make to his critical theory. The Notebooks are
of partiéular interest in this connection because they
teém with Coleridge's thoughts on such aspects of
creativity as the relation of the conscious; the Semi-‘
conscious and the subconscious to the making of a poen.
1907)d139wA1ﬁM£%— A

’ =40,

1. A. Richards, Coleridge on gagination (London,
1962), p.lO. '
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Wexshall also,examine; noﬁi;nlywthose ﬁais in which
Coleridge, in his Notebooks; says that a work of}art
originafés, but also certain éritics'-interpretapions and
developﬁents of Coleridge's theory of creatiﬁity.
| " If one begins to think of what Coleridge has
written on the poetic mind, one immediately recalls the
mich discussed definition of imagination at the end of
Chapter XIII of the Biog:g]gga.3 Because the passage has
been considered central to Coleridge's ﬁheory of the
inagination; I shall quote it in full:

The IMAGINATION then, I consider either as

primary; or secondary. - The primary IMAGINATION

| I hold to be the living Power and prime Agent of

all human Pbrception; and as a repetition in the

finite mind‘of thé eternal act of c:eation in the

infinite I 4M, The secondary Imagination I

‘consider as an echo of the former; co-existing

with the conscious will; yet still identical with

the primary in the kind of its agehcy; and differing

only in ggggggé,and in the mode of its operation,

Iv dissolves,’diffuses; dissipates; in order to

recreate; or where this pfocess is rendered

impossible, yeot still at all events it struggles

to idealize and unify. It is essentially vital,

3Biographia Literarja, I, 202, -
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even as all objects (as objects) are essentially
. fixed and dead. |
YFiKC!; on the contrary; has no other counters
to play with; but fixities and definites. The
‘faney is'indeed no other than a mode of Memory
emancipated from the order of time and space;
while it is blended with, and modified by that
empirical phenomenon of'thg will; which we |
express by the word CHOICE. But equally with the
ordinary memory the Fancy must receive all its
materials ready made from the law of association.X
There has been much discussion of the meaning of
this passage;5 but perhaps James Benziger's interpretation
is the most useful: | ‘
ATo»Schlegel and Coleridge the earlier criticism
séemed to split the human api§it in two with .the
intellectual faculties of understanding and
judgement on the one side and“&he%énii-intollectual
faculties of taste, genius.; and _im;agi_naiibn on the

other. But according to the new philosobhy of

hroe. cit.

5HOtable, if differing, explana&tions have been given -
by John Shawcross, "Introduction® teo Biographia Literaria,
I, liv-lxxxiii; Walter Jackson Bate, ”Co%eriage on the
Function of Art,® Perspectives in Criticism, ed. Harry Levin
- (Cambridge, Mass., 19383, P.126; John Livingston Lowes,
The Road to Xanadu (Boston and New York, 1930), p.103;"
I A icﬁzbas, op. cit., p.59; and Clarence D. Thorpe,

"Coleridge as Aesthetician and Critic," Journal of the
History of Ideas,V (1944), 399. - '
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Schelling (and the old philosophies of Leibniz and
‘some of his predecessors),}fpg hgmah,squl aﬁd.ali‘
souls in the universe have only one basic faéﬁlty,
the faculty which Coleridge termed the "primary
IMAGINATION.® This primary imagination, the Wprime
Agent of all human Perception;" enabled each monad
‘soul to create 1ts own image of the "infinite I
AM." It follows that such_axhnnan faculty as the
understanding is but a modowof operation of the one
basic imagingffaculty; a mode in which the basic
faculty operates with particglar precision but only
within a very narrow compass. The "secondary
vimagination;" what you and I would call just the
"imagination,® is a more comprehensive functioning
of this same faculty.6
I have only been able to find three entries in
the;Notgbgokg,which have a similarity to the Biographia
excerpt I haveyquoted. In these early memorandum books;
there is no mention of a division of the imagination into
primary and secondary degrees of the power. However; a
contrast is drawn between fancy and imagination. In CN
2112; Coieridge compares a_gouplet by Wbrdsworth; "The

Breeze I see, is in the Tree - It comes to cool my Babe

6James Behziger ®Organic Unity: Leibnitz to
Coleridge,™ PMEA, I (1951), 36. ~
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and ne," with two lines written by Samuel Butler'”

And like a lobster boil'd the Motn

From black to red began to turn.
The first couplet Coleridge says, illustrates 1magination,
the second wit, but Professor coburn points out in her
notes that the lines from Butler's Hudibras are_a favourite
example with Coleridge of mere fancy (CN 2112n), However;
if we look at:the nature of‘the,diversity between fehcy

_and imagination depicted hefe,‘ahd that developed in the

later Biographia passage, we will see that there is a

‘difference between the two. ‘Shaweross, commenting on the

definition in the Biographia, has written of Coleridge's

‘conception of the dissinilarity‘ot fancy and imagination:

| This, which had originally suggested itself as a
distinction of poetic qualities; ﬁust 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 the will; and are themselves
moulded by it would here find a ready application.
For whereas the activity of fancy is practically
independent of the artist's emotional state;_it
is only under the stress of emotion that the

imagination can exercise its intefpretative power.7

7Shawcross ®Introduction® to Biographia Literaria,
I xxxi-xxxii,
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The entry in the Notebooks exemplifies two types of poetry,

one of an imaginative, the other of a fanciful nature. In

the excerpt frem the Biographia, on the other hand the

divergence has become more general. The artistic
imagination recreates; the fancy merely manipulates_ready—
made materials._ This represents,a'develepment of the
~earlier concept.
| In October 1803;»Coleridge describes the effect
incidents have on him: | |
Nothing affects me much at the moment it happens -
it either stupifies me; and I perhaps look at a
merry-make & dance the hay of Flies; or listen
entirely to the loud Click of the great Clock/or I
am simply indifferent; not without some sense of
philosephic-Self-complaeency;- For a Thing at the
moment is but a Thing of .the moment/it must be taken
up into the mind, diffuse itself thro! the whole |
multitude of Shapes & Thoughts not one of which it

leaves untinged - between each ICh

& it some new
Thought is not engendered / this a work. of Time /
but the Body feels it quicken with me- (CN 1597)

This may be compared wivh the Biog;aphia assertion that

the secondary imagination "dissolves, dlffuses, dissipates,
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in order to recreate." In the gggg;ggg;g passage the verb
'"dlffuse' is used transitively, in CN 1597 1t is uaed
intran31tively, but an analogy may still be made, I think,
as Colerldge, in both cases, is strosaing that a
dispersion, a dissemination takes place.

In September 1807; Colefiagéyéopies_a'number of
distichs from Schiller's Hggggg;gggggg for 1797. Among
them is one on the Imitatorbind the Genius; which reads;
in translatioﬁ;,"Even what“is'already shaped is but raw
material to the shaping spirit® (CN 3131 [20] n). .This
is; no doubt; of interest t§}601éridge because of his
conviction that the secondary; artistic imagination uses
materials in its creative process which have already been
formed by the primary imagination, for; according to this
theory; all perception is; in a sense, creation.

While these memoranda are intereéting; béing
- similar to ideas in the Bi:x a hia; they are not the only
entries which have a bearing on Coleridge's theory of
creativity. In reading the Netébooks; one is struck by
Coleridge's interest in the:roles played by consciousness
and subconsciousness in the creation of a work of art.

- The relationship in Coleridge's thought between conscious
and unconscious activity in the iriting of poetry is
subtle., While Goleridge; speaking of the nature of fancy
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and imagination, describes them as "faculties that are |
rather spontanebus,than voltmt'.a\r-y,',"8 we must not forget
thét he also atressés‘conscious intellectual effort; In
'the'Spring of 1807, Coleridge is reading Dante's De

- vul rigelo uentia,'frdm which, in CN 3011, he.paraphrases
and cbpies. ‘A. G. Ferrers Howell's translation (suppliad
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 discerp what we say; and when
he purposes to sing of these three subjects simply,
or of those things which directly #nd simply
o - follow after them, let him first drink of Helicon,
and then, after adjusting the strings, boldly
' takg up his plectrum and begin to ply it. But
g , it is in the exercise of the needful caution
 and diséernment.that the real difficulty lies;
for this can never'he.aﬁﬁainedvfb ﬁithout
strenuous efforts‘éf:éeﬁius, constant practice
in the art, and hablt of the sciences. e o« o And
therefore- let-those who, innocent of art and
| science, and trusting ta geniua alone, rush forward

to sing of the highest subjocte in the highest

| W c;it.ig. 1@7" , ed. T. M. Raysor (London,
1960); 1T, 50.
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style; confess their folly and cease from such
presumptién; and if in their natufal sluggishneﬁsu
they are but geese;;let them abstain from iﬁitaping
the eagle soaring to the stars . . . (CN 3011n);

| Coleridge's comments on conéciousnessvandasubf
consciousness run throughtbéﬁh:volumes of the Notebooks.
There are many references tc?ﬁhe varying levels 6f\. ”
”rawareneSS;'to sleep andkdreéms;'to ihe'posture of the body
and its possible efféét on‘dreams; to the role that
association has in thought and to the ”reverie ish and
streamy" (QN 1833) charactar of Coleridge's own mind.
i,They cannot all be quotedlhere. I shall mention only a few
to indicate Coleridgefs interest in the various aspects of
consciousness and also those which are of particular
Jiﬁportancg to us, having a'diféct bearing on the writing
- of poetry. | i

We shall begin with Coleridge's remarks on the

levels of cognition in generalh The earliest is to be
found in CN 6: ™. . . -(The whole, or sum total of them4
.applications of the word, Faith, reducible to Fidelity -
as Loyalty to God, Fidelity to our fellow-creatures -

;’hence the most grevious of Injuries not to be believed -

reaented as wrong, which seems te imply an original

compact, or promise between each Spirit & all spirits in
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their depths of Being below, & radicative of all
COnsciousness> It is possible that this excerpt, which
is a final interpolation to a long entry, was written in
1812 rather than in 1794 (cn Gn). Another observation
that we may note, written in October 1803, comes in a
period lasting roughly fron October 1803 to May 180# when
Coleridge is particularly aware of this subaect. OR 1601
reads: "Some painful Feéling;_bpdily_or of the mind / some
form or feeling has recalled a p;ét misery to the feeling;
& not to the conséious memorx -,I brood over what has
befallen of evil / what is ﬁhé worst that could befall me?
What is that Blessing which is most present & perﬁetual to
my Fancy & Yearnings? Sara! - Saral- The Loss then.of this
first bodies itself out to me/. . . ." Here, in this
distinction between "feeling"™ and mconscious memory;"
"feeling™ seems to be a stat91in which the author‘reaiiZés
that misery is present but'ia unable to discover the cause
of his unhappiness. The ”feéiing" has not yet appfoached
close enough poﬂg,guppalimihal'state for him to be able
to analyse it. S

