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: ABSTRACT
‘ ‘l
GREAT ‘MA;KER'S PRESENCE:
A STUDY OF TIME AND EXISTENCE IN JOHN KEATS ‘

Chiyo Nishiyama
- \»-
The present thesif deals with the change -and develop-

ment of Keats's sense of time and existence throughout the
body of hié poetry as he pursues the identity of imagination,

\ r
beauty, love and also himself. In spite of Keats's longing

' for the immortality of these four, in reality they are all-

’ ephemegral. Imagination vanishes; beauty withers; love fades;

Keats himself is not allowed to escape death. When he spec-
s

ulates upon the essence of these existences, time which

+

transforms them and in the end causes their death stands as

.a barrier. Keats's value-making is, therefore, closely

» -
linked with his idea of timeq Alsg, in his case, the epis-

temologiéal activity of the self which tries to recognize

e ence can be perceived only through consciousness, the

thg essence of existence comes upon a question. Time and

experiencing self. The question of time and existence is
inseparable from the éuestion ofithe self. The act of
élucidating the mysteries of time and existence at the same
time operates as self-examlnatlon. What Keats seems to
find at the end of his search is the presence of God behind

the beduty of time and all existences, an insight beyond

\&tne romantic illusion of the exalted self.

)
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‘studied it mathematically, and others have discussed it .

Introduction " . L -

What, then, is time? I know well ehough what

it is, provided that nobody asks me; but if

I am asked Yhat it is and try to explaiﬁ, 1 1
am baffled.

L

&
St. Augustine's perplexity and question about time is

indeed ‘an universal one. From ancient days' up to the

present, many people have ﬁondezgpd over time. .Some have

AR

'\ >
philosophically The problem of time ranges over variqus '

fields but in whatever field 1t is oonsidered time i.s

mseparable from man's life. No one doubts that time

.
4

exists. No one can live free from the hand of time nor

" deny its strong effect over him. Man is always aware of

time--passing time, coming time or whatever it may be.
Awareness of time is closely related to the question

of existence and its duration. _Actuaullﬁr' time and existence .

‘seem to be inseparable. Whenever .man thinks of himself

as-a being, he inevitably admits the work ot:‘time which is -

" behind all beings and moves them equally toward one definite

er}d.as long as he ¢ know on earth. Time brings all

existences to dé_at{x. Death is apparently physical destruction,

A

1Sa:mt Augustine, COnfessions. trans. R, S. Pine-CoffJ.n
(Harmondsworth Penguin Books, 1561), p- 264 (XI:14).

« "
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the cessation of the physical activity of existence.

‘However, we have to note here that death is an aspect of

. . v , .
time as well as an aspect of existence: in the personal

, . \
sense, death is not‘oh}y the end oé existence but also the
Y

- gnd of the time a person Bgs consumed during his life.

) Death is a crisis for the sense of time and existence in

their relation to eternity and meortality 1f one believes
in the 1mmortality of exlstence, time is a conveyer to its
status; if not, time 1s a mere destroyer. At the -same time,
if one believqs in eternitf succeeding or transgending time,
tpen existence‘cqulé be permanent;,if not, existence is
temporary“fleih whicﬁ vanishes into nothingness aftér a
certain period.i Thus, the sense of time and the sense of
existence ,totally depend upon eath othe;. These two senses

. ¢ 3
are so'complicatedly intermingled as to.be dealt with

'separately.'

- Gearges Poulet asserts in his study of human time-

éonsciousness that the Christiqn of thé Middle Ages "did . *
. i : N Toe

' not have first to giscovér himsglf existing in~é present

moment in order next to conceive himself as existing in

time."2 ‘If so,\thosé Christians were lucky. For then,

. time was a movement to carry them toward God; therefore,

there was no distinction betwe;n being and becoming in

.the essence of existence. However, since the awakening

of the notion of the self as an. individual entity in the
‘ - ’
2Georges Poulet, Studigs in -Human Time. trans. Elliott
Coleman (Baltimore* The Johns Bopkina Preas, 1956), p. 3.
~




..‘*‘%.ﬁ‘f‘ s A

,%naissance. the sense of time and existence changed dras-
tically. It became so much a part of the question of the '
self. Time and existence came to be perceived in terms of
their relation with self, and therefore through the éon—’
scicusp’ess of self.(\'By this procegs, man found internal
time in the sphere of. consciousness apart from external
time. Here arises a problem. Human consciousness, which

is "always of the present moment."3

knows ncthing of human
becoming but the actual state of being. To know thé change
and becoming of the self, man has to wait for time: only
time can™sell it as a result of his experience in time.
Time is the only medium to connect the being and becoming
of the self. ‘ )

Timeé, existence and self seem to make the eternal
triangle. When wé think of time or the work of time, exis-/
‘tence and self also come into qgestion‘. The guestion of .

time is likewise the question of existence and what

is m}e, the question of self. The attempt to seluci-

date the mysteries of time and existence simultaneously
operates as self-examinawkon.

Though téme may be a concern to every man in some way‘
or other, rtime seems to occupy an important role ‘especially
*for the artist. First of all, time is obviously a great

enemy for an artist who- vkm/es to give hlB work an immortal

aspect. The poet (or the novelist) tries to save his work

.

' 3

. Poulet, Studies ip Human Time, p. 13.
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from destructive time by fixing it in- lanquage. Yet, .
. . , P
paradoxicallly, time seems to be one of the most crucial

elements in the creative prgcess in litérature; for as

John *Lynen says,

f

. . while, on the,one hand, the author's sense,
of time reflects the influences which have shaped
his mind, it is, on the other hand, a governing
idea, or premise, which gives to his experience /
a form that can be reproduced in language. In
other words, the time he assumes constitutes a
way of organizing the elements of his conscious-
ness, which4is also a way of organizing a poem
or a novel.

Time can be creative as well as destructive. In this sense,
the creative process is 3 struggle with time. To achieve 4/:>
his art, the artist has to put up with time's burden and

in some way has to find a reconecilliation with it. “As a

Indeed, E. L. Stelzig regards the Romantic lyric itself

i
¢
i
}
poet, John Keats is no ekception in his struggle with time. \\i\
i
as "an extensive dramatic meditation of the self in its i
) . ’ i
relation to time."> Keats!s poetry lends itself to con-
9
sideration from this point of view..
. , . ' W
"A thing of beauty is a joy for ever" (I.l),? says . . -

" 430hn F. Lynen, The Design of the Present: Essays on ‘ '
Time and Form in American Literature (New Haven- Yale Univ.
Press, 1969), p. 25. >

5

E. L. Stelzig, All Shades of Consciousness: Wordsworth S
Poetry qnd His Self in Time (The Hague: Moutdn, 1975y, p. 40.

6Keats 's poems will henceforth be quoted and cited by v 3
’line numbers as given in Miriam Allott, ed., The Poems of 3
John Keats (London. Longman, 1970) except where otherwise
indicated.
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. Eeats at the opening of Endymion, and this remains his .

primal assertion throughout his career. l}wévér,‘ in reality,

o

neither beauty nor joy can last forever. On the cont'rary.
‘they are more com;ronly regarded as if ;i:ey were the very
symbols off transience and fragility in 1ife. All I’iving
things in this world (or should I say "forms,™ if Keats
B realiy triea'ktmop;ean "essence" in the Platonic sense _by
this "thiﬁq," as Newell Ford suggests?7) are cgaselgssly

changing and transfiguring, and soon decay. Kéifs often

refers to the attitude of “speculation" and its importance
in the process of his“poetic creation, and e‘mo§e h;
’ specula‘t:.es upon beauty or other objects, the mo‘re cle‘wly .
he must notice their change toward decay, the inevit;ble
© end of all 'existenfes. What, then, is existence? 1j'he
longing. for etérnity and the recognition of actual life

brir{gwfprward asconsciousness of t}ﬂq which stands between _

»
Wi, 3 P e

them. Thus, if beauty is Keats's life-long concern,. it is

v

quite evident that in his pursuit of the essence of beauty

1 and the aesthetic value of "things," his judgement is

linked decisively with his sense of time; that is how he p

interprets time or the works of time.

-

As for ‘the nature of imagination, time agiin occupies

e same dominant position in its recognition. Romanticism

is generally based upon the assertion of the exalted power

'\\ .-
3

,Newell Ford, The Prefigurative Imagination of John
eats: A Stug& of the Beautﬁ-'rruiﬁ identification and Its

: cation (1951\ Tpt. Hamden: Archon Books, 1966),
'&W 5

%

-
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of imagination. This power enables a poet to free his
exlstence from the chronicity of time.  This freedom of the

self obtained in 1magxnatxpn 'is well expressed in Keats's

faimous theory of "Negative Capability" 8

- .
v of the poet's being as timeless, spaceless and selfless

--the declaration

e ‘ | existence. The vision of the self out of time may ass?re
‘ Keats of the immortalxty/627the whole of existepLe: this
. especxally fulfills hls desgerete desire for the immortality
- of love, beeuty, fame, and art which otherwise seem tempo-
. : 7 ral in reality.‘ However, time in imagination ias it is |
— "gé en Fﬁlled "timeless time") has a paradoxical structure
-~ within itself. While in imagination the moment can be
sublimated to the eternal present, in real&%y it is always t
i eothing éut the passing moment'which follows the pr%vious
one ané is :ollowed by the up~coming one. Gaston 3achel§rd‘
“ " .distinguishes time in poesy from acg\Q? time which flows

b~ yaway, as it were, with a flux of water and a gush of wind.

He calls the former "vertical®” and the latter “horizontal. nd
By

Thus, when the specious moment in imagination is vlewed as

-

& part of the duration of exjstence, we cannot but notice,
- that it is destined to vanish into nothingness'just like™ )

other existence in time, KeatS is keenly aware of this ’

-

Hyder E. Rollins, ed., The Letters of John Keats, 2 vols.
(Cambridge' Harvard Univ. Press, 1958), I, 193; henceﬁorth
Q_ cited as Letters - \
»
. 9Gaston Bachelard, L'intuition de L'lnstant (Paris,
~.Librarie Steck, l932), p. 104. '

0

.
. e \ \
1 * R - ’
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?aradox of the present moment. Many of his ‘ ms revolvé
arognd the problem. A questioé such aé "Do I wakg or
sleep?” (80) at the end of "Ode to a Nightingale" is rela-
A;iﬂ ted to Keats's ‘awareness of this paradox. To hold on to
--the moment that has already passed is to try to live in the -
past, death, and what is now nott;ing. In "Lamia" and "Laﬁ

Belle Dame Sans Merci," Keats bitterly experiences the
v '

ppqative aspect of the moment in imagination. Whether o

,
i~ .

,%maglnation £s~"Adqm”E‘d:gET:izewhich turns out to be truthj
or "Jack a lantern to amuse whoever [S8ic] mﬁy chance .to be .-
struck with it brilliange"ll greatly depends upon Keats's '
choice’of timé--"vertical™ or “hoéizontal.“l' .

‘¢ If I‘call the paradox of the present moment--an inter-w
wsection qf tinté and eternity, or of "horizontqlt time and
verﬁlcal" timn—-the "ontological paradox” nl2 according to
Rps;lle Colie's classification, the question of tige and”
existence 1nvolves another kind of paradox—-the eplstemolo~
gical paradox. nl3 As explained at the beglnning the‘
question of time and existence evokes the conscifusness of

5 .. self as a medium to elucidate the relatio? of the two and

'U‘
I 0Letters, 1, 185. S
} ~ Uibia., 1, 242. . . e

‘12
Rosalie L. Colie, _Paradoxia Epidemica: )Le Renaissance
Tradition of Paradox (Princeton: Princeton Univ.. Press, 1966),
Pp. 219-352.

13

Ibid., pp. 5—7, 355-507. AN
] ~ | &

- [
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therefore often works as self-examination. However,

self-examination itself is a paradox. The self has no \V

other’view—point butsiée itself to measure its operation
since it de&¥% with itself bofﬁ as a subject and as an
object. Fundamental self-examination inevitably congains
the "epistemological" parddox, in which Tihe mind, by its °

o say something about its operaJ

own operation, attempts

t:i,on."14

"What the imagination seizes. as 15

mu?t be truth,"
says Keats in a letter to Benjamin Bailey; yet while he
tries to believe this, the truth of imagination réﬁains a
crucial question that afflicts him throughout his Iife.
When ﬁhe poet thinks about the identity of imagination, he
is for;é to undergo the process of self-examination. To
prove the truth of imagination, he has tg justify his self
éut of time by his self in time. It is only in time that
he can make sense of what he‘felt or viéionedmoutsideuéiﬁe
in imaéination. In "Lamia,J Keats displays this prdcess

of self-examination. Viewed from the point of Keats's sense

of time and existence, the poem can be regarded as an

' oa? N

analysis of the proceds of poetic creation when imagination
appears in consciousness and cfystallizes into a form. 1In

this poemn, Keats undergoes a painful but inevitable process

14Colie, p. 6.

LLetters, 1, 184.

~— - /k ‘ .
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" sense of time and being, Keats is also aware of becoming

" in ‘time. There is no doubt that time brings all existences

et s~

9 ’

~

of epistemology-—-an effort to know what imagination is.

This effort ends in a failﬁre, gince it is impqss}ble to .

know the unknown and unknowable something beyond time like
imagination. The end of "Lamia™ is a favt of self-examina- . !
tion. It ends in a fall into an epistemological paradox,

or worse into solipsism as the only way to solve the T e
paradoxical situation. It is worth remarking here that

"Lamia" is both Keats's an;lysis of his poetic creativity . "

e - / *
and at the same time a product of his creativity itself.

The poem itself is a-paradox.

If the ontdlogical paradox and the epistemological R

paradox briefly introduced so far are caused by Keats's

to decay; but when Keats calls the world the "vale of

Soul-making."15

he not only admits- change and becoming in
time but also. tries to find a frogrgss toward personal
maturity through change. In his sense of becoming as a
progress, he seems to'seek for an answer téAthe paradoxes ’
of being. “prerion" and "The Fall of Hyperion" are
Keats's ef'forts to try to overcome'the gap between being
and knowing, by usiqg the god of memory (Mnemosyne or Moneta)
as a perspective on time. 3
Thus, Kedts's sense‘of time and existence seems to be

an interesting and important aspect through which to - .
A p ’ ‘

16, etters, 11, 102. 4 ( .
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approach the poet and his poetry. The presen} study -is,
then, concerned with this aapect'of his wdrks--thoughts, -
feelings, and ;ttitudes with which K;ats,faced time and
coped with it in his search for the idehtity of existence
and self--in terms{of his development both as a poet and

as a mgﬁy This study basically tak;s as its method

textual analysis, but especially turns attention to Keats's
éF;Bbt méntion of time and the metaphors uéed to express .
this sense of time and existence. . .

For mere convenience, this study develops by foolssing

2

on Keats's sense of time, though to focus on time é&ventually
and inevitably involves a discussion of existence and self.

The first chapter deals with Keats's early poems (arpund

1817), a remarkable characteristic of which is hig longing

-

for the sky, symbolized by the pose, "tip-toe." The second
chaﬁter traces a process of his encounter with actual time L ‘ N
-~his painful recognition of time as a destroyer through ;
his experience in the Scotland-tour. The significance of
the sea as a metaphor of proce?s—time or death is also
discussed in this chapter. The third chapter deals with
the ambivalence and ambiguity e;pecially intense in the

poems of 1819, his annus mirabilis, in relation to the

paradoxes of being4cauged by Keats's absorption into the’
present moment. The fourth chapter deals with Keats's (

14 .
view of time  as -becoming not only in the personal sense

but also in the universal and histori¢al sense, mainly




\ . )
"The Fall of Hyperion." Keats's handling of time in these

ions is also considered from the existential point
v £ *

N

'ywith time. Here, Keats reaches
the stagé of total gubmission to time w;th;ut any confllcth
and his "Negative CaRability" is successfully accompdéshed,
now not by escaping from time but by identifying himse€lf
with time itself.

This s8tudy of Keats's sense of time and . existence
reveals in the short years of his life a remarkabie develop~
ment as a man. . Starting from egocentric indulgence in

both .sensuous and ideal béauty, Keats gradually comes to
1 AN

. reject the romantic %}IUSion about the self. At the end,

he succeeds in accepting time as an existence in time. He

neither tries to defy it nor dreams of transcending it.
{

If he loves beauty, he also comes to love “the beauty of

time It seems to me gﬁég Keats, after his struggle with °*

gyggigzﬂ'flnally reaches the stage when he is able to throw

,
c P
c B

<o

imself on the grace of God, a Laker of -time and all

-

existences.
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' T Chapter I
’ The Sky and Eternity: Poems around 1817
Ly l’!" A ,
g ' oi ' ' . '
For a young poet who is.still ambitious and idealistic
,enough to dream .of the inmortality of beauty, love and

poetry»(and also the fame it brings-him), before anytbing-

'else time appears as a barrier to eternity Keats' 8

awakening to time happens yirh,this longing for eternity.
"I find that I cannot exist without ﬁeetry--without eternal
poetry,"{\aays Keats to heynblds in his letter of Aﬁriifis, )
1817. 1In spite of this aspiratiOn, it seems that whenever
Keats ponders Qver poetry and eternityr he cannot but feel
helpless before the wond®rs 6f time. 1In the letters yritten f
in 1817, Keats often refers to eternal poetry and fame
(actually he .appears v1rtua11y to be obsessed By the idef%

and sometimes quotes Shakespeare B lines concerning time.

In the same letter to ReynoLds, guéi before he mentions éis
desire for etef%al poetry, he quotes the line from The

; >
T st : "In the dark beckwara and abysm of time. .%) . "2

.o . - -

lLetters, I, 133. ’ s IR ‘
2the Tempest, I.11750. - < & N K

Y
\
[ S
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Keats is always aware of time as a contrast to eternity.

In "To Charlés Cowden Clark” (1816) , Keats describes

*

the vanity of his longing for eternal poetry, comparing

himself to a swan trying to hold a water drop:

Y

He slants his neck beneath the waters bright
So silently, it skems a beam of light

Come from the galaxy, anon he sports,

With outspread wings the naiad Zephyr courts,
Or ruffles all the surface of the lake .

In striving from its crystal face to take

Some diamond water drops, and them to treasure
In milky nest and sip them off at leisurle.

But not a moment can he there insure them,

Nor to such downy rest can he allure them,

For down they rush as though they would be free,
And drop like hours into eternity.

. Just like the bird am I in loss of time . s

Whene'er I venture on the stream of rhyme. .
> With shattered boat, oar snapped, '‘and canvas rent

I slowly sail, scarce knowing my intent,

Still scooping up the water with my fingers,

In which a trembling diamond nkver lingers.

' (3-20)

1 - - X & ‘

Time can never be eternity, nor can we stop the stream of
, o ‘
time. In this“poem, poetry and beauty, the two things Keats

loves most, are under the influence of time. The swan is
the embodiment of beauty. As Keats cannot grasb in poetry.
"each passing moment" ("To George Felton Mathew," 1.431),
beauty . cannot keepsits fairness as it is. Everythingrié

changing :and moving. He only watches this without .knowing

-

: what- to do. .
| : N : -

. "In loss of time" indeed seems the adequate phrase to

express Keats's sense of time and-existence in his earlier -

’ days. He does not know what time exactly is, nor does he

try to analyze it deeply. In "Sleep and Poetry" (1816)

»
1

-

|

5y
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Keats describes life as follows:

H

» " . h - .

Stop and consider!- Life is but a ﬂay:

- A fragile dew-drop on its perilous way .
'From a tree's swmit; a poor Indian's sleep
While his boat hastens to the monstrous steep
Of Montmorenci. Why so -sad a moan?

Life is the rose's hope while yet unblown;
reading of an ever-changing tale:
The light uplifting of a. maiden s vell;
A pigeon tumbling in clear summer air;- .
' A laughing school-boy, without grie€f or care,
Riging the springy branches of an gém N
(85-95)

1

i

Here, time and existence are perEeived-simﬁltaneously in

both negative and positive images. In the first grgnp of

the® im;ges, Keats deplores the transiency of iife.’ Time

that puts a period to life is a deatroyer. In the second

ugroup, Keats find the joy of life in images of innocence :

in spite of their fragxlxty Time is, here,“tegarded as an’

unfolder of life and its beauty. The ambivalence of time and

existence found in these lines is one of the - major charac-

teristics of Keats's poetry and is constantly seen"throughi\k\\\

out his career. - However, the intensity of the ambivalence‘d
80 obvious in the K later poems is yet absent from these
lines. We cannot find the severe conflict with time here.

In this stagé, Keats's perception of timq'and%éxistence seems

'noth1ngwbut~a series of unorganized and. random, beauti~-

ful 1@ages that come inte his mind. In "After dark vapours
have ‘oppressed our plains" (1817), the rebirth of nature

Ee]

. : 4
in spring brings Keats an associated series of images:

The calmest thoughts come round us; as of leaves

’ Budding, fruit ripening in stillness, autumn suns

h)

< ’ * ~

.

&
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"+ Reats worships. The thought of eternity is followed by

-
Al

[} 7]

are all intermingled here. ' The ‘rebirth of spring reminds

' Keats of the cYcle of nature The cycle of. nature is linked

L that af fragile life on the earth. Life is carried uway,

experiences of time in time. To Keats in this stage, time

.out, Keats's earlier poems are remarkable for the "unanalyzed

, Sl Jo

Smiling at eve ubon the quiet sheaves,

. Sweet Sappho's cheek, a sleeping infant's breath, ,
The gradual sand that through an hour-glass runs,. -

A woodland rivuiet, a poet's ‘death.

(9-14)

)
7

o s Q. s .
The four seasons, eternity; life, timeé and death-<these ' ‘

with*Lternity symbolized by Sappho. the eternal poet whom

as 1f mechanically, by "deaf and senseless minutes of the . ' ﬁ
day &Endzggon, 1v.76) symbolizeduby the sand-clock toward
its end, death, After death or winter, is spring again ) '
réborn? Keats does not answer the guestion here. BHe

simpiy cannot. To answer the question, he has to gain more

T R

is still a mystery. Even though he obéerves its destruc-
tiveng:s and»deplores the transiency of life, he has not - S
yet exgerienced the intense "sorrow of the time" ('Hyperidn,“

I1.301) that later torments Hyperion. As Graham Hough points

delightfulness of living and growing things."3 ‘While Keats'%ii::EB
early sense of ¥ime seems dull before ‘this joy of I*ée, his

sense of it sharp?hs with the investigation of his maturer . .

poetry.

-

t

Graham Hough, The Romantic Poets, 3rd ed. (1953: rpt.
London: Hutchinson Univ. Library Press, 1974), p. 159.
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ﬁeverthelpu, as long ag Keats longs for _eternity,

s 5
time is still the "fragile bar / That keeps us from -our

homes ethereal” (Endmioa, I.360). No other Wmtic Poets

" are a8 keenly aware of the transzency and fragihty of

aanphly life. as is Keats. Whatever time is, Keats cannot -

hefp seeking for a way to be free from its hand that seems .

i <~ cause the change and decay of life. Keats's mind is,

then, turned toward the sky that Vseems stable, eternal and

beyond ‘the boundary of time.

. ii

One of the characteristics of Reats 8 earlier poems
which distinguish them from the later poems is his pathetic
longmg for the sky wlucl'i becomes his symbol for eternity.
In the earlier poems. the sky is perceived not only as a°

contrast to fragile, earthly iife*but also as %hace V(here

.his free will can be realized. In the sky he seeks a

temporary refuge, leaving the life on the earth behind.
In this stage he chooses the way of an escapist instead

of ﬁng the mysteries' and the apparent destructiwveness

"of ¢t

—

)

"Tip-toe” is the pose that %early manifests Keats's
longing for the eternal sky. It; shows the will to fly.

In "1 stood tip-toe . . T {1816)., Keats stands atop a hill

trying to reach the sky:

I stood tip-toe upon ;gittle hill, K l_
- o
I gazed awhile and felt as lignt and free




-

(2
o

Y.

It has

Gaston

' ) 17 ,
‘ .
As -though the faRping wings of Mercury
Had played upon my heels; I was light-hearted,
"And man% pleasures to my vision started.

So I straightway began to pluck a posy
Of luxuries bright, milky, soft and rosy.

o (1-28)°
“ . <,

been said that Keats had a complex about his height

Bachelard indicatés in his L'air et les Songes,

"tip~toe" represents ‘the desire to transcend height as well

as the
is the

lapse

will to fly 1nt"?the sky. 4 j?e posy he plucks.there
posy oﬂ heaven éhat would never be withered by the

of time. "Light"™ and "free"--these two words

are generally linked with.a dream of flight and mean libe-

ration

the po

&

~ The sw

were b

from time and ;arthly Iife.\ It is notable that in

em nature as well as_the poet stands tip-toe:

"

Here are sweetpeas, on tip-toe for a flight,
, With wings 'of gentle flush o'er delicate white,
And taper fingers catching at all things
To bznd them all with tiny rings.
- (57-60) e

eetpeas depicted here are about to fly as if they

utterflies. The beauty of the flowers is delicate

and fragile. The color of those wings, "gentle flush o'er

delicate white" is as transitory and beautiful as the blush

on Cyn

dream:

4

thia's cheeks ﬁhen she first visits Endymion in,gis

. | >

Blush-tinted cheeks, half smiles, and faintest sighs,

. . i . )

@

Bachelard, L'air et les Son es: Essal sur L'imagination

du mouvement (Parls: Librarle Jos Cor 337, p. 78.

~

? _ ‘

g
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She took an airy range,
And then, toward me, like a very maig,
Came blushing, waning, willing, and afraid. . . .

o !Endxgion, 1.619-35) a

Both flush and blush are transitory colors. 1t sdems that
Keats loves these twd colors, for he often uses them to
describe the beauty(of nature. Strangely enough, Cynéﬁia,

the embodiment of eternal beauty is also adorned by ‘these

, transitory colors. "Keats might have wished the immortality

of these colors all the more because of their‘transiency.
F-4

" . The delicate beauty of the sweetpeas is, in a wonmd, "Beauty

that must die” ("Ode on Melancholy," 1. 21). , These sweet-
peas cannot escape from their fate as long as they are
earthly existences. In this poem, they stand tip-toe,
longing for the eternal =sky. |

Though "tip-toe" is a’ lonqlgg for the eternal sky, it
is yet the actlon of a mortal. An immortal being does not
need to long for eternity nor need to stand tip-toe to fly
away from the earth. "Tip-toe" is the action of a mortial
‘who wishes to e;cape trom the hand of time. .In "Lamia®

Lamia, pretendzng to be a goddess, rises tlpfioe as if to

\fly away, when Lycxus begs her to ssjz(u\ff\fim.
] \ . ,\» -

.8he rose
*’T*ptoe with white arms spread.
(I. 286‘87)
i T - )

This action proves Lamia's mortality. She is no longer’

*

the magical creature free from the réstrictions of time.

Sheé is a mere woman. ' As shall be seen, Lamia s t:agedy is

-
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caused by hq& irying to immortalize her love for Lycius,

Ce a desire evident from thigypgse.

“Pip~toe" indicates’ahother major characteristic of
Keats's poetry as well.\ 'T;pytoe' iq,neither'movement nor
! »
stillness. It is a goint during a process. David Perkins

calls this the "eternal present": ]
¥

The effect . ... is not mere absence of motion,
but of things poised on 'a brink of action, thc§
action briéfly axrested and teady to continue.

ey
* \

A This effect is to be seen in many of his poens, including
Autumn reposging in "To Autumn” which seems to present the
most perfect figure of this "eternal p&esent. Hoqeyer,

. the eternal present is Jaffus-faced, likeé Joy in "Ode on
Melancholy," "whose hand is ever at his lips / Bidding
adieu" (22-23). llﬁwhlways has Ss its other face the "tem-
porary present." In this sénse,"tip-toe' is not  only at_

1onging for .the eternal sky but also a display o% dynamium

in arrested time. . N

Keats's longing for. the eternal sky or his dream of

P « 4 o
£light is also spen in his other earlier poems. In ™To
, Hope" (1815), ope of hii earliest. poems, Keats wishes for

i b i ~ - . . ,

Hope's pinions éﬁ escape from time and gloofly, earthly life:

N
) When by my golitary hearth I sit,lﬂjf‘\\
; And hateful thoughts envrap my soul im gloom,

) : : ‘ N
) 5

—_

-

o

of ﬁordsworth. Shelle and Keats (1353; rpt. CaﬁEiiabe.-
Harvard Univ. Press, 1963), p. 212.

-~

David Perkins, e Quest for Permanence: . The Sypbolism
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v  When no fair dreams before my 'mind's eye' ,flit,“
And thef bare heath of life presents no bloon,
/ ,\Z\ . Sweet Hope, ethereal balm upon me shed,
) . And wave thy silver pinions o'er, my head.

(1-6) ’ C
In "To My Brothe# George" (Epistle, 1816), Keats imagines
his life after death. In his imaginatio;x he ecstatichlY
o flies a;ay to heaven, rejojcing in the imortality “of‘ his 4
L] -
poetry: ’ - i
- Pair world a,dieu;.
The dales and hills are fading from my view.
Swiftly I mount, upon wide spreading pinions,
Far from the narrow bounds of thy dominion,
' (103-06)
In "Sleep and Poetry (1816) , Keats's mind travels wi'&"h a
‘ Hchariot tfxrough the sky. In Epdymion (1817), the hero',"
'in hik dream, flies into the sky where for the first time
'he meets Cynthia, the object of his 1ongi{g for aternity

The sky is Cynthia 8 domain-

. ' The dodrs |,
\ " Of heaven appeared to open for my flight,
I became loath and fearful to alight
From such high soarin§by downward glance,
So kept me steadfast in that airy trance,
Spreading imaginary pinions wide. :
\ . . (1.581-86)y -

Aggin,_ in the sonnet of summer, 1816, \(Qts wishes to fly v.‘

away tb the ev'eniné sky, seeking for a trangquil moment:

~

“Oh, how I love, on a fair summer’'s eve,
b When streams of light pour down the golden west,
, And on the balmy zephyrs tranquil rest,
/ﬂwﬁ _ The silver clouds, far, far away to leave,
{ :
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All meaner thoughts, and take a &weet reprieve
From little cares. . . .
Perhaps on the wing of poesy upsoar, . o

Full often dropping a delicioug, tear -
When some melodious sorrow spells mine eyes.

v

In this sonnet Keats emphasizes the bliss of the summer's
evening, by using a series of b,eau\tiful adjectives: "fair,"™
*golden," "balmy," "tranquil,® "silver‘," "sweet," "fragrant,"
"delicious" and "melodious.” The evefxing sky wraps th\é
poet in a joyful mood, relieving him from ;:ime and earthly
| troubles. Here, we have to notice that while in this sohnet
Keats flies "far, far away" to the eternal sky, later in
"Ode to a“Nightinggle" (18195 , he only wishes to "fade far
away" (21) "into the forest dim" (20).\ Both the sky and the
; forest are for Keats, the same world of byliss.‘ However, the
sky in thi; sox:inet, aifférent from the farest on the earth,
is another world beyond our reach. ' The flight to the
' evening sky is nothing  but &« refuge from time and reality,
vhat Keats himself calls a "sweet reprieve." ".f:'he sky and the
earth ar; here perceived as the opposites: therefore, the
bliss in the eternal skyzcan only be the object of longings
. which can never be fulfilledpyn the earth. As Keats knows ‘
the temporality of his escape, in this sonnet he it also
aware of the temporality of the beautiful evening. Katsuzo
Sakata expresses this ag follows: \
In ;*ihe summer ©of lalé, the e(rend,ng cannot yet
escape from the fetters of time: the common
sense that the joy of the evening is temporal

and the night visits soon after this has not
yet overlooked. Though Keats laments the " .

2

" N
’ . o
- . ‘&\
‘i ' . 2

ta
B o
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tempt/rality of the evening, there is no inten-
ity of imagination which transfigures the
moment into eternity. He only dcplgres naivély
the temporal beauty of the eévening. .

e

Keats's longing for the eternal sky becomas all the more.
~ .

intense because he is helpless before the lapse of time,

even though he iB aware that the escape to the sky is also

temporal .

iii .
Why does Keats .long for the sky so intensely? It is
‘ not only because the sky ‘ipntl‘\“e symbojj of his eternity but
also because it is the place -v:here his free will can be
realized without any restrictions. The longing for the sky,
in its essence, contains a subconscious narcissism of th?
free will. | ‘ h
The sky is the space vuthout dimension just like the

inner space in imagination. In L'air _eﬁ les Songes, \

. Bachelard analyzes the sighificance of reveries on the sky.

o ' j “
. He.calls the sky "le fond abselu"7 and "1'objet suffisant

du subjet revan'c."8 He then observes the connection between

A

the reveries on the sky and narcissism: | S
* \ Si le monde est aussi volanté, le ciels bleu est
le volantg de lucidité. Le "mi;qir sansg tain"

1] PPN

"%\j 6l(ai;suzm Sakata, John Keats: Ima ination as Self-Anni- °*
hilating (Tokyo: Nan' undo, 1376), p. .

7

7
Bachelard, L'air et les '-Songes, p. 189.

- 81pia., p. 192. . ‘ \
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qgu'est un ciel bleu &veille un narcissisme
spécial, le narcissisme de la purets, de la
‘vacuté sentimentale, de la volanté libre.

