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Shelleyi on thé Na_-tﬁfe of 'P,o'etry

INTRODUCTION

1

T Ih;i's"’?s”ﬁifl'y*6f ”S‘Ee‘l‘ley?'s_"Def'en'ce*of*Poetryr{a;l—’ﬁhoughfbearing.mthewa_ppe,,ar.-

ance of a commentary, does not have the objective usually associated
with works described by that term. The writer of a commentary, generally
speaking, may be thought to assume a ‘two-fold duty: that of exposing
clearly the meaning of the document he is studying, and then of making
s critical estimate of the ideas it contains. But, whereas this notion of '
‘a commentator’s function is proper and necessary wherever the student
and the author of the work which is being examined,share the same field
of knowledge and the same scientific purpose,’it is not, ‘applicable in. the

»

~_case where one science is seeking to utilize information furnished by another

or found in.a; source which cannot be called scientific at;all.  To take an
example, it is easy to see that a geologist’s criticism of & work by a fellow-
geologist is one thing, while his study of an. acconnt brought back by a

' party of hunters in the Andes, let us say, will be quite another. In’the

first, instance his task will be that of the true commentator; in-the seeond,
it is.a mere searching of an amateur report for experience unknown to

A student of philosophy approaching

- explains and defends his art will not be lon, :
. two alternatives just mentioned is thrust upon him. “Whatever its author

' m@y.havg thought, the Defence of Poeiry

. would its fame or, value be as great if it were. Asa

'hjmsélf which he may b_e able to put to use in fouqding .or. =con:firming -
" hypotheses of his own science. - o o

the great essaym ‘which Shelley
ong in’doubt as-to which of the-

is not a° philés_qbbical work, nor

,phﬂ§$opher, Shelley

is not important; as ‘a_poet, he is a treasure

both t6 the world and to the .

way because he is that

" science of philosophy, and to the latter in a special

;rare phenomenon, an authentic poet who
.experience of poetry. “The famous essay,

has left'a ‘splendid record-of his
‘which is ‘6o be the chief object

.of our study, thus provides the philosopher with & true topos, -or locus, in

the Aristotelian sense, anid we need only grasp ‘the significance of -this term

0 see exactly what sort of contribution the, artist can make to our science

and how that contribution is-to be en’fiployéd..t.

" The locus is resorted to by the mind when it is dealing with uncertain

and’ doubtful matters and ‘can find no worthier basis for its reasonings. = -

" Then it must take its propositions where

it can find them, deing its best

to choose the most reliable, and to estimate the exact degree in which )

.

thesé deserve consideration. Such propositions may sometimes be drawn

from the universal experience of mankind

and may represent a high degree

‘of probability; as when a psychologist, for example, might argue that the
images in dreams are always related to things of which we have had -actual
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sensation at some time or other in the past. More often, however, con-
fidence must: be placed in the opinions of men who are quite litérally expert;,
that is, who have a special experience not shared by others; and this happens -
so often nowadays in the experimental sciences that we’are only mildly
surprised to hear that a certain great physicist hasnever handled laboratory
apparatus, or that some famous zoologist has never left his native country.

" Now the condition of aesthetics is in some: degree similar. A great part
of its task is to determine the nature and causés of art and, whatever art
may or may not be, there is no doubtmg that 1t 1nv01ves abilities and. ex-

. perience not shared in the same degree by all men: When a-genuine artist,
“therefore, undertakes to tell what he' knows of the processes of hls a.rt he o

_~deserves that attention we. would give to an accou ' '

in any field where there are- 1o surer mean

phenomena. he is actually 11V1ng, beca,use the temperament and eridq
which make a true artist are inclined to positively indispose a ‘ma;
the speculative and abstract, - Whatever may be thought of this suggest n, .
it remains true that our science will place reliance on the poet as’a thinker

oor theorist only accidentally, and will appeal to him primarily in his capacity
as artist. Such an attitude almost finds justification enough in the mere
e style and general tone of the work we propose to examine, which is so
S essentially the utterance of a poetic, not of & scientific mind; nevertheless
it has been felt necessary to state this posﬂnon in explicit form beoause
‘we are most of us inevitably inclined to cons1der that, as the poet' knows
best how to make ‘poetry, so'he should know ‘best Wha,t it is he is ma,kJng

It will scarcely be necessary to detaﬂ the effects Wthh this conceptmn

of the use to be made of Shelley’s essay will have upon our handhng of it.

- First of all, it should ‘be clear that all cons1derat10n of the poet’s own
views in phﬂosophy will be dlsrmssed as "ota,lly 1rre1evant it being of no
- more consequence to the science es eties;. to know that Le was a pla-~
tonist than to know that he was. a vegetarlan A someWha,t greater regard
may be shown for his’ personal oplmons in’ matters of art, but; always with
perfect freedom to accept or reJec’o as we see fit. What we shall really
S — Took-for-in—Shelleyis simply-facts;-the-facts-of “his-expericnce of "postry,
of how it came to him, of what powers of mind and body it aroused, what.

" materials it seemed to need, what labor and skill in execution, and so forth.
Such facts cannot be quest1oned ; an interpretation of them is to be judged
as we would judge any other piece of reasoning. The reader must-not be
surprised, therefore, if certain sections of the Defence are ignored completely,
or if matters which seemed crucial to its author are dismissed as of little:
eonsequence, while at other times great and valuable significance is assigned
to some of his casual remarks. These tacties are the simple duty of science
and find their parallel in the doctor who listens carefully to the tale of our
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aches and pains, but coolly ignores our own anxious conjectures as he pro-
ceeds to his diagnosis. And it may perhaps be observed, although the
mastter is really irrelevant, that the policy just described is in fact the only
one if a study of Shelley’s essay is to achieve more than pleasant literary
criticism or uncertain and valueless history. The.first of these alternatives
would mean a repetition with personal variations of the praises so often
earned by his magnificent prose; the second would be the inevitable result
of any attempt to criticise theories and opinions which the poet has expressed

—interms-so-vague;-and-so-often-in-conflict-with-his-other writings, that it

s hardly possible to know what his views were, much less to know what to
think of ‘them. - '

The guiding principles of this attempt to utilize the testimony of a

great poet will be drawn from the same philosophy which has furnished
its plan of attack. It will strive to be faithfully Aristotelian, out of a
conviction that there is no reliable approach to the ‘problems of art save
‘through the basic principles laid down in the Poetics. Without going into
the matter at length, it may be stated that, in this writer’s opinioh, the
Aristotelian: mind has for our purpose the immense advantage over those
which lie at the extremes of idealism or materjalism, that it never speculates
a priori but believes in constant reference to experience as it proceeds. A
good many modern theories of aesthetics, on the contrary, have a little
the air of awkward afterthoughts; as if their authers, having elaborated
" or inherited some system of thought, were now faced with the troublesoprie
. problem of reconciling with it the phenomena of art. The very criticism
occasionally made of the Poetics, that its observations deal .only with the
relatively few literary models which its writer knew, constitutes for us,
therefore, & genuine claim to respect. Here was a thinker who regarded
facts; who was content to keep his eye on the object.and to study a tragedy

with the' accuracy and detachment of a biologist-at work upon a specimen.- '

No doubt such a mode of procedure means the end of any hope of complete
synthesis . and leaves Jlittle room for. brilliant generalisations. Being

thoroughly and literally unpoetic, it 'will make, dull reading. Yet it i§

‘thoroughly and splendidly scientific; for it is not the business of the science

of.. aesthetics to construct fascinating hypotheses inspiréd by the mixid’s

innate love of order and completeness but rather to ‘examine the elusive
realities of art with the caution and detachment of true speculation in order

to determine, -as‘i_far as possible, their causes and the laws which govern them.

Nor must' we fall into the error of “supposing that the dryness and

apparent inadequacy of Aristotle’s treatment of poetry is the effect of a
dry and unpoetic nature unable to appreciate the beauty and power of the
works it is studying. - True scientific detachment, let it never be forgotten,

holds itself at a distance from thé object out.of reverence for the object;
it ‘will never murder to dissect. Now, as 'we-shall have occasion to explain
later, poetry is a reality which simply is not susceptible -of the kind of
. analysis applicable to processes of reasoning. This Aristotle admits
implicitly by his steadfast adherence to an inductive attitude, and explicitly

when he lets fall the remark that the power of metaphor is the one thing

#
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: tha,t cannot be taught. . He knows better than to seek to pry into the vitals
~.of & work of art; and by his rigid detachment and persistent refusal to speak.
.-of the: masterp1eces of his day in any but the most: general terms he.pays
'them the highest tribute passible, and gives ample proof of taste and feeling.
'_ija,r more genuine than those of critics who think they, are: tellmg ug some-
- thmg about & poem when. they descnbe its emotlonal effect upon themselves.