- In January 1804, Golerldge writes, ®0f a great
metaphysician / he looked at (into?) his own Soul w1th a
Telescope / what seemed al;‘inregular, he saw & shewed to
be beautiful constellations & he added to the
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Consciousness hidden worlds within worlds” (CN 1798). In
this entry, Coleridge remarks, first on the fruitfulness
of plumbing the depths of the psyche, and secondly on the
'enormous territory of the mind that is hidden from our
knowledge. Goleridge's dlscernment of these inter-
penetrating regions of the mind is continued in an
observation coming from February 1807°

I fall asleep night aftqg;night watching that

perpetual feeling; to uhi@h;lmagination;_or the

real affection of that oréan or iﬁs appendages

by that feeling beyond the other parts of the

body (tho! no atom but seems to share in it) has

gi#en a place and seat Qf”ﬁanifestatiqn a

schechinah inythe heart.- Shall I de try to image
- it to myself; as an animént self-conscious pendulum;

‘continuing for ever its arc of motion by the for

ever anticipation of it? -or like some fairer Blossom-

‘1ife in the centre of the Flower-polypus, a life

within Life; & constituting a part of the Life the’

includes it? A consciousnéss within a

COnsciousness; yet mutuaily penetrated; each

possessing both itself & the other - distinct tho!

indivisible! - 8.T.C.- (6N 2999).

9Coleridge's,slip for "that™ (CN 2999n).
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The peculiar alertness of Coleridge to the various levels
- of consciousness is illustrated ih'tgig eptfyl Coleridge
says here that he is constantly:awafe of his chgcigus- |
ness, but that this ?cohscioﬁsnesgluithin]é Oon;ciéuanessn
possésses'both itself & the other;;:‘Iﬁiother words;_
601ér;dge is saying tbat"he is awafé~of;h;s'cqpécicusn§§b;
but that this‘very aﬁgreness iS‘pért of tﬁe 1argers
consciousness. It is interesting that Coleridge should
describe this self-within-the-self as "distinct thbf
indivisible;” an idea he elsewhere applies to the Trinity
.'(CN72h§h) and which is pertinent to his theory of unity
in art.lo
, An excerpt from Coleridge's notes of May 1804
indicates the importance that psychology has for him:
"Query as to the posture of the Body we being semi-demi-
'gconsciéus of it in falling to sleep, does it not act
sometimes by suggesting the postures of Objects; of
inaqimatei 80 thét,; could see them, of the animate partly
so as they could look in on me:- On a subject so important
no Hint but deserves a Memorandum at least™ (CN 2073 b
Coleridge discusses sleep many times in hié

- memorandum books. No doubt his preoccupation with it

10gee above, p.68.
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ariséé at least in part fron%the poor nights he’éxperienced,
due to sickness, unhappiness, and addlctlon to opium. An
interesting discussion of dreams is to be found in CN 2055,
where Coleridge recounts dre&ﬁa bf Isulia, g disguise name
for Sara Hutchinson: 'My Dreams now always connected in
some way or other with Isulia all thelr forms in a state
of fusion with some Feeling or other, that is the
distorted Reflection of my Day-Feelings rqspocting her /
but the more distressful my Sleep, &”alasr‘how seldom it
is otherwise; the more disthﬁt; & Xst's Hospitalized the
forms & incidents - in one or two sweet Sleeps the Feeling
' has grown distinct & truo; &rat length has created its
appropriate form; the very Isulia / or as I well described
it in those Lines; 'A1ll Look! &c."™ Professor Coburn
comments that this entry is a "pre-Freudian observation of
the painfdlness of the depths below consciousness . . .
and of dreams as involving the;'distorted Reflection' of
the previous day™ (CN 2055n) .

Another pre-Freudian comment is to be found
in CN 1hlh: |
Contact - the womb - the amnion liquor - warmth -+
touch/-air cold + sensation & action of breathing -~
contact of the mother's kﬁaes-+—all those contacts

of the Breast 1 taste & wet & sense of swallowing-
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Sense of diminished contact explains the
falling asleep~-/ this ig Fear, [?not/and] this
produces Fear-~
Eye contact, pressure infinitely diminished
6rganic Conness (con to ken) proportionately
~increased.

COIeridge recognizes that there is a connection
between dreams and physical obaects as for example in
CN 1620 where he realizes, Qn awakgning from a dream, that
the ticking of his watch hash"fretted" on his ears and he
has thought that his s,on; Hartley, has irritated him by
humming and hawing, instead 6£ answering the questions‘
put to him at his christening. Another instance is to‘be
found in CN 2064 (9):

A,really important Hint suggested itself to me as I
was falling into my first 3leep - the effect of the
posture of the Body, _22_ mouth for instance, on
first Dreams - & perhaps on all. White Teeth in
-behind a dim open mouth ef a dim face-/ My mind
.is not vigorous enough to pursue it - but I_sgg,'
that it leads to a7d§vé1&§§ent of the effects of .

continued Indistinctness of Impréssions on the

Imagination according to 1aws ‘of likeness & what
ever that may solve itself into" (CN 2064).
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Visions; for Coleridge, are‘closely allied to
other activities of the brain. In December 1803, he writes
of the link between reverie and dreaming: ™. . . O then
as I~£irst sink on the pillow; as if Sleep had)indeed a
- maverial ggg;!;'as if when I sank on my pillow; I was
‘éntéring that'region & feélized FaéryzLand of Sleep -~ O
then what visions have 1 hgé;hwhat dreams;- the Bark; the
Sea, %he all the’shapes & sounds & adventures made up of
the_Stuff of Sleep &,Dreama,“& yet my Reason at the .
‘Rudder/ . . ." (CN 1718).

‘_ | Memory is another4realm to which dreaming is

akin., One évening~dﬁring the same month Coleridge
(havihg taken opium;,Miss Cbburnfsuggests;[cn 1750é])
vwrites:.". . « but overpowered with the [? eaotien]
PhéEnomena I arose; lit my Candle; & wrote - of figures;
even with open eyes / of _si;uares;' &0&. of - various ‘colours ,
& I know not what/ How in a few minutes I forgot such an
Assemblage of distinct Impressions; eébullitipns & piles_éf
goldgn colour & thence touthink of the Naﬁgré,df'Memory.
So intense / & yet in onéininute forgottend the“samé‘is
in Dreams / Think of thig . . ;“‘(Cﬁ l750).' -

The breadth of ppssibilityquf comment on these

nocturnal visions is implied in a couple of lines appended



to a descriptlon of a nighﬁmare.i“*lﬂﬁust devote some one
or more Days exclusively to the Meditation on Qggggg.
Days? Say rather Weeksi™ (CR 1726) “ |

| When we flnally turn to poetry and its relation
to the subconscious there ls lesseuealth of materlal in
these early record books.x However, the two entrles that I
shall cite are signlficant, 1 think and prove that

Coleridge, while he may not in these Netebooks have 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: "Without
‘Drawing I feel myself but half invested with language -
Music too is wanting to me. But yet tho' one should unite
Poetry;vDraftsman's-ship &fHuSic - the greater & perhaps
nobler certainly all the subtler farts of one's nature;
must be solitary - Man exists heréin to himself & to God
:‘aloné/- Yea, in how much only'to:God»— how much lies below
ﬁis own Consciousness™ (CN 1554); Professor Coburn
interprets this extract in hér,note by comparing Coleridge
to a later expounder of a sihiiér idear *"Mr. Edmund Blunden

~ says E..3. Dallas ‘'detected the subconscious as the actual

writing force before the term was 1nvented. Introduction

to An English Library by F. Seymour Smith (1943). And

Mr. C. Day Lewis repgaés the:attribution in The Poetie
Image (1946) 39. The terﬁ and idea were undoubtedly ready
to be born; Coleridge having paved the way. It may be of



interest to notice that E. S. Dallas studied under Sir
William Hamilton; student and admirer of Coleridge"
(CN 155hn).

Following an important discussion of the
dwindling of his ability to write poetry, coleridge gives
the following definition. of his art: ®Poetry a ratienalized
dream dealing {3about] to manifold Forms our, own - Feelings,
that never were perhaps attached by us consciously to our
own.personal Selves.- }what is the Lear, the Otheilo; but a
divine Dream / all Shakespeare, & nothing Shakespeare.- 0
there are Truths below the Surfacé in the subject of‘
Sympathy;.& how we pggggé‘that ﬁhich we understandly behold
& hear; having; how muqh GQd perhaps only knows; created
part even of the Form . . ." (CN 2086). Professor Coburn's
comment on this paragraph runs:: "again Coleridge's -
awareness of the unconscious - and .of the likeness of
artistic creation to dream-work - is another antlcipatien
of later systematic psychology‘ (CN 2086n).