As "le miroir sans‘:tain" points out, the sky is not the mére
image of eternity. It is “the projection of one's will
(here, Bachelard means imaqinatiobn.by "la volant& libre").

\In the sky we can see all the things desired yet denied in
reality of time and ordinary space. In "Hence burgandy,
claret and port" (1818) Keats sings:

My bowl is the sky, . :
And I drink at my eye. . . . (7-8)

A

What he sees, then, in the sky is what his imagination~will
creates in his mind, and not what is éctually happening ir; ‘ j
the sky. As l;achelard calls it "l;objet suffisant du
subjet revant, though the sky is £he object of Keats's 1 P
contemplation, the objecf is filled with the visions of
the subject, his dreamy mind; therefore, hé is actually
. ' contemplating his own will. The contemplation of the sky
is, in a way, subconsciocus seif-absorption.
Keats often sees in the sunset sky Apollo's "western
halls of gold” ("Ode t:o' Apoflo," l, 1). There, all the
great. poets' of old from Homer to Sha.kespearg and Milton
are enjoying their celestial lives and/singing with mighty

tones. Thgy are

the laurelled peers
Who from the feathery gold of avenlng\L_}n. . .
("To My Brother George" --Sonnet)

9 ” ' )

Bachelard, L'air et les Songes, p. 195.
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The "feathery gold" is the cloud floating in the sky as
Miriam Allott .notes citing Shelley's Queen Mab, "far clouds
of feathery gold" (II.l6) 10 The “clbud appears as a
railing to Keats's eyes. He sees, in the sky, the figu‘res
of all thos-e hénofg)d poets leaning on a railing of the

& " cloud. These visions are the materialization of Keats's
desire for eternal poetry‘'and fame rather than.a revelation
from the heaven. He desirg‘s passionately for the immortality
of his poetry and the fame A brings him, and yet it seems

. impossible in reality. He desires the eternal beauty of

: nature, and yet it seems only temporal in reality. ‘Then,

when he sees the® evening sky--evening between day and night

-

seems most fragile in a day--his free w1ll-1.magination
. creates the images of ally he desires on th; canvas of the
sky. The visior}s in "(che sky give him a certain self-satis-
" Faction and self-assurance. ' °
r In the stable sky, only the cloud shows trahsfiguration.

{ |
. The.cloud is also, the gbject of reveries on the sky, as

: Keats sees it as a railing in "To My Brother George" (Sonnet).

Bachelard refers to the cloud as follows:
N .

Devant ce monde de formes changeantes, oll la

“ volanté de voir dépassant la pasgssivité de la

B} vision projette les &tre les plus simplifiés,
le réveur est maitre et proph&te. Il est -

'mAllott, ed., The Foems g_g John Keats, p. ﬁle, n. 4.

<

)
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le proph&te de la rr\u'.nute.ll K

- -~

The shape of‘ thé cloud changes momeht by moment. It is not
the sky or the wind that %:reaItES its shape, but it ‘is the
" viewer'g"will to see. The cloud is the material for
J ‘imégination-wiil: the contemplator»of the cloud molds i;s
shape with the hands of imagination.' N
In Endymion, when Endymion sits beside a well in the
- forest beyond the temple of Latona, he sees Cup}i.d_ a\nd thern

Cynthia, in the clouds which are reflected on the surface

of the water. He tells Peona of this strange happening as
/

follows:
e ) Some mouldered stepé lead into this cool cell,
Far as the slabb&d margin cf a well
: Whose patient level peeps it crystal eye
- Right upward throuf;h the bushes, to the sky.

Oftener, heav:.ly,

When love-lorn hours had left me less a Chlld
I sat contemplating the figures wild *
0f o'er-head clouds melting the mirror through. :
Upon a day, ile thus I watched, by flew
A cloudy Cugid with his bow and quiver,
So plainly dharactered no breeze would shiver
The happy chijpnce; sv happy, I was fain
To follow it upon the open plaxn, 4
And, therefore, was just going, when, behold,
A wonder, fair as any I have told--
The same bright face I tasted in my sleep;
Smiling in the clear ve ld. .

(I.869-96)

e
J
1

It seems to Endymion that Cynthia visited him dressed in
the cloud as she did before in his dream. The cloudy Cup%d‘

isk, for him, a herald of Cypthia's arrival. However, the

~owa

v Upachelara, L'air et les Songes, p. 213.
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tmages of both Cupid and Cynthia are actually created by

- Endymion's will to see thé beloved face. He has been
spending the “lové*lorn hours,"‘not being abl%A;o forget
the image of Cynthia, since he saw her firstain his dream.
Then, when he sits beé}ﬂé'the well contemplating the figures
of the clouds, his love-sick imééiﬁation first mateti;?i;es
hisllovefin the shape of Cupid; é god of love. Lost iﬁ
love, all his pent—up desire fbr'éynthia finally creates
her image. These vislons of Cupiq and Cynthia visit him

_ not because th;.heaveﬁs ordained it but“becagse his imagina-
tion willed itt The reveries on the cloud are also, liké
the reveries on the sky, the projection of one's wil%.

There are various images of the cloug‘ih Keats's poems .

Keats often sees the cloud as a adornment of,cynthia as

' [
Endymion saw her face .in the cloud. These two are quite’

often associated:

»

Cynthia i from her silken curtains peepirg.
So scantly at it seems her bridal night. . . .
("To My Brother George"--Sonnet)

Or the coy moon, when in the waviness J
Of whitest clouds she does her beauty dress. . . . J
To My Brother George"--Epistle, 11. 59-60) ‘

, 4 »
Keats also configures clouds as flowers or even as an

!Zlephant. Since Katsuzo Sakata has studied the change and
N ‘
, development of the images of the clouds in the chapter of

R v
"The Ripeness of the Cloud,"12 I shall not refer

12Sa,kata, John Keats, pp. 211-27.
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to the details of Ehose images here. However, as the images
6f Cynthia's curtains or robes show, Keats's cloud generally

posseBses peacefulness and stability rather than wild

mobility of the stormy cloud. Though the cloud may seem

' to transform its shape every Eecond, it is yetf for Keats,

a part of the eternal sky.

In both the reveries on the sky and thé'reveries on
the cloud,'the free will=-imagination dhich,ain reality,
is often interrupted%by the restrictions of time and space

finds its freedom and its fulfillment. Keats's.longing

-for the eternal sky in his earlier poems often originates

in’ this aspect of the sky. In the letter of November 22,

Y
1817, Keats talks about "Adam's dream" and "Imagination and

its empyreal reflection."l3, Newell Ford interprets the

relation between imagination and the empyrean in Keats's

poetry, using "reElection" as a key word. He says while

imagination generally reflects the empyrean :like a mirror

-

or records it like a camera,

. » Kéats's idea is the very reverse: imagination is
* like a projector, throwing its sensuous, mortal
images far out into the empyrean, projecting
and ex}gntlonallz1ng them both in time and in
space.

Here, Ford ig_talking about Keats's imagination in general.

However, Keats's contemplation of the sky seems most fit in
$ t -~

13

a

Letters ,#I, 185.

. 14Ford, TE? Prefigqurative Imagination of John Keats,
pp. 30-31.

B
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this deacripeion.u In this case,‘ his imagination becomes
a projector, and the sky becomes a mirror or a screen’

(;' However, in spite of the projector-image of Keats's
imagination, there is one big difference bgtweén his earlier
imagination and his more matured imagination in later days. !
This is seen in the essential differ?nce b'gtween the contem~
platiqn of the sky and. the contemplation of the earthly
things (indeed, in l"'lis latex poems, the objects of his#
contemplation are sought. in more concrete, earthly things
like a Grecian urn, a nightingale .and a{lﬁumn in 1718 great
odes). In his letters, Keats repeatedly refers to the
importahce of the attitude of "Negative Capability" in
contemplation. Rs Charles Patterson poin;s out, "Negative
Capability"™ is a kj:nd of "/desthetic empan:hy."l's Empathy ‘
is the capacitir in a person to merge into ‘tbqué:t'
contemplated and to identify himself with the object. To
achieve this effect, the person has to annihilate his self.
He has to become a timeless, spéceless and s:lfless being. |
In the letter of October 27, 1818, Keats explains this as
the "poetical Character": . ﬁ

it is not itself--it has no self--it ié everything
and nothing=--It has no character--it enjoys light
and shade; it lives in gusto, be it foul or fair,
high or low, rich or poor, mean or elevated--It
has a much delight in conceiving an Iago as an

Imogen. . . . A poet’is the most unpoetical
of any thing in existence; because he has no

“/ 15(:has.rles I. Patterson, Jr., The Daemonic in the Poet
of John Keats. (Urbana: University of Illinois Press, 1§,765.,

p. 36.
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Identity--he is contin‘lally jp for-- [informing?)
and filling gome other!Body. . .

Nevertheless, in the case of Qpathy with the sky, the

»

person does not annihilate his self. Let us remember that
' . -
Bachelard calls the sky "l'ocbjet suffisant du subjet revant"

or "le miroir sans ta:{m”: it is the ;:eflection of the con- .
tem‘pla;or's imagination-will. 1In the empathy with the .sky,-
the contemplitor does not need to identify hliinself strenu-
o&y with the object: the object "automatically'; identifies
itself with the subject. 1In this case, there is no conflict
nor friction between the subject and thb object which is
inevitable in our empathy with earthly‘ things. The numbness
and pain Keats experiences at the beginning of "Ode to a ~
Nightingale® is caused by this friction as Keats tries to

annihilate his Krs:‘elf. and to identify himself with the night-

ingale. There, empathy with the earthly objects is accom-

panied®y pain. It can be ;chieved only through annihilating
his self. This is the price he has to pay to become a
timeless and spaceless being. %rn contrast, in empathy witlh
the sky, Keats can elevate himself to eternity without
annihilating hi; self or experi‘enc’:ing pains. For young
Keats around 1817, it is yet too hard to be a selfless being
even in order to transcend time and grasp the moment of

eternity. It is, therefore, understandable that his eyes ya

are first turned toward the sky which totally accepts him

lsLetters. "I, 387.
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and fulf}.lls all his gams The sky satisfies Keats's
subconscious narcissism and allowg his self-indulgence.

In the same letter of Sctober, 18;'.8 in which Keats discusses
the "poetical Character," he criticizes Wordsworth .as

17 Until then, Words-

representing the "egotistical sublime. "
worth was one vof the poets whom Keats admired and by whom
he was greatly influenced. This créticism of Wordsworth,
in éway, indicates Keats;s departure‘b from self—lo\;e and,g
self-indulgence in his earlier dayg. Indeed, by this time,
his poetic imagination Mo longer seeks its release in the
éky 1:)ut deals with the more serious problems of annihilating
the self. To reach this @g:ge, the young Keats of, 1817
still has té gain motre experience of time.
iv \

The dream of a flight is, in its: essence, nothing b‘&t
a prelu;Se to the dream of a fall. As Keats himself calls
it a "sweet re}:\rieve" ("Oh, how I love . . ~," 1. 5}, thep,'
escape to the sky from tifne a:xd rea]\.‘fty is only temporal.
He cannot keep on esca;ﬁi’ng from the hand of tir\ne,veven
though the freedom obta!.né& in the sky is tao precious to
lose. The dream of a f;.ight always ends with a shﬁddering
sense of reality, the "dragon-world of all its hundred eyes” ’
("As Hermes once took to his feathers light," 1. 5). Ima-
ginatj:on loses f;he wings which enabled the poet to fly about’

freely-in the sky, and he falls down to the earth like

“

’17Letters I, 3? 7.

X
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Icarus in Greek mythology The drea.m of a fall -is a fall

of imag:.nation, it is a fall into time ~

In "Sleep and Poetry," Keats's journey across the sky

with a chariot suddenly ends with a sense of reality: “

A sense of real things comes doubly strong,
And, like & muddy stream, would bear along

My soul, to nothingness. But I will strive
Against all doubtings and will keep alive

The thought of the same chariot and the strange
Journey it wents (157—6%)

The "muddy stream" that sweeps Keats;back to reality is
/\ -

his eedse of time. Time destroys all his dreams and impri-'

sons him again in reality, where everything and everyone
have to submit to the fate to deday.
: QIn Endymion, Book I, the hero soars into the sky in

his dream. He tells Peona of-this strange experience:

-

the doors
Of heaven appeared to open for my flight,
I became loath and fearful to alight
From such high soaring by ‘a downward glance,
So kept me steadfast in that airy trance,
Spreading imaginary pin:.ons wide.
(I.581—86)

7]

During the flight, Endymiqu;eets CXnthia for the first time.

The two journey in the sky until time creeps into the hero's

dream and brings him back to reality:

- Soon, as it seemed, we left our jouneying high,
And straightway into {rightful eddies swooped,
Such as ay muster whete grey time time has scooped
Huge dens and caverns in a mountain's .side.
There hollow soundsdaroused me, and I sighed
To -faint once more by looking on my bliss~—

I was distracted. Madly did I kiss

"

o ———
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The wooing arms which held me, and did give

My eyes at once to death--but 'twas to live,

To take in draughts of life from the gold fount
- Of kind and passionate looks, to count and count
The moments, by some greedy help that seemed
R second self, that sach might be redeemed
And plundered of its load of blessedness.
Ah, desperate mortal! I e'en dared to press
Her very cheek against my crown&d lip,
And, at that moment, felt my body dip
Into a warmer air--moment more,
Our feet were, soft in flowers.

my éweet dr;am
Fell into nothing--into stupid sleep.

' (I.648-78, italics mine).
~)Endymion'a imaginary flight thﬁs ends when the consciousness
of time interrupts his dream. The *hollow sounAs" he hears
are the rhythm of time which, like the ticking of a clock,

tells the lapse of each moment. Endymion gradually descgnds
from ihe sky to the ground as he moves: from subconscious
state in his dream to conscious state. cOnsqiousness
belongs to the sphere of time. In the process of his
awvakening, in the semi-conscious state, Endf&ion still
maintains His dream\of Cynthia. Endymion himself feels
that hie dream came true like "Adam's dream"; vet it is
hard éo judge whether he is seeing Cynthia in reality or
whether he is still half%dreaming. 1In either way, as soon
as Endymion f;lls ihtp the sphere of time, time starts

to exercise its destructive power. Endymion has to "count
aqd count / The moments" of ecstasy in order to prolong
the”moments; how:;;z{/counting’the moments already proves
Endymion's fall m a timeless sky. He is a moftaf being

controlled by time as he himself knows. There is now a
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" big gap between Engymion, a being in time and Cynthia, a
- . S

timeless being. As Endymion awakes from his dream into
tin'ue,' Cynthia, either in dream or in reglitir. has to leave
him on the earth. Time erases all the traces of Cyntl}ia",‘
leaving only the doubtful memory in Endymion's mind. "mcfg'ic
sleep” (I.453) which brought Cynthi.a to Endymion now changes
to "stupid sleep." As Keats" calls_} it "Imprisoned liberty"”
1.455), even sleep can not totally llib'erate a man from
and reality. &t always brings him balck to where he
belongs, the confinement c?f his body. “

Keats often describes\destructive time as "grey," as
"grey time" awakes Endymion from his dream. “Grey"” is the
color faded by time. *Satqrn's hair is turned to grey after

his fal‘lz a

Sat grex-haired Saturny\quiet as a stone. . . B}
("Hyperion," I 4, italics mine) ®

L
A=}

This indicates his humanization, his fall from deity. He
is now reduced to a being in time. In "Ode to a Nightingale"

Keats with the bird leaves the reality behind,

5
.

Where palsy shakes a few, sad, last hairs. .
(1. 25, 1talics )

-

In "The Fall of Hyperion, "™ Keats dompares the antiquity of
the sanctuary where he awakes to find himself, with

grey cathedrals, buttressed walls, rent towers,
The superannuations of sunk reaims, .
Or nature's rocks toiled hard in ves and winds. . .
(I.67>€9, ita i;:‘s nine)

~




o
.\\\\  °< - T .L

) " The fall into time also happens with the consciousness
? - of the self. In Endymion Book II, the hero‘journeys
thréugh.the underworld. If Book I is Endymion's dream of
a f£light and a fall, Book II is his dream after the fall.

The underworld he journeys in is the realm“of the flesp .

and the senses. .

f
N -
. .

Thetre, when new wonders ceased to float before
* Arid thoughts of self came on, how crude and sore
. ' The journey hdmeward to habitual self!
A mad pursuing of the fog=-born elf, "
, Whose flitting lantern, through rude nettle-brlar,
. ‘ ~ . Cheats us into a swamp, into a fire,
Into the bosom of & hated thing.
What misery most drowningly doth sing
In lone Endymion's ear, now he has raught
.- The goal of consciousness? Ah, 'tis the thought,
. }The deadly feel of solitude. . . .
;-

{1I.274-84) S
‘ o . i . -

| The consciousness of . the self comes with' the consciousness -

of time. In the state of consciousness, the dream of thé;
flight--what he saw and felt during the imaginary flight

M - . --seems /le an illusion to the delirdous mind; he cannot °©

. mhke sense of what he experlenced beyond the spheAe of
txme, in time iag in relation to his self. The fall into
time from the fl;qht with Cynthia brings Endymion a pain-
ful sende of loss. T}me seems more cf;el and merciless
‘espécially after he has ékﬁerienced the freed6m in the

[ " sky. The:conséiousnes; of the self also binds the free
sbirit(to the boéy. Endymion is acutely aware of this

o : -- - fagt after hiﬁ fd11 into time: = ’ ' l ’
- o ' @ - o)
= _— B Great Muse, thou know'st what prison '

et
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« . Of flesh and bone curbs, and confines, and frets
Our spirit's wings.
i : (IV.20-22) )
- . S SO
e

The human body in tim3’9nd space confines the free will = .. %
from soaring into the timeless sky. ’ o

After all, Keats's longing for the eternal sky in his

earlieruﬁoems ends in his fall into time. After his fall,
»

. Keats can no longer fly freely and innocently like a bird;
the fall mar; hie imaginary wings, yet still he longs for
the sky like a "sick eagle lookiné at the sky" ("On Seeing
the Elgin Marbles¥" 1. 5), Even so, the experience Qf the
fall into time leads him to a self-realization which is
1icking in his earlier poems.

The journey .in Endymion is Keats's account of reach- .
ing this self-realization. It marks theJend of his

. earlier, innocent days and the beginning of his new era. ’

4 s
Endymion's journey in the sky, the underworld and the sea

is Keatg's journey through time. Time is the journey and -

-~

not the road. Through the journey, Kéats comes to realize

tha£ the escape to the eternal sky is pot the means to

-

become really free from time and réklity. He also comes
to realize that his longing for the eternal sky is actually
based on his narcissistic self-love and salf-indulgenée.
At the end of his wandering- journey in search of Cynthia,
Endymion confesses this:

I have clung
To nothing, loved a nothing, nothing seen o

Or felt but a great dream! Oh, I have been
Presumptuous against love, against the sky,
\J .

i

W
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Against all elements, against the tie

Of mortals each to each, against the blooms -
Of flowers, rush of rivers, and the tonbs '
Of heroes gone! (IV.636-43)

With this he finall§ reaches self-realization; he sees his

own existence and fate in a butterfly:

Why I have been a butterfly. ... .
“My kingdom's at its death, and jyst dt is
That I should die with it.

(IV.937—41)

- John Jones says, "The butterfly is his dream of ripeness

~

incarnate."18 In this remark, he connects the butterfly

Q}th ;he ﬁythhof Psyche which is the butte;fly-emblem'of
the human’soul. However, the butterfly Endymion mentions
here is yet far from ripeness. The butterfly with its
colorful and somehow overly-big wings, cannot so$r high
1nto the sky like a skylark in Shellé“‘s "To a Skylark."
It can only flutter ln the mid-air. The butterfly is the
symbol of the "fair creature of an hour" ("When I have
fears,” 1. 9), yet dreaming for eternal‘beauty and happi-
ness. Endymion's statement rather indicates Keats's rea-
lization that he has been seeking forjthe simplaajoytof
life and that he-himself is an ephemeral being like a$
butterfly. @
In the letter of May 3, 1818, Keats'tells Rexnolds‘

about his view of life. He compares life to a’ mansion: .

~

lBJohn Jones, John Keats s Dream of Truth (London° -

7 -
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I compare human life to a large Mansion of Many
Apartments, two of which I can only describe,
the doors of the rest being as yet shut upon me
--The first we step into we call the infant or
thoughtless Chamber, in which we remain as long
as we do not think--We remain there a long while,
and notwithstanding the doors of the second
Chamber remain wide open, showing a bright
appearance, we care not to hasten to it;
but are at length imperceptibly impelled by the
awakening of the thinking principle~-within us
. --we no soener get into the second Chamber, which
I shall call the Chamber of Maiden-Thought, than
we become intoxicated with the light and the
’ atmosphere, we see nothing but pleagant wonders,
and think of delaying there for ever in delight:
However among’ the effects this breathing is father
< of is that tremendous one of sharpening one's
vision into the f[head] heart and nature of Man
~--of convincing ones nerves that the World is -
full of Misery and Heartbreak, Pain, Sickness
and oppression—-whereby This Chamber of Maiden
Thought becomes gradually darken'd and at the
same time on all sides of it many doors are set
open~-but all dark--all leading to dark passages
--We see not the ballance of good and evils We
are in a Mist~-We are now in that state—We feel
the "burden of the Mystery". . . . Now if we ljve,
and go on thinking, we too shall explore them.

-
If1I a;ply Keats'; earlier poems around 817 to this com-—
parison, they seem to belong to the still bright "Chamber
of Maiden-Thdught.” Keats is still content with the momen-
joy even though he longs for eternity. I cannot find
in these poems the intense conflict with time which is
graduglly increased through the later years. However,
through the journey of Endymion, Keats's vision into human
life gradually sharpens. At the end when Endymion realizes
that he has been a‘butterfly, Reats alsb realizes his fate
as a being’ in time. Though in Endymion Keats still remains’

-

\
'19Let%ers, I, 280. .
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in the "Chamber of the Maiden-Thought,” he gradually awakes
to the tragedy of human time. The doors leading to e

dark passages ®re now opening for him to explore5\f1n the

.same letter to Reynolds, Keats observes as f£follows:

\
An extensive knowledge is needful to thinking
people——it takes away the heat and fever; and
helps, by wideni speculation, to ease the
'Burden of the Mysftery: a thing I begin to under-
stand a little. . . . The difference of high
Sensations with and without knowledge appears
to me this--in the latter case we are falling
continually ten thousand fathoms deep and being
blown up again without wings and with all the
horrors of a {case> bare shouldered Creature--
in the former case, our shoulders are-fledge{d),
and we go thro' the same {Fir) air and space
. without fear. This is running one's rigs on

< the score of abstracted benefit--when we come to
human life and the affections it is impossible
how a parallel of breast and head can be Arawn
~=-(you will forgive me for thus privately
<¢heading) treading out my depth and take it for
treading as school boys <head) tread the water(s)
-=-it is impossible to know how far knowledge
will console (as) us for the death of friend
and the ill "that flesh is heir to{o). . . .

-

20
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20 etters, 1, 277-78.
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& Chapter II

Time's Sea: Death and the Tragedy of Human Time
' \
i ' B
In the process of Keats's awakening to actual time,
the Bea comes to have a great significance. If the sky

stirred Keats's longiné for eternity, it is the sea that

-awoke him to the tragedy of human time--its sorrows, its <

suffering;’and the most tragic of all, death. The sea is

a symbol of eternal processes of time; ahd from the organic

ypoint of view, it is a symbol of creatiye ané at the same

time destructive prgéesses of time which causes perpetual ~

change an8 decay. Keats is fascinated by the "myriad sea”™ —.

(Endymion, III.69) even in his earlier poems.

In "To My Brother George"™ (Sonnet), the sea invites

' Keats to a medit&ion on the future and the past:

The ocean with its vastness, its blue green,'
Its ships, its rocks, its caves, its hopes,
(u , its fears,
Its voice mysterious, which whoso hears
Must think on what wi%l be and what has been.
The ocean here is associated not only with the experiences
of individual human life filled with various events but

also with the changes of life in both universal and organic

.
o
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’ Q
senses. The ocean contains many of life's mysteries. As

Mario D'Avanzo says, "the ocean symbolizes the source of
life and the beginning of knowledge~--i.e. the womb of all
creation."l For young Ké s who is about to set sail upon
. the, voyage of life, the ocean is the unknown realm to
ex:§bre, in search for new knowledge and experiences.
Again, in "Sleep and Poetry" Keats sees in the sea the
* mysteries of 1ife,‘but before the enormousness of the realm
‘his expectatioﬁ of future life ih "To My Brother George"
undergoes a slight change: .
An ocean dim, sprinkled Vfitf.h many. an isle,
Spreads awfully before me. How much toil, -
How many days, what desperate turmoil,
® Ere I can have explored its widenesses.
. Ah, what a task! (306-10)
Here the ocean is a metaphor for the limitation of what
man can experience~ig his fiig time. The poet is Twed by
the-océan. However, in this poem aé well as in "To My

Brother George” the ocean does not yet convey.a tragic tone

to Keats's mind. It does not evoke the image of death.

In these poems Keats is rather attracted to the creative .. -

aspect of the sea--the womb of all creation “fhcluding man's’

experiences through time-~than overwhelmed by its destruc-

tive aspect—-~ tomb of all creation.

In gefvigspe of April 17, 1817 (just one day begpre

o
T P
6

1 « . .
Mario D'Avanapo, Keats's Metaphors of Poetic Imggina-
tion {Durham: Duke UniV. Press, 15575, p- 90. - T

»
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he starts writing Endymion) written during his stay in ;‘
the Isle of Wigﬁt, Keats composes a sonnet, "On the Sea.” {

The sonnet shows a fundamental difference in Keats's per-

ception of the sea from the{last two poems: =
It keeps eterndl whisperings around
Desolate shores, and with its mighty swell
Gluts twice ten thousand caverns, till the spell
Of Hecate leaves them their old shadowy sound.
w Often 'tis in such gentle temper found
. That scarcely will the very smallest shell
= Be moved for days from where it sometime fell,
When the last winds of heaven were unbound.
0 ye wio have your eye-~balls vexed and tired,
Feast them upon the wideness of the sea!
. 0 ye whose ears are dinned with uproar rude,
L J Or fed too much with cloying melody,
! Sit ye near some old cavern's mouth and brood-
Until ye start, as if the sea-nymphs guired!
Keats visited Shanklin (he was staying in Carisbrooke)
the day before he wrote this sonnet, and then he was fasci-
nated by its sea. Therefore, the sea or the scenery depicted }
] " {
QPere must be the sea of Shanklin. However, even if the
beauty of Shanklin's sea ig the direct motive to write the
sonnet, the sonnet has a strong echo of the sea in King
Lear. "."The passage in Lear--'Do you not hear the sea?z--
) has haunted me intensely,'3 says Keats in the same letter.
The gquoted passage in question is spoken by Edgar when
Gloster, now blind, attempts to throw himself over the cliff.
< %Ring Lear, IV.vi.4. ' ~

LI
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The sea in Keats's sonnet, like the sea in King lear, is

éesymbol of the tragedy of human time.
The "eternal whisperings” of the sea are the whisperings :

of time. They gell of the "spell of Hecate,” the Queen of ’

Hell and darkness. Before the spell of death, all beimgs

are helpless like the "smallest shell" whirled and then

deserted by the heavenly wind and now drifting on the sea. = »
. " The. "shell" is a symbol of a helpless human being carried
h away by the t}de of time only to meet his destiny, death. = B

In "Hyperion," the true:figure of now fallen Titans is also

. confected with the shell. In the poem, Clemene tells of

? herrstrange experiencé beside the shore as follows:

I threw my shell upon the sand,

And a wave filled it, as my sense was filled

With kthat new blissful golden melody.

A living death was in each gush of-sounds,

‘ Each family of rapturous hurried notes,
. ' That fell, one after one, yet all at once,
Like pearl beads dropping sudden from their “string; -
And then another,* then another strain,
Each like a dove leaving its olive perch, <
With music winged instead of silent plumes,
To hover round my head, and make me sick
‘ Of joy and grief at once. Grief overcame.

’ , (I1.278-89) J

At first Clemene is enchanted by the music of time's sea,

until she realizes itS\ipeaning: sﬁ; is no longer a deity

but a mere being in time like the fragiie "shell.” "Each

gush of the sounds,” like the ticking of the clock tells

her the death of each moment; and so does she die in each
f moment .

-

_The waves of the sea and the music they create lap
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over man's consciousness. The waves creep into each life.

'As the sound of the waves awakes, Clemene to her unavoidable

fate, the whisperings of the sea in "On the sea” awake

Keats to the tragedy of human time. The sea that whispers

a story of time and death to Keats's consciousness at the

same time becomes his "troubled sea of theqyind' (ﬁngxgéon;
I.454). Here, the sea is no longer the realm of new life
and experience as it was in JTo My Brother George" (Sonnet)
and "Sleep and Poetry." .It is,rather the realm of death.

From the time of "On the Sea," Keats's sea is endowed
! -

with a dark and tragic meaning. It often symbolizes the
destructive process of time or its end, death. There are

many remarks about time's sea:

Blue tides may sluice and drenfh their time in
caves and weedy creeks.
("Lines Written in the Highlands after a
Visit to Burns's Country," 1. 18)

Time's sea has been five years at its slow ebb,
Long hours have to and fro let.creep the sand.
("To -=," 11. 1-2)

In "To --," Keats compares human life to the ebb tide;
however, he is not referring to the mere lapse of time.

He is acutely aware that the "ebbing tide /’Of weary life"

é “
.\(Engxgion, I.709) carries us all to death.

-

Wide sea, that one continuous murmur breeds
Along the pebbled shore of memory! .
_Many old rotten-timbered boats there be ‘

‘Upon thy vaporous bosom, magnified
. To goodly vessels; many a sail of pride -
And golden keeled, is left unlaunched and dry.

. (Endymion, II.16-21)

e ot
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" metaphorical scenery. At the festival of Pan, a faint

linked with the interpretation of the sea, whether it is

'of the lonely sea” are the music of death. There is a clear™

b . 44

¢ ?

The sea is here used as a metaphor of the forgotten past. .

Only the events which still remain on the "shore of memory"

~make up our history. Oblivion is a death in the mental ..

aspect. In this sense, the sea is again the realm of death.
The sound of the sea reminds Keats of the problem of
life and death. 1In xngﬂgon,.xeats expresses i:he contrast . ‘ ' »
between the music of life and the music of death in a .
ot

music of the festival gives »

Its airy swellings, with a gentle wave,

. To light-hung leaves, in smoothest echoes breaking
Through copse-clad valley--ere their death o'ertaking
The surgy murmurs of the lonely sea.

: (I.118-41)

As Keats himself regards life as the "vale of Soul.—mak:i.ng"'1

the valley as well as the river is the meditative emblem
of human life.h The river .of time, passing through ‘the

valley, at last tumbles ~into the vast ocean of death. The

significance of death, whether it is the annihilation of

existence or the stepping stone to eternity is decisively

the tomb of all creation or the womb of all creatiom;
however, in these lines from Endymion, the "lonely sea"
Seems to be an antithesis of life in the valley. As the

music of the festival is the music of life, the "murmurs

? i

‘retters, 11, fo2.

> 0 | 1 >\
™ , i /p ’ \




contrast “between the two. °*

It is the very music of death played by the sea that
ends Keats's romantic day-dream and drives him back to
reality in "Ode to a Nightingale." In the poem Keats on
the "viewless wings of Poesy" (33) flies to '

Charmed magic casements, opening on the foam
Of perilous seas in fairly lands forlorn.
(69-70)

Mario D'Avanzo says, "'perilous sea' identifies the sea as

the realm of romance, mystery and fancy"sg however, the

"perilous sea" is also assqciated with time. Time's sea
“wereeps into Keats's imaginative state; the "periloui sea”
breakd the magic of the "Charmed magic caserents" and .
invades the room of imagination where time is supposed to
be suspended. The sea then brings the image "forlorn,"
far away in time- and sggce. The word becomes a passing-bell
to toll him back to dark reality.

While thé surface of the sea--the waves and their
sounds--syﬁbolizes the eternal processeé (mostly destructive)
of time in Keats's poetry, the fathomless bottom of the sea
presents the mysterious world of death and nothing. The \
profundity of the sea is a ;oqb iﬁfg'which a1l &ead exis-
tences have glided. It is the’void created by time, the
grea; destroyer of the being. However, the void, though
created by time, is no longer under the jurisdigtion of

g %

SD'Kvanzo; Keats's Metaphors of Poetic Imagination,
p. 87, n. ' . N -

A
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time. It is a spaceghhxch ‘George Poulet calla the "reverse

of time"--the "other side of Nature "8

o

Space is the void which, just by ceasing to exist,
that which sinks into inexistence manages to
produced. Far from being, as it at first appeared,
a future becoming the present, space is now &
present becoming the past. It is that immense
Nothing which shuts irrevocably over engulfed

actualities. Space” is7death finally &swept of

all life, naked death.

*

.

The interior of the sea is a space,
however, far in the depth, the dead
a detached and isolated life beyond

In Endxgiqr Book II1I, the hero
world. There he meets with Glaucus
the'cryst;l palace, where Sylla and
lie de®a:

~ /
the world of death;

existences again continue
their death.

explores the undersea s
and is led by him to

other doomed lovers

“

Poor lovers lay at rest from joys and woes.