~ The cornerstone of all Anstotehan aesthetlcs is- of course the grest
doctrine of umtatmn a theory which is noti so simple ‘4% it locks and which
Has received Varymg interprétations. - Si be the basis of all
.. our mvestlgatmns, it ‘wotild seem: necess: NG ' off the-re der ‘SOMe expos1-
" tion of this doctrine as understood b i)

- the matter to nsk bemg tedJ.O'LlS by

. statement may at ﬁrst glance seem. acceptable, as suﬁmently in aecord W1th

history, but just how it.should be understood is not clear from a mere con=
trasting of the two. The faet is'that imitation and image-are treacherous
‘terms because they commonly bear a vague but too narrow acceptatmn
which nobody takes the trouble to analyse, but whick; if so analysed ‘would

lie has penetrated to thelr actual basis ancl employs them in all the breadth
of truth. . o

Fortunately, in the greatest of ArmtotehemS ma.y be found carned
out in sufficient detail the- analys1s Wthh h1s master seems to have' taken
for granted. Under St. Thomas’s gmdance letus put 'defor the moment
all consideration of the fine arts and examme the smlple jon of; 1m1tat1on
. as it might be exemplified anywhere} 2s.by a reflection in Water, let us say.

- It is obvious that every case of imitation: involves two entities: the exemplar
or original which is 1,m1ta.te.d,l.anld t.ha_“mhlchwdoe&_thehmltatmg,_oLthe
image itself. These are linked together by some eommon feature which
makes us say that one resembles the other. Regarding this common quality,
there are two things to be noted:(1) it must be present unchanged in the
two objects, or at least according to a due proportion. such as is retained
by an enlarged or reduced photograph;(2) it must be, not any sort of quality,
but of such a type that it may stand as a sure sign of the nature and kind

1 The absurdity of the notion of an exact copy has been well exposed by J. M sRt-
TAIN, Art et Scolastique, Paris 1927, p.295.

2 Cf Ia, .35, a.1, c.; 1bd. §q.93, a.1; c.; and, above sll; In I Sententzarum,
d.28, q.2, a.l. ] )

L}

 average experience. or implicit. knowledge; but when the two are. taken °
- together; it is seen that they rest on & consideérable substructure of thought ,
which the student is apparently held able to work out for hlmself . The

poet’s imitation, it: would seem, is not going to aim. at the accuracy of .-

prove quite un]ust1ﬁa,ble ~while our diffictilty with Aristotle arisés because
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of the origihal; thus, a mass of white clay may resemble a swan in color, ‘

size and weight, but it does not imitate one until it acquires a resemblance
revelatory of the nature of this bird, such as its shape or figure. This second
point deserves special attention, for it shows that not all similarities will
give rise to an image but only such as are significant.

The requirement of a common attribute which is significant, and with-

~ out which the image could not convey the original, leads us naturally to

our-next-point:-there-must-also-be-dependence-of-the-image-on-the-original.

At first sight we may feel that dependenee will inevitably be present when-

ever a common essential attribute is present. But such is not the case:
two eggs, as in St. Augustine’s example, or two leaves from the same oak,
cannot be said to imitate each other; similarly, a child is not the image of

‘its identical twin, although both may be images of their parents. In short,

there must exist between the two objects the further relationship of prior

and posterior, of origin and originated, the reason for this stipulation lying -

in the very nature of the image, which essentially represents another,
that is, designates it, leads the mind towards it, as being that from which
it'is derived by way of expression. If, by independent right, without any
such procession or origination, one ob;ject should happen to possess even
a multitude of traits found also in another, none of these similarities would
permit the intelligence to infer anything whatever about the other and,

therefore, no mattér how much the two manifestly had in common, there o

would be no true imitation.}

The foregomg requirement, that the image must somehow proceed
as expression from the original, deserves particular attention because it is
the ultimate measure fixing both extremes of the wide extension which the

words image and imitation can bear. If there'is dependence, resemblance )

according to even a single significant attribute will deserve the title of
imitation as much as the most accurate copy, and perhaps more so indeed,
if the copy has failed by allowing significant features to become lost in a

mass of meaningless detail.” Hence we can have images ranging all the

way from the utter fidelity of the swan’s reflection in the water to a repre-
sentation of its mere movement, let us say, in a dance. ~ At ‘one extreme
we need only stop- short of a _duplication without procession or dependence,

as in leaves of the same. kind of tree; at the other we need only exclude a
similarity which has no significance, meaning one which, havmg no rela~ -

tion to the nature of the original, again does not permit us to sée the i image
as derived from it. So that, when Aristotle speaks_of poetry as imitation,
he by no means. obliges himself to think of it as a simple copying of redlity;
and when he makes his second statement that it is more universal than
hlstory, or goes on to observe that it conveys what may or should be, rather

- than what is, it should surely be clear which extreme in the genus imitation

he considers poetry to approach.

1 Natural sciénee seems to agree with this restrietion of the term by applying
the word mimiery rather than imitation o the curious.instances of close resemblance
between speeles found in the insect world. .

L3
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... With these simple prmc1p1es established, it will now.be poss1ble to L
etermine how the image has a peculiar fasclnatlon in itgelf and can Become S

a instrument of such mighty power in the hands of the artist. The first
£ ng we must rote is that the image is not the or1g1na,1, ‘yet in it we see .
the ongmal in other Words, it says or speaks something, other than itself;

, is. expression. Hence it is already on the plane of representation and_‘
elongs in' the domain of knowledge. The act. of knowing, it should be
recalléd, consists in somehow drawing the object into the mind; but since
he object cannot be physically absorbed‘ the mlnd must embra.ce it, by .
means of likenesses or concepts.. 1 ' :
; eys, without bemg, 1ts exemplar :

in themselves, and g1ves as' an’ example pamtmgs ) id b
pomt is that both concept as formal sign and image are expressmns, both
" utter something other than themselves, (indeed the coneept too is a kind
*1of image), but with this crucial difference, that knowledge by means. of

. the- concept grasps only the original; Whereas knowledge by means of the
image grasps both original and image, seeing one and seeing the other in it.

" . This dual aspect of knowledge through images is everywhere proved and
illustrated: by the experimental fact to which Aristotle appeals, namely,
that no matter. how much we may 'dislike the subject, we can: still enjoy
the imitation, if it be well-done.  Hence imitative expressmn ‘can reveal’

" evil and uglinéss without- rendermg us subject to them. The- consummate
villainy of Iago does not mar our' detachment and even'gives pleasure
our experience of him i is, not actual, but intellectual, 1mp1y1ng an under-:
standing of his character, Whereby we seem’ to master:'its chkedness
Detachment, not from the origingl,  but from conditions!’ of the ‘original,”
this is the secret principle responsible’ for the influence of the i 1ma,ge ;upon
the human mind, the principle- which thus' becomes: th "Iheasure of the
attractiveness of images Whether natural or art1ﬁ01a ‘and the means of
their exploitation by the power: of art""..fl. [ere is- the: ,asbn why there is
a charm in the movement of clouds across the surface of the pool not felt -

when they are beheld moving through the heavens Why a mere silhouette .
may give a pleasure not found in a’ photograph and finally why the good ,
poem or pamtmg can exert a compulsmn stronger than reality. :

There are two chief respects in Whlch the special advantag‘e of the -
image manifests itself and may receive development or intensification in
fine art. First of all, the condition of the original from which the image
may most vividly set us free is that. of apparent disorder and lack of mean-
ing, “the heavy and the weary weight of all this unintelligible world.”
The image — and this is true even of those of nature — may reduce the
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compleXlty of the exemplar by confining and organising dlsparate elements
into an orderly whole which can be easily and quickly taken in. Ex-
pressed in any other form, such elements would require a, tedious and elabor-
ate chain of propositions which could only be attended to one at a time;

_ whereas here the multiple is seized in a single form without division of the

knower. There is thus a satisfaction and sense of completeness in learning
through images which has no parallel in scientific investigation. We may
also note in .passing that such knowledge has an air of richness from the

simple-fact—that—themind-is—carried—towards-the-original-by-an-agency—
valuable in itself, so that there is pleasure both in knowledge and in the’
means of its acquisition. :

‘But what is perhaps more important than its superior intelligibility
is the dynamic or stimulating quality of this means of knowledge. The
condition of the image being different from that of the original, yet with a
relation of procession or dependence between the two, there are two poles
in-the contemplative act of the mind, and a movement to and fro from
image to original which cannot of course be present in straightforward
knowledge by concept. The image proceeds, and declares itself as pro-
ceedmg ; even the simple shadows and reflections of nature have the result- . -
ing air of activity, forever emerging from and expressing their or1g1na1 or,
if taken in relation to ourselves, forever beckoning, pointing, urging the
mind towards it; so that they have something unfinished and vital about
them which is an invitation to thought. The reason for this special appeal -

“lies in,the constitution of the mind itself, which might be described as that

of a learner, not a knower. Knowledge with us is inevitably a process,
beginning with the known and passing to the unknown, and therefore,
because of the very nature :of our being, we have more gratifieation in learn~

_ ing than in knowing, in moving from dark to day, in feeling the delightful

shock of the new. - The image is forever stirring us up with its suggestion

and promise, so that the mind, in-contemplating it, has the i impression of

continually enjoying the charm of discovery. “The reason of the delight
in seeing the picture is that one is at the same time learmng — gathenng
the meaning of things, e.g. that the man there is so-and-so.”