It seems to me that in this last entry Coleridge
recognizes and acknowledges the notable part that the sub-
COHSClouS plays in the act of creation. Notice the phrases, |
"that never perhaps were atthchgd by us consciously to our
own personal Selves," and "What is the Lear, the Othello,

but a divine Dream / allrShakespeare, & nothing




Shakespeare.®™ C. G. Jung bgs written of that class of art
works ' . ” | |

that flow more or less sponﬁaneoﬁsii_and peffect
from the author's pen. They”cdme”as'it were fully
arrayed into the world- as Pallas Athene sprang from
the head of Zeus. These works pos1tivsly impeso
'themselves upon the author, his hand is, as it were;
seized, and his pen writes things that his mind
perceives with amazement. The work brings with it
its own form; what he would. adq to it is declined
what he does not wish to admit is forced upon him,
While his consciousness stands disconcerted and

. empty before the phenomenon; he is overwhelmed with
a flood of thoughts and iﬁages which it was never
his aim to beggt; and which his will would never
have fashioned. Yet in spite of himself he is
forced to recognize that in all this his self is
speaking, that his innermost nature is revealing
itself; uttering things that he would never have
entrusted to his tongue.ll :

The marked s_;milarity of Jung's remarks to CN 2086 is

_w,ﬁbrth noting;

' l10. G. Jung, "On the Relation of Analytic Psychology
to Poetic Art,®™ in his Contributions to Anal*%icai '

'Pg%chologx, trans. H. G. and Cary F. Baynes ndon, 1948), pp.
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Although we may see in CN 2086 an acknowledgement
" of the significant part that the unconscious plays in art;
- Coleridge has yet been accused of underrating the
subliminal powers in the~creativc process. 'Erofessor
‘Baker ] has written, "And in spite of his awareness of
association and the unconscious as potential allies of the
poet, he soriously underastimatcd the power of memory and
the 'deep well! to effect a sea-change. For a man who
profited by it so much " he was strangely ungracious
concerning the alchemy of the unconscious. nl2 This seems
a snrprising statement, for although CN 2086 was not
published and is not to be found in Anima gggggg,
Professor Baker has ciﬂed a number of very illuminating
| pronouncements by‘Colericgc on the work of the unconscious
in art; for examble; .. . there is in genius itself an
unccnscious activity; nay; that is the genius in the man
of genius,' 13 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-nnaided, nay, morc than that, frustrated

~recollection of a Name. I was trying to recollect

12 james Volant Baker, 'Hﬁ*gacred,Rizer (Baton Rouge,
1957), p.227.

17;3_1%321&2 Literaria, 1I, 258 quoted by Baker,
P
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the name of a Bristol Friend, who had attended me
in'my_Illness at Mr. Wade's. I began with the

- letters of the Alphabet -ABC etc.- and I know not
rwhf; felt convinced that it began with H. I ran
thro! all the vowals; aeiduy; ahd with all the
consonants to each . . . ip vain. Three minutes
afterwards; havihg‘éompleﬁely given it up; the name
Daniel, at once started»up; perfectly insulated;
without any tpendimmesp;antecedentgconnéction; as
far as my consciéusnessjéitended. There is no
explanation of ﬁhis'fact; but by a full sharp
distinétioq‘of Mind from Consgiousﬁess - the _
Consciousness being_the'nérréw*gggg of the Bottle.lW
In his criticism of cbleridge; Professor Baker would do
well to remember théﬁ Coleridge is an innovator in his |
ideas on the subconscious and its relation to poetry.
The concept; while it may appear commonplace today; was
not so in the early nineteqnth century. The Notebooks
show Coleridge groping towards the enunciation of an idea
so complicated that he hardly fuily comprehends it himself,

It seems unreasonable to ask for the definitive theory in

1l ﬁ ﬁirin 'S irit. adiﬁod-by Kathleen Coburn (New
York, %§%ITT_E§;§8:§IT’untéaby Baker, p.162,
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Coleridge!s writings that Professor Baker requires.
Butuiwhat really worries Professor Baker, I

“ think is COleridge's ‘attitude to. association rather than
to.the unconscious. Professor Baker says "We believe that
Coleridge impovérishéd and weakened his theory of |
imagination by resolutely denying the associative power to
the ;magination and by confining it to the fancy.l5 He
is;-of ¢oursq;£thinkfhg of Coleridge's definition at the
end of Chapter I11I of thg‘piographia. Professor Baker
does adﬁit that fanc} works in éonnection with imagination
in Coleridge's scheme, and he quotes the poet's remark
that "Imagination must have fancy, in fact the higher
intellectual powers can only act through a corresponding
energy of the 1ower,”l6 but I do not think that he then
bears it sufficiently in mind. As I. A&, Richards has put
it; ®Coleridge often insisted - and would have insisted
still more often had he been a:better'judge of his readers!
- capacity for misunderstanding - that Fancy and Imagination

are not exclusive of or inimical to one ancther."l7

15Baker, P.225,

16The Table Talk i a of or
Coleridge (London and ew fork, l"I?i %priI ¥U 1833,
quoted %y Baker, p.227.

l7Coleridge on- Iml jJIB.tiOn, p0750
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Before discussing the part Coleridge assigns to

association in the poetic process; we should consider what
the wcrd "association®™ would mean to a late eighteenth-
century writer such as Coleridge. David Hartley's theory
of association is complex and wide in its scope, -
Fundamentally, however; his doctrine is "'the formation 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. '8 with
reference to the connection of sensations with ideas;
Hertley enunciates his lawtof association as follows:
"Any Sensations A; B; C; &c. by being associated with one
another a sufficient Number of Times; get such a Power
over the corresponding Ideas, a b, c, &c. that any one
of the Sensations A, when impressed alone, shall be able
to excite in the Mind b, cl &c. the ideas of the rest.ﬂ19
Consequently, "every succeeding thought is the result
either of some new impress%on, or of an association with

the preceding;ﬂzo-f

18;, 5. Mill, |
p.91, quoted by Basil W ey . o E

5 gg;oun (London, 19A0), pol 3.

19pavid Hartley, Observations on Man (London, 1791),
Proposition X, I, 65,

yartiey, I, 383.

Wbrld's Classiesi edition,
ggggent egtugx
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Hartley's theory cargigs with it mechanistic and
'néesasitarian overtones, iﬁplicéiions’which;‘incidentally;
-Hartley:himself.did not recognize until several years
after he;haﬁ’beguﬁ‘his enguiries and which he eventually

admittedfonly with great reluctance.21

Coleridge rejects
the{necessitarian side qf‘Hartley'swtheory; ih which free-
wili has a sﬁbordinate ﬁléce; The discarding of certain
'aspec;s°6f ﬁartley'sréonéqpﬁ ?ag;bg seen in the following
memorandum: ", . . It is false thaﬁ the Thunder clap
depends fbf all itsKSubLimit}'on our notion of the danger
of Lightning & Thunder.-kwith its height &c - These aid
but do not constituﬁef; . e I am much pleased with this

| Suggestion; as with everything that overthrows & or
illustrates the overthrow of that all-annihilating system
. of explaining every thing wholly by association . . ."

(CN 2093). Coleridge also recognizes that there is more to
a thought than we can consciously discern: "dewin )
trace at each sentence, all the thought & asséciations
leading to it - O folly. Hew little reflected hg; how
much of Eternity there is in each moment of timel"™ (CN
1563).

On the other hand,vaknumber of aspects of the

2lyilley, op. cit., p.15l.
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Obsor!ptlons on Man continued to influence Colerldge. For
instance, Hartley, 1like Coleridge in CN 2064 and 2073,22

explores the possible effects of the posture of the body
on dreams.?3 Coleridge does not abandon the notion of
assqciatiqn’itself, the powef‘by.ﬂhich ideas become linked
to one another, nor does itaseem to me that he limits this
activitj to the 'narrow'gggg of the Bottle;' as Professor
Baker imp11es when he wrltes that Coleridge "failed to
" unite associatlon with the unconscious.' 2h In CN 2543,
"one of the most searching of his. attempts in the note-
books to analyse thé vafyiﬁg,degrees of consciousness"
(CN 25h3n); Coleridge shows us that the associative
. faculty is at work ben‘ezath. the conscious level of the
mind:
I humbly thank God that I have for some time past
been more attentive to the regulation of my ‘
Thoughts - & the attention1has been blessed with
a great measure of Success. There are few Day-
dreams that I dare allow myself at ény time; and of
these few few & cautlously built as they are, it is
very seldom that I can think myself entitled to make .

R2g4, above, PP. 83 and 81.
2yartley, I, 383-385.
2"’Baker, The Sacred River, p.253.
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lazy Holiday with any one {of the‘m) . I must have
worked hard. long; and well. to have earned.that
‘privile;ge/ So ‘akin to Reason is Reality, that what
I could do with exulting Innocence, I can not always
Imagine w1th perfect ifinocence /. for. Reason and
Reality can stop and stand still by new Influxes from
without counteracting the Impelees from within, and
poising the Thought.v But Fancy and Sleep stream on,
and (instead of eutward Forms and Sounds, the
Sanctifiers, the Strengtheners!) they connect with
them motions of the'blood‘and herves, ahd images
forced into the mind by the feelings that arise out
of the position & state of the‘Body and its different
members. I have aeted‘done innocently what
afterwards in absence I have <likewise> day~-dreamed
innocently, during the being awake; but afse» the
Reality was followed in Sleep by no suspicious
fancies, the lettep Day-dream has been . . . (cN 25#3).

Another, and earlier, excerpt than the one just .
cited also refutes Professor Baker's statement that
Coleridge "failed to unite aesociation with the

unconseious.*? In o 1575 Coleridge again links this

2510¢

Loc. cit,
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power; by whichlideas are connected and recalled; with the
- unconscious: "Print of the Darlington Ox; sprigged with
Spots.— Viewed in all‘modds; consciously; uncons, semiconsc. -
with vacant, with swimming eyes - made a Thing of Nature by
;the repéaﬁed action of the Feelings. O Heaven when I thihk'
how perishable Things; how imperishable Thoughts seem to be! -
Vbe what is Forgetfulness? . . . Renew the state of afféction
or bodily_Feeling; same or similar - sometimes dimly similar /
and instantly the trains of forgotten Thought rise from
their living catacombs! . . ."

John Livingston Lowes, in that monumental work;
The Road to gggggg; has come up with an interesting
thesis'concerning the workings of association in the sub-
conscious. He examines Coleridge's poems The Ancient
Mariner and Kubla Khan in the light df what is known of
Goleridge's reading; and then assembles a theory of the
- workings of a poet's mind. Loweé describes how a poet!'s
thoughts; what he has read; tﬁings that hgve happened to
him; all sink down into his mind;’into what he calls the
"deep well." Once these f}agmgnts are submerged they begin
to have an exciting lifg‘of their own; they 'fuse;

asgimilate and coaleséé;”zéﬂ;Léwes dépicts the process in

26Lowes, P.59.
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Coleridge's mind° "One after another vivid bits. of what he
read dropped into that deep well. And there below the
1evel cf conscious mental processes, they set up their
obssure and powerful reactions. Up above, on the stream
of coqsciousness (which is all that we commonly take into
account}) they had floated separate and remote; here in the
well they lived a strangely intimate and simultaneous
1ife."?*7 It is in this way; Professor Lowes maintains;
that new ideas andlppotic images are born.