Such ranges of white feet, and patient lips
All ruddy--for here death no blossom nips.
(III.736-40)
)v—"

<

Here ig the world of death; but in this domain, these

lovers maintain,their life-like freshness. Time can no

L3

longer affect them. In their consummation of death, they

are now free from all the consequences of becoming in time,

6Poulet, The Metamo oses of the Circle, trans. Carley
Dawson and EllJott Coleman (Baltimore: The Johns Hopkins
Press, 1966), p. 340. °

T1bi'a., p. 339.
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- In the interior sea, in place of time, they how;§ccupy space.
: T%e absence of time endows them with a str?nge, }mnortal_
existence. In;this sense,‘the space of the interior sea
' is dead eternity. )

In Endymion, Keats strives to give these lovers the

, - real }mmortaiity-—not the one only gleath could give but the
one to be enjoyed without geasing to be. Optimistically .
enough, he succeeds knlthis attempt. At the end of Book i
Ilf} Endymion defeats death, ?ndfghe dead revives. 'The ‘ )
r . sea, then, transforms itself frohm the tomb of all creation
. to the womg of all creaﬁion. However, it is not oft;h 80
-easy to reverse the sea's role. It is one thiné to believé
ideally that immortality can‘E:'aEﬁieved beyond death, but
in is completely anothef thing to face in reaiity the life-
less stillness which seems eternal. In "To Ailsa Rock,"
writtén later during_his Scotland tour, when Keats sees
Ailsa Rock yh}ch "fathom dreams” (é) in the sea, he is
struck by its deadly stillness and then connects its dead

. eternity'with the sea. 'Here, the fathomless. sea remains

B the world of death as it was in Endymion before Keats ‘
miraculously turned it into real (if I may say so) éternigy.
All in'all, in Keats's consciousness, the sea and time
h ) are deeply connected. Tha sea often awakes in him the
> sense of time and daat@. ‘Keats.is fascinated and at the
. same time uwea by the sea, seeing in it the mysteries of
time and existence. In tﬁe brocéss of Keats's awakening

A v

to human time, as time appears more and more as a destroyer,

- . . N ’
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_and dehth becomes more and moTe a threatening factor of
time, Keats's sea also gains a dark, tragic tone. If the
whisp;rings of the sea Yeach a ,st;fy of time and death,

'\:2 death is reflected in the

{ -

conversely his sense gf time

‘sea he describes. s

, - £
o , ii :
Nothing makes us aware of time more sqverely than when
we ponder over death. On this o’ccasion, time becomes an
. aspect of death’ as well as an aspect of 1ife; and death
becomes' an aspect o% time It Qeems that Keats's méditation
on death first began with the,fear of death. He was j\;st

© nineteen yealrs old ‘(1314) when he wrote a short" poém on

* o

N e
e
-

. Can deatli be sleep, when life is but a dream,
And scenes of bliss pass as a phantom by?
The transient pleasures as a vision seenm, -
And yet we think the greatest pain'd to die.

- \ d‘eam : ) ) /”l‘__~ |l‘;}/\‘ o
' A

N & How strange it is 'that man on earth should roam, ,
’ And lead a life of woe, but not forsake
” His rugged path; nor dare he view alone
R A His future doom which is but to awake. g

¥
) ‘Mir&am Allott includes this poem in the section of "doubt-
" ful attributions and ;rivia"sg however, if Keats really
yfoﬁe this poem, deatﬁuor eventually time wh}ch causes

. §eath must have been & serious propésition even ifn his :

. 'yo\x%':lays. ’ﬂ;:fs is partly d;m to his circumstances. .
" Indeed} death was -abundant around young Keats: hi’g‘brbt‘he/:

'
f ’
. ‘
.
i
o '

8allott, ed., The Poems of John Keats, p. 744. N\
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had ~
» i N\

Edward's early death his father s tragic death in an

LY

_accident, his.grandfather's death his mether 8 pitiful
death by consumption, and then his grandmother's death.
By the time he wrote this po}em, he had alfeady lost many
relat:wes \Here death is apparently the cessatlon of
physical activity. It is natural that time (or death)
first. appeared as a powerful tlestroyer to young Keats who
v;as ‘thus forced to observe the death of the people he
‘loved. ‘Before the destructiveness of death, existence
seems meaningless. Everything ends in death and seems to
return to nothing after all. As Keats wrote later. in
"Stanzas on some Skxills in Beauley Abbey, nc;ar Inverness”
(1818) , ’ ) |

'Tis the same=story o'er and o'er--

~ They are like the others!
(95-96) -

-
Neverthgless, Keats's earlier years were vet Bolored

with the joy and dream of life as we have seen in the |
previous chapter. He could still lose himself in Both
ideal and sensuous beauty. He could escape from time to
the eternal sky even though the escape was only temporal.
Yet, by the tlme Keats finished En me_i n, the actual fact
of time and death graduallym view of life. ‘
Then, 1818, the following year is filled with the poems

on time and death. Thid is the pe'riod when Keats is

/

obsessed with the fear of death:

One of the main reasons why Keats is 8o cbsessed with

o

"
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X
& s .

the theme of death during this period is the aggravation
of his brother Tom's consumption (he died eventually in
December 1 of this year). While i(eai;s is nursing Tom, 'he
is forced to observe the decay of life, the approaching
s'lceps of death. Before the destructiveness of tiqe, even
love or fame which Keats s0 covets seems nothing. Keats

must have been in such mood when he wrote a sonnet on life
and death (January, 1818): -

)

&

e '
When I have fears that I may cease to be
Befaore my pen has gleaned my teeming brain,
‘Before high-pil2d books, in charactery,
Hold like rich garners the full ripened grain;
When I behold, upon the night's starred face,
Huge cloudy symbols of a high romance,
And think that I may never live to trace
Their shadows with the magic hand of chance;
And when I feel, fair creature of an hour,
That I shall never look upon thee more,
Never have relish in the fairy power .

Of unreflecting love; then on the shore )

0f the wide world I stand alone and think
'I'Ql/}ove and fame to nothingness do sink.

In this sonnet; the realization and the fear of death lead

Keats to ponder on the nature of time.

The first long poem Keats wrote after Endymion is
"Isabella"™ (February/April, 1818) . "Isabella" shows Keats's

L

drastic change from Eﬁdm;bn.“ It is his observation of
death -rather than a tragic love-story. As Bernard Blackstone
points out, everything is dead in this poem.9 Even the

season is moving toward decay:

8

9Be::na.rd Blackstone, The Consecrated Urn: An Interpre-

‘tation of Keats in Terms of Growth and Form lLo'ﬁﬂgon: Longman,

Y
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In the mid days of autumn, on their eves,
The breath of winter comes from far away
And the sick west continually bereaves
Of some bold tinge, and plays a roundelay
0f death among the bushes and the leaves,
N To make all bare before he dares to stray
From his north cavern. (249-55) .

"Isabella" is indeed a rgo)elay / Of death " The music
increases its tempo especXally after Lorenzo,“fsabella's

o ;
lover is murdered by her brothers. Isabella sees Lorenzo's (\

apparition in her dream. His body is already affacted by

——

"'hun,gry Death® (357). Here Reats describes the decay of

dead flesh in detail:

o

The forest tombd
Had marred his glossy hair which once could shoot
Lustre into the sun, and put cold doom’
Upon hig lips, and taken the soft lute '
\ From his lorn voice, and past his loamdd ears
v Had made a miry channel for his tears.

(275~80) s

Keats observes the grotesque and blood-chilling fact of .

death without averting his eyes from it. This realistic

- observation of destructive death is continued to the scene

when Isabella uncovers Lorenzo's—body. The scene is too
morbid to be called the manifestation of eternal love

between the lovers. The process of uncovering Lorenzo's
dead body is, as Keats himgself says, "all this wormy cir-

ctmstance", (385). After uncovering his body, lsabella cuts

off his head and takes it home with her. ~3hen, she examines

‘his half-decayed skull: - " R

-«

She calmed its wild hair with a golden comb, ‘

A

IS
~
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\

aAnd all around each eye's sepulchral cell
Pointed each fringédd lash. The smeardd loam
With tears, as chilly as a dripping well,
She drenched away~--and still she combed, and kept
Sighing all day—-and still she kissed, and wept.
(403-08) faaanN

&

»

The grotesqueness of death seems to be increased all the
more because of Isabella's love for it. Keats might have
wished to find beauty and<pathos in Isabella's devotion to
Lorenzo, but it seems to me that Keats totally failed }.n

»creating this effect. His acute personal agareness of

. the destructivg fact of death is related to his failure to

avoid the merely sentimental. Later, in a more detached-

-
+frame of mind Keats would find in the poem an "amusing

sober-sadness." 10

After examining and cleaning Lorerizo's head, Isabellla

buries it in the pot of basil:

And so she ever fed it with thin tears,
Whenee thick and green and beautiful it grew,
So that it smelt more balmy than its peers
Of basil-tufts in Florence, for it drew ,
Nurture besides, and life, from human fears,
From the fast mouldering head there shut from view.
‘ (425-30)

A

The basil takes nourishment from Lorenzo's head. Kaeats

might have intended to show that the basil is the proof of

—

the immortality of love and life; however, the growth of
basil suggests the shadow of death in the core of life

rather than life springing from death. We cannot but feel
>

loLetters, 11, 174.

/
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that death is always waiting behind life.
Blackstone indicates a "curiously biological motif™
in "Isabella,” néticing that Isabella and Lorenzo are .

11 As he

“"helpless in the grip of a'biological destiny."
points out, theirs is not a human tragedy to struggle

against the cruel fate; they lack the\strength and courage

to stand up against time and situation. They are passive, s
"responding to vegetative rather than strictly human or

w12 Isabella: and Lorenzo's attitudes

even animal drive.
toward time and death reflect Keats's attitude toward them
in this poem. In “Isabella," Keats sticks to the observa-
tion of death in the physical aspect. He has not yet
reacheé ‘the metaphysical question of life and death in

this poem. Death is here perceiyed as nothing but destruc—
tion. Aileen Ward sugg,e(::s that Keats's detailed and
realistic description of death-—the process of Isabella's
efnacia‘tion and other images of sickness--are greatly affected
by pis nursing and observing Tom who was s\jffering from
,consumption.lza It seems that in "Isabella” Keats could not
overcome the fear oé death to try a real detached medita-

tion on death when he was thus forced to face the physical

fact of death. : . b
uBlackstone, The Consecrated Urn, p, 269.
.- rpia.
© 13

Aileen Ward, John Keats: The Making of a Poet (London:
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" Miriam Allott arranges Keats's poems in chronological
order in her edition (according to the date when they were
written and not whén they were published). According to

rd

her arrangement, while Keats was still writing "Isabella,”

"he finished two other poems—"To J. H. Reynolds, Esq."

(March 25) and "To James Rice" (April 20). These two poems,
lixe "Isabella," show his acute awareness of destructive
time. Keats must have been in an especially negative mood
about life in this period.

/
In "To J. H. Reynolds, Esq." Keats suddenly sees

®ternal destruction in nature. The vision smashes his

happy moment beside the shore and throws him into dequiré

'T wags a quiet eve;
The rocks were silent; the wide sea did weave
An untumultuous fringe of silver foam
Along the flat brown sand. I was at home,
And should have been most happy, but I saw
Too far into the sea--where every maw
The greater on the less feeds evermore . .
But I saw too distinct into the core
Of an eternal fierce destruction,
And so frop happiness I far was gone.
Still am I sick of it;.and though today

I've gathered young spring-leaves, and flowers gay

Of periwinkle and wild strawberry,

Still do I that most fierce destruction see:
The shark at savage prey, the hawk at pounce,
The gentle robin, liRe a pard or ounce,
Ravening a worm. . . ., . {(89-105)

&
Here, Keats sees the destrué{ive power of death behind life

as he saw that Isabella's basil took its nourishment from
Lorenzo's head. Keats's fear of death is intense in this

?oem. To his eyes, the 1aﬁ\of nature appedrs as eternal

¢
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destruction. In the letter of March 19, 1819 to his
brother George, Keats again refers to'the law of mature;
however, in this letter, he somehgw overcomes the fear of -
nature's destructiveness. He puts up with its necessity °
t0 keep the balance of nature; for without the destructive-

N

ness of naturé,

the Hawk would loose his Breakfast of Robins and
» the Robin his of Worms The Lion must starve as

well as the swallow--The greater part of Men

make their way with the same instinctiveness,

the same unwandering eye from their purposesy,

the same animal eagerness as the Hawk. . . .
This statement shows Keats's attempt to accept the cruelty
of life as inevitable. However, the Keats who wrote "To
J. H. Reynolds, Esg." is far from this--whether calm or not
--acceptance. Before the cruel reality surrounding him,
before Tom's suffering, all th€"existences including his
own must have yet seemed ® helpless for him to overcome
the fear of destructive death.

I1f death is destruction, time which causgs death is a
destroyer. For Keats who was then.obsessed by the fear of
death, time was .a great enemy. In "To James Rice" written
following "To J. H. Reynolds, Esq." Keats wishes for the
annihilation of time or at least time's prélongation to the
extent that the brief experiences of human .life are so pro-

tracted as to be all but unrecognizable as the ordinary human

condition:
.7

!,
l‘Letters II, 79.

JP
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.l .
Oh, that a week could be an age, and we
Felt parting and warm meeting every week!
Then one poor year a thousand years would be,
.The flush of welcome ever on the cheek.
o 8o could we live long life in liftle space,
So time itself would be annihilate,
So a day's journey in oblivious haze
To serve our joys would lengthen and dilate.

In littie time ; host o% joys tc': bingd,

And keep our souls in one eternal pamt!15

, 4
As was mentioned in the previous chapter, "flush" is a
trangitory color. It is the symbol of the t'ransiency and

fragility of joyous life. Keats says in his letter:

v

Mankind may be made happy--I can imagine such
happiness &arried to an extreme--but what must
it end in?--Death-and who could in such a case
bear with death.

If everythting ends in death after al]l, as Keats himself

says, ,Q: is understandable that he wishes for the annihila-

tion of time in order to escape from destruction.

Indeed, the fear of destructive time and death is the
dominant factor in the poems written around the time of
) 4
"Igabella."” ﬂ%‘ﬁe poems show Keats's awareness of the

tragedy of human time, something not vividly peréei;red in

his earlier poems around 1817. However, in early 1@18,

15'l‘his poem is somewhat difficult in that Keats seems
to be speaking of three possibilities with respect to time:
(a) that ordinary time be protracted so that brief experi-
encés last much longer, (b) that time be utterly annihilated,
and possibly (c) that our brief moments be so intense as to
seem to encapusulate lengthy time ("In little time a host
of joys to bind. . . .").

16I.et:ters , 1I, , 101.
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this awareness is gained only through the cbservation of
his surroundings and not much through his own experiences.
Keats is still passive about the mysteries of life and
death; he is overwhelmed by the fact of death before he
ponders over what life is, what death is and eventually
what time is. In order to overcome the fear of death and .
to try to unders‘tand itg meaning, he first has to face
ac‘E/ual time through his own experiences. in this sense,
the Scotland tour following the completion of "Isabella"

gave Keats a precious opportunity to gain more experiences

of actual, sometimes severe life.

iii

Keats's Scotland tour was taken from June to Auguat, *
1B818. 'He was accompanied by his friend, Charles Brown.
At\ the beginning, they planned a four—month long tour:
howe.ver, during the tour Keats caught cold and he returned
to L(:ndon“ alone eariier than they first planned. It seems
that Scotland's severe nature, unfamiliar to Keats, as well ,
as the declxne of his heal-th strongly influenced his view .
of time and existence, and many of the poems written during
the tour reflect his increasingly negative mood. In these
poems, RKeats is alw?ys threatened by the shadow of death,
and here his fear of Vd'e‘gtructive timé and.death is more
inte'nse and personal than in "Isabella."

In "On Visiting the Tomb of Burns,” Keats finds in

summer winter's dominant power:

-




il

Even summer's sun cannot warm Keats, for he is already

‘The antiquity of the "craggy ocean pyramid" overwhelms

58 .

Now new begu'n
The short-lived, paly summer is but won
From winter's ague for one hour's gleam.
Through sapphire warm their stars do never beam;
All is cold beauty; pain is never done.
(4-8)

feeling the coldness of winter and death. In this poem,

the restorative cycle of nature is all but forgotten.
There is no hope of spring or rebirth, and time is perceived
only as a lineal movement toward ultimate decay.

As Keats feels death's coldness in mid-summer in "On
Vigiting the Tomb of Burns,” so ip "Ailsa Rock” he sees
only two "dead eternities” in sky and ocean; all else is

"dead asleep®:

Hearken, thou craggy ocean pyramid!
Give answer from thy voice, the sea-fowls' screams!
When were thy shoulders mantled in huge streams?
When from the sun was thy broad forehead hid?
How long is it since the mighty power bid )
Thee heave to airy sleep from fathom dreams-~
Sleep in the lap of thunder sor sunbeams, )
Or vhen grey clouds are thy cold coverlid?
Thou answer'st not, for thou art dead asleep.
Thy life is but two dead eternities--
The last in air, the former in the deep,
First with the whales, last with the eagle-sk:.ea.
Drowned wast thou till an earthqguake made thee steep,
Another cannot wake thy giant size.

-

Keats with its coldness and insensitiveness. 'The poet is

»
now vividly aware 6f the negative side of eternity: the"

;5:1& can be timeless only because it is lifeless. All

other living things like "this mortal body of a thousand

?

3
i
'
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days" (tile sonnet with this starting line was ‘written soon ‘
after "Ailsa Rock") are de;tin_ed to decay in time. When
Keats calls the Grecian Urn "cold pPastoral® (45) later in
his ode, he again remembers the high price to be paid for
being eternal. Ailsa Rock teaches him that eternity on
this earth can be achieved only by abandoning the warmth

of life. This new perception indicates Ke}ata's drastic
change from his earlier days when he simply longed for
eternity. ., \ ’
' ", Yhus, in facing destructive time ‘and death, Keatsk is

now f\orced to be skeptical about the freedom of imaginatiox}. ,
"Lines Written in the 3igh1ands after a Vvisit to B\;ms's
Cc;untry“ is Keat;i's despeiafﬁ grayer for the truth of
imagination. In the poem, as in other-poems written during
the Scotland tour, t}me is again pegqeived as a destroyer.

Throughout the poem, there is a haunting image of glooming
death:

P

Blood~red the sun may set behind black mountain peeks;
Blue tides may sluice and drench their time in
caves and weedy creeks.
' (17-18)
Sun and blue tides which promise fair, end negatively; the
L ]

sun in blood obscured by the mountain, the tide locked in
cave and creek. As Keats rejected the restorative cycle of
the seasons in "On Visiting the Tomb of Burns,” he here

rejects the promise in cycle of days. "Blood-red" of the

"sun is an omen of death (note that when Hyperion grieves over
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- .
the fall of his tribes and fears his own fate, his palace

also glares a "blood-red through all its thousand courts, /
Arches, and dome§, and\ fiery galleriés" ["Hyperion," I.

179-180] ) . We camhot ch nge‘the tide of time. It carries

us all toward one qugl end, death. These two lines tell
of Keats's now/pessinmistic awareness of the irreversibility
of time.
. Neverthele ,ig\ "Lines Written in the Highlands after
a Visit to Burns's Codntry,"” in continual threat of destru-
ctivd time, Keats tries to find afrefuge in imagiriation.
It is, for him, a ”mid—dese;:t shrine" (22). The desert
surroupding it is menace of ,timé/'s reality. Yet, even in

this poem, 'Keats is well aware of the danger he would be

in, in his ‘s‘eeking for such a sanctuary. The realm-of

. imagination stands on the verge of madness and death. Only

the "gentle anchor" (40) of memory narrowly links him to
sanity; while in the realm of imagination,
’ Ong hour, half—idioi;, he stands by mossy waterfall

But in the very next he reads his soul's memorial.
(41-42)

In spite of the risk he has to O1-7:4k<a, he Qtill tries to ’
find hope in imagination and wishes that in the realm there
is r8om "for a prayer / That man may never lose his mind"
(45-46) . In this poem, Keats is‘now not s‘imply submissi\;e .
to the pressure of time, since he at least prays ‘f@r the

streﬁgﬁh ‘to defy menacing time even though he also admits

the impossibility of permanent escape from it. Ad Ushiro
R
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Takahashi points out, "Lines Written in the Highlands . . .*"
]
tharks the end of Keats's idealisti¢ apprenticeship-days as
represented by Engx_g_ion.” for Keats is‘no longexr ignorant

or innocent about actual life as he was in his earlier poems,

nor is he passive to a so-called "biological deitiny"ls as

he was in "Isabella.” He is now struggling against time,
§

trying to find a path to cogpect between feality and iﬁagi-

nation, time and eternity. Even though Keats's sense of
- . -

time and existence is &eb overshadowed by his acute aware-

ngss of death to the extent of morbidity, he is facing their
“
projlems with avakeped eyes.

Then, in the net written on tHe summit of Ben Nevis,

‘ Keats desperately tries to grasp the meaning of time and

- existence:

s

Read me a lésson, Muse, and speak it loud
Upon the top of Nevis, blind in mist!

I look into the chasms, and a shroud
Vaporous doth hide’them; just so much I wist

Mankind do know of Bell. I 1look '‘o'esrhead '
And there is sullen mist; even so much

. Mankind can tell of heaven. Mist is spread

Before the earth beneath me; even such,

Even so vague is man's sight of himself.
Here are the craggy stones beneath my feet—-

Thus much I know, that, a poor witless elf,

. I tread on them, that all my eye doth mest

Is mist and crag, not only on this height,

But in the world of thought.and mental might.

= - . k]

What he learns here is the limita}:ton of man in time. Keats

-

. EAd . . : .
17y ushiro Takah}ashi,’ John Keats: Transfigquring of Ego

and the Idealism (Tékyo: The Hokuseido Press, I§77§, - gI. ,
18 ‘ ’

Blackstone, The Consecrated Urn, p. 269.
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heE:deicpresses man's life-time in a metaphorical scenery.
~ ] .

Life~time is regarded as lineal sbtrgtching from birth to

Sagm
death, . from the past.to the future. As the top of Ben

- Nevis is¢covered in mlst, Reaﬂannot tell what the future

P\l

holds, what dexth leads to. As the chums' are also hidden

T

in rTist, he cannot recall the past The past is now gone

Y
»

te r*othing. Even memory ‘cannot totally defy time. It

fades in time.; Worse than,a‘ll, Keats cannot be even sure

‘of the present. The present is also in the mist like the

past and the future. ‘ﬁe\is lost in the mist of time. He
can no more know his being than know his becoming. He now
recognizes the qulf. between being and knowing. The anguish
he feels is thd angwish of a being in time. The mist
surrounding Keats in the sonnet is the same mist that later
cause.s’qgony ar{d fea’r of ‘fa‘ll *in Hyperio\n"s mind. In
Byp‘erion'sbpalaacﬂe, the mist starts arising from the floor
as if an Gmen of his fall: '

o

il ?

And from the mirrored level where he stodd

. X mist arose, as from a scummy marsh.

At this, through all his bulk &n agony

Crept gradual, from the feet unto the crown,
Like & lithe serpent vast and muscular
Making slow way, with head and neck convulsed
From over-strainéd might. -

\ . 5 - ("Hyperiop," I1.257-63)

4

/\
ﬂyperion 8 agony \il axactly what Keats expefiencad on the

summit on Ben Nevis, even °thouqh the agony is more intensi-

: fied. Keats started writing 'Hyper:!.oné' soon after he.

mturned from the Scotland tm!r. In th:ll sense, "Byperion"
; i \




o

1

63; ‘
i ~4 ’ [
seems to be a product and sunmation of his experiencea
1

through ‘the tour.’ e poem shows Keats's desperate effort 1
to recover his identity which he felt he had lost in the

process of his awakening to mgtual time.

A

' The mist surrounding Keldts ‘ggﬁtme 8 lesson . . ."

also verifies Keats's state e "Chamber of Maiden-Thought."

‘L

Let us remember that in the letter of May 3, 1818 (whicn i
zas written just before his departure for Scotland), Keats 4/(‘

compnred human life to a "large Mansion of Manf’hpertments.“lglf

-,
- In the letter he refers to the "infant or thaughtlesl Chamber"J

and the "Chamber of Maiden—Thqught' and confesses he himself
is now in the latter. ‘however, the 'Chamber of Hhiden—Thought')
has already lost the brightnees it once had, and the doors ﬁ
~on all sidej are left open for him to explore the dark
passages beyond them. Keats eaya that he ia in a mist, feel-
_ing the "burden of the nystery. - The spnnet written on the )

0

‘summit of Ben Nevis indicates that he is now in this state
He is beginning to grope his way through the dark ‘passages.
The uncertainty”bf existence he feels then is the 'burden
of the Mystery" as Keats cajled it in the letter. This
mygtedy is .not only the mystery of existence but also the ’
mystery of time. In this sonnet as we&} as in other poelg
written during the Scotland tour, Keats is yét too over-
whelmed by this buréen to‘overéjie‘his fear of destructive
time and death. On the’contrery.‘it seems that as xeatsﬂe :
! \ o

lgﬁetters' I' 280‘-81.

R |
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health declines. during the tour, his view of time and

existence becomes more %ﬁd more pessimistic. As Keats

looks into Hell thromugh the chasms in "Read me a lesson .

. «;" his view is sqyeh?w affectgd by his mérbid sensi- "
. bility. ’

Finally, in Augt??,' 1818, Keats gives yp his -+

Sgotlanaﬁtour and sets out for London. In "Stanzas on some
. Skulls in Beauley Abbe&, near Inverness" written just before
he'breaks off his tour, he mocks death. He gévea an account
of the life-tale of each skull until he cries out, "Enough!
Why need I further pore?: (91). It seems to me that this
cry is éxabtly what Keats fjit about his tour. Throughout
the tour he experienced enough sorrows of time--how tragic
‘human time can be. Scotland taught him a severe lesson.
Though ‘the lesson gave him a deeper insight of 1life, the -
truth of life was too painful for him. Wherever he looked
around, he found there death waiting for him. For Keats
_ Who had been obsessed by the fear of death, Scotland was a

cold and merciless teacher.

iv
Death does n:;’jizgzﬁ\ggpear as a mere éestruction in -
Keats's poetry. ére is also another kina‘of death, more
‘ benign and less frightening death--death as an easer or
éeath in ecstasy. There is a longing for death as vell as

the intense fear of death in Keats's mind.
n En gzggon Book II, Keats perceives the quietnegk of

o
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death as a contrast to the harshne;s and cruelty of {ife.
& N .
After the butterfly-turned-into-a-nymph has disappeared

from his sight, Endymion laments as follows:
f’h\-
But this isigzﬁgg life: the war, the deeds,
The disappoin: t, the anxiety,
Imagination's struggles, far and nigh,
All human; bearing in themaselves this good,
i That they are still 'the air, the subtle food,

To make us feel existence, and to show
How guiet death is. (II.153-59)

This does not mean that Kests ppeférsldéath to the suffer-
ing of life; but heithef is death a monstrous énemy to be -
feared. Death is no£ nothingness but rather the rest after
the struggles of life; so precious and appreéiatéd onlyﬁ!
because it is painfully won.

Reats's longing for the quietness of death in Endymion
is still vague and remote. Deeth itself-is not keenly
perceived as his personal matter. Almost seven months
later after the Scotland tour, in the letter of March i9,
1819, Keats writes down a s9nnet on deth, "Why did I laugh
to-night?” In this sonnet he furthex develops his idea
of death as a gain in Endymion. It seems to mé that this
gonnet is the kind of answer Keats finally found for his

tormenting question of death throughout the tour.

Why did I laugh? I know this being's lease
My fancy to its utmost blisses spreads;
Yet could I on this very midnight cease,
And the world's gaudy ensigns see in shreds.
Verse, fame, and beauty are intense indeed,
But Death is intenser--Death is Life's high meed.

Keats is here laughing in darkness and solitude. It is

Py
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hard to ;gll whether this is the laughter of despair or the
1Fughter of ecstasy; however, in this sonnet, death is not
perceived as a méfe antﬁ#hesis of life. It is not loss or
retﬁ}ning to nothingness. Death is rather the ultimate
experience‘of life, its culmination. We Qill.qever fully
appreciité what lifeJoffers or what life really is without
braving death, the iﬁgvitaﬁle and yet the most intense -
experience of lffe.. Then, beyond death, existence is
rgléased from the pains and toils of life's harsh geality;
In this sense, death is indeed "Life's high meed." 1In this'
somnet, Keats tries to overcome his fear of destructive
death by accepting death as a fulfillment of life. ﬁven
though the idea itself is still abstract, this sonnet shows
Keats's remarkablé empirical spirit.

? ‘As Graham Hough points out, "the romantic poet's desire
for death is not a longing for extinction, it is the desire
to make a happiness that he knows ;o'be tr}nsient last for

20

ever.” Reats's longing for death in the last sonnet is

in part this case. In another sonnet, "Bright star! . . ."
(the first version by Brown's manuscript), this ideﬁ is

more clearly expressed:

A

To hear, to feel hér tender~-taken breath d

Half passionless, and so swoon on to death.

3

Here death is a kind of écstgsyéand no longer a painful

destruction to be feared. In death timk stops its step

L]

Hough, The Romantic Poets, p. 175.
\

20

o




M

e g b T W s P § S YW

{

~

a

A L4 \ . .67
\ 4 '

<

and seems to crystallize into eternity. Death is a state
much desired sinée in life time will never stop, and nothing
will remain the same.

If death could stop a}l—consumiﬁg time, to die seems no
longer so fearful. 1In "Ode to a Nightingale," Le thué\\
;ongs to die in ecstasy: . ‘ \ :yf

DarklinqE I listen; and, for many a time
I have been half in love with,K easeful Death,

Called him soft names in many a mus2d rhyme,
To take into thé€Tair my quiet breath;

Now more than ever seems it rich to die,
To cease upon the midnight with no pain. . . .
s (51-56)

Here death is “easeful,"“ébft" and ”rich." "Easeful Death"

not only erases all the agonies of life but also seems to |

be the only way to ensure Keats's happiness with the night~
inga;e's'ﬁh;ic.;
Hﬁweverj in this ode, as Keats himself says, ﬁe is
only "half in love" wWith death. The other half of himself N
x

istplways aware of the destructiveness of death. No matter

‘how desperately he tries to convince himself of the richness

of deatg? he cannot escape his haunting fear of deaq? as
othingness. Keats' s,longing for death in ecstasy is
miserably betrayed byﬂthig fear. 1In ‘the ode, Keats knows

thatithe reality which he leaves behind with the nightingale
is the world of decay: ///)\

’ ' The wearinéss, the fever, and the fret .

Here, whére men sit and hear each other groan;
Where palsy shakes a few, sad, last gray hairs,
Where youth grows pale, and spectre~thin, and
dies. . . .
‘ ‘ N (23-26)




. —— i o o b1

= . 68

Clearly here, .time is a minstrous destroyer and death, the
completion of its work which causes nothing but pain. Even
soon after Keats declares his longing for noble, "easeful

Death," he contradicts this longing with the awareness of

. his own returning to nothing with_death:

Still would thou sing, and I have ears in vain--
To thy high requiem become a sod.
(59-60)
If Keats becomes a sod aftex death, even the ni&htingale's
requiem is meaningless. Ecstasy in death suddenly changes
into fear and repulsiqp. Keats is forced to go back to his
"sole self" (72), paiﬁfully reaffirming his fgte which is
anything but eternal ecstasy and wgich is totally diffggéht‘
from the nightingale's. , '
After all, in spite of his ideal view of ,death as a
release from time and painful reality, Keats is too much a
realist to overlook the actual fact of death: Death .is
apparently physical.éestfuction and a loss foﬁ those‘th;t
are left behind in tbié world. It is natural that Keats's
fear of death should increase in yvyears with Tom's death
and the decline of his own health. It can never be wiped

out in any case, even in the moment of ecstasy. Keats's

conflict with death such as in "Ode to a Nightingale”

continues throughout his life. 1In September 30, 1B20 Keats.

%
writes a pathetic letyer to Charles Brown while sensing his
pressing time:

—— w

-

-
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. I wish for death avery day and night to deliver
me from these pains, and then I wish death away,
for death would destroy even those pains which
are better than nothing. Land and Sea, weakness
and decline are great seperators tpidh but
death is the great divorcer for ever.

Letters, II, 345..
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Chapter III

The Island of the Moment: The Paradoxes of Time

1. Paradoxes of the Imaginative Moment

i
. 1 I scarcely remember counting upon any Happiness

-=-I look not for it if it not in the presentl
hour--nothing startles me beyond the moment.

»

As these passages from his letter of November 22,
1817 to Bailey indicate, Keats's absorption into the
present moment is prominent even in his earlier days.
Nothing is real to h}m unless he feels it in the present

moment . Something already éone or yet to come is meaning-

less. In a perpetual forward movement which is called

time,lfverything is subjéct to the law of'change and
becoming .and is destined to die eventually. Nothing
remains the sanF beyorid the moment. Even the happiness «
he now feels soon slips away. Where, thgn. is.the proof

of life and existence if not in- the present moment? 6n1y
the present moment of experienge.is real and true. The
future is nothing, and the past is also erised iﬁto'

nothing. The present moment which is suspended between

N .