There must ﬁnally be mentloned an attribute of images Whlch is quite
unrelated to the foregoing line of thought, although of immense 1mportance,
namely, that as far as man is concerned, they are always sensible. Hence -
they have a special effectiveness from a new point of view as being ob,]ects
propomoned to the dual nature of our power of thought; we can feel as
well as know them; or better, in them we can feel what we are knowing. - ¢
Once more there may be seen here a superiority over knowledge by mere :
concept, which seems to engage only half and the less real and vital half,

of our being.

‘But those same relationships to mind and to reality which are respons-

1ble for its apparent advantages over the concept, also cause the i image to

1 ArisrorLi, Poetics, 1448015,
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_other ‘respects sadly inferior. Essentially. mtermedmte, m.ldway :
weern. mmd and reality, it.is never completely- expressive of the ,object

Qmpletely satisfying to the mind. That reason should esteem such )
nstrument of knowledge is clear proof of the inherent weakness of reason,
can’ envelop nothing it seeks to know but is doomed to an endless
“of a.bstraetlon hackmg away ab the rock of truth and: carrying it
ChJ.pS‘ and fragments An image of the truth can set us free from.that
ry' toil; giving us knowledge 1mmed1ate, rich and: apparently inexhaust- -
,;Our escape, un_fortuna,tely, is bought at the prlce of- tha.t Whlch

en.: in- the images- of nature are of course glven enormou' Je :
By the artist, whose statements have bes1des something. éven:of the. p_lwer
of the concept itself in that ‘“they are of the nature of ‘universals.”*  The
~inevitable shortcomings of this medium of thought and expression must
-.also; of course, accompany it. wherever it is found; and therefore persist
~.even in the loftiest works of art. One of the-chief aims of this study will
o be to elaborate and apply. such general statements.

- A Brief sketch of the b1ographma,1 circurnstances of Shelleys essay
will perhaps be appreciated by those: less familiar with the history of English
literature. 'The Defence of Poetry as its name suggests; was not a. work: of
s1mp1e speculatmn or’ scholarshlp but 8 dlrect reply to 2 satmca.l"'attack

The Four Ages of Poetry was in. no. sense
a ‘celebrated wit who was a- smcere ad_""'
in fact himself composed™ two or three nifi
our poet seems to have been alarmed : ) sconcerted in spite of himself
by the pla,uSIblhty of its mocklng arguments dnd to. have ‘immiediately
e set about a reply. This was intendec mprise three instalments and
W“w-bewrbhshed*rn“thmﬁie”fewew*whﬁeh‘?exmck‘ha:d‘u‘sedMWheﬁ‘EW“
cumstances made this unpossable, it was:sent for publication to The Liberal,
g periodical edited by two of Shelley’s frlends the brothers John and
Leigh Hunt. John Hunt felt obliged to prepare the essay for press by
removing most of the explicit references to the article by Peacock which
it was attacking, since lapse of time and the circumstance of publication
in a different review would render these mystifying to the general reader.
Before it could appear, however, Shelley was drowned in 1822, and soon

1 Poetics, 1451b7.
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after, The Liberal came tb an end. The MS then went back“t.o his wife

and was eventually published by her in a volume of his letiters and paper

in 184:0, ‘ K .
The text now'most generally known being that of John Hunt, in which

nearly all the references to Peacock’s attack have disappeared, there is,

 a danger that in reading it we may remain unaware of the degree to which
his friend’s satire’is present in Shelley’s mind as he proceeds. An examin-
ation of The Four Ages of Poeiry will show that nearly every important

proposition in Shelley’s essay finds there its corresponding accusafion or
denial, and the sting of Peacock’s brilliant witticisms may also help to

explain the zeal and excess in both doctrine and expression of which it
is sometimes guilty. Besides that of Peacock, other influences were at
work upon him; but to estimate these in detail would be a considerable
task. It may be noted, however, that he was actually reading Plato’s

Ion while working at this essay, and his remarks on poetic inspiration plainly’

reflect thoge of Socrates on the same theme. e had also recently studied
Sir Philip Sidney’s Apologie for Poeste, and several of his phrases are almost
plagiarisms from that work. Through Sidney we can again perceive the
influence of Plato and also, of course, that of Aristotle himself. '

-

I. REASON AND IMAGINA{I‘IONZ CONCEPT LAND - IMAGE

_According to one mode of regarding those two classes of mental action which are
called reason and imagination, the former may be considered as mind contemplating
_ the relations borne by one thought to another, however produced, and the latter as

" mind acting-upon those thoughts so as to color them with its own light, and composing
from them, as from elements, other thoughts, each containing within itself the prin-
ciple of its own integrity. The oneis the 76 moweily;-or the principle of synthesis, and
has for its.object those forms which are common to universal nature and existénce
itself; the other is.the & Novitew, or principle of analysis; and its action regards-the
. relations of things simply as relations; considering -thoughts not in their integral

unity, but as the algebraical representations which conduct to certain general results.
Reason is the enumeration of quantities already known; imagination is the percep-
tion of the value of those quantities, both separately and as-a'whole. 'Reason respects
the differences, and imagination the similitudes of things. Reason is to imagination
af the instrument to the agent, as the body to the-spirit, as the shadow to the sub-
stance. S : R . o ,

a simultaneous- description of the mental faculty ‘which is. a first cause of

+ poetry and of that other “calculating faculty”. which, as we shall see later,

seems to be looked upon almost as its arch-enemy. From what has been

said in our introduction concerning the necessity of experimental methods

in the investigation of poetry, it should be cléar that to make a beginning
with the faculties of the mind is a reversal-of what, in our judgement, would

be the proper order to be followed. To the artist it may well seem justifi- -

ablé;_ to begin with the immediate consideration of how the mind works

in” the domain: of art and outside it, since the internal experience of his

own art is that which is most direct and vivid for him; but, for the rest of
‘men it is not possible to achieve much reliable knowledge "of the mental

Shelley’s first pa,ra_'gra‘ph offers us, in its paif’s of aﬁt'i-t_heticall ciauses, -




owers responsuble for poetry except after an examination of the processes
rid: effects of these powers, so that a scientific treatise should deal with
em' last tather than first. The' general statements found in this chapter
Il appear therefore neither as clear nor as, convincing as it is hoped they
1 become later, when.an increasing amount of eviderice can be brought

or ,ard to support them. - . S /

It is to be noted that the opposed. forces of reason and 1mag1nat10n

re spoken of very indeterminately as: “two classes' of mental action,”
“that: the imagination is -clearly not just an. l1mage-mak1ng power, but

n mtellectua,l ab111ty supenor 1ndeed to. th’ . we eall. reason, a.nd to Wlnch

enstlc of the 1mag1nat1on as Here understoo_cl
ood mind from the mfenor in every field. Without
ficult to see how the scientific thinker, for example, could a,chwvet he rela,-
-“tions and analogical concepts of speculative phllosophy, or the inductions
R and hypotheses of natural science: : .

" Reason, aceording to- Shelley, takes up its 1deas merely ‘as tools and

*. may be employed to brmg about a certain general result; whereas 1 1mag1na—

ﬁcat1on of reason in the general of an army to whom the common soldier
is a mere c1pher, “a,.lifeless algebra,mal representatmn ; whereas imagina-
tion tnumphs in the dramatist or novelist who can transform the ‘single
soldier into a bemg of inexhaustible interest, an entire microcosm of human
hopes and fears. Reason and prose are not interested in the attainment of
a'whole; they ignore the vital, inapprehensible reallty, contentmg themselves
with those elements of it which are suscep’mble of abstractmn, and which-
for that reason are.universal, apphcable to all’ cases, perm1ttmg us to fix
relations and draw conclusmns of constant: vahdlty Hence the language
of reason will always work towards. an unobtruswe clar1ty, setting  aside
. all that cannot be grasped and understood ~while the language of poetry,
-springing from a: desire to. achieve Wholeness of knowledge, will be inclined
to.sacrifice. .e,vemnteﬂlgblhty,gtmsmng and. sh&pmg_the means of communi-
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. ‘levers, concerning itself only with that element of their being whereby they

tion esteems rather the value a thing has in itself. We m1ght find a personi- |

RV

cation, and even cultivating a certain vagueness in order to convey an im-
pression possessing the vigor and richness of reality. . Reason, as opposed
to imagination in the sense in which imagination is here understood, surveys
T objects with a certain detachment,. being concerned primarily with what
e they are apart from our consideration of them. It considers the relations
' between things ‘however produced,” that is, quite objectively, disregarding
their possible suitability or unsuitability to man. In true rational science
the mind takes things as it finds them; it has no power whatever to in-
fluence the production of the relations which it beholds and it is in this
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sense that how they are produced is none of its business.. Reason does
not deal with things as the poetic imagination deals with them; the object
of the two powers may sometimes be materially the same; it can never be
formally the same.,

In contrast to the detachment of reason, imagination, while it may
perhaps function as a purely contemplative power when serving philosophy
or science, is clearly to be understood here as artistic and creative. It
works upon objects “so as to color them with its own light,” employing
them.-as-elements-in-a-labor-of-reconstruction-according to-its-own-mode..