It shbuid“ﬁo noticed thst while Professor Lowes
does draw on some of Coleridge's prose works, Biographia

Literaria, Anima Poetae and the Qutch 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;sall

the notes that are available to us now; wsre not yet

published. It is interssfing to‘compare the psychology

of art which emerges from Coleridgs's Noteboeks, with

Lowes' theory of the creative process, 1nfsrred from _

analysis of images in Coleridge's poems and in his reading.
While Professor Loiés' ideas may be criticized |

28

on a number of points,”™” there are a few passages in the

27Lowes, p.58.
2883e below, pp.99-106,
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Notebooks which seem to have some similarity to the concept

of‘creativity}sétyio}th:ih The Road to Xanadu. I have
already‘quo%éd'in this_chapter;-in a SIightly,different
coﬁﬁéxt; the entry from theuggggggggg*qhicﬁ I think most -
nearly';esémbles*Pfofessor iowes' idea Bf,the deep well.
'However; as it is very significéﬁti I will repeat it:
Nothfngvaffggts me much at the moment it happens -
it either stupifies me;,andli'perhaps look at a
merry-make & danée ﬁhé hay of Flies; or listen
entirely to the ldﬁd ciiq; of the great Clock / or I
am simply indifférent; not without some sense of
philosophic Self-complacency.~ For a Thing at the
moment is but a Thing of the moment / it must be
taken up into the mind; diffuse itself thro' the
whole multitude of Shapes & Thoughts; not one of
'which:it leaves untinged - between eaeh wCl & it
some new Thought is not engendered / this a work of
Time / but the Body feels it quicken with me-
(CN 1597). |
This passage puzzled me at first; because I could not
understand why Coleridge writes; iBetween eaeh wel & it
some new Thought is not engq#dered” ahd then continues by

saying, "this a work of Time." What does the word "this"
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" refer t&f .Ifﬂthé;phrase‘before it.is to be regarded as
purely negative;"*this" can not referto it. If- on the
other hand Coleridge means that the diffu51on of the
'"Thing of the moment’ "thro' the whole multitude of Shapes
& Thoughts' is a work of time, then what is the point of

~ the antepenultimate phrase? COmparison with Ernest Hartley
Coleridge's text in ég;ggwgéggggzg is helpful. He inserts
in square brackets éfter%"batween” fnot one of].k Another
possibility is to read the passage as follows: " ..
between-oa,h weh & it seya‘new,rhpught,is not [yep]
engendered.” In either'Qase‘thé senée of the phrase; as
it stands in the Notebodgg;'if,we read it in a literal
manner; has been reversed. If_the excerpt is understood
in an affirmative sense; we haveqhere an important
statement by Coleridge on the way in which new ideas
originate. The perception;VSehsation or idea passes into
the mind and is assimilated by all the other thoughts and

images in the brain, all of which are coloured or affected
o 30

by it. The new thought results from thesé combinations.
ta from the unpublishe
Taylor Bo eri e, ed. E. H Coleridge

agjaboctyof sama
' pp 31'3 L)

303 letter to the author from Professor Coburn, dated
January 20th 1965 confirms this interpretation. She
writes: "He Coler dge] is talking about blending of
thoughts in the unconscious as giving rise 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 an. entry written later in the same month
Coleridge declares; "Sadly do I need to have my Imagination
enriched with approprlatq;lnages for Shapes -/ Read
Architecture & Icthyology-" (GN 1616). This memorandum
tells us that Goleridge felt he could enrich his
imagination with images by fnrther read1ng, and the note
mlght be taken to. corroborate,Professor Lowes! contention
that Coleridge read widely "with an eye which habltually
pierced to the secret spring of beauty beneath the crust
of fact., And thls means that items or detalls the most
unlikely might through some poetic potentiality discovered

n31 However, it

or divined, find lodgement in his memory.
should Be noted that Coleridée feels it is unfortunate
that his imagination is 1n need of fresh supplies. "Sadly
do I need to have my Imagination enriched with appropriate
Images for Shapes," he writes. The tone of the entry
implies that while Architecture and Icthyology may store
his mind with images; this is not the‘primary way in which
images come into his mind whén he is at the height of his
creative power. It sounds as though Coleridge is turning
to scientific reading almost as a last resort. |

There are a number of possible criticisms of

Professor Lowes' book, not all of which can be gone into

31Lowes; PP.36-37.
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here. Howewpr; withouﬁ”appraising Lowes' views of
The igcient,ﬂaripéf and Kubla Khan as poems; or investigating
the éi@?ﬁmgtancés‘behind the writing of the latter poen,
or séﬁdying the efchts,p{ qpium,oﬁ the mind, I shall
suggest a number of flawiifhEPfofessor Lowes! thesis; in
so far as ip is connected with the unconscious and
association. 3

It has beeg'pointed'out that Professor Lowes!
ideas are/in many ways similar to the associationist
psychology of Hobhes; Locke; Gay and Hartley; whereby
images and ideas are formed mechanically and automatically
by association. Miss‘Schneider presgntswProfessor Lowes!
" opinions as follows: M"All the while, through the
mysterious working of genius; these fleeting memories from
books coalesced spontaneously into visual images and were
transformed into corresponding words automaticallfnand
organized unconsciously into finished poetic form."33
She then comments, ™Coleridge himself might not have agreed
with all_this; for Lowes' exposition was more purely
Hartleyan than; except perhaps in quite early years; hé

would have approved."Bh The similarity of Lowes' concept

- 32g)35abeth Schneider, in Coleridge, Opium and Kubla
Khan (Chicago, 1953), provides & clear and comprehensive
criticism of igg Road to Xanadu,

338chpeide;, p.ll5.

3hpoc. cit.
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of the mind to seventeenth and eighteenth century peycholegy
can be seen in Dryden's "Epistle Dedicatory of The Rival
Ladies™ where he writes: "This worthless present was
"designed you; long before it was a play; when it was only
a confused maes of thoughts;’tumbling over one another in
ftheldark; when the fancy was yet in its firstnwork; moving
ehe_sleeping images of thinge’towerds,the light;'there_te_
be distinguished;‘and then eitherchosen or rejected by
'the Judgement; it was yours; my~Lord; before I could call
it'mine."35

The concept of the mind as a storehouse for
imagee was not uncommon before Coleridge's time; and in
regarding the mind in this.vay; Professor Lowes is no
- innovator. Hobbes seems tokregard the mind as a warehouse
in his distinction between fancy and Judgement. |

For memory is the World (though not really, yet 80
as in a locking glass) in which the Judgement, the
severer Sister, busieth her self in a grave and
rigid examination of all the parts of Nature, and
in registring by Letters their order, causes, uses;
differences and resemblances, whereby the Fancy,

when any work ef Art is mo be performed findes

35Jehn Dryden, MEpistle ‘Dedicatory of The Rival g
' Ladies," Essays of dohn Dryden, ed. W. P. K—' (New York,

1 ] b
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her materials at hand and prepared for use; and |
needs no more than a swift motion over them, that
what she wants, and is there to be had, may not
lie too long unespied.36 ‘

Addison writes that ™A poetfshould take as much pains in
forming his imaginatién as a philosopher in cultivating
his understanding. He must gain a due relish of the worth
'ofvnature and be thoroughlchbnversant in the various
scenery of country life. When he is stored with country
images, if he would go beyond pastoral and the lower kinds
of poetry, he ought to acquaint himself with the pomp and
hagnificence of courts."37

Coleridge himself‘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 Notebooks the possibility of
tracing the associations that go to ﬁhe making of a thought
or image: 'Godwin to trace at each senténcg;'allfthe
thought:&'associations leading to it - O folly. How little
reflected he how mugh of Eternity there is in eaéh moment

of time!" (CN 1563). 8econdly, Coleridge, in a letter of

o 32Thom§scHob:esi ;Answer gorgaven&npﬁs"Preface' to
- Gondibert itical Essays of ‘the Seventéenth Centu
ed. J. E;’Spingarn qundon,i§37T? y 59, o

37Joseph Addison; "The Pleasures of the imagination‘

VII," Spectator, no. 417, inEiggteenth-Centgfg Critical -
Essays, ed. Scott Elledge (Ithaca, New York, 1961], I, 62,
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1803 to“Southey; doubts whether ideas ;} images are ever
suggested hy other ideas. :
.« oo I hold that association depends in a much
greater degree on the recurregee of resembling
’states of feeling than on tréins of 1deas; that
the recollection of earlyuchildhood iﬁ latest old
age depends on fhis ghd is‘eiplicable by th;s;fapd
if this be true; Hartley's system totters. . . . |
I almost think that ideas gg!gt 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 feel ing.g‘a'&:' |
Miss Schneider remarks: "Association operates not by idea-
links, he ﬁhought; but bf:feeling-links; it is the state.
of feeling; physical or emotional; rather than a
mechaniqal link between one imége and'another; that
revives in the memory images from the past.?39
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, thsre is

38Letters of Samuel Taylo -Colﬁriggs‘ ed’ Ernest
" Hartley Coleridge (Boston, 5)s 1, & -’-lp28, quoted by
Schneider, p.70.

393chneider, p.ll5.
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a cdﬁplete whirl-dance of anfusioﬁ with the words, we,

Mind in Mr.,Lockg's Essay has three senses - the Ware-
L]

; & Ideas. . . . In short, the

88
house, fhe Wares, aﬁdﬂthe=Eare-house-man. It is obvious
from this lette;“fhaﬁnééleridge would have questioned »
1Professor Lowes' theory of the mind; as he did Locke's.
There is apother g§pect of The Road to Xanadu at
which we should look. _Profeésor Lowes, describing the
three stages of creation;’ﬁripes: "Thé depths are peopled
to start out with (and this is fundamental) by conscious
intellectual activity, keyed as it may be; as in Coleridge's
intense and exigent readiﬁg;”to the highest pitch.
Moreover . . . it is againAcbnscious energy; now of another
and loftier type which later drags the deeps for theéir
submerged treasure; and moulds the bewildering chaos into
unity. But interposed between consciousness and
consciousness is the well."é}; To back up his statement;
Professor Lowes states that,Hénri Poincaré;-the celebrated
mathematician, also maint%%np§that there is a period of

unconscious work, precedéd%ﬁﬁd followed by periods of

4Ogo1lected Letters of Samuel Taylor Coleridge; ed.-
Zarl Logilo Uri Z“ﬁigg—-x%z;“ Ford and New Tork, 19380, o, 383,
e ;

quoted in CN 37
hlLQWes s Pe 590
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conscious caffort:.."2 However; there is a difference between
Poincare's theory and that of Profespor Lowes. While
Poincaré does wrige of the three stages Professor Lowes
mentions, he also speaks of another which he terms ”sudden
illumination™ or “regelgtion".ksj Jacques Hgdamard, who
‘discusses Poincaréts t#éori of cfeativity and those of
other mathematicians, pSyéhologiats and writers in
differént fields; including poetry; points out that
invention in Poincaré's view is divided between four
spheres of activity: preparaticn; incubation; illumination
and later conscious wcrk.hh The preparatory work is
conscious; the incubation stage corresponds to Professor
Léwes%” 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
unéxpectedly; without anything in the immediately previous
thpughts seeming to have‘pavedftﬁe way;45 or; on the other
hand; it may come during %a pefiod of comnscious work; but

independently of this work which plays at most a role of

AZLOWBS Py p062 'Y )
haHenri.Poincare ag Foundations of Scienc ' trans
 George Bruce Halsted ( Yor%, 1913), p p. 3 389,

kkJacques Hadamard, The [§§5h010g1 of Invention in the
Mathematical Field (New sy Pe5b.