’lLetters, I, 186.
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these two nothings is the only one reality. Instead of
being perceived as a dur&tion, existence then seems to

be confined in the moment; and a duration seems'to be’

- merely a chaplet of moments. What we call time, then,

seems to be a certain impulse which transports an existence

from one moment to another. is case, it becomes

imperative to live in r to feel actual
existence.

How, then, can/e delay the movement of time, if we
cannot stop it nor’escape from it long enough to experience
in the arrested moment the essence of being without the
apprehension of becoming? This question becomes more
serious tt Keats with his increasing fear of destructive
time and death: the more the destination of becoming seems

to be mere nothing, the more feverish becomes Keats's

desire to xetain the moment. in order to search for the

significance of being. Keats seeks the answer in the

exalted pOWer of imagination.

~

Keats is already well aware in Endzggon that in the

ultimate state of imaginatlon, the self.pan break through
the barriers of time and enter the mystical state of "Qu{;g

in whrch "the external world seems to get further and
further away: till at last nothing but the paramﬁpnt fact

of his own existence remains.”? In this state, the exis-~

tence is released from the jurisdictions of the chronicity

- .. -

Evelyn Undexrhill, BtIClSm: A Study in the Nature

4 Devel nt of Man ] S iritual Conscxousness (I§55;
rpt. New or Kmerican Library ¢ P

Ll
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&\f time and rempins, as it were, on the "island 6f the”
moment” in time's sea "which isolates him but which fills '
. with his presence."3 Keats expresses this state sylﬁbolically

as the "Cave of Quietude” (IV.548):

‘There lies a den,
Beyond the seeming confines of the space
Made for the soul to wander in and trace
Its own existence, of remotest glooms.
Dark regions are around it, where the tombs
~ 0f buried griefs the spirit sees, but scarce .
\ One hour doth linger weeping, for the pierce
\ Of new~born woe it feels more inly smart.
And in these regions many a venomed dart
t random flies; they are the proper home
f every ill; the man is yet to come
, ho hath not journeyed in this native hell.
. - . But few have ever felt how calm and well
* T i Sleep may be had in that deep den of all. ,
- There anguish does not sting, nor pleasure pall.
- . Woe+hurricanes beat ever at the gate, -« s
Yet all is still within and desolate.
Beset with plainful gusts, within ye hear
No sound so loud as when on curtained biesx.
The death-watch tick is stifled. Enter none
Who strive therefore-—on the sudden it is won.
- ’ (IV.513-32) ) ;
N ‘

~

This "Cave of Quietude" the soul wanders in is the ' :
self-enclosed world of the moment. It is surrounded by

the "dark regions” of time, yet it is secluded from the

_cruelties of all chax;ging and destroying time. Once
inside, pleas;;re which is destined to vgnish in the out-
side world remains. "Woe-hurricanes" caused by time‘ never
disturb its stillness; and since time is suspended, even
death portended by the clock-like ticking of death-watch

is no longer a threat. In this "Cave of’ Quietude" the
. . -

Sﬁoulet, Studies in Human Time,',}p. 15.
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existence is conteént with being without the apprehemsion -
of its becoming. = __

Yet even here Keats presents a condition for entering
4 ’ :

the world of the moment in) "Quiet.” It is achieved only

by those who have passed through all the misery‘and‘despair

. caused.py time and finally have ‘reached the state of apathy:

the state of "Quiet" is accompanied by the sense of empti-
ness and pure passivity. This total surrender of the self,

that is, self-annihilati in the state of "Quiet" leads

to "Negative Capability” Heats 86 values as the 'pogtical
Character" (Keats first/mentioned it in the letter of
December 27, 1817, goon after he completed Endymion).
Keats's "Negative Capability," "when man is capable of
being in uncertaintles, ysteries, &oubta, w%ﬁhdut any
irritable reaching aftér fact reason," i; inQeed‘the‘
state of'"Quiet; when man, divested of time's effect, is

in the world ogvﬁhe moment. In s?ch a state of imagination,
freeﬁfrém becoming, man faces on}y his fupdamental being.
Even so, as Keats says in the episode of the "Cave of
Quietude, " 'Negat}ve Capa?f}ity" is achieved only by losing
the -identity of the self which is dnder the jurisdiction of
time, and ironically by means of the pains of time. Thus,
the self-annihilating process of imagination enables Keats
to enter the world of the moment. 'Oncé iriside, he is then

endowed with the freedom of timeléss, spaceless and selfless

‘ }ALetters, I, 193.
.-"“ ) . h

o
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being, and . ' \

A

unconfined,
Can make a ladder of the eternal wind,
And poise about in cloudy thunder-tants
To wateh the abysm-birth of elements.

b (Endymion, III.25-28)
In the ultimate state of imagination, the moment is digectly
connected to eternity. Though the moment can never be
eterngiy, it is often endowed with the efficacy of eternity;
and in the arrested moment: in imagination, Keats is'able
to receive the value and s%gnificance of eternal being, by
subiimating his earthiy ex{stence fo'ﬁbe level of eternitf.
Such experience of eternity in ;he imagin;tive moment gives .
him a renewed hope for the immortality of love, beauty and
poetry which he desperately prays for, vet which seems
unthinkable in time-controlled reality.

+ At this point arises a serious problem. The arrested

moment in imagination (as ii is often called "timeless time")

has a paradoxical structure within itself. While in

imagination the moment can be sublimated to the eternal

present, in rgality it is always nothing but the. passing

m;ment which follows the\previoas one and is followed by

the up-coming one: while in imagination Keats may live in
'vertiéal' time (if I may\still call 1tsbtimgles:ness ‘

'tima';. he also belongs to "horizontal™ time in reality; ‘

and the moment he stirs from the-imaginative state, the <
arrested time‘wh;_ transports him from one moment to

another again starts moving. .The ecstasy in the imaginative

& o




moment is partial ecstasy. The moment soon dies away, and

referring to the apisod& in Miltoﬁ*l’?ﬁrad;se Lost. In

Book VIII, God promises the still single and lonely Adam

‘e sees God create a woman out of his‘own rib. From a

felt before, yet soon the dream fades away: - o
—— o t - - .
Spatters, I, 184-85. . | , \
, 3 s
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its meaning with it. The moment will nev%glbe repedted. . -
Ironically, imagination which was a liberator from destruc—
tive time finally ends up as its victim as do all other H
existences in time apd vanishes into nothingz
The moment in imagination seems to be set down at the
point of intergectiog of eternity Yith time. The poet
asks whether‘the vision of eternity he experienced in the
fleeﬁing moment was really there or a'mere delusion? There -
seems to be no actual evidence of the experience left behind, ’

yet he cannot deny® the sensation he felt in the moment.

How, then, can he solve such ontological paradox of the

imaginative moment? In the same letter of November 22, ,
1817 that I quoted at the beginning of this chagter, Keats.

adserts as follows: ° .
[
What the imagination seizes as:Beauty must be
truth. . . . The imagination may be compared,
to Adan's dream——he awoke and found it truth.

When Keats compares imagination té Adam;s Qream,‘ﬁe is

a companign. Adam then falls into sleep, and inwhis dreaq

glance_a£ her figure, Adam feels a sweet sensation never .
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She disappeared, and left me dark, I waked
To find her, or for ever to deplore

‘Her loss, and other pleasures all adjure:
When But of ,hope behold her, not far off,
‘Such as I sav her in my dream, adorned

‘ wi,g,p what all earth 23 heaven could ‘bestow
To make her amiable. . (VITI.478-84)

' aere God fulfills his ‘promisd Adanm's
Y T
dream is mterialized When Keats calls imagination Adam's

>

« This woman is Bve.

L

dream, he 21so believes in its truth; ’kh;t imgination is

/
™'a Vision in the form of Youth' a Sh;dow of reality to

\7\,

‘come. " After “the reference to Adan's dream, in the letter

~
ng.~, He wavers

#\Keaﬁs then cothpares imaginat*ion with reuoni’
' dream and reasoning; and

l

between poetry ‘and philo‘ophy
finally he dxoosel senution rather than thoughgz *0 for

/ a Life of Sensation rather than of !‘hcmghi:"’3 Keats decides

at least at /thiu point that: the sensuous experience of the
imaginative moment should\be enough proof for its truth.

’

Eor youny l(eets )eulier days, s'uch solipsistic
. solution might have been still ponible to accept.-

L]

experience of the luxu— \//
rious moment. As parly a poem-as EJ!'-L_\“ informed with

He

" could be content with the sen(mo

the pereistent ,Question, "Is imgmat:!on Adam’'s drem or ) \

" the 'fog-bqrn elf / Wh}se flitting lantern .

us’ <§9£M II, 278-805)?"

. ./ Cheats

.

-

He could yet conclude the

< story as  a triumph of i;nagination as he aia in the Novenber
2

.' '| " 7

John Milton, The Poems of John Hilton. ed. John Carey
and Alastair Fowler™ (Harlow: Longinan 15887.

T ;L‘etters, I 135.

¢
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letter (he completed Endymion soon after ke wrdt?’é”“mat ,

¥4

letteér). Yet, as Keats's sense of time and existence qrm;s

more and more pessimistici through 1818 with his increasing
fear of death, he also ;lcomes more sceptical about the

truth 6f imagination. Before the apéarent destructiveness
% .

of time in reality, the moment in imagination seems meaning- '

less.

x

In "To J. H. Reynolds, Esq." Keats admi¢s his fear

of imaginatiof as a delusion:

. Ox is it that imagination brought
' Beyond its proper bound, yet still conﬁned.
»  Lost in a sort of Purgatory blind,
Cannot refer to any standard law
¢ Of either earth or heaven?
It is a flaw
In happiness %o see beyond our bourn-- |
It forced us in summer skies to mourn;
‘ It spoils: the singing of the nightingale.’
) - - (78-85)

-

‘He're, Keats is keenly aware*‘ofqthe paridoxical nature of g

the imaginative moment: it is, self-enclosed and self—limife;!‘,'

yet it still deniegs limitation. Imagination seems a curse

rather than a ‘gift. Keats befomes sceptical about finding
happiness in-the imagination At the same time‘ ﬁ\'thin poexn\,

he al¥so fears that the experience of the imaginative mom@nt

vwhich seems almost heavenly will. leave him discontent with™

the earthly happiness. " After a glimpse of eternity, even
\:l‘xe nightingale's song which usually‘'enchants him seqenis”

» i

lacking in its quality.

R .
»

. In s,pite of such agom.zlng doubt, a contrary voicé in

Keats in "Lineg ertten in the Hi,ghlzgnds after a Visit t¢9 .-

-
.
-
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. ready to concentrate on the problem. He ‘then devotes himself

'in fact, caused by Keatg's struggle to find a‘'solution to -

‘shd’rt period of one-ménth, Keats wx*ites some of his great

“of‘Keats's struggle with time in his search for dle trutk -

’ 78

O

ﬁurns's COuntry" still cli/ngs‘ to faith in im’igination. He
prays that in imagination he will never lose touch with
reality and that what he beholds is an awakened man's K
vision and not "sickly imagination™ ("On Visiting the Tomb
of Burns,” ‘1. 11) nor a madman's dream. Thus by 1819,

Q.
Keats's annus mirabilis, the tormer}ting guestion of the truth

of imagination is now intensified, and Keats is more than

to*the moment as the intersection of eternity with time - R
and strives to find out-:w:that the moment in imagination is.
Conqéqﬁentiy, such effdrt involves Keats in a paradoxical
situation.' The ambiguity aAd ambivalence; the op;;osing
voiéea 80 'intense in many of h:ia poems in ‘this period are,
the paradox of the imaginative moment and to pgdve thet ’ ,"

truth of imagination.

“ 0

’ ‘A il . ~ 1
Between April #nd ﬁay, 1819, withiyémaz{nglx

poems : VLa Belle Dame Sans Merci and ‘the great odes (eeept

"To Autumn® which will be written /later in Septenber) . All

of these poems are indeed concemed with the problem of

what the moment 1n imagination is; ;nd they show the trace

of imaginatlon. ' - . -
i as1
"La Belle Dame Sans Merci" is obviously closely
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connected with the sonnet writtep previously: "As Hermes

¢ once 'took t?S\Q:"feathers light." In the sonnet, with the

wings of imagination Keats flies away from the "dragon world
\\.\ -
of 411 itg hundred eyes" to the "second circle of sad hell."

"La/Belle Dame* sans merci” who puts a man in Athra\ll
1 .

is definitely perceived as thes embodime'nt of imagination
"deceiving elf" ("Ode to a N:Lghtlngale," 1. 74). "La
. -

Belle Dame Sans Merci" differs from the odes, in not being
about his experience in the imaginative moment But about
his experience after the imaginative moment. In this ballad,
Keats tells of a bitter experience of the negative aspect .
of the imaginative moment: no matter what value it ¢ould
receive in imargin;tion, in reality the moment is only tem-

ﬁoral and soon vanishes irto nothing. Imagination, then,

/{ . seems to be mere delusion. Even thmjgh the knight experi-

ences the moment of happiness with the lady he met in® the

meads, £he dream she makes him dream is a nightmare;
s ’ ™

moreover, when he awakes, he fi?ds that theh"‘l‘ady is not
t

there and that he is left alone. on the cold hill side: *

AN .
) \And I awoke, and found me here ’
On' the cold hill sidet (43-44)

<

IS

Once the ' mgmatlve moment has pasaed it will never be

-

repeated, nor can we reverse the n;ovement of time to
recapture it. To hold on to the moment that has already
I ! & \ \ 4

passed is therefore to live in the past and what is now

* nothing. The knight cliﬁgs to his recollection of the
» - LN £




recollection of the past seasons: 4

; . 80 y
blissful moment't\hat has passed, but it onily brings him the
pain of loss. The knight is now surrounded by the win{:er
scenery. As he grieves over the logs of the blissful

moment, the sadness of the dying season is deepened by the

'
v

The sedge has withered from the lake,
. And no birds sing!

The squirrel's grannary is full,
And the harvest's done. (3-8)

~~.

i

Here, Keats is ?ware of another fact of life in the

™
moment. In the world of béeoming, the moment an action is
I

fulfilled, i’i is dest‘ined to decay. Once ‘the moment has
. Sl .
been consumed in fulfillment, it vanishes in the past of

nothing. To feel the satisfaction of fulfillment in the

a . »
moment is simlltaneously the moment to lose it. What is
done, ¢annot be undone. Since the harvest is do ' in

autumn, it is now wWipter. Since the knight has consumed

his love in kisses exch nged with the lady, he is now in
LV ° /
desolation.. Since the lily and the rose have achieved the

state bf full bloom, they are néw withered to become

_images of sickness and decay:

I see a 1ily on thy brow,
With anguish moist and fever-dew,

and on thy cheek a fading rose &
Fast withered too. (9-12)

—F
"La Bellie Dame Sans” Merci”™ is based on Xeats's painful .

recognition that imagination as well as love and beauty is
¥
only ephemeral and that once the moment of imaginative

| t

2 ' ~
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experience has passed, its meaning also vanis};es int'o
nothing with it. L ‘

In the odes written following "La Belle Dame Sans
Merci," Keats indeed devotes himsef to the arrested moment
in imagination and continues to search for the éigr\ificance
of being. Conseguently, these odes show the various modes
of Kevats's beinlg in t;he imaginative moment; and his percep-
tion of being also varies in each odé. In/these odes, ~
Keats uses his "Negative Capability" to the full extent in
order to release himself from time and remain in the world
of the moment. By this time, howev‘éff";le has further devei
oped it from the pure receptiveness in the state of "Quiet"
Nhi& he synbclically described as the "Cave of Quietude™)
to the more active participation of empathy; if the sﬁté
of "Qui.et" is the primary stat':e of "Negative Capability,"

in 'the secondary state he identifies himself with anbther

\object through the self-annihilating process of tie primary

)

étate. *
In "Ode to Psyche," the earliest of the odes, Keats
] to .

experiences the moment 'of eternity in dream-like imagina-

tion. In this ode, even from the beginning of his imégi'na- ’

tive experience, Keats has already left harsh reality

ang is wandering in a forest. \'gxis forest is "the world of

¢ . ‘
imagination vhere time is arrested in the present moment.

1

¥hen this imaginative wandering begins, Keats has already

achieved the primary state of "Negative Capability,"” the

. o
state of "Quiet." The pain of Eeality which Keats says

t

X v

A7 ! r)
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in the episode of the "Cave of Quiétude” is required to N
enter tﬁe world of the moment, is erased by the dream-like’

quality of the whole experience. At the beginning of the

pweu wonders of his expeyience:
e 3
'

' Surely I dreamt to-day, or did I see
) The wing&d Psyche w1th _awakened eyes?
! . (5-6)

t

-

In dream-like imagination, while wandering in the forest

of the moment, Keats suddenly finds k
- B ,¢ A

f
, N

two fair creatures, couché&d side by side
In deepest grass, beneath the whisperingy roof
Of leaves and trembled blossoms, where there ran
& A brooklet, scarce espied.
' ' v (9-12)

! I

At this'pdﬁnt, Keats still dogs not know who they are.

.

However, ;he bower where .these lovers are sleeping peabe-'

fully turns out to be one of "immortal ‘bowers to mortal

sense” (Endymion, AI.438): . .

/

They lay Qalm-breathing on the bedded grass;
Their arms embracdd and their pinions too;
s Their lips touched not, but had not bade adieu,
As if disjoin&d by soft-handed slumber,
And ready still past kisses to outnumber
At tender eye-dawn of aurorean love.
{ , (15-20)

$
]

Keats then finds out that the boy is Cupid and the maiden,‘
. Psyche. These divine lovers, nnliké hyman 1ovefs, live in

eternal love and happiness, since their world is in the

eternal present. Even sleep do#B not part them. ”Augorean'

dawn is near and promises the fulfillmént of tK: arrested

»
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kiss in slumber.
In "Ode to Psishe“ Keats experiegces the value of '
eternal‘%eing.in the arrested moment in imagination.
However, .in this oée; the serious ontological gquestion
which the paradox of the imaginati?@ mgment 1nevitably
causes, does not arise. His original encounser with
Psyche and Cupid reposing in the world of the eternal
' present is obscured by the dream-like quality of the

J
whole gxperience, and it lacks a sense of actuality evem

to him. The rest of the poem is in fact dedicated to

/ Keats's conscious effort to recapture the moment of
» 'eternity, this time with the intknsity of poetic imagina-~ ot
tion and not im a dream. . e ' ‘::a”. ~
\ First, Keats identifies ﬁimself with Psyche beforé
K . she is united with Cupid and is elevated to a goddess,

by making his soul her sanctuary (however, since Psyche

.

is the.embodiment of his human soul longing for eternal

love itself, in this case he does not need to annfhilate

his.self to merge into her): ) ’
]

+
t \

Yes, I wjill be thy Eriest. and build a fane

; ' L. In me untrodden region of my mind. < . .
‘ ; (50-51) -

/ .
. . ‘ :
Nevertheless, to be a‘human soul in eternal love, Psyche )

e :

has to be yet united with Cupid. Then to be united with

* Cupid, Keats creates by imagination such an'"immortal bowef"

¢
¢

as he has seen in the forest:

°

¢
4 ‘ —
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And in the midst of this wide quietness
A rosy sanctuary will I dress
With the wreathed trellis of a working brain,
With buds, *and bells, "and stars without a name,
With all the gardener Fancy e'er could feign,
Who breeding flowers will never breed the same, . . .
=~ (59-63)
However limited the power of fancy is, this "rosy sanctuary"
is ap artifice of eternity, where "none of.the customary
limitations operate in the natural or in the human modes
of being.“9 “Then, in the moment in imyipation, in
"quietness," Keats opens his soul's casement to "let the
warm Love in" (67). This casement opens tow#trd heaven '
and not toward the reality of time. Keats is waiting with
Psyche in passivity, fo§__the arrival of Cupid. The poem
ends here with expectation, when Keats himself is still
in ‘the primary state of "Negative Capability"”; however,
if it h'appens, Keats will totally identify himself with
. b -

NI ¥ ’
‘Psyc&é, a gofldess whom he has seen, in the forest and will .

make her bliss of eternal love his own. The possibility .

«

: )
Ls\always open. : - ~

A}

." In "Ode to a Nightingale," the Sec'orid of -the gtoup,
as if to fulpfill the possibility left open at the end . of
*Ode to Payche" Keats succeedE in sublimat \}\g the essence
‘3f his being to the level of eternity by ans of the

N j.ntensity of his poetic imagination. Ih” the process ciescribed
in this ode Keats releases himself from time and dnters the .

7 world off the momen‘:; he progresses from the priinary state )
\ 5 [

~ 3

9Pat{rson, The Daemonic in the Poetx;x of John Keats,

, /S
.2.155 ) . R 5
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of "Negative Capability" to the secondary. Such numbness
of senses as felt in the "Cave of Quietude” is first experi-
enced, yet Keats passes ,through thi‘s stage and finally \V
identifies himse‘lf“with the nightingale.

At the beginning of the poem in order to reach the

primary state of "Negative Capabil\ity," Reats takes the ’

process identical to entry into the "Cave of Quietude."”
Keats experiences despair until i;L numbs his senses:
My heart aches, and drowsy numbness palns
My sense, as though of hemlock I had drunk,

Or emptied some dull oplate to the drains:

One minute past, and Lethe-ward had sunk.
(1-4)

«

Here “hemidck," "opiate and "Lethe (cblivion)_ indicate
the process to abstract:Lon, vyet in its process numbness is
at flret accompanied by pain. Keats then says that the
painfu‘l"‘numbness is> the r/esuli: .of happiness not for him- |
self but f/ar the n:.ghtmgale -] happlnessz Such happiness
so0 intense as to become pamful is, however, based on his
despair of his own mortality. As intense suffering'from
time in rea-l:ity was demanded to enter the "Cave of Quletude,
Keats himself is at the beginning in the’depth of despalr .|‘
The reality surrounding him is only \eath and decay. Aas
further proof of this,,in the "third stanza, Keats expresses
his painful recognition‘ of the destrugtive time in reality:
The weariness, the fever, d the fret
Here, K where men git and hear each other groan;
Where palsy shakes a few, sad, last \gray hairg,
- Where yquth grows pale, and’ spectre thin# and dies;

- %

5
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is acc mpanied by pa1n-—the pain of his own despair -and

86
# ¢

Where but to think is to be full of sorrow
. And leaden-eyed despairs;
Where Beauty cannot keep her lustrous eyes,

Or new Love pine at them beyond to-morrow.
(23-30)

Keats is already in such despair yhen he hears the night-
tingale's song at the begim}ing. His despair an,;i emptiness
turn into ecstasy the moment he heare its song. ﬁ}swhappi-
ness becomes all the more painfully intense becausewof the -
great contrast between the nightingale ,‘ the symbol of the

immortal being, and himse\lf, a mortal be:mg. This numbness
-

the- pain of his happiness for the m;ghtingale. * .

From this point, Keats changes hig attitude from pure )
passiv:.ty to active partlc:.patlon He longs to merge him- ~
self into the ni’\ungale in order. to make his hqppiness

complete. Reats first tries to remove the pain and. fall ‘

into painless abstractxon. He seeks t‘he power of wine:

A . -

‘e

'mat I migl'i% drink, and leave the world unseen,
And with thee fade away into the forest dim. . . .
(19-20)

As Keats says in the letter of February 19))819 that

Claret makes a man a Hermes,lo the wine helps his \trens-

formation to a selfless, timeless and spacelesg be:.ng. The

-

final transformation, however, is achieved by the help of
oy

imagination: # N ' /
. - .
’ 'w‘f.etters, II, 64. 8
r ~ v

2 .
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. Away! away! For I will fly to thee, ] ' N

on tl.le viewless wing; of Poe;y". e .
s . (31-33)

Reats is now ready to enter the world of the moment to be
with the- nightingale.

Following the night_.isngale’u, Keats wanders in the "forest

dim, " where he finally succeeds identifying himself with

the bird: "Already with thee!™ (35). The empathy thr®ugh

"Negative Capability" is now actomplished. This forest,

like the forest in "Ode to Psyche," is the world of the- ~
moment seclqded from the outs}de world in which Keats finds
only despair caused by destruc’civei1 time. It is "Dark .
'y ‘ N T
Paradise" (Endymion, IV.538) of the "Cave of Quietude." o 7
—t'l-':,-—' ‘

It is only in this forest of the ﬁment that Keats is able ,\
LY 1 . !
to join the immortal bird and share with it its\ heavenl

happiness.

The forest, then, turns out to be an "immortal bower"

g

like the one ’Kea{s foupd in "Ode to Psyche." Because of !

. -
darkness, Keats cannot see what flowers are at his feé&t)

yet by their scent he can

guess each sweet
Wherewith the seasonable month endows
The grass, the thicket, and the fruit-tree wild--
* . White hawthorn, d the pastoral eglanune;
Fast-fading violets covered up in leaves;
And mid-May's eldest child,
The coming mugk-rose, full of dewy wine, -
' The murmurous haunt of f%zes .on summer eves. °
43-50)

~

S
‘ .
Here,, in this forest. "fast-fadf’“g violets®™ and "coming
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mu’a{c\-rose" serenely‘ mingle with other flowers in full bloom.
In mid-May, there is even the song of summer. Time which
withers beauty is now arresteddin the eternal pre;ent. In
thias forest, Keats can indulge in beauty without the sorrow"
of loss. v
5 Thus, in "Ode to a Nightingale," with the intensity'
of imagimation, the moment is, so to speak, lifted above
time and. is sublimated to the eternal present; and Keats
experie&scés the nightingale's bliss of eternal bf»ing in that
arrested moment. At this point, in this ode, Keats wishes
for "easeful Death”™ (52) to ‘make the moment of etcrnai bliss
comple;tely his own. However, ironically because of this
wish, the xﬁagic of the enchantéd moment starts to lase its
power. Keats is soop confronted with thelpa,radox of dea@;tf:
" though he longs for death in ecstasy, he cannot forget the
actual fact of death, death as desfruction. H; Iisw forced,
'?;o, remember his-own mortality. The nightingale's song ‘then

3

seems to sound like a requiem: ¢

-2

Still would thou sing, and I have ears in vain--
To thy high requiém become a sod.
(59~60)

x Awareness of death as destruction 'gradually brings

" back to Keats'the consciousness of time and self which he
managed to forget. Keats's vision_flie?,baék to the?,f'araway
_past. He thinks of empeyor and clown and Ruth who would
have heafd the same nightingale's song?! He thinks of "fairy

.lands forlorn®" (70) now lost in the remote past. However,

o

A}

LI
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when the moment:is connected té the i:ast, the drrested
moment loses its timeless status. As the word, "forlorn"
implies, the thought of the past is }nez}tably accompanied
with the sense of loss. The thought 6f the past leads to
the thought of the future; ‘and Keats becomes avare of his
isolated state in \fhe imagihative moment,, :\md the mom:nt
lifted above time goes back to time's perpetual forward:
movement, As a dream of flight ended in a fall into time
in Keats 8 earlier poem, “Ode to a Nit; tingaleqb actually
‘ends in the moment's and also Keats's fall into time.
Keats returns to reality in time, leaving ‘the n‘iqhtir{gale

behind: . ’ .

o

* ForlorQO The very word is like a bell
~ 11 me back to my sole self! . . .
(711-72) :
b # l{ . > . »
’nu ;epetition of the word, *forlorn® indicates Keats's
awareness not only of the isolated atate of the imaginat:Lve -
momg_n}: —but al}o of its coming-loss. ‘_ '
The mmnt he stirs from the imaginative state, the |
moment in imagination vanishes into the past of nothing.
o
Once Q@ck in reality, the Fancy aeems to be a 'deceiving
elf" (74). As he was confronted with the paradox of death,
5 -~ * ' - , -

he is here-confronteg with .the paradox of the moment. At

~~

', the end of the poem, he. agks himself: e

- - ~ .
1 - :

. - P (’J - N *a
B

-

Was it a vision or a waking dream? B oy
. .. Do It?ke or sléep?

s - . £ N '(79‘%. o &
. L] o o . Ca
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This question is cagéed by.Keats“s perplexity with.the pafaddx
of the imaginative moment. Since he cannot solve the para-

. dox, in "Ode to a Nightingale" he cannot prove the truth of

-

@
l

imagination. . |
Even though in "Ode to a Ni%htingale"‘Keatg islcené

fronted by the paradox 6% the imaginative’moment, t%e-poem

1tself ends when Keats is StLll in perplexity. However,

at this point, if he trles to hold on to the moment that

has already passed he 'inevitably has\to suffer frdm the

pain of loss. Perplexlty turns into despair; aqd then Keats

- '.l .
finds ' himself in the same position as the knight -if "La

Belle Dame Sans Merci" who spffeqé from the &ainful recollec~- . .

tion of the blissful moment. )

L4

One of the major reasons why ieaks cannot solve the .

paradoxical situatidn he finds himself in in "Ode to a

N

Nightingale" is in the contrast betweén the nigwtieqale as
a symbol of immortal being and the nightingale in reality.
From the beglnnlng of the poem, Keats 51mply assqus that
the n1ght1ngale is an immortal bird; however, as Graham

Hough points out, this assertion is based on an audec1ous
. z . ' -
paradox ~

. : ' {
that the nightingale, so far from being immortal,
has a considerably shorter life than man, and
that its song is immortal in the sense that
through history there have always been nightin-
gale's songs and that theyl&ave always W the
same power of enchantment.

F3

11Hbugh, The Romantic Poets, p. 175.
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In this sense, though Keats %n the imaginative moment made
the nightingalé;s happiness of eternal being his own by:
identifying himself with the bird as a symbol, the moment/
he returns to reality of time, he cannot but notice that
the bird itself is as fragile as or moré& fragile than Keats
himself. Unlike "La Belle?Dame Sans Merci," in "Ode to a
‘Nightingale" Keats awakes from the dream and may find the
nightingale still there, but the nightlngale in reality
does not offef‘hlm a living proof for the truth of imagi-
nation.

As if he would érovide the answer at the end of "0Ode
to'a Nightingale" and prove the truth of imaginatiou, in
"Ode on-a Grecian Urn" Keats presents a work of art as a°
proof of eterdai Be}ng. In the sonnet, "To James Rice"
written in April, 1818, Keats wishes that if °“l¥/f week

could be an age, and one year a thousand years, time would

be annihilated:

‘So time itself would be annihilate,

In little time a host of joys to bind,
And keep our souls in one eternal pant! . . .

Although "one eternal pant" is only a dream in this sonnet, .

“

in "Ode on a Grecian Urn" Keats seeks to show’that'zi is
not a dreéam in ‘the world of art. Eternal being in this ode
is not a fitful longing in the sonnet nor is it represented

the nightingale only as a symggf?\gut it is actually

achie by an.existence on this,6 earth-—an urn. The urn

— g

-
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asPieves it by crystallizing the moment of life into the

eternal preseht. Therefore, in its world, Fo”be "for ever
panting, and for ever young" (27) is truth. Keaﬁs wishes
to make the‘eternal love and beauty of ita‘World his own,
by 1dentifying hlmself with the urn.
At the begimning of the poem, Keats is spec?lating-on
the stillness of the urn, and with its stillness, he is
also moving into the state of "Quiet." it is of interest
to note that the pain of time caused b; the contrast between
the urn and his mortal self, which is the prerequisite
element of ”Négative Capability"” was already experiencéd two
years earlier in "On Seeing the Elgin Marbles." In that
sonnet,'facing the statuary'g‘steadfastnéss, Keats grieves
at the limitations of being human? . P
My spirit is too weak--mortality
Weights heavily on me like unwilling sleep,
And each imagined pinnacle and steep

Of godlike hardship tells me I must die
Like a sick eagle looking-at the sky.

. e, ,
Moreover, Keats is well aware (as he laments in the ode)

that in‘reality all breathing human passion "leaves a heart

high-sorrowful and cloyed, / A burning forehead, and parch-

ing tongue" (29-30).” With such pains of time, in "Ode on

.a Grecian Urn" Keats gradually merges himself into the urn.

His eyes move from the total urn, the form of which is still

the "foster-child of silence and slow time" (2) in the

actual sense: to the frieze on the urn and finally to figures\

on the frieze. It should be noted that to the urn as

),/

[

[
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distfhct from human life tihe is rather a preserver than
a destroyer.

The world depicted on the frieze is the world of the
eternal present where all the figures; free from the de-

structive effect of time, are enjoying the ecstasy of ° .

e ' ?

eternal love and beauty. Keats asks whether it is "Tempe
or the dales  of Arcady" (7). Earl Wasserman points out""ﬁ

that Tempe, the region which Apollo favored, is an earthly

heaven; and Arcady, the region which man thought to approach'

most nearly a paradise, is a heavenly earth.12

In these
two regions, both the diV1ne and the mortal are’ presen:. .
These two regions are, in other words, the world of the

moment which is at the point of intersection of eternity

. with time. To join such-world of ‘the urn Keats also has

to be divested of time. With the intensity of imagination,

he gradually decelerates the movemént of time surrounding
him and gets further and further away from the external
world. Keats conveys thls process by slowing the movement

of the poem. Wasserman, in 'his detailed study of this ode,

.analyzeés the process as follows:

a
.