These new compositions reveal within themselves a principle of integrity
conferred upon them by the power which gave them being; it is to the

' imagination, therefore, that they owe such solidity as they possess; the

very term of this quasi-creation lies and remains within the creative power;
they are the poet’s offspring. In this constructive activity reason does
indeed come into play, although its role is suggested only in the bare phrase
“as the instrument to the agent.” For our own benefit we may amplify
this hint by observing that at least simple factual knowledge will be obtained
by the poet through reason and — what is far more important — that the
end which moves him to work and constitutes his goal will be a proposition
or theme, the result of inference; such inference being perhaps quite un-
conscious as far as the poet is concerned. - Nevertheless it remains true
that the entire direction of the creative process is contrary to the move-
ment of reason: the task of the artist is one of urgent synthes1s which can
neither await nor heed the findings of the spirit of rational dissection;

it attends to the persuaswe similitudes rather than to the- scientific dif-
ferences in thmgs for in such similitudes lies that which makes possﬂale
the poetic architecture, These remarks, to be left for the present in this

- condition of vagueness and generality, may be summarised by recalling -

that the general subject under discussion hasbeen the differences between
reason and 1ma,gmatlon, differences arising. from the natural desire of man
for completeness in his mode of knowing, and completeness in the object
of his knowledge To know by means of reason alone seems unsatisfying
because the vitality and 1mmed1acy of sense have been lost, and this de-
ficiency the creative 1mag1nat1on séeks to remedy by eoloring ‘thoughts
with its own light and composing a new object for undivided contempla-
tion. The second shortcoming of reason, that it can never seize the entire

" object, but rather seems obliged to take in only aspects of it in shadowy

and fragmentary succession, is also countered by the poetic image; which
offers the mind an object rich and varied, yet easily assimilated.

~ The ploblem of this opposition between reagon and imagination might
‘also'be attacked by attempting to distinguish clearly the respective products
of each, the rational -concept and the poetic idea. Both may perhaps be
termed similitudes, but the object of which they are the likeness is decidedly

* not the same. If we examine the rational concept, we see that it may well

be considered a similitude, as the mental counterpart of some-actual existing
object; but, although partly formed by the knower and to some extent

~ dependent, hke the poetic 1mage on a power from within, 1t is the direct
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thful hkeness of a reality, formed and esteemed as’ such and for
son_neither the rational .concept nor the work of its formatlonv ,
: esérve to be called imitation. For those who “miost preperly do -
é;te o ‘as Sldney says, catchmg the true signiﬁcance of Aristotle s doc-

“‘should be.” This. splendld statement is thoroughly supported by
"elley, as we have seeri, who makes the findings of reason only the: bare
atenals out of Wthh the poet shall fabrlcate somethmgr new and.better.

ehmma,ry dlstmctlons, Whlch may.a
<hope, will: prove their: Value The
en. a,lready identified as the real ob]ect tl
d it can never be emphasmed too strongly t h
sbject is only that of an architect in a stone-g_uarry, he has no intention
of reproducing it, of teaching us anything about it, hor “of allowmg it“to’
» mﬁuence his plans except-only in so far as any material mugt limit or obstruct
: the force which seeks to- dommate it. He is obliged to use such matenal :
" for the same reason that a speaker who wishes to convey an utterly new

" thought must yet employ & langtiage we understand and words: possessing
a wealth of values and associations already existing in- our minds; to this
small extent, however, the i image he will build: is an 1m1tat10n even of the
matenal original or exempla.r,

But it is characterlstlc of the' poet that he is not contént to take: thmgs
as he finds them; if he were, he would express himself in the bald statements
of prose or science. It is the: divine consideration of “what shotild’ be’”
which draws him on’to the task of creatmg ‘the poetic ‘Hamlet, an 1deal
character more intelligible, more profound and‘ a.tlsfymg than the hlstoncal
original could pOSS]bly be." : : ; ~ :

While not strictly relevant o0 our dlSC” sion;, # is WOrth‘ 'empﬁasizing
that this universal tendency of art to turn away- from the inadequacies. of
the real world and to seek- somethmg better is: un1nte111g1b1e unless we
: m1ppose~1nnthe-ar«tlst‘some-sont.of_v1ta,1—fa,1th«1n~a,-truew1dea,1«perfeetlon;-—«At
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first glance our principle- ‘might. seem: verified. in._the case. of a good many
artists, but inapplicable to a host of others,. whose work, t_hough;of undoubt-
ed- genius, nevertheless reflects. a spirit- of pessimism or decadefice. But
an objection based on such grounds has no true force, serving, indeed, to
confirm rather than to destroy the principle it appears to be attacking.v

1 “T am reading Anastasius. One would think that Lord Byron had taken his
idea of the last three cantos of Don Juan from this book. That, of eourse, has nothing
to do w1th the merit of this latter, poetry having nothing to do with the invention
of facts.” To Mary Shelley, Aug 11, 1821.
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For, implicit in the cynicism or sensualism of such a1tlsts is at least a

conviction of the desirability of the spiritual; their attitudes being quite

unintelligible unless we suppose in them and i n their public, not religious

. _ faith, of course, nor anything like it, but the sense of a standard of perfec-
| tion toward which mankind 1nev1tab1y strives and which, it may be noted o

in passing, probably accounts for the fact that works of despair or deca~

. dence never win' a place among the great classics. There is no intention

here of suggesting that this hope need be given definite formulation, or

that men have any explicit notion of the ultimate perfection which serves

them as a measure, as constant as it is vague, of the inadequacy of their

own sphere of existence. In the phrase of St. Augustine, “Inasmuch as

we cannot present it to our minds as it really is, we do not know it, but

~ _ whatever image of it may be presented to our minds we reject, disown and

# 0 condemn.” So that our perception of this ideal, he describes as a “certain

learned ignorance; ...for assuredly, if it were utterly unknown it would

not be desired, and on the other hand, if it were seen it would not have

to be desired and sought for...”? Shelley himself, in a note to Hellas,

makes a valuable pronouncement along these lines. After rejecting or-

thodox Christian theology as a solution for the problem of evil, he continues:

b e e i e |

* That there is a true solution of the nddle and that in our present state that solution-
is unattainable by us, are propositions which may be regarded as equally certain; . ,
meanwhile, as it is the province of the poet to attach himself to those ideas which
exalt and ennoble humanity, let him be permitted: to have conjectured the condition
of tha};l futurity towards which we are impelled by an 1nextmgulshab1e tthst for im- -
morta ity. .

What is important if we are to understand the nature of poetic imita-

tion is to notice that this ideal perfection constitutes a second source from v

which the work of art draws its form. It is a second original, so to speak,

an‘ineffable Hamlet towards which the artist’s mind aspires just as inevit-

ably as: it turns away’ from: the Hamlet of fact and history. Hence, the

poetic idea stands in an intermediate posmon as it were, deriving its belng

partly from the real, partly from the ideal.” It is.essential to note, further- ‘

more, that of the loftier of these two extremes, the mind has no knowledge Lo

or experience; its condition being the object of conJecture not of investiga- ‘

tion; and hence there is no alternative for the poet except.to speak of it

in terms of the world in which we live. The inaccessibility of the ideal R

explams, on the one hand, why poetry is necessarily a figment of the mind,

a dream and brainchild of man, and why, on the other hand we mstmctwely

require that it reveal something of the solidity and probability of real life.

‘No mere reproductmn of an historical, inconsequential Hamlet will .content T
" us, but neither can we be persuaded of the possibility of perfect man unless :

there is set before us a living image of that conjectural personage, rendered

solid and convincing by expression in ferms of all the details and circumstan-

ces of life. . Because of the limitations of his medium and because of our

insuperable ignorance and his, the poet, therefore, does not and cannot .

1 Ep. CXXX, xiv, 27; xv, 28.
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convey the ideal itself; it is always sbme’obirig less than: that which he gives
us, something better than reah‘oy yet falling short of the perfeetlon towards
W]:uch it points. .

Returmng to our original inquiry as to how the poetlc leser e
the title of i lmage or Slmlhtude, it should now be clear that a ‘.eqmpa,red' E O

since it is nelther pure fact nor pure fancy. If poetle 1dea é,n
be Judged on the bas1s of ﬁdehty to thelr respective orlglnel ,

" more truly an image than the. concept since his 1dea isnot merely a,ssocmted
but identified, with a sensible form; and is therefore more fully detached'
_ from that which it expresses. :

II. ORIGIN OF POETIC EXPRESSION

Poetry, in a general sense, may be defined to be ‘the expression of the i imagina- .