45Poincare, p.388.
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excitant; as if it were the gﬁad stimulating the results
already reached during the rest, but remaining
unconscious, to assuma the conscious :t‘orm.""6

The coﬁceﬁt that ideas spring to the surface of
the mind spontaneously is important. It will be
remembered that Professor Lowes maintains that it is the
conscious that brings the imagés from the unconscious into
the light, He writes: "it is again conscious energy; now
of another and loftier type. which later drags the deeps
for thelr submerged treasure. . . ."k7 But, we may ask,
can we consciously examine our unconscious? Surely this
is a contradiction in terms. While Poincaré'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'ﬁhé conscious mind more
eonvincingly than Professor Lowes has.

There is a remarkable‘entry; written in May

1804, in which Coleridge discusses the flagging of his

46Poincaré, p.389}
h7Lowes, P.59.



107

poetic energy: |
o e ,_Ihithef havéﬁmy Animal Spirits departed? My
Hopes -.0 me! fhét they which once I had to check
‘[. . «] should nb#ﬂbe‘énveffort'/ Royals & Stuﬂding
Sails & the whole Canvaé stretched to catch the
feeble bredze!-~ I have man7>thoughts; many images;
large Stores of the unwrought materials; scarcélj a
day passes but something new in fact or in
illustration; ceeun riée#iup in‘me;_like Herbs and
Flowers in a Garden in early Spring; but the
combining Power; the power;td do, the manly
effective ﬂ;;;;‘that is degd; or slumbers most
diseasedly-. . . (CN 2086).

Coleridge's image of his ideas rising up in him ®like

'Herbs and Flowers in a Garden in eérly Spring," is

particularly expressive, and coincides in some respects
with Poincaré's third stage,df creation. Coleridge says

that he has "large Stores of tﬁe unwrought materials."” In

‘other words, he is aware of ideas and images in his mind,

which have not yet been wérked upon, presumably not yet

turned either into poetry, orfinto fully articulated

"speech. Coleridge does nétfééy 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
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‘say; however; that the materials in his mind rise up in
him "like Berbsiéﬁd;Fibﬁers in a Garden in early Spring."
It is this spontaneity that gives the passage a
similarity to Poincare'!s theory. We should also notice
that thé‘flowers appear whi}g,"thé.manly‘effectivé ﬂi;;;
that is dead or slumbers méap disegéedlyf.“ In this entry
Coleridge appears to be awafe of an undirected step in the
thought process. L
~ This is not~tolsa§i hbwovér; that the spontaneous
and involuntary activity is in any way superior to'the‘
cqnséious._ As Robert Penn Warrén‘has written; ". .« . the
'unconscious may be the genius in the man of genius. But _
this is not to define the precess as an irrational process.
What comes: unbldden from the depths at the moment of
creation may be the result of the most conscious and

narrowly rational effort of: the pa.';'.‘t:.."l"8

Nor, in
admlpting an undirected step, does this gainsay the
’necessity of thé will in artistic creation. _If,we‘turn
again to this same entry we‘shallllearn‘that Coleridgé§
has "large Stores of the unwrought material® (CN 2086).

Although new ideas keep comiﬁg to him, these have not

hePrefato @
ry aessay to‘Th <Rime of the Ancient Mariner
ed. Robert Pern Warren (New York,: "PP. -1T5, i
quoted by Baker, The ag;e giver, p.2hé
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been turned into poetry;-£nd it is because the “combiping
Power, the power to»dg,;phe manly effective g;;;; that is
dead or slumbers mést diseasedly.® Professor Coburn
observes of the expression “combining'Power," that it is
"an early use {in Coleridge's wri@ingé] of this‘phpasekas
a description of the imagination . .l," (CN 208§n), Here;
then, the imagination is firmly tied to the will. This
entry is very significant for in it Caleridge implies
that although images and ideas ﬁay occur to the poet |
without his seeking for them;'poétry will not result without
the intervention of the will.v

Coleridge\s reﬁarks'in the two published volumes
of the Notebooks do not présent‘é comprehensive theory;
but they are interesting in that ;they show Coleridge feeling
his way in a relatively undeveléped field.‘ The  poetic
mind, we learn from the Notebooks, is subtle, fluid and
flexible. It is not divided in%é tight little cbmpart-
ments, nor is it ruled by a mechanical principle; as was
the mind seen by Hartley and otgér asgociationists.
Coleridge recognizes that aSéoci&tion does play a part in
the thought process, but he dis&grees with Godwin - and no
doubt would with Professor Lowes - that the antecedents of

an idea or image can be accurataly and minutely traced,
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Goleridge; it seems to me; assigns to spontaneity a place
in the evolving of a poem; but‘he also recognizes that the
"will has an important function in artistic creation.
»Golerldge does not advocate a theory, as we have seen
before in the chapter on unity in art, 49 of "mere will-
less, purposeless and unthinking spontanelty."50

| However, it might be argued, from the evidence
in the Notebooks, that certain agpects of Professor Lowes!
thesis in The Road Road to Ianadu can not be entirely
discounted. In CN 1597, Coleridge does write of a "Thing
at the ﬁoment" diffusing itself through the mlnd,
affecting éll the thoughts there; and thus engendering-new
ideés. "It is interesting that Coleridge should have
written this entry in Octobgral803; and the famous letter
to Southsyvin which he suggests that "ldeas never recall
Ideas;”sl in August 1803. Itiseehs to me that while
Coleridge begins to queStion Hartley's theory of the
mechanical recalling of ideas by other ideas; he ‘does not;
in October 1803; at any 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

' b9See”aBove,ipp.61 and 65.

50¢1arence D. Thbrpe,-"Coleridge as Aesthetician and
Critic, pP.409.

51Letters, ed. E. H. Coleridge, I, a27.428
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zone‘another in the dark."s2 The Road to ;ggggg:places too
much emphasis on»ﬁhé mechanical assoéiation of ideas, and
'the>spontaneous‘forming of images into poetic form. We do
not find a similar emphasis in the Hotebooks. While
Coleridge does appear, in CN 1597, to regard the mind as a
“ place where ideas intermingle to produce new thoughts, it
should be noted that Coleridge speaks here only of the
engendering of thoughts, not of fully formed poetic images.

While CN 1597 is Agignif’icant, perhaps the entry
in the Notebooks which is ﬁbst pertinent to a study of
Coleridge's thought on creativity, is that in which he
describes poetry as "a rationalized dream dealing [?about]
to manifold Forms our OanFeelings; that never were perhaps
attached by us consciously to our own personal Selves,~-
What is the Lear, the Otheilo; but a divine Dream / all
Shakespeare, & nothing Shakespeare.-" (CN 2086). Here
'Colefidge acknowledges the(important'fact that while the
poet may'write; as it were, in a dream, expressing things
he had not consciously thought about; he will yet be
"forced to recogn;ze that ﬁﬁ all this his innermost nature
is revealing itself; uttering things that he would never

have entrusted to his tongué.‘sa

5 Esgays of John Dryden, I, 1.

53¢. G. Jung, "On the Relation of Analytic Psychology
to Poetic Art," p.236.
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At the end of Chapter I of this_thepis; it was
resolved to study certain of the more important aspects
of coleridge's poetic theory, as it is found in the
‘Notebooks. At that time it was pointed out that coleridge's
practical criticism is based on his philosophy of poetry.
An understanding of the latter can greatly incr»ase our
comprehensiqn of the former. Having, in previeua chapters,
studied Coiéridge's thoughts on unity in art, and on the
engendering of a poem, we shall now turn to another égpect
of Coleridge's thought, the relationship5betvnon ideas and
feeling in pdetry. In parti#qlar, we shall look at a
theory which arises with some frequency in the Notebooks:
the value of dimness and obscurity, as opposed to clarity
and distinctness, of ideas in 1iterature.