-

" First, the swelling tempo of the first stanza,
accelerated by thé staccato breaking of the
questions, gives way to the slower harmony of
the second, and then smoothes itself out in

' the orderly, sharply comparted phrasing of the
third. The final sense of a controlled order
in the third stanza is aided by the slow,

learl R. Wasserman, The Finer.Tone: Keats's Major
Poems (Baltimore: The Johns Hopkins, Press, I§§§$, p.,IV
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. ' deliberate movement that results from the clear
ordonnance, from the repetition of "happy,"
and from the reccurence of the Ego patterns
["happy" and "for ever"]. . . .

[

Then, when Keats has succeeded in arresting rthe move-
ment of time and has achieved the state of timeless, space-
less and selfless being, he finally merges himself into the

urn: , ¢

Ah, happy, happy boughs, that cannot shed

Your leaves, nor ever-bid the spring adieu;
And, happy meiodist, unwearidd,

For ever piping songs for ever new.

. More happy love, more happy, happy love!
For ever warm and still to be enjoyed,
For ever panting, and for ever young. . . .
(21-27) :

i ~

fid

In this world of éhe urn, Keats shares gternal happiness
with the bough, the. melodist and the loéers and at the same
tﬁ;e elevates his own human passion whiéh'is contrclled by
time to the level of eternity. Keats's experience of
eternal being in the arrested moment in imagination gives
him a conviction of the immortality of ler and beauty.
However, again in "Ode.on a Grecian Urn," the
moment Keats merges himéélf into the urn's world of the
eternal present, he also becomes aware of the negative
aspect of eternal being acﬁieved on this earth. Keats's
imagination leads ?im to the little town these figures on

the urn would have left bghind: C,

13Wasserman, p. 28. ) ‘

e o e AN

ks ey e R



—

95

What little town by river or sea shore,
: Or mountain-built with peaceful citadel,
- Is emptied of this folk, this pious morn?
' And, little town, thy streets for evermore
Will silent be; and not a soul to tell
Why thou art desolate can e'er return.
(35-40)

Q

The desolate little town reveals that eternity acﬁieved.by
the urn is dead eternity like Ailsa Rock he encoupté?ed in .
© 8S8cotland. As he was thén stfuck by the cold steadfastness
’:Of.the Rock, Keats is now struck by the death-like coldness
of the town. Keats'realizes that the urn's eternal being
is assured only by abandoning the warmth of life. As the

thought of death became a prelude to bring him qnd‘ghe

+

arrested moment in imagination back to the movement of time

in "Ode to a Nightingale," in "Ode on a Grecian Urn" the

[N O

thought of death caused by the emptiness aﬂd desolateness : i-
of the little town forces Keats to leave the world of the ‘ oL
urn and to come back to reality of time. Once back in time,

the urn's eternal happiness turns out to be "Cold pastoraif %
(45).

Unfortunately, once again in "Ode on a Grecian Ufn" .
Keats is confronted by'the pa:adbg of being. This time,
unlike the nightingale, the urn qctual}y‘exists in front

of Keats with the:éppearance of eternity evep~when the
moment in imagination has already‘passed; however, %he
eternal being of the urn-itself is based on the paradox of‘
lifeless 1life. The 1i}es depicted on the urn,.like the

lovers Endymion found at the bottom of the ocean of nothing,
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are endowed with-the ‘efficacy of immofta}ity only because
in their consummation of death, they are ﬁow beyond the
reach of time's 6e5t€;c§ivqness. Since they are already
dead, in the world of the urn, "death no blossom nips”
(Endymion, I1I.740). In this sense, even though the arn

* 3
succeeds in arresting the moment of life and enclosing it

in its circle of soli;uge,lthe world of the eternal present

enclosed in the urn is, in the outward sense, the weprld of

the moment.which has ai}éady died/and therefore has become

.absolute in its death. The lives depicted on the urn are

4

rather.the crpatures of space created by the dead moment.

N ., )
They simply occupy the space. However,. in spite of the

' fact that they are nothingq‘they actually are: they are

contentuto be;‘without the past and without the future,
having no other jurisdictio;é'than their own presence.
Thus, eternlty as manifested by the. urn 1s, in fact, based |
on its assertion that nothing is. somethlog, that within
what outwardly seems death, there is life. However, Keats
cannot but realize that in reality it is nothing nonetheless.
"'In "Ode on a Greciap Urn" the urn also reveals another
paradox of being. While the eternal Being of the urn is
achievéd by abandoning thé“warmth of life, and therefore
the urn in fact 1n51sts upon the belng, as it were, of g
non-bexng, eternal love in the world of the urn 15 11kewise
achieved by giving up the joy of fulfillment: in this sense,

the urn again confounds being with becomlng though it even-.

ftually. recognizes their dlsparity. v L \
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, . Bold lover, never, never canst thou kiss,
L . <~ ! Though winning near the goal--yet do not grieve:
S ‘She cannot fade, though thou has -not thy bliss,
o For ever wilt thou love, and she be fair.
- . (17-20)

.
. N .
a
+ N / .

v .

Thus, even though love will never wither in the world .of-
the urn, yet it is not completed. The lovers are not allowed
_to exchange a kiss even if they want to. Indeed, their love ,
" is _"si:‘il‘l te bekenjqope/é: (26) . . As Cleanth Brooka,pqintsl- ‘
lout, ;:he word, "_still" well exf:i:esses the paradoxical situ-'
‘ etien of their love -it simultaneously means both "forever N
and yet" (in' the sense of "not 'quit&l), 2 d 11t mdmates ‘
that thelr love is eternal only because it is unsatisfied. 14 ‘
'} The satlsfactlon of fulfillment is about to come in the R i |
i

near future, and only when it happens w:.ll their love

bécome complete However, in the world of the urn, it,‘wi‘ll

never happen. .The ufn proclalms eternal love only by ’
making us belleve in fulf:.llment as ‘/potentlallty

. KS

. % a | ‘ _, Thus, .ev'en though tl)e: urn suqce:ds.‘;i,n air'restingrt.'h"e :
moment of life, it has to 'pay the high price to achieve it.
The urn ig free from the hand .of tune ‘by .giving. Qp the
'satisfa‘ction' of fulflllment ( w,ell as the warmth of llfe) H
oo ‘for in reallty, the ‘moment an actlon is completed, the
'moment of fulf:.llment vanishes into nothlng. Keats 1s

. well aware of th:.s fact. He gr:.eves that all' human passmn

"leaves a heart hlgh-sorrowful and cloYed" (29) Humagn

o . “ s -

L e

14 Cleanth Brooks, "Keats's Sylvan Hmstorian° H:Lstory
without Footnotes,” in The’ Well Wrought Urn: Studies in
Structure of Poetry (New York' Harcourt,. Brace & wOrla'_
pp. 158~
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fulfillment because it is about to be- fulfilled; however,
B - ]

H
:

. passion’ controlled by time, unlike love in the world of

the urn, can be "cloyed," but one has cohs’equentiy to suffer -
. . vl ’

frc;m the pain of loss. The niomen‘t of satisfaction is at

4

the. same time the moment of loss. Thus, ironically, in our

L}

human world, the paln of loss caused by time is compensated
by the satlsfactlon of fulfillment th.ch the urn can never
have~. Instead the urn has to be content with the poten-

1

tiality of fulfillment in order to'be in the arrested moni\ent.g

. Triis is the reason why .the urn remains @ "still unravished

. o . & .
bride of quietness™ (1) like the maiden depicted on it who ,

is not even ravished by a kiss. This is one reason the .
music in the world of the urn m'u'st be soundless. ® Every

Q
action depicted on the urn is nearest achieving the joy of

because it has not yet been fulfilled, it is free -from the
pain of loss. !

To sum up, the ambivalence and ambiguity 'in “Ode on a
Grecian Urn" is caused by the paradomcal nature of the
existence 6f thé urn itself. Even though the urn actually\
:is. endowed with the apﬁearance of eternity, it is -)in cht
claiming . tﬁe being of non-being in bgth the past and future

senses. As a ‘paradox is self-limited and yet denies limi-

. tation, to talk about the urn causes an endless digjession

and is mdde possible only with the use of paradoxes. Indeed,

as Cleanth Brooks's detailed study of the paradoxical

_ structure of tHe poem shows, "Ode on a Grecian Urn" is \

-

i ad
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full of rhetoriéal pafadoxes.ls However, at’ the end of the

poem, as if to solve the paradexes of being presented ﬁy

the urn, Keats brings forward the famous and much discussed

aphorism: /// -
- ]

\ .
'Beauty is truth, téﬁth beauty'--that is all.
Ye know on earth, and all ye need to know. . e
- - . . (49-50) :
, ’ .

Whether Keats means the urn or the reader by "ye" (I per-
sonally prefer to believe that with "ye" Keats is addressing

N

not only the urn but also all the lives contalned 1n its

- world) , he flnally answers the problem of be1ng and not—

. being with the solipsistic assertion of beauty-truth equi-

valent which sounds quite similar to his-remark in the
letter of November 22, 1817: "What the imagination-seizes
as ﬁéauty must be truth. . : .“16 It seems that in "Ode on

a Grecian Urn" Keats can;ot accept paradoxes as they are.

At the end he clings to his old yet firm bellef in the

.truth of imagination and beauty, To avoid falling into

the'paradoxes ofubeingh'in this ode, he rather chooses to .

fall into still worse-solipsism. v

LN

While the first three odes, "Ode to Psyche," "Ode to

Al

a Nightingale" and "Ode on a Grecian Urn," in one way or ¢
another, deal with the-moment'sublimatgd to the .eternal
present in imagination, "Ode.on Melancholy"™ which follows

B ' [
15Brooks, Pp. 151-66. ' -

lsLetters; I, 184. ' ' ' ' )
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them shows Keats's completely diffezent perception of the

moment. In this o¢de, He rather resigns himgself to time

and accepts that the moment in reality is only temporal.-

' He no longer wishes for "easeful Death" ("Ode to a Nightin-

b s, ATt ooy S oS 45"

bt ot e g 47 o b e = g

géle," 1. 52)—to make the moment's happiness eternal or '
tO'foréet the ’?{in of loss cay;ed l?y the temporality of the
moment. "No, no, go not to Lethe" (1), s’;ys Keats at the
beginning of the poem. . He thus rejects death. for death
will "arownlspe wakeful anguish of the soul" (10). Death
destroys not only beauty but also the epistemological
functidh of the mind whi’ch '\:'ill recognize its truth.
Instesad, in th‘is ode, tolf.ind out the truth of beauty Keats

prefers to be awake in the fleeting moment even if it brings

pain; and then he reaches a paradoxical affirmation of

beauty, that' the joy of beauty can be truly appreciated all .

the more because it is ephemeral. ' /~
As melancholy is the object of Reats's contemplauon,
in this ode Keats merges hJ.mself into the sorrow of time.

Melancholy springs from the‘realization that neither beauty

Y . e
ner joy remains the same beyond the moment:

B

- )
She dwells with Beauty--Beauty that must die;
And Joy, whose hand is ever at his lips

Bidding adieu. . . . g (21-23)

As’these lines show, the moment perceived in this ode is

not the moment lifted above time and endowed with the
eternal value by imagination-but the moment in time which

is about to pass away and vanish into'nothing. While

e —— e - v e Paase
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"anguish does not sting" (Endymion, IV.526) in the "Cave of

Quietude” (in all of the former three odes, once Keats is

. 8 el
in the world of the moment in imagination, he is thus free -

from the pain of time), in "0de on;Melancholy" anguish is
alwa&s:;QQkéf -In this sense, if the painless (or pain-trans-
cending) state of "Quiet" in the world of tﬁe moment is the

primary state of "Negatf%e Capability,” iE may be said that
"Negative Capability" ig rejected in this ode. ' Keats here Ve
prefers the epistemological experience of tﬁe moment to its

merely sensuous experience. 1In fact, the one aids the

other. Still, it may be possible to consider that‘Reats
merges himself into personified Melancholy through "Negative ;
Capability"; however, in this case since melancholy itsel f

is based on the recognition of the temporality of the moment,

empathy into melancholy still inevitably involves an episte- ’

mological functionr. Whether\the empathy with melancholy \\\\'
is regarded as "Negative Capability" or not, in "Ode on ™
Melancholy" uhlike in "La Belle Dame Sans Merci," Keats
accepts the anguished knowiedge that the moment of joy of
beauty is only temporal; for it is the inevitable complement

of the moment of fulfillment:

- 1 ' ,‘n

Aye, in the very temple of Delight Sl
Veiled Melanchroly has her sovran shrine. . . .
. . (25-26)

. >
-
<

, A L e ' .

Only the g?e who has tasted "Joy's drape against his palate
| ) . -

fine" (28) is the sdfferer from the pain of loss and there-

fore' from melancholy. Since he quotes the proverb at the

-
(3

s e o2
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beginning of the sonnet, "How fevered is the man who cannot

«100k;" Keats is well aware that "you cannot eat your cake and-
have-it top." If to be forever, we have t;o g:@ve UpE“eithei':
the warmth Sf life or the satisfaction of fulfillment‘(;like
the Grecian Urn, Keats now much prefers feel“ing'tltxe satis-.
faction of fulfillment aml'l t-:hen losing it, to nétﬁfeeli;g )
it at all. s ‘
Hencé7<%in "Ode on Melan'choly" Keats does not strive to
hold on to the moment; he is content to enjoy the moment
that is about to ﬁass. Keats says the éoul.zpf the /one i,n
melancholy is "among her cloudy tfpphies-hung" (30). This
statement indicates Keats's contentment w}]th his precarious
state in tl‘meu fleeting moment. The moménrt. is suspended LT
betweenﬂ two nothings of the past and the future,/ and once’
the moment is consummated, it has to disappear into nothing;
however, the moment ofwf,ulfillmen_t in time itself is more

\ AY

erfect in its intensity than fpe most "eternal" moment ever
enjoyment of such intensity °

achieved on this earth, and an

t

and depth "makes the moment eternal in gquality if not in

duration. w17

After all, melancholy makes Keats aware not only of

. ) o P

the loss but also of the precious 'gain which. edch moment
brings abSut. He is therefore content to be in melanchgly.

He may feel the pain of loss, yet he does not strive to

retain the moment which is about i:o pass.. He enjoys léving
’ - . M -

17

Hough, The Romantic Poets, p. 178. ~

L
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- each fulfllled nnment. Such acceptance by Keats# of: f£ime
and his con;entnmnt to be in the fleeting moment }n “Ode
on Melancholy" give indication of the maturation of his

sense, of timg and éxistence which will séon coﬁe,fruition
-
in "To Autumn.”

b

« . Even’'in "Ode on Indolence," the last and generally

I 4

regarded as the least important of the odes written in the

same perigd, Keats's absorption into the present moment ié‘
&guite obvious. In fact, Keats's "Negative Capabiljty"

which Patterson says is rejecteéd in this ode,l8 is‘still.

at work; he is in its primary state, the state of "Quiet";

"Quiet" that is, the sense of nothingnesé,

{¥ however, in this case, the negative aspect(of'the state of

strongly domi-
nates his mind, and he is in the luxurious contentment with

the moment of being:
4

Oh, for an age sheltered from annoy
That I may never know how change the moons,
Or hear the voice of busy tommon-sense.
“ , (38-40)

- S o
B

Thus in "Ode on Indolence," as in his other odes, time
" ‘
in reality stands in front of him as a tormentor. In this

<

-ode,. to escape from all the troublgs caused by time, Keats )

. - o 1
steeps himself in "honeyed indolence"” (37): f\

b g

" 2

. Ripe was the drowsy hour;

The blissful cloud of summer indolence -

r ) ' g
* 4 .

‘ 18Patterson The Daemdnxc in the Poetry of John Keaés
po 164- i’ R “ . " ’
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€ S
] Benumbed my eyes; my pulse grew less and less;
Pain had no sting, and pleas 's wreath no flower.

(15<18)

r

Indoience leads him to the stats of 1gthargy, in which he

. loses the pains of time and enjoys the sense of emptiness.

Even Love, Ambition and Poesy--the usual objects of Keats's

-

(19—20)

-

Keats dismisses these three from his mind, since they threaten

-

to restore him to the state of consciousness (especially

© ‘ ~

the congciousnéss of time and self) which he seeks to evade.

i:The sense of nothingness Keats feels, then, is_the
Y ‘ . .
negative aspect of the self-annihilating process of "Nega-

«

tive Cayability " Only by. destroying his self, is Keats
now in the world of the moment. 1In this state of “Quiet“
he is actually ready, if he wants, to move to the secondary
state of fNégative Capab@lity"ffthe active ;articipation

through empathy--as he did 1n "Ode to a NightiMgale" and

"Ode on a .Grecian Urn" ("Ode to Psyche" ends in its process); °

hawever, in "Ode on Indolence," Keats chooses to remain in
passivity and nothingness. He is too content with: ezﬁg.
His sole éurposé in this ode is to escape from time and

\

forget everything else except the paramouné fact of his

. own existence. Keats does not use his "Negative é:bability"
. A

L4

obsessions--cannot stir him fromfhis .:i.ndulgence in the b
moment :

Oh, why did ye not melt, and. leave my sense ~
e Unhaunted quite of all but--nothingness?

I3

¢
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as a driving force to experience the value and significance
of eternal balng in the imaginative moment. He just enjoys

the "falnt visions" (58) indolence createe. In this case,

‘hls lmaglnatlon never reaches 1ts hlghest 1nten91ty.

- a», ¢ .
Moreover, slnce h?# 1ntent19n*&n this ode is not to seek

for the signlflcance of beihg, nor does the'ontglogical
kG -4

question often caused by the paradoxical nature of the ima-

ginative moment arise. In this sense "Ode on Indolence" is

essentially different fro r odes (even from "Ode

on Melancholy" in which Keats at leagt Btrives to find out

the 51gn1f1cance of being from the realistic. point of view).
o
Therefore, it is understandable that Keats excluded this

ode when he published the others in 1820.

[

\qi; 2. Diana~Triplex of the Moment

¢

i
After all, the moment isyset down at the point’of

intersection of eternity with time; and when an existence
.M . ‘

*has to be transported from the moment, the moment has three

directions: (1) upward: with the intensity of imagination, "
the essence of being is suh&imapedﬁée eternal beiné: (2) '
backward: an existerice holds on to the moment which has
alreedy passed into the past of nothing; (3) forward: it
moves to the next moment with the movement of time. 1In

Endymion when the hero feels hlmself torn between his love

for Cynthia and his 1ncreasxng love for the In ap maid,

- 1‘\ // ‘,'

oy
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he exclaims that he has a "triple soul":

~'Goddess, I love thee not the less! From thee
By Juno's smile I turn not-~no, no, no--

) While the great waters are at ebb and fiow.

I have a triple soul! Oh, fond pretence—p

For both, for both my love is so immense,

I feel my hedrt is cut fog\ghem in twain.®
n . ‘ (IY.92-97)

; ,
Quoting these lines, Patterson points out that a "triple '
soul” indicates Keats's awareness of the Cynthia—Diéna-"
Hecate triélex and that the three fold realm of Diana
coincides with the three regidns of action in the poen,

the Héaven, the earth‘and the underworld.l9 Such‘Cynthia-
Diana-Hecate’triplex also applies to the three aspects of
the moment. Qynthia reprg§ents the celestial mode of being
in the moment: upward movement. Hethe, the queen of Hell
and darkness represents the negative‘mcde of being in the
moment: backward movement. Diana represents the earthly °
mode of being in the moment: forward movement. As the
ambivalence and ambiguity of the odes imply, Keats is well
aware of the Diana.triad of the momegt.” To study Keats's
three major boems,,"Thé Eve of St.'Agnesc" "Lamia" and
"Hyperion," especia;ly the section concerning Apollo's
transformation at the end of the poem from the(point of
Keats's view of time and existence, is to find that they
present the process of life in each moqigof,the moment.

,lgPaéterson, PpP.. 76, 84-96.
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ii\
Cynthia: "The Eve of St. Agnes”

It may be presumptuous to .say that "The Eve of St.
Agnes™ presents Cynthia's mode of being in the moment{.
that Keats's intention in the poeﬁ is to convince himsqlf
and the readers that the essence of being, especially in
th;s case l1cve, could transcend time, The ending of the
story is too ambiguous to be decisively judged in this
way: though the lovers, Madeline and Porﬁhyro S;e happily
united in thewpoem,‘they finally escape the harsh reality
surrounding them only to disappear into"the storm, and the
actual ending, the death of Angela and the Béadsman: is
rather sombre; The ambiguity of this ending has been much
discussed. According to Jack Stillinger, the differing
interpretations of the conclusion of the stofy are summa-
rised as foliows:skl) the lovers transcend the world of
mortallty entirely and enter another world of eternal
fe11c1ty. (2) they face reality, perhaps even perlsh, in
the storm; (3) thé& face penance in "that second circle of
sad hell"™ ("As Hermes once took his feathers light"), the
circle of carnal sinfulness in the fifth canto of the
Inferno: (4) thé& find a happy life in the human world.20

Each interpretation sounds plausible; however, as far as.

the time~scheme in the poem is concerned, it seems to me

that the first view is closest to Keats's original intention.

. §
¢
2oJack Stlllinger, The Hoodwinking of Madeline and
Other Essays on Keats's Poems (Urbana* Unlver51ty of

ITIinois Press, 1971), p. 87, n. 24
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.through his poetic rites of love to envision the essence of

N 108

v "Love ¥s nmy religion,"21 says Keats in a letter. As

if to confirm ;his belief, in “The Eve of St. Agnes” he
performs the rites of love. The story 1t5elf is based on

a popular superstition tha; on the Eve of St. Agnes, through
certain ritual practice, virgiﬁs can see their future_
fusband in their, drean. Accordlngly, in tL; poem, Madeline
performs her rites of love; and she not only follows each
step of the rites of StXQAgnes' Eve and dreams of Porphyro,

but also finds out that the dream is truth. ' Madeline is

. united with him, and here the truth of love is attained

through her rites of love. Yet even here we have to notice

the complexity of the poem: while "The Eve of St. Agnes"

tells about Madeline's (and also Porphyro 5) rltes of love, |

the poem itself enacts Keats' s own poetlc rltes of love.
Keats is well aware that in spite of his belief in eternal

love, love in reality is as ephemeral as beauty:

For thexe the lily and thd, musk-rose sighing,
Are emblems true of hapless lovers dying. . .

- ("To My Brother George"--Epistle, 1ll. 8979b)

I

B:;;a;ié%y" and the "rose" are in faét most fragile creatures.

P % Keats's real attempt in "The Eve of St. Agnes" is

A

ephemeral love (symbqlized by the "lily" and the "rosel)

.»nfreed_from the destructive hand 6f.time and sublimated to

eternity. Madeline and Porphyro, in this sense, become the

-

+

21Letters, 11, 253—24. o

-

-y

'




"emblems true of hapless lovers dying." 1Indeed, in the
N poem, Madeline's body is described as "lily white“'(sz);
and when Madeline and Porphyro are finally united, Porphyro
is coﬁpared to the rose and Madeline to the violet:
.Into her dream he melted, as the rose

Blendeth its odour with the violet. . . .
Lo (320-21)

¥n time-controlled reallty, the moment thelr union is

consummated;" the momen§ of love seens to vanlsh lnto nothang.

In "La Belle Dame Sang Merci" the lily and the rose as the

emblems of love fade away after the knight's union with

the fair lady. However, in "The Eve of St. Agnes," in the

moment of union the essence of love is etherialized; and

m Keats affirms the truth of love in the arrested moment of

poetic imagination. ) - ‘ )
~As Wasserman points out, the structure'of,"The Eve —

22

of St. Agnes™ is a series of concentric circles. Near

the center is Madeline's chamber where the rltes of ‘love

)".

are performed, andggreclsely in the center is Madellne 8
(and also Porphyro's) dream materlalized in their unlon.
Theirs is the world of the moment secluded from the harsh

o reality of time and space:-it ‘is the "mid-desert shrine”

Country,” -1. 22)u’i; is the self-contained world of ima-

R it @* *
gination. To reach this sacred chamber, we h%;e to‘ffést‘

¥

. . : : { S, . i - T,
t ' 2ZWasserman,“*The Finer Tone, p. 103. . ) .
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pass through the "chapel aisle" (13) where coldness of
death dominates everything. As has been noted, the images

of the first fdur stanzas of the poem are influenced by .
Lasinio's engraving of Orcagna's "The triumph of Death."23
the cﬁapgl aisle is indeed the world of immense nothingness

that surrounds the island of the moment. Here, death is#

™~
»

. the only one reality: '

The sculptured dead, on each side, seem to Erepze,
Imprisoned in black,.purgatorial rails.
(14-15) .0

o !

» ) . - ®
These sculptures are imprisoned by the coldness of death,

and their stillness tells only of dead eternity. Even the

Beadsman, who is the only one still alxve in this moribund

’

world, is already claimed by death: "
g
already had his deathbell rung,

The Joys of all his life were said and syng. ...
¥ (22-23)

Yy .
Yet, even iIn this world of dying there is a slight sugges-
tion of the possibility of the salvation of the human soul
through death: |
' Numb was the Beadsm&nig fingers, while he told

His rosary, and while his frosted breath,
- Like pious incense from a censer old,

Seeried taking flaght for heaven, without a death... .

(5-8) . -

. L) N
The image of the Beadségn's breath taking-flight for heaven,

' -

23Allott, ed.,. The Poems of John Keats, p. 451.
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added to the :eligioué atmosphere sufrougding him, seems
to suggest that even though his body is-doomed to be
destroyed by death, his soul[ the essence of his being

»
itself is free from -its destructlve nand.‘ .

’

_ Having, passed through the darkness of death, we next -
enter into the world fllled Wlth the sparkling l;ght and" ﬁiﬁ;'
gay music. The "“level chambers- (32) filled with guests

are indeed the world of the flesh and blood, life in reality
étili controlled by time: H&re we can hear the gounds of

the "silver, e;atling trumpetg“ (31). as i; is a "¢thrill"

of trumpets” ("Lamia," IT.27-28) that pre}udes the end of
Lamia's and Lycius's enchanted dream-love, the sound of

the tgu;pet'is the music of life-in-reality.’ g;;ng the.
guests, is Madeline.” However, even though she is in time
like the others, her spirit istreed from the movemeng of
" time, "Hoodwxnked with falry-fancy (7QL; Stre531ng that

the word "hoodw1nubd" means “bllndfolded " Jack Stllllnger
points out that Madeline is a victim of deceptlon not only
perpetrated by Porphyro but also by herself and the syper-
sfition she ‘trusts in; thus he develops the aspect of
_ecépticisﬁ in "The Eve of St. Agnes.“24 However, the‘werd
) "hooﬁwinked“ also ?ndicates Madeline's state.in the self-

enclosed world of fancy (in this case, also imagination)

‘where time is arrested in the present moment.

-

T )

While Madeline is thus preoccupied with her fancy,

24

Stillinger, The Hoodwinking of Madeline and Other = '~
Essays on Keats's Pdems, Pp- 37—53_ . .
-
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Porpﬁyro arriveq at the castle. He has come to grasp "one ' %
moment in the tedious hours" {79) in wﬁich he can gaze on

. A ) and worship Madeline. To érasp the moment, he seeks the

‘ 1 engfance to Madeline's chamber. He achieves it with the
help of o0ld Angela. Hoﬁever, to reach her timeless chamber
+ = of the moment, he also has to pass througq‘immense'noghing—

ness that surrounds the world of life and then. the world

" of life in time. When he happens to see Angela, ‘he is

-(\stanaing behind a pillar "far beyond / The sound of merri-

‘ment and chorus band" (94-95). He is jubt outside the .

world of iife. Angela then takes him to a "little moonlit
room, / Pale, latticed, chill, and silent as a tomb” (11l1-

112). This little room which seems to be located outside

the "level chamber" where the revelry is taking place is
Tindeed the world of death like the‘"chapel aislé";rand
Angéla to whom this room seems to belong is, like the
Beadsman, already claimed by death. Angela, "Whose . . }f;ffj
éassing-bell may ere the midnight.toll" (156) has né place D

e e s

i ., in the'yorld of gay life. She takes Porphyro to Madeline'sg,
‘ chanber.' Obviously, her chamber is located in the center 5

‘ W
of the castle as the poetic world of the moment is in the

recess’ of the soul. The passage leading to her chamber i

like a labyrinth: they have to pass "Through many,a dufity

r 8
. ' chamber, he hides himself in the closet. Eventually Madeline

-~} 3
gallery"” (186). Then, finally when Porphyro gets to:ﬂ@r
»

also retires to her chamber. This chamher where she performs

- the rites of love is the woFld of the moment free from the




" the sea of fiothipgness: ' ' -

L . o A I iy bt P

_ hour" (66).

3

113 .

. \)\
~jurisdictions of time and space, In this chamber, there

is no sound nox light save bthe silver light of St, Agnes'
moon. It is the "paradise" (244) "in the retired quiet of

the night™ (274). In this chamber, Madeline is in the
9 ° J .
state of "Quiet" and dedicates herself to the "hallowed

H

Here, to perform the rites of St. Agnes' Eve, there.

are certain strict rules to be followed:

-

As, supperless ®o be they must retire
And couch supine their beauties, lily white,
Nor look behind, nor sideways, but reguire
0f Heaven with upward eyes for a](.l tha;: they desire.
51-54

. - ! .
Thus, Madeline is not allowed to look behind. This warning

is important, and it is repeatedly mentioned in the poem: .

"But dare not look behind,; or all the charm is fled" (234).
Tth action to "look behind" is deeply connected with the
past and death. In myth and the Bible, i:wis often related
how fatal the action turns out to be. Orpheus fa‘ile”d to
re.trieve his wife, Euryd_ice-from Hades only because he -
looked behind at the last moment. Lot's wife turned into

L

‘and ed back to see the destruction of Sodom (Genesis

a pila of salt only because she disobeyed the warning
®xix.26) . Keats is well ‘pwge of the significance of the
action. In Endymion, after the journey through the under-

ground world, Endymion tufﬁs back only to find himself in

1

I . f \
\ . / .
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He turned--there was a whelming sound. He stepped--
. There was a cooler light; and 8o he kept
' Towards it by a sandy path, and lo:
More suddenly than doth a moment go, )
' The visions of the earth were gone and fled-- RN
He saw the giant sea above his head. ‘
, (r1.1018-23) . ‘

F i) .
Likewise in "Lamia" when Lycius first encountexzs Lamia, he

passes her by without noticing her, and she begs him to
"look back®™ (I.241). He looks back, and this is the original

cause of the tragedy of their love which endes in Lycius's

et
[P

) death. ff:;v /
Thug, the aé%iéh of lookié; back is often related to
death. Té look behind is to look back to the past or wopse
ts face death. If Madeline looks behind, eéeﬁ if the action
dqea not cause ﬂer deathT at least the magic ‘'of the enchanted

mpment'dies away, by being connected with the past. In

recﬁllection of the past. As thé thought of the past becomes
the cau;e to bring down the moment . 1ifted above time by
imagination to the movement ofltime in "Ode tora;:g;htingale,"
so the action of looking behind can change the "hallowed
hour" to the ordinary hour. Therefore, Madeline obeying
' the rules, dpes not look behind while Lycius does. Here
is the fundamental difference betwgen Madeline's love and* )
~ 5, " Lamia's. ' ) x
’ 5~ By following the ruleépof the r;tes of St. Agnes' Eve,
in the dark paradise of the'wor;d 6f the moment, Madeline

is then gradually etherialized. She looks all akin / To

]
'
t
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.this sense, the action of looking behind is relevant to the ¢
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spirits of the aif, &nd visions wide" (201-02). She kneels
for "heaven's grice and boon" (219) "Qo pure a thing, 'so
free from mortal taint” (225). 1In thiawtimelen; world of,
the moment, Madeline is thus suplimaéed to pure essence and
tﬂa;eby achieves the state of immbrtal being. She then‘liés
on her bed in "sort of wakeful swoon" (236).°% 4
Meanwhile,* frod the clbset, Porphyro is watching the
process of Madeline's Ltherealization. Now, he ggmes ou£
from the closet, and in order to be united with Madeline
who has already been sublimated to the essence of love,
he performs his own rites of love. For him, Madeline becomes
the goddess of love :o be worshipped, and hegg chamber, a

"silver shrine" (337):

N v T

Thou art m§ heaven and I thine eremite. .
PR (277)

However, to be united with Madeline, Porphyro has té be
]

.

etherialized, too. In the letter of March 13, 1818, Keats
refers to "BEthereal thing." He says "every mental pursuit
takes its reality and worth from the ardour of the| pursuer

--being itself a nething" and contiﬁues'as follows:

Ethereal thing may at least bé/;hus real, divided .

under three heads--Things real--things semireal--

and no things-—-Things real--such as existences

of Sun Moon & Stars and passages of Shakspeare

[sic)-~-Things semireal such as Love,«the Clouds

N &c which require a greeting of the Spirit to make.

~——— them wholly exist--and Nothlngs which are made 25
Great and dignified by an' ardent pursult. ..

v v L

25 etters, I, 242-43.

b o
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\~Madeline, now the.eésence_qf love thus requires a greeting
of Porphyro's spirit to- be %rue} while Poréhyro, who has -
come from;ndwheke and is actually a "nothing” (in the sense
of the ietter above) , has to be sublimated to being by his
ardent pursuit. Fog this pd&pose, Porphyro giVes.a feast.