* tion’; and poetry is connate with the originof man. ‘Man is an' instrument: over -

Whlch & series of external and internal impressions are driven, like the alternations

of an ever-changing wind over an Aeolian lyre, which.move it by their motion to

ever-changing melody. But there is a principle within the human heing, and perhaps
within all sentient beings, which acts otherwise than in a lyre, and produces not
melody alone, but harmony, by an internal adjustment of the sounds.and motions
" thus excited to the i impressions which excite them. It is as if the Iyre could accom-
modate its chords to the motlons of 'that which strikes them, in a determined propor-
tion of sound; even as the musician can accommodate his voiceto the sound. of the
lyre. A. chﬂd at play by itself will:express its delight: by its voice and: motions; and
every mﬂectlon of tone and every gesture. will bear exact relation to & correspondmg
antitype in the pleasurable impressions-which awakened it; it will be ‘the reflected
image of that impression; and as the:Iyre trembles: and sounds after the wind: has
died away, so the. child seeks by prolonging in its voice and motions the duration of
the effect, to proloag also a consciousness . of the cause.. In relation to the objects
which dehght a child; these expressions are what poetry is to-higher ob]ects The
savage (for the savage is to ages what the:child is to-years) expresses the emotions pro-

. duced in him by surrounding ob]ects in & similar manner; and language and gesture, -
together with plastic or pictorial imitation, become the image of the combined effect
of those objects and his apprehension of them.  “Man in society, with all:his passions -
and his pleasures, next becomes the object of the passions and pleasures:of man; an
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additional-class-of-emotions- ~preduees-a;n—a:ugmented»treasure«ef—expresmow—and~—l §
guage, gesture, and the imitative arts, become at once the representation and the i
medium, the pencil and the picture, the chisel and the statue, the chord and the 5
‘harmony. The social sympathies; or those laws. from which, as from its elements, i E
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society results, begin to develop themselves from the moment that two human béings
. co-exist; the future is contained within the present, as the plant - within the seed; and
equahty, diversity, unity, contrast, mutual dependence, become the prmelples alone
capable of affording the motives accordmg to which the will of a social being is deter-
: mined to action, inasmuch as he is social; and constitute pleasure in sensation, virtue
S in sentiment, beauty in art, truth in reasoning, and love in the intercourse of kind.
- Hence men, even in the mfancy of society, observe a certain order in their words and
actions, distinet from that of the objects and the impressions represented by them,

all expression being subject to the laws of that from which it proceeds. But let us
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dismiss those more general considerations which might involve an inquiry into the
principles of society itself, and restrict our view: to the mannér in which the imagina~
tion is expressed upon its forms. : ‘

In at least the higher animals, the outward manifestation of inner,
conscious activity is fundamentally spontaneous and unreasoning. In
such a‘statement, however, there is no clue to the true nature of expression,
because it does not tell us why such outward manifestation need exist at
all, nor why it seems not merely a relief but even a fulfilment ‘demanded
by the very nature of the sentient creature.

]

An angelic being might sing to itself in spiritual and wordless delight,
but no such self-contained utterance could suffice the creature with animal
‘nature. For the latter, any feeling of joy or pain, whether it result from
sensation or from the loftiest thought, is inevitably linked with ‘passion
and with a stirring of the body which, when intense, must break forth in
some sort of physical overflow, like steam from a boiling kettle.! This
elementary principle will probably account for the most obscure and primi-
tive kinds of,‘expression, simple sounds and movements indicative of pain,
anger, or pleasure; but if we take expression as necessarily implying the

higher aspect of comm'}mication, then such basic manifestations of sense-

life are ‘still not true expressions for they have no social quality.

For the true and profound cause of expression in the formal' sense,
we must consider the nature of man as endowed with both external sense
and power of reason. By the very law. of his being which requires that any
knowledge he gains must come to him through the senses, he can never

be content with any object known until he can somehow reach it with his’ -

-senses. Accordingly, the natural motive underlying all formal .expression
is the desire to render some thought or feeling a more vivid object of know-

* ledge, whether for self or others, by actually embodying it in,. or relating .

it to, a form that can be heard, seen, or felt,

An emotional assent to the proposition just enunciated is readily
granted, for we all know how desirable a support to ourthinking is furnished
by visible formulation of it in diagrams or pictures’; but the obviousness
of our doctrine is more apparent than real and some investigation of it is
necessary. The essentially human inclination to -seek support for our
knowledge by finding for it a sensible form has its basic cause in the weak
and disjointed condition of the mind. For, although relatively to other
‘animals, man may appear enormously superior in cognitive ,power, it is
yet nop difficult for him to admit of intellectual ‘natures far superior to his

“own. Tirst, it is plain that the inevitable labor and indirection of .dis-
cuisive reasoning are handicaps from which, a superior being might be

1 Indeed retention of the emotion will intensify it, as Sr. TmoMas observes,
(Ia IIge, q.38, 8.2, ¢.) and he suggests this as one of the reasons for the special at-
tractiveness of the forbidden fruit (4d Romanos, VI, e.v, 20).

2 Humana .cognitio potentior est circa sensibilia, remarks St. Taomas (IIa I'lge,
9.49, a.1, ad 2.), while giving some sound adviee on the training of memory. He
recommeénds the association of thoughts we wish to retain with sensible similitudes
of some kind and preferably with such as are strange and striking, so that by this
means a permanent impression may be left in the mind. :

w
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‘entirely free, just as better intellects among men seem. less subJect to them
' 'han others. To embrace the truth in one splendid effortless act would: be
theideal for an intellectual power, an ideal forever: inaccessible to the
uman mind in the natural order, because it is fated: to be i in some sort
house divided against itself. In-its debility it demands, a great number
“of faculties, revealing its inferiority already in this need:for; several tools
o accomplish what might be achieved by one. Furthermore ‘the. melan—
holy fate of the mind is to be obliged to.feed its hlghest facultles Wlth
hat scraps it can garner through its lowest; for, not. only:is- the' ea dlstmct
'erarchy in its powers, —the external and 1nterna1 senses beln -vastly

"most perfect bemg at oneé that to Whlch e are: most proportléhed by
nature and that most comparabIe to:infallible: angelie: intuition.

' Our house, ‘then, is not merely d1v1ded but d1v1ded agamst 1tself
. with two factions forever drawmg it in opposite directions: the hlgher,
towards objects more excellent in nature, and towards that simplicity of
intellect which alone could be- proportloned to such objects; the lower,
. towards realities obscure and inferior in themselves, yet grasped with a
certitude and directness enjoyed nowhere else. To pursue the loftier
realities, the mind must turn within, thus abandoning the world. of sense
~ and that precious immediateriess and certainty which sense alone can give;
- *for, just as a. printed page is unreadable when held too close to the eye,
" so concepts within the mind suffer from-what might be called a lack: of
thereness which makes them elusive and ungrateful objects-of study. The
central proposition of our discussion now follows, namely, that it is natural-
and inevitable that reason should attempt to set before itself these higher
and more abstract realities, conferring upon them that. appearance of ob-
jectivity which they lack, in an effort to attain them as sense. attalns the
things of semse. For beings constituted. like ourselves this will mean
giving them somehow or other a sen51ble form

The poetic universe responds; therefors, to a natural desire to reconcile
~ the two opposing tendencies by a fus10n in some fashion of sense and intel-
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LPhewhole-mattermight-belooked- afrfrom~the other-direction-(that-of-the-object)s
True philosophy does not permit-is to consider the object of human knowledge to be
gensible things merely as sensible, nor platonic essences remote from sense, but rather
the natures or quiddities of sensible tHings.. The object of man's knowledge being
thé intelligible universal in. the particular sensible, it is to be expected that his power

- of knowledge will be: proportloned to it and, aceordmgly, that it will be an intellect
wedded to sense, unable to think without pha,ntasms and, what is to the point here,
the better able to think the more it turns to the phantasm “Unde natura lapidis,
vel cujuscumgque materialis res, cognosci mon potest complete et vere nisi sécundum quod
cogrioscitur ut in particulart existens (because that s its nature — to emst in a particu-
lar): particulare autem apprehendimus per sensum et imaginationem.” And this is
why, as ST. THOM4S has already observed, every man tries to form images of whatever
he is seeking to understand, ‘‘in quibus quast inspiciat, quod intelligere studef”r— 2
phrase which brilliantly eonveys the grounds for the speclal pleasure found in. the
contemplation of a work of art (Cf. e, q.84; a.7, c.).
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lect, through the creation of an object in which we shall be able to apprehend
the universal with the directness of simple sensation. It is an attempt by
man, and in some measure a successful one, to have his cake and eat it
too: to enjoy the result of his power of intellectual abstraction without
the sacrifice of sensation which it normally entails. By a construction of
the mind, opposed elements are brought together and the resulting poetic
" object is therefore hybrid in character. The term hybrid here, aside from
. o its association with living things, is probably the very best possible and
R oo —should-be-taken-quite-literally:—What-it-means-is-that-the-produet-of-thig— -~
‘ union, while able to exist in its own right, will not belong to the species of -
* either parent; it will not be reducible either to an abstract nature nor to
. an object of sense; we will be able neither fully to understand it nor fully
tofeel it. But our nature is hybrid too, in a way, and so it becomes some-
- thing vitally human for us, something not merely able to satisfy us as
nothing else can, but even to arouse all that is best in us. For poetry on
- the .one hand calls us away from an illusory idealism’ and restores us to
. .the very world, which is the world L ,
Of -all of us, — the place where in the end -
We find our happiness or not at all. K
and at the same time offers us a foretaste, a ghmpse, of thafo celestml abode T
where we shall : T