Much attention‘han,been paid by critics to the
connection betweem emotion and intellect in Coleridge's
poetic theory. An apparent dichotomy in Coleridge's
attitude towards feeling and intellect has been‘roiarkqd
upon by such co-nentators as Marshall Suther,l Gordon

McKenzie,2 and J. B. Beor,3 while Allen Tateh and

_Izgz ight _g._ggg_l aylor Coleridge (New York,

1960),

2 Unity in C ;origgg (Berkeley and Los Angeles,
1939), Po- 5. )

3

leridgé' the Visionary (London, 1959), passim, |

"Literature as Knowled " ry
ge,” in On the Limits of Poet
(New York l9h3), pp.36-41, g
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D. R. Godfrey5 have pointed out that Coleridge does not
golve the dilemma of intellect and emotion. Because the
issue ef)passibn versus philosophy, as it arises in the

1cggangi§ COleridge's 1etters, and other works, has been
‘nwch discussed by other writers, we shall confina ouzaelves
to a study of the relationship between passion and
philosophy in’poetry as Golqridgo expresses it in the

g tebooks, and in particular to Goleridge's attitude to
dimness and clarity, a subdecﬁ which has not been as
extensively treated by coloridge's commentators,

It should be nentiened first of all, that there
is little evidence in the Notebooks that Coleridge is
hostile to philosephy, cither'per se, or in poetry.
Readers of the giog;agh; a have been struck by Coleridge'a
description of his early interest in metaphysicl, where he
says,

Well were it for me, perhaps, had I hever relapsed
into the same mental disease; 1f I had continued to
pluck the flower and reap the harvest from the
cultivated surfacé, instead of delving in the

nniholesone‘qﬁicﬁbiliif ninos of‘notaphysic depths.,

5'Inagination and Truth Sonc Romantic Contradictions,"™
Enelish St , XLIV (1963), 254-267. While Mr. Godfrey's
thesis, that t oro is a batie <contradiction between the
poet and the philosopher in ‘the’ work of Coleridge, is
interesting, it should be moticed that it is based on a
misapprehension of Coleridge's theory of imitation.
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But if in after time 1 have sought a refuge from
“bodily pain and misnanaged sensibility in abstruse
- researches, which exercised the strength and

Sﬁbthty of the understanding without awakening the

fegiings 6f fho heért; stili there was a 10ng and

blessed interval, during which my natural faculties

were alloﬁed to expand, and ny‘ariginal tendencies

to develop themselves. . . .0 |
There is eveﬁy indication iﬁ'the Notebooks that Coleridge
is intensely interested in ﬁhiloaophy but there are few
signs that he regards philosophy as having blighted his
poetic gifﬁs;‘and, it should be remembered, the two
published volumes of the lgtﬁgookg cover the period when
Coleridge first becomes auafe'of the waning of his peetic
creativity. There are, however, two entries which, Miss
Coburn's notes sﬁggest; sigpify that there is, or has been |
in the.past, a breach between philosophy and poetry in
coleridge's aesthetic thecry;u In the first entry (CN 1702),
001eridge is transcribing a- ppSsage by Christian Garve,
which he later translates in Biegraphia Literaria.’
Professor Coburn'rgnarku that Coleridge's transcriptieni

giograghia Literaria, ed. John Shawcross (London
1907) 9 ] L 4 . ) A V ’ . . ’

?II; 70, noticed bvarofedsor Coburn, CN 1702n.
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' into his notebooks is not entirely accurate, and that the
‘ﬁranslguion in the Biographia is far from exact (CN 1702n).
She comments on the passage: | o |
‘ .,'Bhe‘*addition of "ready to admit® in the first

séni;'enco is . . . significant. It is inseparably
linked with an iﬁpbrtant omission, both in the
tran‘slatien'-‘and here ih the notebook transcriptién:
on vortreffliche Verse ﬂm there should follow
the phrase gg_ggg_ 1y bq;;cmf' iben (exactly to describe).
‘its omission c&bl_et.'el& alters the meaning. Garve is ‘-
siﬁ_ply stating the impotence of philosophy to analyse
the poetic gift. Coleridge makes it sound as if he
‘ were co_ntragting the gift of the poet with the more
-1limited powers of the phi_lesopher. But this
omission in the transcript canmot of itself account
for the addition in the translation of "ready to
- admit” with its implication of uawillingness on the
philosopher's part evén to recognize the superior
gifts of the poet. It would be wrong to magnify
what may be a mere d;ribal Qrzfdr into a psychological
ové;'sight. But the cohb:irlétibn of thl two factors -
omission plus ,‘a,dditi"on - «@ges make one wonder
whotlier‘e‘qél&ridge was ﬁot moved to this particular
nisrendering by aggreéaiie feeling towards some
philosopher - or perhaps ‘even towards the
.' - philosopher in himself? (ICH 1702n).,

R
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In her notes on a later entry, Professor Coburn
suggests that‘Celeride is intending to reconcile
philosophj and poetry (CN 2112n). iShe thus implies that
there hasgbeQn‘a ri:t'in the past. The passage in question
reads: | , )
In the men of continuous and discontinuous mindsi
expl&in,&;demonstrate the vast difference between
the diéjanction cbnjunctive of the suddonvInages
seized on from external Contingents by Passien &
Imagination (which is Passion eagle-eyed) -~ The .
Breeze I see, is in the_Treé‘- It comes to cool my
Babe and me.- which is the property & prerogative
of continuous minds of the highest ofder, & the
conjunction disjunctive of Wit -
'And like a lobster boil'd the Morn
From black to red beganito tura, }
 which is the excellence ef ‘men of discontinuous minds -
| Arrango & classify the men of continueua minds - the
pseude-continuous, or Juxta-ggnen t mind / metaphysieian |
not a poet - poet net ‘a metaphyaician? - poet-k meta-~
physician / the __1th£ul in Love &c- (CN 2112m).
Professor Cobnrn remarks that 'the implication that the

- poet ‘who is also a netaphysician is a man of 'continuous

mind' ,-._underlines=the;igtantion to reconcilo
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philosophy and poetry . . ." (CN 2112n).

R ¥We shall now turnwtb 001eridée'a attitude to
thought in poetry. In an entry'otlﬂctobér 180h;ycoleridge
states clearly the rélationship eprhilésophy to postry:
"Philosophy to a few,‘Reiigionyuith many, is the Friend of
Poetryf as producing the,zyconditions of pleasure from
poetry,;nanely,Wtrgnqnillity'& the aitachment of the
affections to generalizat;gg;,  God, Soul, Heaven, the
Gospel, miracles &c aré.theﬁéélves_a sort of poet
compared with Lombard 8% & 'Change‘Alley speculatiéns?
| (GN(219A). It is interestiﬁg that Coleridge should list
iranquiliity'and genoralizatiéns’as.the two conditioens ofi
pleasure from poetry. Poetry, it will.Be‘remembered, is |
the *recalling of passion}i# t?anquillity” (CN 787), and
the importance of the general to art recalls Samuel
Johnson's contention in Rasselag that the business of the
poet 1s to examine not the individual but the species.
~ Here Celeridge is maintaining that serenity and abstraction '
are neeossary for the reader, rathor than the poet. The
examples Coleridge gives, showing that such general
concepts as God, “the soul, Heaven, and so on are poetic,
- at least in eenparison with commorce, underline his
argument that an interest;iqwﬁbs;raetvqcncepts and general

notions makes a man susceptibl% to the §leasures of poetry.
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A sentence frew the Notebooks which, at first
glance,_might appéar‘fo contradict Coleridge's assertion
that'philosophy is a friend to poetry, comes from the
"Spring o£j1800:'"A great Vice is netnghzaical,Solution\in
postry® (CN 673). However, I do mot think that Coleridge
is séying that ietaphysica itself cannot be a part of
poetry. What coltridgo neaﬁl, i§ that philosophy may not
be utilized to impose a system of beliefs on the reader,
perhaps to get the poet euﬁ bt a difficult situation with
a pat answer. The word t'vti’a’olt.t'c;‘:!.on"’cm'x;jmrem up the poet
using metaphysics almoét?asua plaiwright does a "deus ex
machina.” In either éase, an outside factor is introduced
into the“work of art that doés not grow from within it in
an organic manner. Basil Willey, speaking about the place
of philosophy in poetry, quotes Goethé who says that “'a
poet cannot have too nnch philoabphy, but he ought to keep‘
it out of his poetry."'8 """
- business of tha poet is nob ﬁc atato, ‘explain, or vindicate
propositions, but to conmuuicaﬁe experience - the experienco
of his whole self. If the experience happens to be a theught .
or a system of beliefs, as it may often be, then the: poet'
function 1s to give us. the emotional ‘tone of ‘the thought,

to 'carry it alive into the,hnart by passion.'"9

$pasil Willo np, "
Y, eetry and Philesophy The Ligtengr,
ILIII (Feb. 2, 1950), 189. S

 91bid., p.190. .
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Coleridge's point is not very different. The ideas that
the poem contains must be part of the poem, they must
emerge from within it, so that thg thonght is almost
indistihguishgble from the poem. The thought must not be
used as an answer imposed from witﬁeut. | -

The second of the two major elements we are
discussing is feeling. Tﬁat coleridge assigns a major
role to passion in pootry has been illustrated in an earlier

chapter,la

so I shall here Gnly recapitulate briefly.
Poetry, Geleridge says, is 'past passion with pleasure®™
(CN 786), it is the ®re jg f

(CcN 787), and the pcetic ch&rgcter is typified by passion

g of passien in tranquillity”

and strong exéitements A(acnvszg).

In the entries I haié quoted, Coleridge is
writing of philosophy or 6£4passien in poetry, but notiefi'
‘the two together. There is;'however, an important entry

which Caleridge connects thought and emotion in poetry'
The elder languages fittar for Poetry because i |
they expressed only preninent ideas with clearnesa,
ike others but darkly - Therefore the French uhelly
unfit for Poetry, becauso 13 clear in their Languagt s

i.e. = Feelinga created by obscure ideas associate

_.é

1°See abqye,,p,lh.
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themselves with the one clear idea. When no
criéicism is pretended to, & the Mind in itseif
ysinpiiéity gives itself ﬁp to a Poem as to a wark:
of nature, Poetfy gives most pleasure when only
genef#lly and not perfectly understéod. It was qe
by me with Gray's Bard, &.Bellins"odes - The\gggg
- once intexicatcd me, & now I read it withent
 pleasure. From this cause it is that what I call
metaphysical Poetry gives me g0 much delight.~
(CN 383). o
| This entry is not easily understoed but I think
we shall comprehend it more fully in the light, first of
ce:taig}other remarks Coleridge makes in the Notebooks
conderning obscurity and dimness, and §econdly of theories
propounded by earlier eighteenﬁh;céntury'ﬁriters uho ;Qre
concerned with concepts of generality, sublimity and
infinity. | | - ”

There are a nuhb;f opraésagea invthé Noteboeks |
in which the ideas of obscurity and dimness, as opposed to
clarity and distinct.noss, figure." In November 1801,
Coleridge asks "Whether or no. the too great defiaitoness of
Terms in any language may not consume too mnch of the vital
& idea-creating force in distinct clear, full made Inagea
& so prevent originality - eriginal thought as distinguished
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 from positive thouékt - Gerians‘in genéfai-" (CN 1616). A
slightly different form of this ‘theory is givcn in October
1803: 'Hix up Truth & Imagination, 80" that the Inag. may
‘spread its own indefinitenesa over that which really
happened, & Roality its senSe of substance & distinetness
to Imagination — (GN 15&1).u | |
Other aapects of Celeridgdfs notion of dimness

are found in CN 2559, "Of that w@nderrul connection between
obscure feolings and Ideas - a speck of blood in the mouth,
and immediately a long dream of Bloed, wounds flowing -
torrents of Blood -," and in~CH 206k,

e« o« o A really important Hint suggested itself to

ma, as I was falling inte ny first Sleep- the
- effect of the posture of_hhe Body, open mouth for

instance, on first Dreéii1e.&'penhaps on all. White

‘testh in behind & dim opgggmouﬁh‘bf a dim face-/

My Mind‘is not vigcreus'éﬁéugh to pursue it - but

I see, that it leads to a’ devalopament [sic] of

the effects of centinued Indistinctnoss of

;mg;esgiegg on the Inagiuition according to laws:

of Likeness & what ever that may solve itself into.