A : The part oﬁ a‘§$ast {the stanzas, XXX and XXXI) in

"The Eve of St. Agnes" is much digcus§ed. Accoraihq to
Gittings the feast, which repeatedly occurs in the poems‘

written from January to Septembér, 1819, is deeply connected

with Keats's relationship with Isabella qones,26 while

¢ .
Bexgr finds here the influence of Wieland's C)"beron.z7
i However, it seems .to me that there is .a deeper meaning to

the feast taking place in Madeline's chamber &f the moment.
\

Lionel Trilling in TPhe Opposing Sglf points out that'"the

) ( ;
, ingestive appetite ig the most primitive of our appetites,
the sole appetite of our infant state, and a preoccupgtioﬂ
witgsit, an qﬁﬁessive emphasis upoh it, is felt . . . to

v 4 imply the 'passivity and'self-riﬁerence of the infantile
condit,ion."28 He then notices that Keaés, unlike Aldous

Huxley, T. S9.  Eliot or Graham Greéﬁe, did not sharé‘Bur

-

culture's fear of the temptation to the passive self-reference

v

Y- of infancy put rather made the knowledge of felicit& evoked

? j A ' /
- F 26 e
Robe¥k Gittings, John Keats: The Living Year (Lon®on:
"Heineman, 1954), pp. 168-74. » .
(// ~ 27Werner W. Beyer, Keats and ‘the Daemon King (New York:
Oxford Univ. Press, 1947), pp. 174=75. e .
28LloneL Trllllngﬂ "The Poet as Hero: Keats in His
b ‘Letters,"” in The Opposing Self:.Nine Esgsays in C’ltlcxsm

. {New York Viking Press, 19557, p 17.
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. . {‘

by food, the foundation of his quest for truth.?’ as ad

example, Trilling gives "The Eve of St. Agnes" and about
. @

the'feast-scene{ba»states as follows:

And in that famous scene the whole paraphernalia
of luxurious felicity, the invoked warmth of
the south, the bland and delicate food, the
privacy of the bed, and the voluptuousness of
the sexual encounter, are made to glow into .

. an island of bliss with the ultimate dramatic

- purposs of making fully apparent the cold

surrounding darkness:s it is the3voment of life

in the ipfinitude"4f not-being.:
o >

Thus, Trilling finds out that in Keats's case, the feast--

" whether it implies his infantile condition or not, or

whether it is deeply connected with sexuality or not--does

' not remain meré sensuous indulgence; it is an important

el

médium for Keadts to grasp the moment of being, and in the
Y A - -

“ultimate case, it even enables him to perceive in jhe moment

of bliss the éysence of being. Trilling then concludes as

feollows: ; i .
. Y. . , :
He 1ived to perceive ultimate things, essences.
.This is what appetite, 9¥ love, was always
coming .to mean for him.

o w

» “ ' . .{ﬁ
After all, Trilling's atcount of the feast in "The

' Eve of St. Agnes" in terms of appetite seems to reveal its

T S,

ritual® mature. Porphyro's feast €aking place in Madeline's

29
30
!

Trilling, p. 18.
Ibid. ‘
1l . u
Ibid., p~ 19. .

v ] - ‘ )
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o element of the feast. However, for Pdrphyro who is the N
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¢ . -
"

chamber of the moment is, in fact, an indispenaable element

of his rites of love to be united with Madelihe, the essence

of love. According to the Greek-mythologist, Carl Ker&nyi, -2 |

the feast has an element of the rite even if it may not be
gy

called a rite in itself; the feast, whether it is a sacrifice
or not, requires the presence of god. In such rites, there
is & translucence which makes it possible to see the vision
S b

of eternity. In Greek religion, tMere is also a mystic

notion of the union between a man and a god, and its absoIute

e Ao i v bt 7

form is "hé&nosis.” . ‘
. Basing his view ox( Kerényi's interpretaion of such rites, ] {

Katsuzo Sakata finds in the feast given by Porphyro, his own
33

attempt of "hénosis.” It may seem that "The Eve of St.

Agnes" lacks the presence of gods which is the fundamental

"“eremité," Madeline is his "heaven"; therefore for him the

¢

feast is an indispensable element for the "hénosis" with *\)r
-\is heaven, Madeline. e )

o / After he thus has performed his rites of love with the
. feast, Porphyro wakes up Madeline w:i;th music. Madeline
wakes up and finds Porphyro there. 1In this sense, Madeline's

dream is "Adam'® dream.” fhe wakes up and finds the dream
»

is truth. However, Madeline grieves over the change between

32car1 Kerényi, Die antike Religion, trans. Hideo -
Takahashi (Tokyo: Shinchosha, 1972), pp. 170, 211-16, quoted
by Katsuzo Sakata, John Keats, pp. 129-30.

o 5
33sakata, pp. 129-31.
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thé Porphyro of her dream and the Porphyro in the wakeful

moment
. \
- \(‘_/r’ 1
. How changed thou art! How pallid, chill, and drear!
Give me that voice again, my Porphyro, -
Those looks immortal, those complainings dear!
’ Oh, leave me not in this eternal woe,
. ’ For if thou diest, my Jlove, I know not where to yo.
- (311-15)
Here, Wasserman interprets the ambiguity of Porphyro's
"immortal” loock and Madeline's "eternal" woe as follows: ;
. . i
. 7‘ . Immortality belongs to heaven's bourne ands {1 |
! ) describes Porphyro's spiritual appearance: . ‘ !
immortality has to do with a realm where exis- '
tence is not merely endless, but where death ! I
3 and time are irrelevancies. Eternity, on the |
other hand, js an earthly measurement, and the |
two words undergcore Malleline's precarious i
balance between two corfgitions--the atemporality ,
that belongs to her vision of Porphyro and the ;
tempo:-a}&ty in which the earthly Porphyro !
exists.”™ , !
/‘ a E'
What Wasserman here calls "heaven's bourne™ is, in other ’ ?
i
words, the world of the moment sublimated to the eternal i
present. However, the moment Madeline wakes up from her \ ‘.
dream, the moment sublimat_ed to the eternal present returns
# . to the moment in time. In ordinary reality, the momént A
* % then vanishes into nothing; yet in Madeline's chamber where
time .is‘always in the present moment, the mgment still : 3
i femains. Madeline's perception of Porph?‘ro'é "immortal™ ~
" o @
looks and her own "eternal” woe therefore indicate not only
Madeline's precarious balance but also the precarious
: ) ! - .
-, ’
1\}: 34 .
.o . Wasserman, The Finer Tone, p..106. ¥
- N
+
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balance of the 'i}\oment contained in her-chamber, between
atemporality and the temporality. Even though‘kadeli,ne't
c chamber of the moment is endowed with timelessness in
| itself, it is g‘till surrounded witl; the reality of menacing
' time. f » "
It is in Madelin;'s timeless chamber \;here Porphyro
succeeds in sublimating himself to e;:hereal thing by the

intensity of his pursuit. He arises

; s Ethereal, flushed, and like a throbbing star ,
\\/\/ Seen mid the sapphire heaven's deep repose. . . .
' (318~19) '

- When he thus has becdme an essence like Madeline, the two
are united:
! Into her dream he melted; as the rose

Blendeth its odour with the wviolet,
Solution sweet. . . . (320~22)

Porphyro's h&nosis with his heaven, Madeline, is *ow

aqcomplished through his rites of love. By this union,

both Madeline, the essence of love which is ;{et semireél

and Porphyro, nothing himself are also made to whoily exist.
The moment they are united, the magic of the enchanted

moment vanishes: "St. Agnes' moon hath set” (324). 1In the

world of becoming, the moment love is consumed; it withers g

N ~ away; however, in "The Eve of St. Agnes," at the moment of
union#love is sublimated to eternal being. Porphyro and 4
Madeline, who are now the emblems of truth of love, escape

) the reality of time where there are\'sleeping drago}fﬂll

. . )

SO O |
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_around, / At glaring watch™ (353-54) to the realm where \
they achieve the state of timeless',lspacelesé and“selfless 3y
being. Wasserman studies this process in detail in terms

of Keats's devices of time-scheme. 35

-As the poem approache's .
its end, first by the introduction of the passive. ve:cb._ ﬁhe~ - \
sense of their presence.is dimmed: "In all the house was
heard no human sound® (356, ‘ita].zics mine). ‘Then by +the

subtle manipulation of the paqt tegse and the Hi&orical . :
presth (the stanza XLI: "glide,” "lay," "rose," "shook,"
"owns," "‘slide, " "lie," "turns® ‘and "groans") , the reader 1
is put in a confusion wi the sense of .time, and f£inally
i{s made to realize that the lovers are now outside‘the‘

‘ context of time. !And they ar; gone" (370): their being .

gone is outside time. ¢ it

However, here arises a problem. As' I meptioned at the ;

)

beginning, the whole mean¥ng of "The.Eve of St. Agnes"

becomes ambiguous since the poem actually ends in a rather

[V PN

sombre fashion. The death of the Beadsman and Angela reveals
the ugly, - destructive fact of life. For this reason some
readers are made scepf::}cal*‘ g.bout Keats's intention in the -
poem. We should bear in mind Fra:xk Kermode's saying in

The Sense of an Ending that "(f)xe End is a fact of life and .

a fact of the imagination working out from the middle, the

n36

human crisis. The ending of “The Eve of St. Agnes” is

o ' . »
35 e 5ol
Wasserman, pp;! 123-25.
f 3rrank Kermode, The Sense of an Ending: Studies in -
the Theory of Fiction (1966; rpt. New York: Oxford Univ. , »
Press, Iggﬂ_, P. 58. .

B
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o i
\ actually a.fact of life and a fact of imagination. Here,
we have to remember true complexity of the structure of the
poem: while "The Eve St. Agnes" is about Madeline's and
Porphyro's rites of love, the poem itself enacts Keats's
_own poetic rites of ‘lov,e. The poem is, in this sense, a
‘symbolic expressibn of Keats's own experience of "fellow~
ship divine, / A fellowship with essence" (Endymion, I.
' 778-79) such as he pursued in Endymion:
, That moment have we stepped
Into a sort of oneness, and our state
*1e 1ike a floating spirit's. But there are.
Richer entanglements, enthralments far )
\ , -More self-destroying, leading, by degrees, .
-~ To the chief intensity. . . .
' (I.795-800)
Porphyro (who has sublimated his nothingnésé to being with
\’the intensity of his pursuit in og“;der to merge himself into

Madeline, the essence of love) is the.celestial mode of -

Keats's own being. However, while Keats envisions his poetic-

’

.
rites of love, in yhich the essence of his being is subli-

mated to eternal peing in its union with love, Keats himself

eventuélly has to ®ome back to reality in time unless he“ o

c

loses his mind (a fear he expresses as "Lines Written in

the Highlands after a Visit to Burns's Country"). To be

&

recreated in art, imagination first has to die. Thus, even

though Madeline and Porphyro are etherialized and leave
the mortal world altogether, the poem still ends in t?e
world of reality where death is inevitable. The end of

*The Eve of St. Adgnes" is therefore a fact of life and a

~
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"and in "Lama," Keats had most neari/found hunself
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fact of imagination: the moment of bliss arrested and lifted -

above ti.me by_img_gination comes back to t:he movement’ qf time
as in "Ode to a Nightﬁ‘ngale' and "Ode on a Grecian Urn."
However, unllke these two odes, in "The Eve of St. Agnes,
Keats does not queg\l‘on the truth of his experlence. fle
accepts the fact of lmaglnatlon as a fact and describes it®
as such; for if Keats himself could not live happxly ever -

after like Porphyro, he could.be at least hop;eful for the

- immortality of love and the soul who 1lives in love. Thus

t

he sets Porphyro, his essence, free from the jurisdictiops
of time thYough his poetic rites of love. In "The Eve of
St. Agnes," the emphasis is placed upon the ritual nature

“of imagination.

’

Hecate: "f[.amii"

1 -

Among Kaats .8 poems, no other has so far received’ 80

many differmg 1nterpretatlons and evaluatlons as has

"Lamia."” Whlle Clarence Tho:pe thinks. that in the odes .

37

Graham Hough.-»sllghts it, saying "it rema;ms . . . a rather

[

purposeeess poem, and it 1ooks rather la.ke an exerczse in
w38

~

verse-narrative. - De Senncourt xtegards it as’ "th\e

-
- v

Y N

Clarence D. Thorpe, The Mind of John Eeats (1926; rpt.
‘New York: Russel & Russel, 19647, p. 177. .

L

. 38

Hough, The Romantic Poets, P. 167.

\
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utterance of a mood rather than a settled convictio»n.;'39

Colvin places it below ;Isabella" and "The Eve of St. Agnes,”
noting "the bewilderment in which it leaves us as to the
effect intended to be made on our imaginative sympathies.'4°
While Gittings, who.pften connects Keats's works with his
:eql experience,'denies this factor, sayiqg "It is the most
'édnsciously artistic of all his productions, and he was not
likely to allo; unconscibus autobiography to stay in,"41
Murry thinks it is Keats's "imaginative autobipgraphy" and
regards Lycius as Keats/ Lamia as Fanny Brawne and Apollo-
nius as the realist, Cﬁarles Brown.42 According to Douglas |

Bush,43

the various interpretations of "Lamia" are clpss£~l

- f&ed”és follows: "Laﬁia“ is (1) a literal romantic narrative,
with ethical overtones perhaps but with no general ﬁarable,
a poem in which Keats was conceqtrating his forces on tech-

nique and popular appeal; (2) a condemnation of cold philo~-

sbphic reaspn; (3) a condemnation of feeling and the senses;

' 39E de Selincourt, €d., The Poems of John Keats (1905;

rpt. London: Methuen, 1961), X111.

4oS:Ldney Colv1n, ed., The'Poems of John Keats (New York:
Macmillan, 1915)', p. 408, quoted by Allott, ed., The Poems
of John Keats, p. 615.

Py

4lG:.ttlngs, John Keats: The Living Year, p. 155.

42J M. Murry, Keats and Shakespeare (London: Oxford
Univ. Press, 1925), p. 157, quote Yy io Tsuda, John
Keats (Osaka: Sogensha, 1974), p. 212.

43Dv:>ug1as Bush, "Keats and His Idea" in r English
Romantic Poets: A Symp051um in Reappraisal, arence D.
Thorpe, Carlos Baker and BennetY Weaver (Carbondalék Southern
Illinois U;}v Press, 1957), pp. 241-42.

> :
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(4) a condemnation of a divorce between reason and feeling;

(5) an incoherent expression of Keats's unresolved conflicts,
. )

emotional and philpsophical; (6) a contrast between the

immortal and perfect love of Hermes and the nymph and the

( mortal, imperfect love of Lycius and Lamia.

Thus, the ambiguity &nd ambivalence so notable in "Lamia"
have evoked many differing arguments: I have no intentién here
of contradicting rival interpretations since &ach interpreta-
\%ion while it is app:ppriéte to one aspect of “Lamié,“ cannot
by itself so%ve the complexity of the poem as a wiole .

it seems to me that such ambiguity,gnd ambivalence are

caused by Keats's absorption into the moment in his-pursuit
of the siqeificance of being and by ;he'paradoxical situa~-
tion in whigch he inevitably finds himself by such effort.

As far as the time-schleme of the poem is concerned, I find

Ad T

. that in "Lamia" Keatp presents the negative mode of being

in the moment. %

In reality, the moment is only temporal, and once it
has passed away, it will never be repeated. To hold on'to
the moment that has passed is therefore to l;ve in the past,
death and what is now nothing. Lamia's tragedy originates
in he£ defying the movement of time and still living in the
moment of love and happiness which in reality has aiready
vanished into nothing.

When we compare Keats's "Lamia® with .its original

g

material, Burton's The Anatomy of Melancholy, the thing we

. ]
/,nOtice in their difference is that Keats begins the poem

»
[ N L R L e Ladnaihe
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W.Lamia i? still a serpent. In Keats's case, the story
does not begin simply frsm the scetxe when on one even'ing‘
a beautiful woman appears i;u front of a young Corinthian
who is hurrying for‘hox;ne. Keat?a,ttaches as a prelude the
process whereby Lamia is transformed from a serpent into
a woman. W‘ithi:} the descr'i'ptiggr,of this process, Keats

tells the story of the immortal love of gods, as a contrast

-1 to the human, ?ortal love between Lanu.[a and Lycius which

w11Q110w it. SRR '

When she is stil]l a serpent, Lamia is living on the
~"Cret:am isle." Symbolically s?eaking, the "Cretan isle" {s
the island of the moment surrounded by the immense sea of
nothing; even though it is isoclated, within itself it con-
tains a timeless, terrestrial paradise. The island of the
moment is( directly ‘connected to heaven. On this island,

_ Hermes is now looking sfor a beautiful nymph with whom he -
is in love. It seems most ropriate that Keats chose
Hermes amdng the g'ogm and goddesses of Olympus for the one
who comes on this isiabd o‘f the moment. He is the guiding

spirit of transmutation; and as the name, "Hermes" signifies

. "interpreter" or "rnediatm:,'j:M he presides in the supra-
' terrestrial region of celestial :'miti\a}zion.45 In this sense,

’ “J. E. Cirlot, A Dictionary of Symbols, trans. Jack
Sage, 2nd ed. (1962; rpt. London: Rowtledge & Kegan Paul,
1976) , p. 207.° =

' 45 3buara Schuré The Great Initiates: A Study of the

vSecret Histo Rel:. ion (West Nyack, N.Y.: St. George ¢
Books, 1961 g p- 4, gquoted by Barton Levi St.

Armand, "Usher Unveiled. Poe and the Metaphysic of Gnostlcmm,
Poe Studies, Vol. 5, No. 1 (June, 1972). 4.

+ D w e © e ——————
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he is a symbol 6f3:heﬁlestial mode of being. ' He.can | -

' freely travel in "vertical” time (if I can still call its

timelessness time) which connects the moment and heaven.

(Y

Hermes finds out his nymph with the help of Lamia.
Here Keats, as if to contrast a man's.dream with a god's

dream, tells that the dream of gods is truth:

It was no dream; or say a dream it was,
Real are the dreams «f Gods, and smoothly pass
Their pleasures in a jong immortal dream.

(1.126~28) -

These gods are immortal, and so is their love:
; o

Into the green-recessed woods they flew;
v Nor grew they pale, as mortal lovers do.

Gx;\ (I.144-45)

[N

The woods they flew in are the "immortal bowers to mortal
sense" (Endymion, II. 43Q) llke the one where Keats found .
Psyche and Cup:l.d repos.tng in "Ode to Psyche. The "immorta{ ‘

{ bowers" exist only k1n the world of the moment. By being

Nunited with Herme/s\ , the nymph who was <invisible befopg

Lamia breaks the magic, who is Ls in a way, the essence of

.

beauty, is now subllmated t:o immortal belng even if she

is wvisible. ' .
: ) 4

Because Keats thus emi:hasizes the bliss of immortal
love of gods, Lamia's love séems to be doomed even from the

(beglnnmg, however, Keats does not mean Lamia is just an

ordinary being. She is not preordained to be mortal. Her

-

mortality ‘is actually atquired later not for what she is

-
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but for what sha wants to become. Lamia, the ;erpent is
a creature on the island of the moment. As the island of
the moment is self-enclosed and se?f-limited. Lamia is
confined in the "sepent érison-house" (1.203) and laments
the staée of isolation and confinement; however, as ‘the

island of the moment is timeless and limitless within
. /
itself, Lan\ira is endowed with the freedom of timeless and

spaceless bejing: *

-
4

How, ever, where she willed, her spirit went;
. Whether to faint Elysium, or where

Down thropgh tress-liftng waves the Nereids fair

. Wind into Thetis' bower by many a pearly stair;

g Or where God Bacchus drains his cups divine,
Stretched out; at ease, beneath a glutinous pine;
Or Where in Pluto'’s gardens palatine
Mulciber's columns gleam in far piazzian line.
(1.205-12)

Thus, as long as she stays on the island of the moment and

remains a serpent, she can keep the joy of eternal being,

&

since she is free from ’the jurisdictions of time. Even
Lamia's love for Lycius will never wither if she is content
to love him in her wvision. Ingtead, she chooses to become
a woman. By becomin woman, she loses all the privileges
(which seem only cu?z> to her) gix)en on the creatures on
the fsland of the moment. ( ' TN
'In the process when Lamia ¢isk transfo:;n\ed into a woman,
she loses all the glorious colors decoérating her serpemt-
body and i; covered with the yeﬂg\:w hue. fellow, like
grey (tht; hair-color of fallen Saturn ["Hyperioﬁ," I.4j).,

is the color faded by t‘:tme. This process ind\icates Lamia's

»

.
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fall into time from & timeless status. Then, she leaves the

J ¢
~ island of the moment: .
She fled into that valley they pass o'er ’ .
. “ Who go to Corinth from Crenchreas' shore. . . .
' (I.173-74)

L] Vs v

While the Cretan isle represents the world of being, the ,

valley where Lamia now finds herself-is the world of becoming

v which is temporal and subject to change. Keats calls life
w46

.

the "rvale of Soul-making. The valley is thus a metaphor

of life as a duration, life being transformed with the

r

¢ - 3 movement of time. - ot
Sinte Lamia is in the valley of becoming, she is now s

under the jurisdictions of time; however, shé does not know
» . ¢

A\
\

or just ignores the movement of time surrounding hefy \
{ : ‘ >

There she stood |

About a young bird's flutter from a wood

Fair, on a sloping green of mossy tread,

By a clear pool, wherein she passion&d’.
To see hergalf escaped from so sore ills,
' - ' : . While her robes flaunted with the daffodils.

L , (X.179-84) *
L) * N

Lamia thus tries to see the reflection of herself on the
pool. Even though Keats identifies Lamia with a daffodil
and not with a narc‘issus, her action still evokes the image

> . ® .
of Narcussus. Narcissism is closely connected with a

mirror-image, and Lamia's action of seeing her own reflec-

p A - tion indicates her narcis#stic state of self-absorption

’ o : ’
: rettergf 11, 102. ) -
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' . and self-reference. Her action also indicates that Lamia
'is still confined within herself as she was on the island
of the moment. She is %1ind (or wants to be.blind) to the
outside world; therefore, she hoodwinks herself with the
reflection of herself. In spite of the fact that she is
now a woman who lives in time, Lamiy herself believes she
is still a timeless being in the self-confined world of
the moment. .
while Lamia comes to the valley from the Cretan isle,
Lycius is on his way‘Home from "Egina isle" (I.225):
} &
. whither he had been awhile
To sacrifice to Jove, whose temple there
Waits with high marble doors for blood and incense

rare. .
(I.226-28)

"Egina isle"™ where Jove's temple i8 erected and where Lycius

performed his rites also represents an island of the moment
-\, .

like the Cretan isle. As Porphyro's prayer was realized only

in Madeiine's chamber of the moment surrodﬁded by menacing
- . time in "The Eve of St. Agnes," the commgnication with godg

through the rites is. possible only in the timeless world

“of the moment. ;Thus, Lycius, on the island of the moment,

performed his r;tes, and "Jove heard his vows, and bettered

his desire” (I.229). .

Now Lycius is passing the valley where Lamia is waiting
for hig. Once he has returned to the valley, he is also_

back in the reality of time. Keats here chooses as .a setting

"the moth-time of that evening dim™ (I1.220), the part of a
. - p-A .
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"Eve of Si. Agﬁeé," the action of looking back is closely

131
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day which makes’us most aware of destructive time. Yet,

Lycius, like Lamia, i still preoccupied with himself and

is unaware of the reﬁlity surrounding him, wi;h "his mind

wrapped like his mantle" (I.241). Consequently, he passes

by Lamia without even noticing her. This process symboli-

cally indicates that because of his ﬁreoccupation with

himself, Lycius has missed the momen¥ of encounter with ‘"‘
Lamia and the momeht has‘vanished,into,the past. Lamia

then calls him from behind to look back, and he does:

- ®

e

'ah, Lycius bright, '

And will you leave me on the hills alone? ° e
Lycius, look back, and be some pity shown!''

.He did--not withli cold wonder fearingly,

But Orpheus-iike at an Eurydice. . . .

(1.244-48)

AW

I

‘As I mentioned earlier in terms of Madeline's rites in {Egi//

connected with. the past and death, and it often turns out

to be fatal either for the person concerned or for the

- crucial momen£ at stake. v While Madeline does not 100k-

behind to mainta?n the magié 6f‘ét. Agnes' Eve, Lycius does
iﬁ Qfaer to see Lamia. He does S0 to {ecaséure the moment
of h&s qﬂpountef’with Lamia which, in reality, has become
the past. His looking bagk to see Lamiésproées to be'the
dﬂen of the tragic énd of their love and of his own. death.
Lycius then strives tq hold on to the moment of his

encounter with Lamia. He fears she might vaniqh into the

air: N ' \
L4
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v

Even as thou vanishest so shall I die.-
Stay! Though a naiad of the rivers, stay.
To thy far wishes will thy stream obey.

- \ (I.260-62)

\\~I¢6Z;cally, Lycius here compares Laﬁia to a nymph of the
rivers. The cowgprison, even Fbough Lycius himself is ﬁéﬁ
aware, is quite val%d. The river is often regarded as a
metaphor of the stream of time. Lamia, now a woman, ig

a creaturg controlled by time like a nymph of the river.

However, Lycius begs Lamia to defy the movement of time.

He #hinks she caqj she thinks she can; but actually she

cannot. She is no longer a timeless being on the island

of the momefit. . ‘, ¢

'In spite of the fact that Lamia is ;ow "a real woman,
lineal indeed / From Pyrrha's pebbles or old Adam's seed"
(1.332-33), she still pretends that she is an immortal

~J
being like a goddess. She calls the reality controlled by

destructive time "this fl9or of clay" (1.272) and complainsg
that she cannot live in "these hills and vales, where no
joy is=- / Empty of immortality and bliss!"™ (I.277-78).
Lamia tﬁus unwisely admits that the vale she is now in is

. A
the world of becoming. She then pretendg.as if she would

fly away: "she rose / Tiptoe ;ith white arms spread" (I.
286-87) . However, as was mentioned before in.terms of
Keats's‘longing for fhe eternal sky, "tiptoe"” is an action
' df’a mortal being londing for eternity. This action proves
L§mia's human}zation and the mortality consequent upon hgr

' fall into time.

~

A
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". . / Into his mantle" (I. 366-67) Philosoply and thought

belong to the spheré of time.' Apolklonius represents all

133 y ‘ !

LamiéAand Lycius stil{ h?ld on to the moment of their
encounter;which unfortunately haé already passed into
nothingness. They are totally absorbéd in themselves."When ’ i
they pa#s the city gate, "blinded Lycius" (I.347) doés not

even notice it:

They passed the city gates, he knew not how,
So noiseless, and he never thought to know.
r ; , (I.348-49)

-

. s
@ . ' e L]

Thought has completely fled from Lycius. He lpses the sernse
of tiﬁe and continues to live in the moment which is now
actually nothing. Even when he passes by Apollonius, a :
philosopher aﬁd hih guide, he hides himself from his instruc-

tor, "muffling his face" (I.362) and shrinking "closer . 1

that is concerned with time. Lycius avoids‘him, for Apollo-

’

nius is a threat to restore to Hfm\the sense of time which

he wants to forget in order to keep the moment of happlness

with Lamla Lamia and Lycius then create their own paradise e

of the moment, "Shqt from the busy world" (I.397).
'However, in spite of Lamia's effort to eternalize the

moment of‘happiness, time eventually invades thqi;"'palace

of sweethsin" (I1.31): "too éhort was their bliss" (II. 9)

Part II thus begins ‘with Keats's own prediction that 1ove

is only "Time's fool".7:

474illiam Shakespeare, Sonnets, CXVI.

r
.
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Love in a hut, with water and a crust

Is--Love, forgiye us!=--~cinders, ashes, dust;

Love in a palace is perhaps at last

More grievous torment than a her?it's fast.
. (IX.1-4)

Whether it is sinful or not, their palace has been the
"golden bourn" (II.32) and, secluded from the outside world ’
domiﬁated by time, it has always contained "warm, cloistered
hours" (II.148) within itself. However, in "the even tide”

)

(II.17) they wese almost asleep,

When from the slope side of a suburb hill,
Deafening the swallow's twitter, came a thrill
Of trumpets. . &

(II.26-28)

»

The sound of the trumpet, as in "The Eve”of St. Agnes,”,is
the music of life in reality; it is "the tug of mortality
that draws man out of his vision of a beauty tggt is truth"48
which he can have only in the world of the moment. Since
Lyqius has heard the sound, he feels "the gentle ancb&r
puil" ("Lines Written in the Highlagﬁs af£;r a Visit to
Burns's Country," 1. 40) him bdck to the reality of time:
His spirit passed beyond its géldén bourn

Into the noisy world almost forsworn.
(I1.32-33)

‘'Lamia grieves this, for she is well aware that ."but a

moment's thought is passion's passing-bell"™ {II.39). Lyéius's
thought of reality eventually shatters the magic world of
. DA

48Wasserman, The Finer Tone, p; 170.
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love which Lamia and Lycius built themselves. As the thought

of the past tolled Keats back to his sole self in "Ode to

a Nightingale," the thought of reality, like a assing—bell,OT

tolls Lycius back to his self. The thought the ;%akes in

Lycius the consciousness of the self. The ﬁoment of magic

suddenly falls into the moment of consciousness which tries
to investigate everything.

In the process Lycius awakes to the consciousness of
the self, the epistemo(ggical function of his mind also
awakes, and Lycius undergoes self-;xamination as well as
the examination qf Lamia. Fundamental self-reference is
closely connected with a mirror. Indeed, the rest of the
poem is full of mirror-images. First of all, when Lycius
sees Lamia grigve at his interest in the outside world, he
soothes her, "bending to her open eyes, / Where he was
mirrored small in paradise™ (II.46-47). Lycius is here
actually looking not at Lamia but at his own image. He is
no longer "blinded Lycius" as far as his consciousness of
the self is cggcerned. Also after Lycius has awakened to
the consciousngss of the~self, Lamia decorates their palace
with mirrors, which endlessly reflect all that they contain
within themselves. From this point, the world of enchanted
love which Lamia and Lycius built, changes into the YPrld
of Lycius's consciousness. At this point, discussion of
the details of Lycius's epistemological process in "Lamia"

will be deferred to be dealt with later in terms of the

epistemological paradox which is involved in the guestion
t
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of the truth of imagination.
Lycius's awakening to self-consciousness is then accom-~
- panied by egotism. In spite of Lamia's sorrow, Lyciups

determines to display her to the outsider:

i

Besides, for all his love, in self-<despite,
o Against his better self, he took delight
Luxurious in her sorrows, soft and new.
(I1.72-74)

Finally "at blushing shut of day" (II.107), Lycius invites
the guests to their self-enclosed palace of ‘the moment
(note that Keats again chooses evening-time as the time of
cataétrophe); The prying eyes of the guests which would

threa%sen to destroy the moment of migic are, however, dimmed
< )
with the power of wine; and in the palace the gquests also

-

forget the sense of time, "every soel rom human trammels :

freed" (II.210).

The final catasﬁrophe then happens with the appearance
of Apollonius as an uni:vited guest. He destroys the momen
of magic with his cold philosophic, inveétigating eyes.
However, as Wasserman points out, he does not simply burst
info Lycius's world without any condition to accept him .
there: “Oﬁiy when Lycius has opened the palace to the world
of the senses, has taken on a proper self, and has mastered

_Lamia, can Apollonius entér."49 In fact, the appearance
of Apollonius is.merel; the completion of Lycius's awakening

)
.to consciousness. The consciousness of the self is

-49Wasse;man, p. 172.
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accompanied by the consciousness of time: thus, Apollonius
who represents all which is concerned with time enters
Lycius's palace. By the invasion of Apollonius, the moment
of magic which is enclosed in the palace falls igko the
hands of time. The méﬁéﬁz’;f ecstasy furns into the moment

of nightmare. JXycius who has been living in the momentﬂ

which in reality is now nothing dies tragically, still

«

confined in the moment he has clung to. Lamia vanishes

into nothing. After‘ali{/if the moment of magic finds its
fulfillment in eternity, the moment in reversed time reveals
its true mode in death and nothing. In ”Lamia,: the tragic

d of both Lamia and Lycius shows the fate of the negative

mode of being: to hold on to the momént which has passed is

~w£0¢ live in the past, death and what is now nothing.

Diana: "Hyperion™

iv

) ‘ .

Lf the moment susPended between two nothings, the past
and the future is the only one reality we can perceive, a
duration is a mere chaplet of these moments. What we call
time then transports existence from one moment to another.
However, to be reborn in the next moment, the éexistence
of one moment. first h;s to die. The't;ansformation of
Apollo in Book III, "Hyperion™ shows this process: he gets
out of the self-enclosed world of the moment with the .
hefb!g@;gpemosyne; the goddess of memory. In this poem,

Reats presents Diana's mode of being. He accepts time and
™0 ‘

»
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‘becoming, for he f£inds out he can cover the gulf between
e;:h moment of being with the power of memory.

In contrast with the now-fallen Titans who are -wander-
ing about "bewildered shores" (III.9), Apollo lives‘alone
“on the isle-of Delos:

éaf- Throughout all the isle

There was no covert, no retirdd cave,

Unhaunted by the murmurous noise of waves,

Though scarcely hearl in many a green recess.