_ , . .feel, Who have laid our gropmg hands away;
S And see, No longer blinded by our eyes. ' Co

To return now to the passa,ge in Shelley which has prompted these .
observations: it is impossible not to admire thé unerring poetic sense which
has led him to assign to his art a cause partly natural and partly artificial.
" Besides the passive and inevitable response to external influences whereby.
man emits expression as the Aeolian lyre answers to the impulse of the
wind, there is that “principle within-the human being’’.which can achieve
“an mternal adjustment” of thought and feeling. And he has done well o
~ in choosing.the example of the child dancing and singing for joy; for there R
both principles are plainly at work, the mere physical disturbance entailed Lo
by keen emotion, and the desire of the child to feel the delight it is feeling, .
to touch and see its own ]oy by the sklppmg of.its feet and the laughter
of itg vome A 4

~ “In relatlon to the: ob]ects Whlch delight the cl:nld these expressions
are what poetry is to higher obj ects.” Poetry, Shelley 1mp11es, is not merely
connate with the origin of man in the sende that'it comes into being with =~ - |
the foundation of even the most. primitive community, but also in showmg - Y
itself very early in the life of the individual. Poetry is not some - high- ’
intelléctual attainment, the final flowering of the educated and civilised
spirit; it is something “felt-in the blood; and felt along the heart,” an activity
founded in an urge profoundly natural, and the more difficult to fix and
determme because of its essentmlly dual aspect. His mvestlgatlon -of

-1 RUPER’I‘ Brooxs, Sonnet (Suggested by some of the Proceedings of the /S’ocwt'y for
Psychical Research). (By kind permission of Dodd Mead and Co. Canada, Ltd.)
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. perhaps: because it considers expression .as_ imitation’ before accountmg
for it as mere fact. The ultimate generative force which accounts for
poetry must be sought in that deep desire of the mind, not merely for true

in quality or irrefutable in certainty; the abstract world of pure science
with its inhuman perfection seems permanently 'inadequate for- creatures
of sense; and those among us who are most human,.
“most irresistibly by this natural longmg for sati '
be content with anythmg known. unt1l they ha
. the1r own: way, g1v1ng 1t a form that can

' 1tself to’ thls form or that A poet’s idess s 't unt
~ singing within him; they have no'shape anterior-to’ thei T
A hence their form of express1on ist 1nev1table g et

" author when he describes the child as seeking to prolong, through sensible
.mamfestamon of its pleasure, its own consciousness of the cause of that
pleasure. Although.no-attempt is made to exploﬁ; this idea, it seems to:
deserve more than mere.mention, for it illustrates again how poetry, although.

. occasioned by the animal side of human nature, rises to the intellectual
. plane. It is scarcely necessary to point out that, whereas a child may.

and duration which it is sought to confer on the event have; in this case,
an ideal quality, as is made clear by the fact that the- ‘same immortality
- will be desired for moments of profound grief or despan' Obmously, it
is as the voice of an intellectual being that poetry manifests th1s inclination,

is seeking to raise its life and feelings to a sphere where:they W1ll no Jonger
be the prey of time and change, while. retammg for them all'the charm and

- its primal source while ot the right track, does not seém to. go far, enough, o

knowledge, but for knowledge in a form as objective and satlsfymg as the: .
. stones by.the wayside. - Mere knowledge will niot do; -Lowever elevated. :

the poets, being moved: . ;
ng knowledge, Wlll not. .
made 11; over agaln in" '

Still another reason for- the 1mpulse towards art is suggested vby our

prolong its physical reception or physical manifestation of pleasure merely

in ozjder to continue the actual sensation it is enjoying, the poet’s desire:

to give permanence to his experience is' on a quite‘diﬁerent'_level.}»‘-N,()l"v'f '
-poem on falling in love, surely, is written in order that its author‘may = .
endure the actual sensations of that experience over and over; the stability

of & being capable of apprehending and des1r1ng the umversal and Wl’]lcll ‘

W“‘“*power“of‘“s”enmble exp*‘s"re 16T,

In the concluding section of thls paragraph Shelley emphaswes again:
how essentially human a thing is poetry. Even in the infancy of society
the order which it observes is “distinct from that of the objects and im-

which it proceeds.” Itis the order of human nature, then, which it seeks
to represent, not the order of the external universe, — this being its great
point of difference from science. Consequently, other things being equal,’
poetry cannot fail to improve as civilisation advances; for, as human nature
becomes richer and more varied, so will artistic expression acquire a cor-

pressions represented. ... all expression being subject to the laws from :

I
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responding complexity; “‘an additional 'clé,ss of emotions produces an
augmented treasure of expression.” . And, although at first sight this
might not seem true, it will follow- that even external nature. will be more
deeply known and appreciated by the civilised poet, for the reason that,
having so much more which demands to be said, he must range farther and
search more profoundly for adequate symbols and images. A comparison

. of typical passages from an early tribal masterpiece like Beowulf with

a few lines from almost any great modern poet would offer a convincing

S hmh Riat s KA 7

llustration of this-principle:

III. CHIEFLY ON METAPHOR: ITS NATURE AND FUNCTION

In the youth of the world, men dance and sing and imitate natural objects,
observing in these actions, as in all others, a certain rhythm or order. And, although

_ all men observe a similar, they observe not the same order in the motions of the dance,

in the melody of the song, in the combinations of language, in the series of their imi-
tations of natural objects. For there is a certain order ar rhythm belonging to each of
these classes of mimetic representation, from which the hearer and the speetator re-
ceive an intenser and purer pleasure than from any other; the sense of an approxima-
tion 1o this order has been called taste by modern writers. Every man, in the infancy
of art, observes an order which approximates more or less closely to that from which
this bighest delight results; but the diversity is not sufficiently marked as that its

- gradations should be sensible, except in those instances where the predominance of

this faculty of approximation to the beautiful (for so we may be permitted to name the
relation between this highest pleasure and its cause) is very great. Those in whom |
it exists to excess are poets, in the most universal sense of the word; and the pleasure
resulting from the manner in which they express the influence of society or nature
upon their own minds, communicates itself to others, and gathers a sort of reduplica-
tion from the community. Their language is vitally metaphorical; that is, it marks
the before unapprehended relations of things and perpetuates their apprehension,
until words, which represent them, become, through time, signs for portions or classes
of thought instead of pictures of integral thoughts; and then, if no new poets should
arise to create afresh the associations which have been thus disorganized, language

will be dead to all the nobler purposes of human intercourse. These similitudes or = -

. relations are finely said by Lord Bacon to be “the same footsteps of nature impressed
_upon the various subjects of the world”’—sand he considers the faculty which perceives

them as the storehouse of axioms common to all knowledge. In the infancy of society
every author is necessarily a poet, because language itself is poetry; and to be a poet
is to apprehend the true and the beautiful, in a word, the good which exists in the -
relation subsisting, first between existence and perception, and secondly between
perception and expression. Every original language near to its source is in-itself
the chaos of a cyclic poem; the copiousness of lexicography and the distinctions of -
grammar are the works of a later age, and are merely the catalogue and the forms of -
the creations of poetry. - " ‘ S

. In this paragraph Shelley’s thought seems to-fall under three heads:
first, he studies poetry in its origins and' thereby arrives at a definition of
beauty which carries with it a definition of the poet; next he deals with

~ the poet’s special mode of expression, which is by means of metaphor, and

this in turn-leads him to his final topic, the nature and origin of language.- )

" - His explanation of the progress of art from a primitive to a more highly
developed condition is not so clear as it might be, but seems to rest on a
basic principle which is suggested plainly enough. All forms of art are
attempts at orderly expression; the primitive and original forms, however,
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fall far below that perfect order\ more nearly realised. by Work of high -
culture.. In short; an absolute. harmo or order is taken as. at least con- l
oelvable in tribalor. folk art this is present in a:crude and. 1nch0ate form;.
'in the Works of advanced civilisation. it ﬁnds a much greater perfectlon .
* the reason for the d1fference lymg in; the possession by ithe, refine and‘ S
- nature 1ntellect of 8 power of conse
_ to thls order Such ablhty to Jud'

thmg calhng for comprehensm
ligence. But the order in this case also causes pleasure of an i'ntense and
| Tofty kmd apart from which it might remain an order, exertmg a purely
. intellectual appeal but Would never deserve to-be termed ‘beautiful. ~The
' beautrful however is now stated to’ be the actual relation between an .
1nte11ectua1 dehght ‘and the obJect Whlch causes it. . How therelation itself .
could. be beauty is not easy to see,. but perhaps a. parenthetrcal remark S
is being read too closely and its author should be taken to intend the more
acceptable meaning that .the beautiful is the object: itself under'a ‘certain’
aspect, in other words, as related to pleasurable apprehensmn :vbydt mind;
. the object is seen,; not-as the good but.as the true causmg in tant pleasure e ‘
" by reason of its stnkmg order.t : SR s