When we turn to earlier eighteenth-centnry

examples of obscurity; we find Browne claiming that dimness
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contfiﬁﬁtes'to the work of the imagination. He writes,
~ "indistinctness . . . 1s thg food of fancy."ll Faney, it
has beonféointedvout; is the g?éative faculty in Browne's
thébfy, father‘than inaéihatiéh, the reverse of 001eridgels
scheme.*? Coleridge is unlikely to have read Browne,l3
but the quotation‘igwsign;figagt, for, written in 1798,
it §h;wavth§t the idea ﬁéd‘é;rrent at the beginning of
COIefidge's'literary cafeer; ;

& number of éighuéenth-century English writers
touch upon various aspects éfwindefiniteness. Samuel
Johnson's contention that "Poetry cannot dwell upon the
minuter.distinctions bvahicﬁgone species differs from
another without departing fram that simplicity of grandeur
which fills the imagination, mor disseet the latent
quilities of things without losing its general power of
gratifying every nind~by necﬁlling its contentions,"lk has
a certain similarity to Coleridge's view of dimness as it

In ilArghnr.Bgowgg, ;gn tthDistingtion between Fancy and’

aginatien n his ellaneous ggtches: o gégts for
Ksgays, quo%od by Earl" « ‘Wasserman, "Anot er'ﬁis teenﬁﬁz :
Century Distinction Between Fancy and Imagination,™ Modern
Language Notes, LXIV (1949), 24. ,
» lzwasserman, P.23. )

DLroe. cit.

no. 36, in E;ghteigt -Cgﬁtg{%’cviiea Essays, ed. Scott
Elledgé (Ithaca, New York, 6Ii, 11,7577, ’

lkganuel Johnson -Pastér;l Poetry, I," Th
: 9 VLY, <y 8 %E!gl&i’
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v‘is set forth in the Notebooks. Sir Joshua Reynolds
’;folléws Dr. Jéhnson's lead: "The grand style of painting
requires this ninute attentien to ‘be carefully avoided. . . .
ﬂThe Italian attends only to the variable, the great and
general ideas uhich are fixed and inherent in hunan
nature, the Dutch on the contrary, to literal truth and a
minute exactness in the detail, as I may say ef‘ngture, '
modified by accident.”ls |

Scott Elledge has averred that 'Hast of what
Johnson said about the virtue of generality or the weakners'
| of particﬁlarity was timply a restatement of part of the

theory of the sublime. . . ;"16

thero is certainly a
connection between genoralitf, a lack of CIarity; and the
sublime in eighteenth-century criticism. John Baillie
associates the sublime with vastness, infinity, and a lack
of particularity. }
~ Where an Object is vast, and at the SAmébTime, ifo
there is to the Imagination no Limits of its Vastness,
and the Mind runa out inte Infinity, continually :
| creating as it were from the Pattern. Thus when thev

Eye loses the vast Qcphn% the Imagination having

15Joshua Reynolds "The Grand Style of Painting,” The
Idler, no 79, in Elledge, Essags, II, 832,

léScott Elhedge, *The Background and DevelOpmént in’
English Criticism of the Theories of Generality and
Particularity,' PMLA, LXII (19&7), 166.



125
wnothing to arrest 1t, eatches up the Scene and
‘ exmends ‘the P;eapect to’ Inmensity, which it could
by ne means do, were the uniform Surface broke up
»y innunerable little ;g;gggg scattered up and down,
and the Hind ‘thus led into the Consideration of the
!arioua Parts, for this adverting to dissimilar
Parts ever. doatroys the cxeative Power of the
Imagination.l7
Closest te what appears to be Coleridge's concept
of dimness in the- !ggggg_;g is Edmund Burke's Philogaphical
Inguirx into the Q;;g;g gg,eur Ideas of the Sublime and
tho Beautiful. Burke- writea. *It is one thing to make an
idea clear, and another tb'méke‘it affecting to the
Jvinagination. w18 He gives'an eiample of this:
If I makn a drawing of a palace, or a temple, or a
landscape, I present a very clear idea of these
ébjects; but then (allowihg‘fer the effect of
imitation, which is‘sdngthing) my picture can at‘
" most affect only as the bﬁlacé, temple, 6r |
:landacape would have‘affeﬁted in the reality. On the
other hand, the most liveiy andvspiiited verbal =

17john Baillie, An Ess he Sublime (1747)
E_st P.9
quoted by Elledge," Theories 5%. nera ty and - ’
Particularity, p.l 6h.

18New York, 1859, p.75.
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description I can give raises a very ebécurg and .
imperfect idea of such objects; but then it is in my
powpt‘to'raiso a stronger emotion by the description
than T could do by the best painting,3?
Burke conciudes that ", . . hardly any thing can strike
the mind with its greatness which does not make somgnsgrt‘
“of approach toward infinity;liﬁich nothing caﬁ de vhilé we
are able to perceive its bounds; but to see an object
distinctly, and to perceive ita bounds are one and the same
thing. A clear idea, 13, therefore, another name for a
little idea. 20‘
The points we should notice, in the passéges I
’have cited . from Burke, are that greatness approaches |
‘ infiﬁity, and that nothing can do this while,ua perceivef
its bounds. I think it will be found that this is at
least part of ﬁhat-cbleridge'means in the entries I have
- quoted on ebscurity. - | |
~We may now try to analyse Coleridge's most
sigaificant entry on dimness, CN 383.%% In the first
place, Coléfidge is not afgqing for lack of thought or for

19Buike; ‘. 76.
V2°Burke, P.79. |
2lsoe above, p.120.; o :
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- a mist of vague emotionalism. ﬁ;ss Coburn exple;ae, in her
note to CN 383, that ®the argumeeﬁ is not for obscurity,
but against it." Anqiher entry would tend to confirm this
interpretation. In CN 18l4, we learn of Coleridge's scorn
for "dimness of mind": R o
Morals never discussed till ‘the Gentlemen retire te
-the Tea Table.- thence anen the ultinate Oracles
of Morals, & those which flatter'<then or) their
Prejudices, or which most éonduco to. their Interest,
the Orthodox Ethics, and the Point of Precedence
among the Virtues settled hy in reference to this
(the Canon, ﬁhe Constitution & Pole Star to all
. | subsequent Legislation over the Fundamentals & o
Ground Work, the Magna Carta & the Sum, Substance,
SﬁbStratum, vital Spirit & perpetual ut quo, et
secundum quid interpretenéui est, of the
Decalogue . . .). %enﬁsﬁmemmmu
written as a specimen of accumulation of Words &
Variation of Metaphors, hfieing from dimness of
mind, & the utter absence of the deciding [the besﬁ],
not from warmth of Feeling, or from crowdedness of
Thought & Fancy.
Miss Cobura has sald that Coleridge's argument,
in CN 383, is "for the superior discrimination of the =
imagination® (in ietaphyeical poetry) “as compared with
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the mere logic of the ceneeéiuel undefstahdieg" (in French
poetry) ”or the nere ‘instinct of youthful enthueiasm”
(with reference to the paetry of Gray and Gollins)s;
,Coleridge certainly writés, "the French wholly unfit for
‘poetry,' ‘because everything 'is ;Lg__ r in their language.™
jOn the ether hand, Coleridge eays that he now reads the |
poetry of Gray and collins without pleasure. It is enlyi
"when no criticism is pretended to, & the Mind in iteelt
simplicity gives iteelf-upaﬁeua»Pbem as to a-ﬁork of
nature, [bhat]’Peeefy”gifes meef pleasure when only
generally and not perfectly understood.™ ,

Coieridge.has'gwevobjeetions in this entry: to
ﬂpeetry which can be undefetood only generally and not
perfectly (e.g. the poetry of Gray and Collins), and te
the clearhpoetry ef.the‘treneh.. What, then, is there
left to admire? "What glcall netaphyeical Poetry,*
Coleridge answers. He else‘eeteens poetry in which only
prominent ideas are expreaeedfwith clearness, others but
darkly, and poetry, it is to be presumed, in which Feelings
~created by obscure idees;de,ggg agsociate themselves uith |
the one clear idea. These two phrases are impertant. In
the first, Coleridge is asking for poetry that is mot
particularized and limited. We recali Burke's assertion
that "to see an object distinctly, and to pefceive its
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bounds, are one and the same thing. A clear idea, is,
'therefere, another name fer ] little idea."® 22 In the
secondfphrase,.Celenﬁggeﬂie_ggyipg that obscnre'feelings
must'ﬁet be‘ignofed er bioﬁted¥eﬁﬁ,by associating them
with the ene’%lear'feeling or idea.