(I11.38-41)
This is the island of the moment surrounded by time's sea.
In the recess of the island the murmurs of the sea which
r

tell the story of human time are not heard; however, stand-

ing on the shore and listening to those sounds, Apollo now

sheds tears. The sound of the waves and of time makes him

~
e

wonder of the outside world. “Apollo is aware of his own,
self-enclosed and self-limited state on the island of th;
moment. He asks, "Are there not other regions than this
isle?r’(III.QG). He is also aware of the gulf between

being and knowing: .

»

" For me, dark, dark,
And palnful, vile oblivion seals my eyes.
I strive to search wherefore I am-s8o0 sad,
Until a melancholy numbs my limbs. . . .
(I11.86~-89)

Since he does not have the measuring point outside the

self-enclosed world of the moment, he cannot know his

-

\ .
being. Therefore, Apollo is "on the shores / In fearléss

yet in aching ignorance?" (III.106-07). ‘

o
¢
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Apollo then wishgg to be free from the self-limited
- 3 i
. ¢
state:
. .
Oh, why should I
+ Feel cursed and thwarted, when the liegeless air
Yields to my step aspirant? Why should I
Spurn the green turf as hateful to my feet?
-~ (IIT.91-94)
_ ‘ Ee
Apollo appeals to Mnemosyne, the goddess of memory for
f ’ help. Only she can cover the void of the "unfooted sep”
5 . ) (I11.50). Only through memory, can he live in the infini-
( tude of time which seems eternal: g\
4

Knowledge enormous makes a God of me.

Tk Names, deeds, grey legends, dire events, rebellions,
//‘\, Majesties, sovran voices, agonies,
’ . Creations and destroyings, all at once
: f * Pour into the wide hollows of my brain,

And deify me, as if some blithe wine
Or bright elixir peerless I had drunk,
.- And so become immortal.
(III.113-20).

M -
At the end of "Hyperion,"™ Apollo attempts to identify
himself with Mnemosyne through the contemplation of her/
LY

features, He begiﬁs to transform himself: ~

Soon wild commotion shook him and made flush
' All the immortal fairness of his .limbe~--
Most like the struggle at the gate of 'death; .
Or like still to one who should take leave
Of pale immortal death, and with a pang
As hot as death's is ch111, with fierce convulse
Die insb l;fe.
(X11.124-30)

E]
'

The poem itself ends unfinished in the process of Apollo's
- [ Y

transformation; but by identifying himself with Mnemosyne,

JENEN W ST B

~
)

}

!

1
®




PP A e T

P 140
. . T .
Apollo finally makes all the past his own. By acceptimy the

past he also accepts the future. He dies in the moment and
like a phoenix is reborn in the¢ next. However, when he is
reborn, he is no longer a timeless yet self-confined being.

His memory connects each moment of his being, and he finds

freedom outside the self-enclosed island of the moment.

— /~

3, "Negative Capabilfty" and

Epistemological Paradoxes

I8

7

If I call the paradpx of the imaginative moment evolved

by the problem of being and not-being the "ontological para-

‘

the question of the truth of imaginatioh also causes

dox,
the problem of being and knowing and involves another kind
of paradox: the "epistemological paradox." There is no

doubt that for Keats the truth of‘imagination is a life-long

0

problemhhe has to prove. However, to prave the truth of
imagination, he has to undergo the process of self-examina-

tion. He has to justify the self out of time with the self

\

in time. It is only in time that he can make sense of what

v t

he feels or sees outside of time in imaginétion. Thus,

self-examination itself is a paradox. The self has no other
external view-point outside itself to measuré its operation,

since it¥deals with® itself both as a subject and as an object.

\

Fundamental self*examination inevitably contains in itsel?

7

the "epistemological paradox, in which the mind, by its

>
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operation, attempts to say Q?mething about "its operation.”

50

Imagina%ion is generally regarded as an exalted power
to enable the poet to free himself from the jurisdictions
of time; however, ,unf‘unately in Keats's case, "I\fegative

(«N—Capability," which he so values as the source of, poetic
creativity and which is supposed to enable him to retain
the moment of being, has also an aspect of self—examination
within itself. First of all, "Negative Capability" iﬁplies

. -

thelself—annihilating process of imagination. Keats identi-
fies himself with the object of his contemplation thr;ugh o
this process. However: to ideﬁfify himself‘with the object
"involves the paradox that the contemplator is at the samey,
time the one being contemplated. While he is contemplating
a certain object, he is also contgmplatin himgelf identi-
fied with the object. Such proceauze ev‘Zes the contempla-
tor's self-consciouﬁness and operates as self-examination.
In Keats's poetry, the aspect of self-examination in
"Negative Capability" evengually causes a double point of
)view. Beside the Keats as a person in imaginative experiénce,
there always exists the Keats as a spectator. He is Qell
aware of this division. 1In "God of the meridian""t he

1

confesses as follows:

God of meridian, P4
. And . the East and West, -

50Colie, Paradoxia Epidemica, p. 6 .

51The title of the poem is '‘given according to H. W.
Garrod, ed., Keats: Poetical Works (London: Oxford Uniw.
Press, 1956). 'Allott includes this poem in "Hence burgundy,

L)

claret' and port." ,

[
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To thee my soul is flown,

And my body is earthward pressed. : ,
It is an awful mission, © . } -

* A terrible.division,
And leaves a gulf austere
To be filled with worldly feaﬁ.
Aye, when the soul is fled
To high above our heagd,
Affrighted do we gaze
After its airy maze. . . .
(17-28)

Ped

Thus, even when Keats merges himself into the object through
"Negative Capability" and achieves the state of timeless,
spaceless and selfless being, the other Keats, the spectator
who is still .in time is analyzing his other half's experi-
ence in order to find oui the truth of imagination, 1In

this case, even with "Negative Capability," he does not
succeed in totally annihilating his self. For example, in
both "Ode to a Nightingale" and "Ode on a Grecian Urn" when
Keats is supposed to make the beings of the nightingale and
the urn his own by destroying his self, he is not compléiely
free from "I" or the anglytical self. It may seem that }n
"0Ode on a Grecian Urn" unlike in "Ode to a Nightingale"
there is;np "I," that the poet himse1f~is absent from the
poem; however, instead of talking of the object through "I"
"Ode on a Grecian Urn" takes the form of continuous questions.

. L \
Keats asks questions to the urn, but in fact, he is asking

. the questions to himself identified with the urn %s well as

to the urn. By s0 doing, he is examining himself. After
all, as Patterson points out, "in neither poem is the iden-

tification of the ppeaker and the object’complete to the

4
¥
¢ % ‘ i\/.l
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point of delusion, for "Negative Capability" does not entail
n52

Imaéination is a liberato? from time, but once the

poet is forced to return to the reality in time, it also
|

“ends as a victim of time. However, what causes him his fall

into time, éspecially in Keats's case, ;s not an external
factor.” It lies in the very paradoxical nature of his
imagination, "Negative C;pability;“ After‘all, "Negative
Capabiiity: contains in itself the element of self-examipa-
tion, and the very process of epistemclogy inevitably'
caused by“self-eiamination puts him in a paradoxicél situ;
ation, since there is no way to get to a solution when one
tries to examine the mind's operation by means of the mind's
operation.. Moreover, the paradox contains in itself the
fate of self—deni?l. As a result, the more Keats éfies to
destroy his self and be freed from time by in;ense contem-

plation of the object, the more he becomes aware of the

alytical self who is trying to prove the truth of imagina—\

tion and.yet who binds the Keats in imagination to the

o m— @ B -

identifying himself with each object turns out to be the

reality in ti nd eventually destroys Ris timeless status.
- '
This is the reason why oth "Ode to a Nightingale®™ and

°

"Ode on a Grecian Urn" the moment Keats has succeeded in

\\H\

moment he is forceq to detach himself from it and return to

reality. This is the reason, in spite of his great.effort

—

52Patterson, The Daembnic in the Poetry of John Keats,
p, 7. B .
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to comnect being and becoming by ioenﬁifying himself with
Moneta, the goddess of memory, Keats endgg up abandoning
"The Fall of Hyperion" unfinished. To contlnue the poem

it was required of him to endure the great tensien between
the Keats in imagination and the Keats as a spectator, and
it seems‘tha; keats could no longer summon the strength to

do so. Keats's imagination contains in itself an impulse

to self-destruction. This ¢haracteristic of Keats's imgg-

-~

ination reminds me #f a sentence from Poce's "Eureka": "In

the Original Unity of the First thing lies the Secondary

Cause’ of All Things, w1th the Gerp‘of their Inevitable Anni-

"53

hll?tlon. .Keats's 1maglnatlon is creative and at the

same time destructive. From this paradoxical nature of his

imagination springs the Janus~like vision in his poetry.

-

Among Keats's.works, “Lamia" is the most remarkable
exﬁmple of the self-destructive nature of his imagination.
In this poem’Keéts displays’the prooess of self-examination
in order to find out the t;uthlof imagination. Viewed from

the point of Keats's pursuit of the identiiy of imagination,

-

"Lamia" in fact can be regarded as aq,analy51s of the process
1.

of poetic creation when 1mag1nat10n appears in conscious-
ness and crystallizes into a form. 1In the poem, Keats
undergoes a painful but inevitable process of epistemology

--an effort to know what is imagination.
’ L]
Lamia is, in & way, the embodiment of imagination’

2

S

53Edgar Allan Poe, "Eureka," The Science Fictlon of
Edgar Allan Poe, ed. Harold Beaver (Harmondsworth: Penguin

':.
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itself~ She does not belong to the human world. She’ 1ive§8J

in the timeless world in the recess of the mind. Nevertheless,

“she still dreams. of human love, "beyond its proper bound, ’
yet st:.ll conf:.ned" ("To J. H. Reynolds, Esq.,” 1. 79). '
AB imagination is both iberator from time and at the same
time a victim-of tlme, ia ,is endowed with .a dodble
cheracrer: even though she_is\a tempter of Lyc;ue (but still ¢
his ,lioerator from time), at thé end she also turns out to

be a victim of ‘'her own dream.

~

Lamia falls in love with Lycius. .As D'Avanzo. points

out that "Lycius" is another name of m:oollo,54 Lycius is' a .

)

» poet-figure. For him Lamia transforms herself into a woman

and leaves her' proper home. The pain she sﬁffers in the
process of her Pt:;‘hnsformatmn is the pam cauped by the
friction with time when a,mam_zinat.lorls crystallizes into a form.
She then rev'eals herself to Lyclus\ as a woman, though she

is hot "a reai woman” (I‘ 332) but is still a serpent in
essence. S}:e entices him "by playing woman's part"” (I 337).
Li nia 'displays'the selﬁ—dramatizing and self-transmutable -
nature 6f the imagination. She creates for Lycius the =
wor\ld of fiction. | ‘ . ' & ,

. As imagination gradually appears i consciousness and-
(W4

takes a form, Lycms becomes aware of hik self. At one

time,; he contemp&gtes Lamia (as the poe‘ d through

«
14 iac)

54 . p
D'Avanzo, Reats's Metaphors £ the ‘Boetic Imagina-
tion, p. 52. : ,

A t .
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bat at the same time he finds that in hexr eyes he is
g ' ~
: "mirrored small ‘in’ paradise

" (II.47). Thus, he starts to

contemplate his own imége even while 'he is contemplating .
Lamia. Lamia and Lycius are fused into one in his ming,

. . v
N : - but with his awakening\to the conscijousness of self, also

‘ \/ ' springs ¥iis desire to know the identity of Lamia: - @
. ‘ . )

'Sure some sweet name thou hast, though, by my truth,
I have not askged it, ever thinking thee
. . Not mortal, but of heavenly progeny,

M As still I do.' (I1.85-88)

-

v

In his effort to know the identity of g.am.:la, imagination, .
Lycius actually starts to reflect himself, his mind. From

this time on, Lamia becomes a mirror for his own self-

. . &
examination. .
b} N \
. ‘ As was earlier noted, self-examination and a hirror

are closely com\gﬁted. RoBalie Colie in Paradoxid Epidemica

states the relation as follows:

The reflexive self-reference is, as the term .
~ suggests, a mirror image; as in mirror images,
' self-reference begins an endless oscillation
between the thing itself angst_‘ne thing reflected,
begins an infinite regress. ‘ .

Thus, to know the identity of Lamia, Lycius starts to reflect
! ' 4 upon himself, observing himself as in a mirror, taking
external, objective, separate elements as mirrors in which

Indeed, me poem is full

of mirror images. Lamia decorates their palace with various

- )

to observe himself.

"SSCoIie, Paradoxia Epidemica, p. 355.
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devices which tell the "mirror action of all artistic - .

imitation.™ 56 »

. Fresh carved cedar mimicking a glade
- of palm and plantain, met from either side,
High in the midst, in honour of the bride. . . .
(TI1.125-27)

Between the tree-stems, marbled “plain at first,
Came jasper panels. . . . AN
(I1.138-39)

-

Before each lucid panel fuming stood
A censer fed with myrrh and spicéd wood,
Each by .a sacred tripod held aloft,
. Whose slender feet wide-swerved upon the soft
~ Wool-wooféd carpets; fifty wreaths of smoke -
Prom fifty censers their light voyage took
To the high roof, still mimicked as they rose
Along the mirrored walls by twin-clouds odorous.
(II1. 175 82) ¢

.

'I‘h;s not only Lamia but also the palace itself mirrors
Lycius. The palace covered with mirrors and the things
contained within rgflect one another endlessly. .'s'uch
infinite regress is the veﬁ process of ,.epistemoloc:;y
inevitabYy’ caused by self-reference and self-examination.

1

Epistemology is a chinese-box mirror process with all the
llmltatlox:;e as well as the limitlessness that such a
process implies. . | ) : A

Finally, with the aprarence and help of Apollonius
who may be regarded as .Lycius's analytical self,of intel-

lectual consciousness, Lycius makes the last attempt to

E'.’GColi.e r P. 363.

0 Ay
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know the- idéntity of Lamia, imagination:

He gazed into her eyes . . . -
More, more he gazed; his human senses reel. . . .
(XI.256~58)

Opce again by looking into Lamia's eyes, Lycius is looking

. at his own reflection. The more intently he gazes intdo

her eyes, the more strong becomes his consciousness of the

self. Lamia then, !Ké}{re the accusationﬁf ApOllo;xius,
4 implores him tq be ‘'silent: '

She, as well ' ('\

As her weak hand could any meaning tell,
Motioned him to be silent. . . .
| « (IX.301-03)

4

He_{ﬁ: I wondér who Lamia indicates by "him." 1Is he Lycius N
or Apollonius? From the context of the poem, it is somehow
obscure. It seems to me that here I:ycius and Apollonius
are fused into one as are Lycius and Laniig. Such ambiguitéy
tells that all these events are taking place in the mind
of Lycius. Still Lycius ‘persists in his effort:

He looked and looked again in a level Nol

'A serpent!' echoed he. . . .
(IX.304-05)

' The moment Lycius cries out, Lamia vanishes into the air,

- and Lycius falls dead. He dies, believing Lamja is a serpent;

td
o

but is she a mere serpent? The serpent is generally regarded

as a symbol of the tempter. Lamia, imagination might be,

in essence, a serpent or nothing, buewedid she not create

T #
: e
' .
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something out o;‘i nothing? She materialized ﬁer\sélf into a
woman and her vision into a decorated palace. By denounc-
ing Lamia as a serpent, Lycius recognizes only ‘t:he negative
aspect of imagination. By so doing‘, he is also denying
himself, his own existence. In the self-closing structure
of epistemology, Lycius cannot fird an external reference*—
point from which to measure his contexﬂplative object, Lamia,
his imagination. 1In the end, he falls int\:q madness {he is
called "O senseless Lycius! Madman!" [II.147]) and perishés

r]
not by an external crisis, which is the inevitable fate qf

a man who falls into epistemological paradoxes; Lycius dies '
unable to break through the self-closil-g structure of the
paradox. ' Lamia, his imagination vanishes only to return

to her "serpent prison-house" (I.203) which is in the recess
of the mind, leaving an art, her decorated palace behind

as a proof of her existenc;a.'

Thus., in "Lamia," Keats's effort to' know imagination
itself ends in a failure, .since it is impossible to know the
unknown ar;d therefore unknowable something beyond time. The
end of "Lamia" is a fact of imagination and also a fact of
;elf-examination; it ends in a fall into an epiétemol'ogical
paradox or at worst solipsism. The ending of "Lamia" is
completely different from that of "The Eve St. Agnes" either
as a love story or as an allegory, even though the both
deal with the process of poetic creation. The essential

difference between these poems is that while "The Eve of

St. Agnes" is Keats's experience of hé&nosis of imagination,

L ]

i
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Keats has to break through the self-closing structure r::f
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that is, 1‘:5.3 experience of imagination throuygh the senses;
"Lamia" is his attempt of gnosis. Imagination can not be
known. This is thg reason why Lycius failed in keeping ,
their love and én;ied up destroying both Lamia and himself,
while Porphyro, in his union with Madeline escaped the.
mortal world altogether. However, I still have to point
out that "Lamia" is both Keats's analysis of his poetic
creativity and at the same time a product of his creativity
itself. A part of Keats might die with Lycius in his

failure to know imagination, but Btill he recreates his own

imaginative experience with poesy.” "Lamia" itself is a

" paradox as is any poem dealing with the process of poetic

creativity.

After all, Keats's ‘absorption into the present moment

nation only leads him to endless paradoxes (ontological,
epistemological ang eve ally rhetorical) . If he still
dares to solve the paradoxes with the self which can perceive

only the present moment, he is forced to reduce himself to

' solipsism: he has to 'rely either on e total-negation of

imagination as in "Lamia™ and in "La Belle Dame Sans Merci”
- a

or on the total-affirmation of imagination as the aphorism

at the end of "0Ode on a Grecian Urn." Yet, to really solve

the paradoxical situation and find put the truth of being,’ 4

the moment. Keats finds the power in memory. Only memory

can cover the gulf betWeén each moment. Thus, like Apollo
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in "Hyﬁerion," Keats with the help of memory tries to break
out of the island of the moment, Jseeking the external

measuring-point outside of it from which to observe his

< 2
beaing.

-
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Chapter IV )
” ' ' The Panorama of Time: Memory . )
. e 1 ‘ i

The moment, however long it may be prolonged by imagi-
nation, will eventually pass away. Never will it be repeaiedf
The past moments constitute the past,.and we .can keep the 4
precarious contact with them only through memory. Georges

Poulet in his Studies in Human Time asserts that memory is

A
in a sense the "great discovery" of the eighteenth ‘century:

~

Each new moment of awareness reveals two distinct
) features: not only the new sensation which is .

the kernel of the moment, but also the ensemble

of sensation already lived, whose resonances-,

prolong themselves within it and surround it with

their nebula. The great discovery of the eigh-

teenth cen is the phenomenon of memory. By

- remembering, man escapes the purely momentary: .

/ by remembering, he escapes the nothingness that 1

lies in wait for him between moments of existence.

-

Memory covers the gulf between each moment,and gives én
existence a sen?e of continuity. ' If we eannot érreétlthe -
moment of being, then“from the effort to seize the moment

that is about to pass, we eventually resign outselves to

the effort to seize the permanent value from the past.

%

lPoulet, Studies in Human Time, pp. 23-24.

} /
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it becomes imperative tha£ we grasp the meaning of eternity
and th? meaning of existence from the past which is precari-
ously reserved by memory. R
Frank Kermode, in The Sense of an Ending, discusses
L the sense of existence in terms of tHe concordance between

beginning, middle and end as follows:

bt stes Seteod

it [the concordance] is hard to achieve when
7 the beginning is lost in the dark backward
and abysm of time, and the end is known to
be unpredictable. . This change dur views of
the patterns of time.

L4

In "Read-me a lesson . . ." written during the Scotland tour,
Keats experiences a perplexity with time and existence and

gsuffers from-hig inability to make out the concordance. He j
finds that thel‘begim}ing, like a chasm is ‘comp];gtfely hidden
in mist and the end, like the top olf Nevis‘.{‘é aléé caovered
with mist. To his dismay, he realizes that he is not sure

- ayen of the present, for the earth beneath his own feet is

also covered with mist. To know the end which is his own
death and perhaps to know the middle, the present, he ﬁas
y first to s:arch for the beginning. "Hyperion™ and "The
P’I:all of“ﬁ‘;s;rion" are, in this sense, Keats's search for
the beginning in order to grasp the meaniné of existence.
In these two poems, by using the goddess of memory (Mnemosyne
or Moneta) as a perspective on time, Keats attempts to &\

(J ‘
cover th/e.gulf between-being and not-being, and between

2!/(ermode, The Sense of an Ending, p. 30.
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t
being and knowing so that he can deduce the destination of

becomirng not only in the individual sense but also in both
universal and historical senses.

Before I proceed to the discussion of "Hyperion" and
"The Fall of Hyperion," however, first I want tc; survey what
memory generally means to Keats. For some of the Romantics
tike Proust and Wordsworth, memory is not merely the repro-
duction or recall of the past; it is the recreation and
refeéling of the past; kherefore, itqgives the past i}avs_i :

’ present, meaning .' Mémory enables them to envelope the(i‘ri ’
life~long consciousness or feeling of duration in the sphere
’of the present moment. The moment' of sensation whiéh is

temporal by itself, by being repeatedly recalled by memory, -

is endowed with an eternal value. . Thus, Wordsworth in poems

like "0Ode: Intimations of Immortality™ and The Prelude finds

in the memory of the past, the insight‘ and knowledge of *
the immortality of the soul. In Keats's case, the differ‘ence
is that unlike Wordswo;th, for htjv.\jq memory of the past can
pever fully compensate for the loss of the moment.

"Memqory ﬁhéuld not be called knowledge,"3 says Keats
in the letter of February 19, 1818. In spite of this ;\sser-
tion, later in "Hyperion," Keats has Apollo say, "Know ledge
enormous makes a God of me"‘ (II1.113), and ‘Apollo gains the
knowledge with the help of Mnemosyne, the goddess of memory:

here we can find the fundamental change in Keats's percep;tion

. Letters, I, 231.
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of memory. All in all, memory, for Keats, doe§ not bring
'him a sense of continuity in exister}glg;- it rither renew;
the pain of lﬁss, the pain of recognition that the moment
of bliss is lost forever. Memory might save a man from

the sense of total nothingness, but still it is always

v

threatened by destructive hand of ti.%

"Wide sea, that one continuous murmur breeds
Along the pebbled shore of memory!

(Endymion, II.16-17)

Memo;y is only precar‘iously preserved from decay: thus it
can not be regarded as a reliable source of man's séarch

for the truth.

In Endymion, the hero suffers from the recollection

of the moment of happiness with Cynthia and grieves over .
its loss: \ * , : ff
-
Ah, vwhere /
Are those swift moments? Whither are they flgd?
‘I'11 smile no more, Pecna, nor will wed
Sorrow the way to death, but patiently
ﬁ Bear up against it--so farewell, sad sigh,
And come instead demuress meditation,
To occupy me wholly, and to fashion
My pilgrimage for the world's dusky brink. ™
No more will I count over, link by link, )
My chain of grief, no longer strive to find .
A half-forgetfulness in mountain wind )
. Blustering aboyt my ears. (x.970-81)

-

Memory only brings Endymion the pain of loss; therefore, he
decides that he will no longer live in recollection of the
p;ast. Here at lea,st he triés to accept the ixrévocabilfty
and the irreversibility of time. However, in spite of his
brave resolution, Endymion still continues to suffer from

»
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the memory of Cynthia, even when he is with the Indian Maid:

Oh, thou could'st foster me beyond the brink

Of recolliection, make my watchful care

‘Close up its bloodshot eyes, nor see despair! .
(Iv.306-08)

No matter how hard Endymion tries, he cannot'Bhake himself ?

F4

free from the recollection of Cynthia and the pain of loss

it would cause: "For yet the past doth prison me" (FV.691).
- . e

Before such intense “suffering, ,destli-uctivé time then seems -

almost to be welcomed. Time and forgetfulness heal the

pain: 1 ’ : ‘ ]
-~ Ie Time, that ag&d nurse, -

Rocked me to patience. Now, thank gentle heaven! X »

. These things, with all their comfortings are given
To my down—sunken hours. . . .
: (I.705-08)
Oblivion is death in the mental aspect. ‘Ironically, time . 3
which in reality destroys the moment of happiness is, in

'

retrospect, regarded rather as a merciful healer, simply

because it also kills the pain of loss. ,
I "Isabella,” Isabella, like -Endymion, clings'to the
Mow of happy time-with Lorenzo:
She fretted for the golden hour, and hung ’

Upon the time with feverish unrest. . . .
N (243-44) b

Because of the memory she eventually withers away. .In "In.
drear-nighted December,” Keats envies the trees and the
brooks, the nature surrounding him, for they do not remember

the happiness of the past seasons. He wishes to be “like

-
Fd
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them: )

ah, would 'twere sa with many

A gentle girl and boy!
But were there ever any

Writhed not of pass&d joy? - '
(17-20)

P

Memory thus spoils happiness rather than preserves it.

Even nostalgic repiniscence of the old, days which is often
welcomed by the Romantics with warmth ‘and affection, merely

evokes the sense loss and change which cannot be undone.

In this vein Keats beg:l: s "Robin Hood" with the familiar
lament of Ioss:

o

No, those days are gone ay,
. And their hours are old And gray, !
And their minutes buried all :
Under the down-trodden palll .
Of the leaves of many years.

(1-5) . E

o

In "La Belle Dame Sans Merc1,“ the knight wanders the
winter hill in despalr because of the painful memory of
the kisses exchanged with the lady. In "Ode to a N:.ght:.n-\
gale;" nostalgfa‘ for the f&r-away past when ame night-
ingale would have sung for Ruth or emperors, (ren¥Ws “the
sense of loss in Keats's mir;d and consequently reaks the

magic of the imaginative moment.

v

¢

- 514\3ep is & kind of temporal oblivion. It offers Keats

the refuge from the haunting memory. In the sonnet, "To

Sleep,"” Keats appeals to sleep for "forgetfulness dlvine

and "lulling charities®:

)]
r~

/.
?

R
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Then save me, or the paéséd day will shine
Upon.my pillow, breeding many woes. . . .
L ]
In Keats's later years,, all his anguishes are, in some way,
derived from his love for Fanny Brawne and his memory of
her. In "To [Fanny] :" Keats's memory of her makes him

P
acutely aware of her present absence and of his desperate

need of her:

k3

% What can I do to drdye away : »
Remembrance from my eyes? - ’3,\
Touch has a memory. Oh, say, love, say,

- What can I do to kill it and be free

In my old. liberty? (1-6)

-

In the letter of November 30, 1820 (one of his last letters),

" feeling the ‘:)/proachirfg steps of death, Keats talks in a
ab

pathetic ton

4

out his memory of Fanny and the anguish it

[
‘

\. '

' There is one thought enough to kill“me--I have
been well, healthy, alert' &c, walking with her
--and now--the knowledge of contrast, feeling
for light and shade, all that information (pri-

. mitive sense) . necessary for a poem are qreat
enemiessr to the recovery of the stomack. \

[y

'f‘hus, affective memories of the past cause Keats nothing

but pain--the pain of loss and the pain of longing. Unlike

A

Wordsworth,- he never finds in the past moment revived and

’

given the present meaning by memory the assurance of the
immortality of existence. In his case, the momentary® repos-

session of the past by memory ends in the realization of
: X '

\
N -

‘Letters, 11, 360/ . ' . L
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dispossession; it ends in the sense, of loss renewed. This
, reminds Keats afresh of an infinite distance separating the
'L/J pregent from the past. Of course, Keats does not alwayh

regard memory as painful. It sometimes has its own useful-

§

ness™® As Keats says in "Lines Written in the Highlands
affer a V;s:.t to Burns' )ﬁ/gountry, only the ; "gentle anchor"

. {40) -of memory saves a man on the verge of ins'ankity when

1 ‘l';e strays too long ~in the ophere of imagination. Also Keats
sometimes accepta the pain of loss renewed by memory as
:.nevitabl’e. In “Owuelancholy,” Keats persuades himself
that melancholy sprlnging from‘the realization of loss is,
in fact, ,based on she sense of fulf:.llment. Neverthelesa, *
al; i:p all, Keats's memory of the past is the -painful memory

\ 'o{ logs. To the pain‘of the past is added the anguish of .
the future. Keatos has.ﬁto endure the anxiety of a man who
exists in the middxe. When he recalls the‘ past, he cannot
do so with calm serenity as does Wordsworth. Therefore,
when he recalls the past in "Hyperion” and "The Fall of
@ype@iou"‘* with the help of Mnemosyne aar Moneta, ﬂn‘st of
all he rnelives the pain of ’loss. In this sense, nothing is
more suitable to this theme than .the fall of the Tdtans.
In these *two poems by reliving ‘t.he” pain of loss Keats tries

" to find out.in retrospect the meaning of loss so that he

_\‘ can in consequénoe understand hecoming. By understanding
the cause, we can antzcipate the effe&: Thege two create

‘ } the direction of becoming. Before he asks "what; is exis-
. tence?," Keats now asks "what i% loss?"

"
4 3 ‘
‘ , »
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ii
‘"Hyperioq" begins'with the descriptign of the.now
fa}len Saturn lying in total defeat. q}s features and the
atmosphere surgounding him clearly tell his fall from deity
and ﬁis humanization as a result. He is now stamped with

turned té*"grey (I.4);

his tongue has become “palsied )7\his beard shakes

"horrid with such aspen malady .94). He is sunk in misery
in the "shady sadness of a vale” (I.1) where "the dead leaf

fell, there did it rest".(I.10). Saturn now belongs to the

‘vale of bécoming wheye silent death is lggkigg behind. He
P

- ¢ -

is accompanied only by Thea, a "Goddess of the infant world"

' (I.26).. She too suffers from the anguish of fall:

One hand she pressed upon that:aching spot
Where beats thé human heart, as if just there, .
S Though an 1mmortal, she felt cruel pain. . . .
) (I.42-44)

/

Thus, llke Saturn, Thea has become humanized by the fall.

"0 achxﬁg time! O ;oments big as years'"?(I 64). she grieves.’
She noQ has the sense of time and durrtion like regular
mortai gpinés. She is‘no longer a deity, a timeless being.

Saturn who grleves over hls lost majesty is, in Keats s

. ) gypersonal sense, the figure of the romantlc poet who ‘has just

A{ﬂ

g
fallen from the exalted state in imagination. In the ipagi=-

i

native moment, the poet is sublimated t&?& timeless and

&
spaceless being, endowed with god—like power and freedom;

4

however, once he has returned to reality, that is, has fallen
¢ .

4

L4

&y
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into time, the moment of his exalted being vanishes into

nothing, and so its meaning with it. As was discussed in
\

the previous chapter, to pursue the problem of bging only

leads him to solip;?hm or a paradoxical situation. Saturn

"

now questions tfie cause of his fall:

Who had power
To make me desolate? Whence came the strength?
How was it nurtured to such bursting forth,
While <§te seemed strangled in my nervous grasp?,
. I am gone
Away -from my own bosom; I have left
. My strong identity, my real self,
(- Somewhere between the throne and where I sit
Here on this spot of earth.

(I.102-16)

-

He feels that he has 1o§f his identiﬁy, which is the exalted
1)
existence controlled by time. He

strives to resume his power and be again the master of his

own fate: ", '
\ 'But cannot I create?
\ Cannot I form? Cannot I 'fashion forth
Another world, another universe,

To overbear and crumble this to naught? : i
Where is another chaos? Where?'

(I.141-45)

In his struggle to restore. his former géanﬂeur and his ex&ifed
state which is to be forever, he even dares to dream to be

the beginning, the fi Cause, although what hé;actually -
has to do is to resign himself to becoming As the effect of
his fall. To make sense out of 'his present statu; and to

re-establish his'identity (which may be actually completely
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‘different from what he thinks himself), hé has to understand
the ‘cause of the fall of the Titans. R .
While faturn and thg other Titans thus sugfer from the
pain of loss, Hyperion, the only one member of the tribe '
who still manages to maintain his power, lives in fear of
his coming fall. His palace, unlike the vale of/;ecéming
where Saturn is‘ﬁEG% is t;E world of being. It is that oy
narcissistic, ego-centric world which has been all the
Titans'. Here, in "This cradle" (I.236) of his glory,
Hyperion has been able to i?dulge himself in beauty which
is truth. Now, however, #1is palace begins to, show the omens
of disasterlwhich‘will_soon strike and cause his fall:
"horrors portioned to a giant nerve" (I.175) make Hyperion
ache; his palace glares a "blood-red" (I.1;9). Hﬁgerion's
solipsistic world begins to crumble, and he gradually awakes -
to the epistemological paradox of being:
Hyperion is now awaye of the gulf between being fnd

knowing:

. )
'0/dreams of day and night!
0 monstrous forms! Ofeffigies of pain!
0 spectres busy in a 1d, cold gloom!
© lank-eared phantoms of black-weeded pools!
f Why do I know ye? Why ha I gseen ye? Why “ s
Is my eternal essence thus distraught .
To see and to behold 'these horrdrs new?' : -
(I.227-=33) ) \\

Hyperion's terror is not caused by any external factor. It
- .
has its cause within himself. Hyperion's terror is the

terror of terror, the terror of his premonition; and to
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f\f\\\¥q ‘understand this cause, he has to examine himself. However,

the mirror by which he observes himself is now dimmed:

: And from the mirrored level where he stood )
: A mist arose, as from a scummy marsh. -7

. (I.257-58) —
- s 4
Mist is symbolic of the "inevitable obscuring of the outlines
’ -
of each aspects and each particular phase ¢f the evolutive
process."5 Hyperion is losing the sense of his identity,
his exalteqd self. He is engulféd in the evolution;ry process

of becoming. ’
5 e
At this, through all his bulk an agony
Crept gradual, from the feet unto the crown,

. Like a lithe serpent vast and muscular .
Making slow way, with head and neck convulsed
From over-strajn&d might. (1.259-63)

As he falls from the timeless state of being, mortality

4" éradually creeps upon him! He senses "darkness, death and

darkness! (I1.242).