So far we may be fa1r1y sure of havmg caught Shelley‘ .mmd on the B
nature of beauty ; but a little-later in this paragraph anothe "statement is .
" made which seems to ‘obseure ‘rather than’ clarlfy what he has said’ dbove:
““To be a poet,” he observes; ig to: apprehend the true and’ the beautlful
in a word, the good which- exists' in‘the’ relatlon subs1st1ng, first between
existence and perception, and secondly between perception and: express1on

i n"“g'rammatrcally“thfs‘s‘?fenterrce“1*s“ﬁ‘dt"crnm~rsta:kably clear, it-beitgun=
* certain whether the two final clauses are to be taken as; each constituting
a. definition of both the true and the beaumful or as two separate defini-
tions, one of the true and the other of’ the beautiful. However we read
‘these words, they remain difficult to reconcile with what has already been
determmed A definition of the true as the relation subsnstmg between
4

1 All of which would appear in close enough accord with the remarks. of . St.

TroMas: Pulchrum addit supra bonum quemdam ordinem ad vim cognoscitivam;

ita quod bonum dicatur id quod simpliciter complacet appetztm pulchrum autem dicatur
id cujus ipsa apprehensio placet. — Ia Ilae, q:27, a.1, ad 3
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existence and pérception is by no means out. of the questien-; but a defini-
tion of either the true or the beautiful as the relation between perception
and expression seems qulte baffling in this context, since it implies an entirely

new point of departure

The really important ideas of this paragraph are found in its second
half, which treats of the nature and necessity of metaphor in poetry and
of its share in the creation of language. Here Shelley reveals a deep in-
sight into the causes of his art, suggesting far more than he says. Our

duty will be to attempt to expose the prineciples underlying his observations

so as to make it possible to bndge gaps which his mind seems to Cross

intuitively and mthout effort.

“Their language. is vitally metaphorlcal » In ‘the phrase itself a

metaphor is implied which, upon analysis, might -tell -us that metaphor

is not only the necessary, but the natural, means of expression for poets

and, as founded in nature itself, can impart the life and force of nature to
their utterance. To understand how this is so we may recall What has
been said already concerning the origin of human expression. The pressure
of passion-demands an outlet; but in the rational animal, expression must
answer to the requirements of a dual nature and hence cannot remain on

“the obscure level of sense. The utterance that man requires must bring:

relief to spirit as well as to flesh, by translating passion into a more orderly

and intelligent form. The true.speech of mankind, then, will be neither

of sense alone nor of intellect alone and- will find its adequate vehicle only
in the image, the sole instrument whereby meaning can be given sensible

form and the two powers drawn to its undivided contemplation. “Strong

passion,” Shelley remarks in a letter, ‘‘expresses itself in metaphor borrowed -

from all objects alike remote or near, and casts over all the shadow of 1ts :

own greatness 2

Its appeal as a v1v1dly sens1b1e obJect is, a.ccordmgly, 2 basic reason .

for the effectiveness of metaphor; so that to speak of an abstract metaphor
or poetry would not even be 1nte111g1b131 This point is strikingly illustrated

in the work of Shelley thself Who, although famous for his devotion to

abstract ideas, and although appearing at ‘times to cultivate an unsubstan-

tial and rarefied style out of a desire to spmtua,hze his message as much as

posmble, nevertheless constantly bears witness to the inevitable inclination -

1 Certain citations might be made to show that’ SEDLLL‘Y does not Posgess his
own thought too clearly: In notes surviving: from the rough draft of this portion of
the essay he gives evidence of uncertainty as to the relation of the true and the
beautiful: “It is by no means indisputable that what is true, or rather that which

the disciples of a certain mechanical and superficial philosophy call true, is more ex- .

cellent than the- beautitul.”’ — Peacock’s Four Ages, ete., (ed. H. F. B. Broett-Smith),

p:87. Again, in another passage of The Défence, where he is apparently deseribing:

the creative process, he says: ‘“The imagination, beholding the beauty of this order,

created it out of itself aceording to its own idea;...” whence it would seem the‘

“order” is ‘perceived as beautiful before any expression of it takes place. But it is
possible too that he has'in mind some guite profound theory whereby, to use scholastic
Janguage, the object has splendor and significance, not in the species tmpressa, but
only in the species expressa. Translated,into the language of subJecmwsm I suppose
this view would become similar to that of Croce.

2 To Leigh Hunt, Livorno, Aug. 15, 1819.
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of 'the poetlc mind to give tanglble and: visible: semblance to its conceptions:
he ‘preface to Promietheus he invites us t0 Hote that’ the i 1magery to be
,mployed ‘will - be found in- many instances to have been drawn from the -
érations of the human mind,” but a. glanc_e at almost.any séction of
poem will reveal that- what the poet; actually does is to-draw from the
rld of the senses a powerful imagery with. which to render v1v1d the oper-
ns of mmd Here is a characteristic lme, N :

‘ ..the thought e
That plerces the d.1m umverse 11ke hght»

' The _sgn—awakened_ayal
ThriCe—- siftedfby’the: sto

,,presented so unobtruswely as to dece1ve us. for 8 moment; mto th.mkmg'_
-He has caused the 1nv1$1ble 1nﬂuence of an 1dea1 to ﬂow d1rect1y 1nto our .-
:’mmds B . .

- Common as hght islove;, : =~ e
‘And its familiar voice wearies:not ever. oo

But a.second glance'is‘all that is required to reveal that the: abstract now
exerts force simply beca,use it has been-made ws1ble a,nd aud1b1e

~J

~Such citations are hardly needed to. estabhsh a pomt 50 1nd1sputable
but they are worth making if only in order that we. may have some actual.
metaphors before our eyes as we pursue. this discussion. -A trea,tlse on the
-nature of poetry can-Hardly sin by excess of quotation: good science should
be reluctant to relinquisk its hold on the' object and. should- turn to'it fre- -
- quently for confirmation or new direction. Studies in /a,esthetlcs Whlch
present themselves in close and solid' pages' of print, Wlth never an opemng
in which’ poetry itself might be able to indicate & path to 1ts own secrets,
should be- objects of suspicion. The: posmon of the mvestlgator in' this
field, as has already been suggested ignota favorable. one and a.n acchra.te
and humble regard for: the facts i 1s h1s only salva,tlon SRR

In this spirit let us. perm1t Shelley himself to lead us a. step further by ‘
asking what is the reason for the gentle yet. irresistible power of the final
line quoted from him above. It is surely beyond a doubt that the images
here are chiefly precious thanks to a new- comprehension they bring, a
new understanding of the depth and breadth of love. .- This is the second
great principle to be noted in the study of metaphor: that, if we are inclined
to reject metaphors lacking in appeal to sense, so also are we inclined to

‘reject those which lack significance for intellect. “Every expression in
a poem ought to be in itself an intelligible picture.” The natural object

1 SuELLEY, to Thomas Medwin, Pisa, April 16, 1820.
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to which the poet directs our eyes in forming his simile takes on force and
value only when over it has been cast the shadow.of great passion, that is,
when it has been .given new relevance to our life.- Mere representation
may excite admiration for its skill or fidelity, but can win only a detached
and passmg consideration. The line Tennyson is said to have called his best
_ The mellow ouzel fluted in the elin
is a pretty little tour de force, stirring pleasantly the membrane of the ear,
but smlply trivial when set beside the utterances of really great art. For
the-genuine-poet;the-similitudes-which-count-are-those-which-bind-natural—
to human things, similitudes which are true analogies and ‘which because
of this valid relationship can give meaning to human experience. Poetry .
is not pointless plcture—ma,kmg, nor a fanc1ful ]uxtaposﬁ‘.lon of natural
and mental objects.
Four seasons fill the measure of the year: : - - : .
- There are four seasons in the mind-of man: .
declares Keats boldly, and there is neither falsehood nor superﬁcw,hty in X,
~ the poet speaking of a “winter of our discontent” or of a time of year for -
us “when yellow leaves, or few, or noné, do hang upon the boughs. .