But, if Coleridge ie seeking for poetry that is
not particularised vhy does he no lenger admire the
poetry of Gray and Celline? A possible answer to this
question is that our,ﬁnderetending of some pre-romantie
" poetry is not capable @f d&velepment. We mayebegin bf
comprehending these writers only generally, and be
intoxicated by the feeling'of dimness which arises from
their works, but we later discover that their poetry is
static. In an entry in which he discusses a sehool of
philosophy which he does not adnire, Coleridge expresses .
the necessity for dinness,-grouth and wonder, This entry
may elucidate Coleridge's'objectidn to some pre-romantic
poetry, for the ideas expressed in this excerpt: eould as
well be applied to poetry.,

Cause / Duty.- Now if I say to a Paleyan or
Priestleyan my mist, li delving & difficulty, & he

‘answers me in a set of parrot words, Cquite

satisfied, clear as a pike-staff, nothing'before &

22Burke, p.79.
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___g;gg ggg;gg - a stupld ﬁiece<of‘meck-knowledge,_
fhaving no root fcr then it weuld have feglings of
“:dimness from growth, having no buds or twiga, far
‘then it would have yearnings & strivings of ;ﬁ ‘
obscurity from ggowigg, unﬂ a dry stick of Licorish,
sweet and tho! mawkish to the pal&te of self
adulation) aclmewledgm no synpathy with this
delving, this feeling of’a wonder / then I must needl
set him down for & Priestleyan, Paleyan, Barbouldian, |
& . . . - fron Lock tq Raekintosh (CN 2509).,
In a ‘similar way, poetry, fer Celeridge, ahould have some=~
‘thing "before" and something 'behind"° it is obscure
because it is ”grcwing' and vital rather than mechanical
and lifelsss. The»effect that the work of art has on the
observer is cdmplex,land the'range of meaning and enjoy-

ment should not be easily. a;haustad. But coleridge has

grown tired of The Bard and similar lyrics, perhaps because o

the scope of pleasure and significance is linited and

these limits have been quickly reached. | L
CN 383 is a difficult entry. Coleridge does not -

tell us why he is no longer exc&tod by the poetry of Gray

and Collins, but the interp;otation.I have given above is

perhaps a possiblo.readiﬁéief;thefpaasage. Coleridge is

seeking for poetry with avidfge rang§ of meaning, and for
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dimness in art which is the effect of growth and develop-
ment, but he does not reject cla:ity entirely. The
languages which are fitter for poetry, he says, express
prominent ideas with clearness, it is only less prominent
ones that are expressed ”darkiy*.

I. A. Richards has given a helpful reading of

CN 383, and has suggested why Coleridge should prefer

ﬁmetaphysical' poetry:

" What he l?éleridgd] is pointing to is the
supériority of the éhardctérisﬁic Shékespearean
structure of meaning over the“characteriétic later
eighteenth-century strucﬁﬁfés,‘orvof Blake's over
Southey's. And we may céﬁally take him as.pointing
to the éuperiority of the poetic structures used by
Mr. Yeats in his recent poetry,.in his best poetry
by Mr. Eliot, by Mr. Auden or Mr. Empson at their
best, or by Hopkins - very different though these
‘structures are - their superioritj to, let us say,
the charactoristie,strue;nres used by Rupert Brooke
or the chief representatives of "Georgian Poetry."
The point of contrast can be put shortly by saying
that Rﬁp&rﬁ'Broékbﬁé vef%éfin comparison with |
Mr. Eliot's has no.;gg;gg;; Its ideas and other

‘comp@nents, however varied, are all expressed with
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prominence; 1evely though the display may be, it is

a display, the reader is visiting an Exhibition of

Poetic Products.23
Mr. Richards' explanation is particularly instructive, I
think, When-this critic complains that Rupert Brooke's
poetry has no "inside"™, he is essentially seeing‘the'iane
fault that Coleridge sees in Priestleyan philosophy, that
it has nothing "before" and nothing "behind",

Coleridge's hotign 6£ dilﬁ.és, while it can be
better understood through an examination of his eighteenth-
century English predecesiéré,»is also‘intlﬁinced by certain
German philosophers, to whom Coleridge refers'in the
Notebooks. In CN 902, Coiefidgo comments on the
distinction between klar and goutlicg, which he dcrives
from Wolff, who is following Leibniz (CN 902n). The entry
reads: “ ,

The excellent distinction betweeh klar und deutlich
(clear and indicable) - I have both a clear and
indicable notion of Rain - it is a multitude of
Drops of Water falling a% emee together &
successively through the air from the clouds or

from above at least - it is clear; for I have an

231. A. Richards Z Z
. A, Coleridge on Ima ination (Lendon
1962), p.215. ’ ?
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intuitien accompanying each word which I use in the
analysia - and it is indicable, for I can in like
manner anslyse snow & hail & running water, etc., and
shew that Rain is different from them. But Red is a
clear idea notion.- I know it when I see it, and I
know that it is different from Green, & Blue - but I
cannot shew the difference / in like manner the
noise of winds, compared with the n@iso of Water-.
and all Tastgs & Smells, are clear, but none of them
indicable ideas or notxop;’ Qnaere - all are
unindicable Ideas, eme that are clear, eieméntary,
or aimple? - That is, net composed? =It is elear
;certain that all 1ndicable notions are cgnp@unded,
or they could not be analysed / yet I am inclined
to believe, that many un}ndicable notions are
composite, and that we=ére}qogscioua that they are
so - there always however remains the poééibility
of making such notions indicable / and this is the -
distinection between cloar & muddy headed men / &
this too the business of Education, in its latter
stages. I say, latter, because I believe, nothing
more unfavourable to intellectual progression, than
-2 too early habit of rendering all our ideas
distinct and indicable (CN 902).
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This entry is intricate and the additional
- comments which Miss Ceburn supplies in her notes to the
passiéo make it even more complicated. We cannot go into
all the ramifications of the entry, but certain aspects of
the'éxcerptware important for an understanding of | |
Coleridge's concept of~dinness, Coléridge is discussing
the-distiﬁctiod between clear and indicable notions. He
| then asks whether all unindicable id§as are neéessérily
simple, in other words not . composed nor capable of
analysi;. He concludes that many unindicable notions are
conpesite, and that we -are conscious that they are so. It
is possible to make such unindicableﬂaot;ens capable of
analysis, and this, he says, is the bﬁsinéés,of education,
~ but he warms that intellectual. progfcasion can be
?atultified by a "too early habit of rendering all our ideas
distinct and. indicable." B
For an underqtandingkof thi8 passage, and for a
clarification of all ﬁhésefréihér coﬁbliqaﬁéd‘terms and
distinctions, it will be best to turm to Leibniz, from
‘which the passage‘largely derives.' Through énAexaninatiog
of Leibniz' ideas, Celeridge'a entry should become more
cemprehensible. , | ,
Leibniz felt that DesCarte's thesis, that what-

ever is cléarly and distinctiy conceived is true, was
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inadequate, and consequently he laid down a number of
definitions of clearness and distinctness,‘anong which
knowledge is doscfibcd as either obscure or clear, and
clear knowledge as either confused or distinct.zk "As to
the meaning of these terna,'Jwrites Lord Russell,

a notion is obscure when it does not enable me to
recognize the thing represented, or distinguish it
from other similar thingp;‘it is clear when it does
enable me to recognize the thing represented. Clear
knowledge is confﬁaedfwhen I cannot enumerate
separately the marks rqquired.to'distinguish the
thing known from other‘things,'although there are
such marks. . . . Cloar knowledge is ist;nc
either when we can soparately ennnarate the marks
of what is known - i.e. when there is a nominal
definition - or where what is known is indefinable
but primitive, i.e. aﬁfu}timnte simple notién.zs
| Another important distinctioﬁ thaﬁ Leibniz makes
is between percepcion and q»perception.
Locke thought there could be nothing in the mind of
which the mind was not conscious. Leibniz pointed

out the absolute necessity of unconscious mental

2hpertrand Russell Critical %;gosit%on of the
Philosophy of Leibnisz tLondon, 7}, Do

10¢. cit.
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states. He distinguished between perception,
which consists merely in being conscious of
something, and apperception, which congists in self-
cdnsciousness, i.e. in being aware of perception. |
An unconscious perception is a state of
unconsciousness, but is unconscious in the sense
that we are not aware gg.it; though in it we are
awafe_of something else.26
Perception, besides being conscious (apperception) and
‘unconscious, may also be conﬁnsed.‘ ?A confused perception,
we may say is such that we afo éot séparately conscious of
ail its parts. Knowledge is confused, in Leibniz's
phraseology, when I cannot ;gnnerate separately the marks
required to distinguish the thing knowﬁ from other things,
And so, in confuseq_perceptign, though I may be éonscioua
of some elements of my perception, I am not conscious of
all. . . ."?7 The distinction between the various types
of perception is, therefore, not diséinilar from Leibniz'_
distinctions between élear, confused and distihct
knowledge. The importancekof thesé unconscious perceptions

appears from the *Introduction™ to the New Essays where

‘26Russeil, p.156,
271bid., p.157.
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- Leibaiz writes that it is in consequence of these
uneénscious perceptions that ®'the present is big with the
futufe énd laden with the past; that all things conspire,
and~ﬁhat; in the least substances, eyes as penetrating as
those of God could read the whole course of the things in
the univirse.'*zs .

Beafing in mind Leibniz' theories and recalling
Coleridge's interest in the éubcoﬁscious and his
realizatidn of the significaﬁt part it can play‘in artistic
creation, and remembering ccleridge's:adgiration of art
that stretches beyond limited boﬁndﬁries,,it is not
surprising that Coleridge anguld attack the "habit of
rendering all our ideas distinéﬁ and fndicabie' (CN 902).

| Coleridge's conceétnef indistingtnegé isvclos;ly
connected with his theory of 5rgénic unitj&v'Coleridge is
searching for poetry that is gvolved gg,;gggg, that is
implicit rather than éxplicit; and that has "feelings of
dimness from growth® (CN 2509). It is interesting that
Coleridge should have criticizéd the mechanists for
placing too great an emphasis on,cleér images. Coleridge,

writing to a friend, said thét he "heped Wordsworth, iﬁ~his

~ 28gottfried Wilhelm Leibnits, New Essays concerping
human undgerstapdiag by Gott ed;iiiEeIifEéIg%%§§~, .o g

trans., by Alfred Gideon gley (New York and - endon,
1896), p.48, queted by Russell, p.l156,
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projected philosophical poem, would teaah the. warld fthe

| necessity of a general revolution in the modes of developing

and disclplining the hnman mind by the substitution of life

and intelligence . . . for the philosophy of mechaniém;

which; in everything that is,ﬁgﬁtwporthy of the human

intellect strikes Qgggg;,and cheafé itself by mistaking

clear images for distinct ceﬁééﬁtions; where intuitions

alone are pessiblé or,adequate to the ma jesty of the Truth;¥n29
In the ﬂmetaphysiéal" poetry which delights

_Coleridge; péetry-in’which only prominent ideas are

expressed ™with clearness; Tike 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 of

feeling" (CN 921n). It can not be said that'Coleridge; in

the Notebooks, is greatly‘tréubled by a dichotomy;of the

- heart and the head. 1In #he ®"metaphysical®™ poetry he so

much admires; Coleridge reéégnizes that an equilibrium has

been attained between thought and emotion.

Hartli§2%§§%§iogesamu:éoﬁ%z%%z'%Ql%ilggﬁé,egﬁofzgeg; “Basgil

Willey, Nineteenth Century Studies (i.ondon, 1949), p.30.
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