. The metaphor, then,ayhich may be thought of asthe poem in miniature, NS
stands, like it, midway between the mind and an original; in order to bring . -
us a new understanding of the latter, and it is interesting to note how
this fact can reconcile the apparently opposed tempers and inclinations of
certain great artists, some of whom are inclined to take the real and familiar, y
others the imaginary and fanciful, as their point of departure. In either |

' case great poetry may result although in one instance the art has the effect .
of making everyday things seem new and significant, in ‘the other that of
giving to the remote and wondrous the reality of common daylight; or,
in Shelleys beautiful- la,nguage, poetry either “spreads: its own ﬁgured’
curtain, or withdraws life’s ‘dark veil from before the scene of. thmgs o
The mos} celebrated exemphﬁcatlon of this contrast is found, of course, in s
Colerldge and Wordsworth and is expressed by the former in the fa,mous
passage concermng the plan of the Lyrical Ballads? :

The observatlon by Lord Bacon, to which Shelley ref ers with approval
that the faculty of perceiving similitudes is “the. storehouse of axioms com-
mon to all knowledge,” suggests another line of inquiry whereby we may ' .
catch a glimpse of the relation between poetry and science and at the same
time see why Shelley isled to assocmte metaphor with the origin of language . :

3

It may be recalled that the mere power. of percelvmg similitudes is « -
common to all minds, those of higher order being distinguished from the -
rest simply by the possession of this power in an eminent degree. - Merely , .
. to'see a resemblance and to enjoy it, however, is not to form a metaphor: ;o5
o All the mind does at such times is to experience the gratification of be: .
© ' holding two things in one, so to speak; an achievement naturally delightful
to intellect. It is this sort ‘of pleasure even a Clllld W111 feel upon finding

1 Cf. Biographia L'itemria, chap. xiv.




i “that the potato oh: 1ts plate has a grotesque resemblance to % human face.
In oné: obJect two separate forms are apprehended, but no effort is made to
identify: 1 them nor to turn this superﬁcml hkeness to a h.lgher purpose.

Slmlhtudes, m the form of parallel cases and comparable phenomena
Ke concern of sclence - The grasping of these likenesses in the prim-
ages of human expenence leads to the gene51s of those ﬁrst prmmples

'I‘han a too—long—opened oyster, _
ut Would doubtless™ have put aside the comparison at once as. havmg 1o-
»thmg in it to advance his purpese: Furthermeore, even when he had fixed
“upon the similarities between this case and others which seemed to permit
.a, diagnosis; he would' be careful not to go beyond the evidence. His-
_ "ultlma.te goal, .as scientific thinker, being the objective truth, he would in.

-all he did submit himself to.the facts. and dlstmgulsh carefully between
. the known and the con]ectural

. In contrast to the humble servitude of the: scientist: the poet’s freedom'
seems almost god-like, the. secret of thls freedom_ lying in. the fact that his.
objective is not d1ctated to him by nature but is’ of his own: choosmg -For -

- the poet does not inhabit a: cosmos of which He is. doomed to: be the mere

cautlous and doubtful observer His world 1s rather all ' o
' - the. mlcrhty world
of eye and ear; — both what: they half—crea,te
- And what. percelve L L e e I
It is a universe which is not, of eourSe —as these hnes 1ndlcate —_ Wholly o af‘i-
of his owm fabrication. His vehicle:of. expressmn, the very: medium of his S

o

/Y

S

art-for one~frbmg~1s~some‘ahmgwhe-must—aeeept—~w1trh~trhe~l-1-mrta;t1ens-wh1eh —

it imposes; human naturé also has its “unalterable forms” to which he ' R
must be loyal. Yet within these: lnmts the. infinity of intellect asserts '
itself and no bounds can be set to the different kinds of works the artist - e
may choose to undertake.. Even in the arts nearest to the useful, . like S
that of architecture, for example, this vast indefiniteness is apparent..

In spite of the fact that he must work in materials few and intractable,

and must serve such rigid human ends, who will venture to predict all the

possible varieties of structures of which the architect is capable? As

for the poet, whose art is the highest and most intellectual, and whose
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| ._
(.  medium the most plastic of all, his freedom is such that it is small wonder

| _ heis sometimes deceived into thinking his-own the most exalted of human
' pursuits. ,

~ Since it is carried on in view of a goal or purpose freely chosen, the
artistic consideration of a similitude will not be bound to a scientific regard
for fact. The poet will point to likenesses or even make outright identifica~
tions simply as it suits his end; that end being, as we have seen, the ex-
pression of some phase’or aspect of the limitless stress and surge of human
passion. The language employed will be that of metaphor and image,
as most proportioned to human nature, but the poet’s choice of similitudes
will be governed by the single consideration of their suitability for the pur-
- pose he has in view; and hence he may disregard the degree to which they
| are based in fact and may thus gather them “from all objects, alike remote -
- or near.” We may sometimes think, upon meeting with a poor metaphor,
R that the. ground for our disfavor is an improbability with reference to fact; ' .
' but such is really not the case. If the similitude represented had contnbut— -~ '
ed forcefully-to the artist’s.purpose, any improbability in it would have
passed without comment. We cannot enjoy thé incompatible mixture of -
. 1mages in the following: o
' . .his snow-white brows ‘
* Went archmg up, and like two magic ploughs - _ -
Furrow’d deep wrinkles in his forehead large, B o T
_ Which kept as fixedly as rocky marge; : .
But if the efféct is grotesque and unpleasing, it is not because the objects
concerned are never found together in nature, but simply because they
have not béen made to come together by the arb of the poet in support -
of a smgle artistic effeot

Her skm was like the gra,pe ) -
Whose Veins run Snow instead of wine, - , ‘ .
bnngs together elements‘a,t least as unhkely but achleves a umon of them ' PR

- in one bnlhant result

)-

It should be plam now what relatmn exists ’between the poet as creator °
- of metaphor and as creator -of language itself. “Theé breadth of his glance,
“from heaven to earth, from earth to heaven;”4nd the quasi-infinity of
his subject-matter, which is human conduct in-alliits endless variability
and ‘subjection to the accidents of f ortune, are such that the poet’s message . . .
must -beunique; for no two minds could poss1b1y share, much less express, ¢
precisely the same poetic experience:? It is therefore “the forms of things B
. unknown” which his ‘imagination seeks to “body forth” and so it follows
B that his language must be not only. vitally metaphonoal but vitally original; _
' he not meérely is permitted to choose his metaphors from far and near but S
is. compelled to find such as ha,ve never ‘been used before. Hence the ten.d— o

'1 “Tf it were not for the Poetic or Prophetic character the Phﬂosopher and Ex-
perimentalist would soon be at the ratio of all thmgs and stand still, unable to do
other thain répeat the same dull round over again.’ — BLAKE.

2 See below, chap. V, p.154, for further diseussion of this point.
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ney seen in 80 ndany great artists to escape somehow from the limitations
f' conventlonal speech, either by an attempt to. recover the artless and
ffectlve form which.the language possessed in its origins, or by elaboratmg'
, hew and highly personal diction — the latter tendency. finding extreme:
m'in writers like Milton or James Joyce, whom a modern: critic recently'
ompared as . both havmg used a language “based on Enghsh 77 This

ta,phors can: be pursued in eruder fashmn by the commumty as a- Whole,'

ered: that the 1nﬁn1te vanety of the Ia,tter is owm :
ob;]ect which is below the level of the mtelhgence Th philosop ,
"Blake s epigram, is likened to-the dog which lets go of the bone to grasp
at its shadow in the brook: only to:lose both; while, the poet is. content to.
hold ﬁrmly to the reality. But the truth is. that nelther the one nor the .
. other ever have their hands on it: more properly the poet:might be. compared
o to a man. tasting some exotic. fruit and. attempting to tell us what. it is;,
the best. he. can manage is to say what it is like; that.it resembles this and,’
reminds him of that and so on: 1nterm1nably, each new comparison a. delight-
' ful hint of the nature of the reality but never actually attaining it, for the
reason that itis & sensation and not wholly communicable.  The scientific
thinker has- really seized upon somethmg and has made. it his own;. ‘Thence
‘ he can tell us in fixed and final'terms what he understands Unfortuna,tely,
- although his concept may be 1rrefutably trie; it t00 1§’ parmal and unsatisfy:
ing, at least for the vast majority‘of men. We shall have occasion later to
treat more precisely of the relative chgmty of poetry and speculative science;,
‘but for the present it should be clear' that, while the terminology of the
Iatter may be abstract and’ bloodless, in this. domain no “other is pos51ble
and, if the Value of language rest in its power of conveymg truth, the dis-
course in which this serves cannot be cons1dered among the 1ess noble of
human enterprises :
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natural urge-to give new force and freshness to speech by the’ dlscovery of
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But poets, or those who imagine and express thls mdestruchble order, are not
only the authors of language and of music, of the dance, and architecture, and statuary,
and painting: they are-the institutors of laws, and the founders of civil society, and
the inventors of the arts of life, and the teachers who draw into a certain propinquity
with the beautlful and the true that partial:apprehension of the agencies of the invisible
-world which is called 1eligion. Hence all original religions are allegorical, or sus-
ceptible of allegory, and, like Janus, have a double face of false and true. Poets,.
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