1 In desperation, Hyperion then attempts to control the

"meek ethere5} Hours" (I.216) at his own will:

-,
i

Fain would he have commanded, fain took throne . éﬂ’
~ And bid the day begin, if but for change.

He might not. No, though a primeval God,

The sacred . seasons might not be disturbed.

(1.290-93) !
.o
R Even he is not allowed to rebel against time; that he wishes '
to do so itself is a sure sign of his fall. He is now .
~N 3 : f .

. ) ; 5Cirlot, A Dictiona;y!gg Symhols, p. 212.

\ T 7 el
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conscious of the movement of time and of the pains it

would cause. He gtnses his helplessness before its power:

And the bright Titan, frenzied with new woes, .
Unused to bend, by hard compulsion bent
-His spirit to the sorrow of the time. . . .

| (I.299-301)

Mighty Hyperion now has to bend to time. Eoelus,'hiS'
father now finds in his son the sign of mortd&;ty as he :>y

perceived in all othex Titans:

-

Y
For I have seen my sons most unlike GA&ds.

£

.Now I behold in you fear, hope, and wrath?
Actions of rage and passion--even as

I see them, on the mortal world beneath,

In men - to die. . (I.328-35)

~

Coelus encourages Hyperion to "oppose to each halignant hour
/ Ethereal presence" (I.339-40) and to restore the former
grandeur for all the Titans. To combat with time, Hyperion
d{ves into time like a "diver in the pearly s?as' (I.355)
"at the‘self-same beat of Time's wide wings" (II.l), leaving
hkis world of being behiné. The pearls he seeks there are
the cause of the Titans' fall and their former glory which
is *Pst in time. <

The scene when the Titans hold a conferende to discuss
the cause of their fall is most important/to understand Keats's
iﬁtention‘in "Hyperion."™ The’TfEans are now hiding themselves

in a "den where no insulting light / Could glimmer on thﬁj;7*~

ggars“ (II.5-6); and the den is surrounded by

N ~
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: .= the solid roar -
" 0f thunderous waterfalls and torrents hoarse,
Pouring a constant bulk, uncertain where.
% (IX1.7-9)
f

In spite of the fact that they have fallen into time, the
Titans still lock themselves up in the self-centered worlé} *
hidin§ themselves from the "torrents™ of menacing time.

They grieve over the loss of their dignity and the memory

of their defeat.

-

Among them, Saturn, the "Supreme God" (II.92) is strug-
gling against grief, rage, despair and all other emotions

which make him almost’ Rwman:

Against these plagues he strove in vain; for Fate
Had poﬁ&ed a mortal ¢©il upon hig head,
A disanointing poisoen. . . . (I1.96-98)

[v)

-

He asks himself the cause of their fall: %
' 1)
'Not in my own sad breast,
Which is its own great judge and searcher-out
Can I find reason why ye should be thug. . . .'
(I1.129-31)
r -
The problem of Saturn.is that he still'«egards’hiﬁgelf as
omnipotent. - Hs never realizes that his so-galled knowledge
is the solipsistic one. He never admits (or rather ignores)
the epistemological paranxes he inevitably would face in
his self-reference. His suffering and perplexity are rele-
vant to those of Keats when he tries to cling to the memory

of his exalted being in imagination after his fall inte time.

k2
Saturn is stil%,absorbed in being, ignoring becoming. As
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long as he takes this aTtitude, he can never know the cause
of his fall, nor can he break out (unfortunately he does not
wish to either) of the self-enclosing structure of paradox
or, in his case, still worse solipsism.

In contrast with Saturn, Oceanus acEepts becoming. He

is the god of the ocean; therefore, he presides over the

transmutation and becoming of life as if he were time itself.

He now teaches the Titans the cause of their fall:

Yet listen, ye who will, whilst I bring proof
How ye, perforce, must be content to stoop;

_ We fall by course of Nature's law, not force
" Of thunder, or of Jove. Great Saturn, thou
Hast sifted well the atom—universe;
But for this reason, that thou art the King,
And only blind from sheer supremacy,
One avenue was shaded from thine eyes,
Through which I wandered to eternal truth.
At first, as thou wast not the first of powers,
So art thof nmot the last: it cannot be.
Thou art not the beginning nor the end.
From chaos and parental Hg kness came
Light, the first fruits of that intestine broil,
That sullen ferment, which for wondrous ends
1 Was ripening in itself. The ripe hour came,
And with it light, and light; engendering
Upon its own producer, forthwith touched
The whole enormous matter into life.
Upon that very hour, our parentage,
The Heavens and the Earth, were manifest;
Then thou first-born, and we the giant race,
Fo ourselves ru11ng new and beauteous realms.
Now comes e pain of truth, to whom "tis pain--
0 folly! Z¥or to bear all naked truths,
And to envisage circumstance, all calm,
at 1s the top of sovereignty. Mark well!
As Heaven and Earth are fairer, fairer far
Than chaos and blank darkness, though once chief;
And as we show beyond that Heaven and Earth
In form and shape compact and beautiful,
In will, in action free, companionship,
And thousand other signs of purer life;
So on our heels a fresh perfection treads,
A power more strong in beauty, born of us

/
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And fated to excel us, as we pass
In glory that old darkness; nor are we

Thereby more conquered than by us the rule
Of shapeless chaos.

-

For 'tis the eternal law

. That first in beauty should be first in might;
Yea, by that law, another race may drive

Our conquerors to mourn as we do now.

(I1.177-231, italics mine)

Oceanus thus not only admits change and becomlng through
time but also through change finds a progress toward a
universal maturation. This theory of eyolution gs also
applied -to the individual case. °'Keats calls the'§orld the
"vqle of Soul—making."6 Keats finds in Saturn, his own
lfigure.which has been absorbed in the present moment in
imagination. God is both the beginning and the end; Saturn

while he desired this god-like status did not” achieve it

 and accordingly he fell. Keats also wanted to elevate

himself to a timeless being with the power of imagination.
In Keats's casge, however, through the painful experience of
fall into time, he learned the paradoxes inevitably caused
by his pursuit of being, while Saturn remained in solipsism.

Therefore, to solve the paradoxes, Keats leaves Saturn and

-xll that he represents behind, seeking for the more mature

mode of existence. Thus, Apollo and Mnemosyne appear in
the folléwxng scene, and Hyperion has to fall only to be

-

replaced by the former. ‘
Apollo, unlike the Titans who have fallen into time,

still enjoys the exalted status of timeless being. Clemene,

“

6Letters, Ir, 102, \

e
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standing on ‘a "pleasant sho;e“ (I1.262) is enchanted and at
the same time grieved by the music qf éhe sea, the music
of becoming played on a "mouth&d shell” (II.270), until she
hears from an "island of the sea" (I1.275) the melody played
by Apollo. As was mentioned earlier, the small’shell is a
symbol of a helplesé human being controlled by the tides
of time. The contrast between the melody of time's sea
whicq is the melody of becoming and the melody played by
Apollo which is the melody of being, reminds Clemene afresh
of her fall and her-mortality attached to her as a result.
In contrast with Clemene, Apollo is still free from
the sorrows of human time though he is not content with his
present status. This is the essential difference which
distingﬁishes Apocllo from the Titans before fall and saves
him from the fate that fell upon them. If he were to stax
on the island of the moment and were to be content with
the "beauty is truth" solipsistic conviction, he would then
share the same f§te as did all the Titans; but he does not.
Apollo is uniquely aware of the self-confined and self-
limited gtate of his being, and of the episgemolqgical
paradoxes he 'would fall into, were he to know the truth of
being. Apollo, accordingly; wiéhes to break out of the
self-enclosing par;dox of being, to seek more knowlédgé.
There will be no need to repeat the process of Apollo's
tréngformation and escape, since it has beep discussed in
terms of both ontological and epistemological paradoxes of

Beipg. In the procegs Apollo acquires deity with the help

T s o D T AT Ay
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Mnemosyne; he even overcomes death which is the inevitable

A}

aspect of becoming. When he is reborn, he is able to live
in the total union of being and becoming. *

In the letter of March 19, 1819 (at this time, erats
was writing the last part of "Hyperion"), he wrote a sonnet,
"Why did I laugh to-night?" In the sonnet, he asks the
reason y:hy he laughed to "Heaven and Hell and Heart in vain."
None of them can answe.":, especially not his human heart.

How can his heart measure itself truthfully? Keats is
.confronted by the limitation of epistemology. 1In the same ,

letter, Keats tells about the motive to write the sonnet

as follows:

It was written with no Agony but that of ignorance;
with no thirst of any thing but knowledge when
pushed to the point though the first sgeps to
it were througfh]) my human passibns-"-t;hey went
away, and I wrote with my Mind. . . . .
Thus, to seek knowledge, Apollo-Keats breaks out of the |
self-enclosed world of the moment wit# the help of Mnemosyne,
first seeking for the external measuring-point from which
to obgerve his being. By memory, Keats relives the painful
experience of the Titans; that is, his own experience of
fall into time from the exalted state in ir'nagination;‘ and -
by so doing, he strives to overcome the pain of loss and

to use it as a stepping—-stone so that he can progress toward

personal maturity. As Poulet observes:

7Letters, I1, 81. ’

o
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r

- "To exist is to change, to change is to mature,
to mature is to create oneself endlessly." 1If
the being endlessly draws its istencej out of
the past, it is not as orle draws) the consequences
g/) from a principle or as one copieg the age of
a pattern. It is a free adaption_of past 8
resources to present life, in view of the future.

This is what memory means tb Keats personally, if not to &
Apollo, the godhead. As hé says in the letter, "That which

is creative must create itself.“9

y - N\

iii
Keats begins to rewrite "Hyperion" three months later
‘p a dream-version: this is "The Fall of Hyperion." In this
poem, in place of Apollo, Keats himself encounters Moneta
(Mnemosyne), and the story of the Titans' fall is told
through Keats's vision of memory. With this method, Keats

gives "Hyperion" more personal meaning: yet also because of

" this, the construction of the poem itse]lf becomes more

"
complicated. . ‘
In "fhe Fall of Hyperion," before the sad story of the
Titans' fall begins, Keats writes the process of his journey
thch leads him to the altar of Saturn where Mpneta is the

priestess. After a somewhat self-conscious introduction

(which he himself calls a "sort of induction'lo) Keats first

finds himself in the Eden-like garden. This garden is

8

Poulet, Studies in Human Time, p. 35.
9Letters, I, 374. P
10 ’

Ibid., II, 172.
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often fegarded as representing the "beauties of Nature.'ll

Here, Keats indulges himself in sensuous beauty and appetite
’ until he drinks “transpareﬂ¥3juice“ (I.42) and falls into

a swoon. He then awakes and finds himself in completely

different surroundings: he is in an "old sanctuary" (I1.62).

Here arises the first prdblem; In "The Fall of Hyperion,' .

it is not clear where the dream begins. It may be éhap the
{ juice he drinks is, like the wine in "Ode to a Nightingale,* 3
the invitation to the imaginative world. Keats himself
declares, "That full draught is parent of my theme" (1.46)1
If so, the rest of the poem is the dream he‘dreams in swoon,
that is, his imaginatiVe~experiencet Thus he starts up,
after recovering from swoon, 'Aé if‘with wings" (I.59).
"The Fall of Hyperion” then has or would have (becausz he -
did not: finish the poem) the same structure as "Ode to a
Nightingale"(and "0Ode on a Grecian Urn." . *

On fhe other hand, it may be that Keats's experience e

in the garden itself is already a dream. The rest of the
poem is merely the cong;nuaﬁion of the dream or a dream
- » Wwithin the dream. While the garden represents the
"beauties of Nature," the sanctuarf Keats next finds him—

»12 Keats's

v 4

self in is regarded as the "temple of Knowiedge.
process from the garden to the temple,.in this sense,
represents his personal history as well as the history of

‘ v
1lhllott, ed., The Pégms of John Keats, p. 658, n.

12, .
‘ Ibid. . | s

]
v

l,‘
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humankind. 1In the dream, Keats retrieves the journey of

-
is personal development through tiMe. Through this process,

Keats. leaves the immature Keats who 'indulges in mere sensue
ous beauty behind-in the garden'andgawakes to the pains and-b
sufferings of human time. At the same time, Keats retrieves
human history since Adam and Eve in Eden. The "transparent
juice"” he drihks is, then; the "forWidden fkuit," the know=
ledge. ' Keats's awakening in the temple is both Adam's fall

from Eden and Bt the same time his own fall from ego-centrig

indulgence in beauty and imagination. Thus, Keats not only

finds in himself the whole history of humanity but conversely

also finds ip the history of humanity his own entire hiétory.

As Stuart Sperry.points out, Keats now sees "an important
analogy between man's Original Sin and the primal act of

«
poetical conception, between the fruit oﬁfknvwledqe of good

and evil and the power of agination."1

Whichever is the
course that leads him to thec temple, Keats is now in the

*temple of Knowledge." It is the collective knowledge

: 6f humankind throughout history, and in spfte of its antig-

. ' 'Y
uity it remains truth. In_:shat.eterndl doméd monument"

(I.71), all that are contained within withstand time: "in
that' place the moth could not corrupt, / So white the linen”
{1.75=76).

Since it is a. dream, Keats is alsodoutside the context

13SSuart,M. Sperry, Keats the Poet (Princeton, New
Jersey: Princeton Univ. Press, 1973), p. 320..
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of time; and  from this shrifhe, he can see a2 panorama of

-
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time: ’
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e
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\
. once more I raised
* - ’ - My eyes to fathom the space every way--
' The embossed roof, the silent massy range
. ‘ S 7 Of columns north ahd south, ending in mist o
Ny C Of nothing, then to eastward, where black gad¥s \
- ' ) Were shut against the sunrise evermore.’
.. 4 Then to the west I looked; and say far off
: . . Anl image, huge of feature as a cloud, N
- . Av level of whoae feel an altary slept. . . .
e PR (1.81-89)

~ * 'S i s "

-

s

The columns of the temple continueyendlues?y, and so do

b \th; stores of human knowledge throughout time; however, at .
' S < [' the moment Keats underAtands\none of the\'l‘o have an insightﬂ;
. - into enormous knowledge {whidh made a god of Apollo) , Keats's
L - dreqmphas to be yet connected with memory. ~ ‘rhe "black. gatg‘s
‘- »/_ in the east Which open to ‘the past are now shut forever.

'rha(: they are’ shut means that Keats cannot see the past
/ - . . .

(or the beginnimg or, the life in the garden), nor is he °

N ’ “, allo‘;‘éu to return to\it./\'merefdre, he moves westward to
')- ' . , t??xe ‘future whére the altar of Saturn is and whe:ie Moneta .
.- o ) (at this point, Keats does‘Cot knqw who she ‘isi gwai:yn{
fo ! As soon asuxeat;sﬁ,‘.gets o {:h‘e shipe, the priestess

warns Itim that uénless he ascends, éhe steps leading to’ thé

[/

a:!.tar(-j‘x;- will ﬂe}-ié‘h to nothing on "that pavement cold \
t R 4 ! b ¢ . N

{ «
'. : )(I.IIS)JL ,
~ - K : - L ! . '
o ] T ! - The san&s of thy short life are spent this hour,’
' e .t *, . ' -And no hand jin the universe can turn .
i - . S Thy hourglass, if these: gummed leaves be burnt
i C Ere thou canst moynt up these immortal steps. 7
{ : \ e . s (1.114-17) .
» . . ' ‘ > A - ;
‘ 'k’ ~ ‘ " f \\ - '
& - . 0 < N L - ‘/-_\ . . ° ” ”
} - - "
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Keate‘is.thus forced to choose either to,die indulging him-

- pelf nﬁ:ﬁentarily‘ into "Forgetfulness of ewsrything but bliss"™
t S

.ination toward a Trutrr,

)
(I.104) caused by "Mian incense™ (I.103), or to struggle

for life climbing u@ the "immortal steps.” Keats chogses

the latter and un@rgoes the same ordeal as Apollo endured

-

tin the process of his transformation into a deity. He strives

hard against a "palsied chill" (I.122), against the "sharp

-

anguish" (I.126) and.then against the "numbness" /(1.128).
—" 3 .
He finally makes it:

P

One minute before death, my iced foot touched .
4 The lowest stair; and as it touched, life seemed

To pour in at the toe. I mounted up,

As once fair Angels on a ladder flew

From the green turf to Heaven.
¢ ' ¢ .

t

(1.132-36)

\

Ridley interprets these steps (also ‘'including the process

wh:l.ch led Keats to the shr:me’T as ‘the "stepping of the Imag-

nld quoting Kefats 8 own words from

/

the letter. 15

To cl;.mb these steps, Keats has compleEely

. e
to shed.his-inclination toward sensuous indulgence in being.

" As Apollo broke out of the self-confined state of being

’

through hls transformat on to seek truth, Keets is also

w®

compelled to overcome his self-absorptlon in his own free ,

~

will. If he is co’nteng with the sensuous Bliqs evoked by

"Mian incens€,” he will end,' so to speak, in closed death

- v

’ 1

14!4. R. Ridley, Keats' Craftsmanship: A Study in Poetic
Development (Lincoln: University of Nebraska Press, 19
P« 3. ; > e
] 15 ) L ‘ ' , -

Lettefs, I, 218.
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which is solipsiém. . #

Keats then asks the goddess, who i§ still the "veiled
\

shadow" (I.141) to ryim, the reason of his survival or in -
3

Ll

. this case more appropriately, the reason of his resurrection.

-
-

Her answer is this:

'Thou has felt ’
What 'tis to dl% and live again before
Thy fated hour. That thou hadst power to do’ so
Is thy own safety; thou hast dated on
Thy doom.’ } (I.142-46)

3

To acquire through memory ah intuition of becoming, an

"intuition about the ultimate nature of reality,f'16 Keats

‘was first required to experience apd overcome thé fnevitable
aspect of becoming, death; and he has done it. Through Y
absolute consentifig tp change and becoming'qf his state and
in his consummation of. death, Ke;\ts goes beyond the limita-

;- tion of beTing and reappears endowed, if not with immortality
. LY \ . P
) like Apollo, at least with a deeper insight into hgmant exis-
) ' { '
w
tence. Keats is now one step nearer to truth. He is’ready:

v

- . e
to observe the meaning of existence by seekind the external

( ' ' Neasuring-point in meémory. ] o o \ -
' After his~survival of ordeal_/éeil d goddess and

Reats exchange & 'd,ia,,lbgﬁe aboat the diffqreice between the . .

‘dreamer and the poet. She accuses him of being ag@reamer:

» * “ {' {

. v
- » 3

- ‘o "Thou ’art a dreaming thing, / A ‘fever of thys‘elf"” (1.168—69): . (
' ' .ot \

<

3

E . 16Kenneth“ Muir, "The Meaning of ' Hyperion '" in John &
'Keats: A Reassessement, ed..Kgnneth Muir, ([Liverpool] E'ver-

, pool Unlv. Press, I§5§5, p. 113. ;

. [ 4\ e
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'Art thoy not of the drdamer tribe?
- 'm-ze poet and the dreamer are distinct,
Diverse, sheer opposite, antidotes.
‘ The one pourg out a balm upon the'world, .
, ,\:r:e other vexes it. (.198-202)

>

Because Keats is a dreamer or :\a“ther she thinks he is, he

.is n at the altar of Saturn. What Moneta means by the

\

"dr er" here 1s actually the v1sxonary who ﬁndulges him-
self in the. imaginative mdhent and vho, even after he has
returned to reality, merely grieves over the loss qf/the
moment. The dréamer cannot overcome the painful expérience/

' ~
of fall from the exalted state in imagination; nor can he

- make something out of the experiei\ce eventually to ;;rogress

toward personal maturi‘ty. Therefore, to make the dreamer «

realize the universal meanmg of fall and loss) Moneta
invites him to the altar of Saturn and tells him the story
of his fall in retrospect. In this sense, veiled Moneta is
similar to \}eiled Melancholy/in “0de on Melancholy." As
Melancholy eventually made Keats realize that the‘p pain of

loss is the inevitable complement of fulfillment, Moneta
P 2 -
now leads Keats to self-realization and the realization of ,
v " ' lind
universal law. ' : v
‘ . ,

-

\E‘or this purpose, Moneta finally unveils herself.-

Memory is thus, for a man, a rfevealer:

1

+ But yet I had a terrpr of her robes,
And chiefly of the veils, that from her brow
Hung pale, and curtainéd hef in mystéries,
. °  That made my heart too small to hold its blodd.
This saw that Goqlc{ess, and with sacred hand
Parted the'veils.* Then saw I a wan face,
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Not pined by human sorrows, but r:.ght-blanched

By ar immortal sickness which kidls not.

It works a constant change, which happy death

Can put no end to; deathwards progressing

To no death was that visage. . . .
o : (251-61)

» .
Moneta's eternally wasted face recorxrds' all the experience

of the universe throughout time; she n9‘t only represents

. ceaselefs change and becoming of time itself but also carries '

the burden of endless human woes and sufferings which :can -
.
never be wiped out. Seeing her face, Keats vushes to ‘under-
'
‘w

stand)what she keeps in hers_elfz w5

’

So at the view of sad Moneta's brow
» I ached toipee what things the hollow brain
Behind enwombed; what high tragedy
In the dark secret chamber of her skull ‘
% Was acting, that could give so dread a stress .
To her cold lips, an8™fill with such a 1light
Her planetary eyes. . . . :
(I.275-81)

e ~ ' »
He, therefore, begs her to let him see "what is thy brain

\ so ferments to fzmcl fro" (I.290), swearing’ total submission

/ \v ' 4 X f;

Moneta stiarts to reveal (.bg story of the Titans' fall. /

to her power -

At is instant, Keats totally merges himself into Moneta, r

the ‘goddess of memory:

Whereon they grew
A power within me of enormous ken
To see as a god sees, and ‘take the depth -
Of things as nimbly as the outward eye; B
- - Can size and shape pervade.
’ (I.302-06)

R
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By 3.dentifying himself with Moneta, Keats now acquires the
external point of viev' to observe being and becoming of
existence. Thus, the poem is hereaftei- followed by a slight-
ly differed ‘versio’;'x of "Hyperion." The story of Saturn's
fall is told through Keats's vision, with Moneta as a
interpreter or chorus.

What, then, does Keats iptend tlo éhow in "The Fall of

¥

Hypefion" by enveloping the story of Titans' fall into his
own vision of mexi;ox:y? iHere, we have to remember that the
fall of Saturn from deity is ‘also sﬁbolic of both the fall
of humankind from Eden anfl the fall of Keats himself from

the e;ta%ted state in imagination. By viewing Saturn's
defeated figure through memorMeats is also re~viewing

and re—experiencing Hhis own fall and the pain of loss he

had suffered@ in the consequence. By so doing, he is also
trying to observe the meaning of fall and loss fro"m the '
Objective point of view"-and understand it in relation with /
the present. In "The Fall of Hyperion," with the help of
Moneta (memory), Keats himselif develops frgm the dreamer L+
to the poet. However, the most cunning point of "The ‘Fall

of Hyperién" is that the poen is not a .me‘rg record of Keats''s

AN

progreés toward self-realization and the realization of
A
the universal law of becoming; it is at the same timea - .
’ .
result Of his progress. To prove to the world that he is

not a dreamer but a poet, Keats displayed in "The Fall §f

‘Hyperion" the process “of personal maturation through becom- \)

)

ing. He offered (or tried to offer) the poem as a proof

(\ v
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1

ot
that he could turn the pains of fall and logs into creativ-l

o

ity, and that memory enabled him to turn the loss into a

gain. Keats' said in the introductory part of the poem:"

Poesy alone can tell her dreams, ¢

-

' oa With the fine spell of words alone can save
) Imagination from the sabled charm 4
And dumb enchantment. (1.8-11)

~_J o

] He at least proved this, d4id he not?

N

iv
In spite of his great effort to connect being and becom- o
ing witﬁ',?qbg power of memory, Keats abandoned both "Hyperion”
0 and "The ':‘,!;;ll of Hyperion" unfinished. Why could he not
complete fheée poems? It seems to me that al the probléﬁxs
< lie in his dealing with time which is one of the most cru-
cial elements of organizing a poem or a novel.
- ;'irst of all, the major cause of the failure of "Hype-—
rion" ;s the disharmony between the form and the idea.
"Hyperion™ takes a form of narrati‘ve, consisting of Book:.
In a narrativ€) all the characters are placed in the confext
of time, and t'hé events proceed in chronological order. On %
the contrary, "Soul-making" process Keats intended to dis-

b :
play in "Hyperion" cannot be defined by objective, histori- i

'{ cal time. It is Keats's .’;.nner e’xperience anfl belongé to the
sphere of subjective time. Therefore, when Keats writes
this process in 5 n;rvative form, he inevitably faces_ a
difficulty in exprescsir;g‘ his inner turmoil ‘while relatiﬁg

it to each character. Indeed, in “Hyperion," the relatign-

.
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ship between Saturn and Keats, the relationship between
Apollo and Keats, and ultimately the relationship betwéen
Saturn and Apollo in terms of Keats's self-development are
hot quite clear. It is left solely to the readers to guess
what is goina on behind the simple facade of narrative, and
if Keats expects them to do 35, he is asking too much; it
must be hard for them/to fathom Keats's intention, unless
they understand the pas£ history of his poetic development,
0f course, it is always possible, if one wants, to consider
»hat “Hyperion: is not Keats, that it is a "splerfdid tour
de ggggg":-tgen the poem may be rega;ded as "derivative"
and "artificial."” However, I still firmly believe, as
Douglas Bush does, that "Hyperion ‘and its complement . . .
are the”culmination of Keats's poetic progress, the i;st and
greatest statement of his conflicting instincts and ambi-
tions."l7
Another problem o{ "Hyperion™ lies in fhe function of
Mnemosyne. . At first,'M&nemosyne, as one of the fallen
Titans, is perceived as a figure in chronofggical time '
(Keats‘;ent‘ons her only “once before‘she appe;rs in front of
Apollo: she is "straying .in the world" [II.29]). However,
by the timé we get to Apollo's transformation scene, we
come to re;lize Mnemgsyne's réal functivn in "Hyperion."

She is a goddes% of memory, and she alonsﬁcan help Apollo

to achieve deity. Mnemosyne-memory is, in some way, the
' ) « 0o "' «
17lgouglas Buéhr Mythology and the Romantic¢c Tradition
in English Poetry (New York: Cooper Square, 1937), pp. 115-
T1s™ . - .
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infinitude of time itself, and at the sand time the nega-

tion of time; tr:erefo;e, she should”‘}xqt be under any juris-

dic¢tion of éhronological time as a character in a narrative

is; she should b& a figure dut of time. Otherwise, how can

she even have the power to make a 'god of Apollo?
According to D. G. Ja‘ames,l8 the defects of "Hyperion"

are summarized in three points: (1) it was imperative to

remove Mniemosyne from the narr&tive and the -chronicity of

, time which controls it;; (2) Mnemosyne is, in any case, too

mysterious and unexplained; (3)§pollo is 'a disguise for

Keats in particular and poetry in general. In his effort

to improve these problems all at once,”Xeats remolds “Hype-

;:ion"' into a dream-version, which is "The Fall of Hyperion."
First, by taking a form of dream, Keats now can intro-

duce himself as a\’::entral figure. By so doing,‘ it also .

becomes clear to the readers that all the following events.

? are taking place in Keats's own mind, that the poem is h:.s
({inner @hycho-drama "The Fall of Hyperlon turns out to

be Keats's ex?loration of the imaginative world like some

,\ of his lyrics.. In Keats's dream-world, Mmémosyne (whose
name is chénged into "Moneta" in thls .vers.ton) is now per-
ceiveg as whaf. she reélly is. In dream, she is endowed-
with the fr;edom of a lq\ind‘of four \)dimensional traveller

4
as memory should be. Moreover, since the story of Satur?yi\,

. & 1

. . » . i
18D. G. James, "The Two Hyperions," in;Keats::A Collec-
tion of Critical Essays, Twentieth Century ievs, ed. Walter
Jackson Bate (Engiewogd Cliffs, New Jersey: Prent:.ce Hall, !
1964), p. 1'6(3 -




fall is told through Keats's vision, the comtact between
Moneta and Iéeats itself always keeps the preéent sense.
Memory should not be the mere reproduction of the past; it '
should be the recreation and refeeling of the past, and
therefore it is important for Kéats to give his vision of
memory the present meaning. Thus by converting "Hyperion"
into a dream-version, Keats at least solves the first two
problems. N ‘ . r

‘ To make clear the relation between Apollo and Keats
himself, which was obscure ip "Hyperion," in "The Fall of
Hyperion;' Keats then shows the readers that Apollo is iﬁéeed
his better mod?bf existence. He unde}goes Apollo‘s ordeal
and transformation himself. He is reborn andl is then a&lowed
to gain the vision of S:attirn's fall. By his taking Apolio's
plac/‘ex, it also becomes pqspsible to connect Apollo with
Saturn; In "Hyperion," these two figures have nothing to
do"‘with each other; therefore, it is hard to tell how these
t;ﬂo are related to ;ﬂe two modes of Keats's existence. Now
in a/dream:'}ersion, assuming that Ai:ollo is Reats, we under-
stand that Saturn is Keats's past, that Keats is recalling
his solipsistic and immature self through memory.

£11 in all, "The Fall of Hyperion" is given more per-

sonal value than the former version. In the poem, Keats

-

could display his “Soul-making"\- process as he intended.

Then, why did he have to abandor; ;:hi:s neV{ v?rsion as well?w
Ironically, the main reason for the failure of "The Fall of
Hyperion" lies in the very improvement he inflicted upbn

‘ \ S
¢ _J Ne ) ‘%}

/

—e— e



183 '

"Hyperion" in order to solve its problems. Even though
Keatsfysaved his vision of mpemory from the jurisdictions of
time by remolding it ;n a dream of his mind, by so doi'ng~
he also ended up by making the structure of the poem more
complicated. As I already mentioned, in "The Fall of Hype-
rion," it is difficult to figure out where {:he dream starts.
Beside this problem, sincé it is all dream, in the process
the truth of his vision again comes into question.

In "The Fall of Hyperion," Keats identi;féigs himself
with Moneta through his "Negative Capability.:' By beking"
memory itself, Keats gains the external measuring-point to
obgerve Saturn, his' former self. However, how, tk}?n, can

. x n;easure his present self, which is re—liying and re-expe-
riencing the pains of loss of the past through memory‘;
After all, no matte} how far in the past Ke;ts can recall
by memory, it is the present éxperiencin.g self which measures
the moment of. the past. To prove the truth of hi_s”vision
’c'bfd‘memory so that he can tell the world the effect of the
.+ - painful experience of the past, Keats has to understand the

\ 4

' present experiencing self which is seeing the vision in a

[ -

. dream. Here, I héve to again point out that Keats's "Nega-
tive Capability," which is the source of his imagination,
contair;s witlii\n itself the natm.:e of self~examination. 1In
"The FPall of Hyperion," while Keats recalls \he pas;: 'by
contemplating Moneta, the- goddess of mémcﬁ:y and thus observes

from the obj’ective point of view, his past, Saturn's fall
‘ —
and agony, he is alsb contemplating his present self ﬁxich

-~
o

V .

- . + - t




184

. ‘
T T a—

-

is identified with Moneta and is re-living his painful

memory now at this moment. In the latter case, he has no

To continue writing "The

-

Fall of Hyperion" as a dream vision, Keats is therefore

measuring-point outside himself.

forced to endure the great tension between the Keats as a
( . L d

spectator and the Keats in imaginative experience. It

v
might have been possible to do so in shorter poems (and .
indeed he did as the odes and the other great poems show),

but in the grand s¢ale poems like "The Fall of Hyperion,"

‘It

the tension is too paihf (and too long-stretching.

seems to me that Keats could not summon the stxength to

combat with the tension 3ny longer than he did: for his

4

health was quickly declining in those days. )

Beside
can presume

Hy'érioh."

all these problems I have so far mentioned, we
7’
one more reason Why Keats abandoned "The Fall of :

W )
We cannot prove, for sure, that this is éiéo o

"
tHe reason,

t»e part in
in "The Fall of Hyperlon," Keats took Apollo's place and

because Keats 3;ye up the poem before he reached

question. This is Apollo's qeification scene.

;already in Canto I, unde§z?nt the transformation Apollo did
/" in ”Hyﬁé;;gh.

>
> =when he came up to the scene?, Of course, he

‘. Apollo totally from "The Fall of Hyperion," but I do not

JHow, then,~waslhe going to deal with Apo}lo

d not erase
-~

. . think that he would repeat the transformation-process either.

As Kenneth Muir points out, the probleﬁ is that "he had -

alread& used up the cldgax of the firét,pqem in tﬁf first

.

-
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canto of the second version."19

Frank Kermode, in The Sense of an Ending, discusses

myths and fictions and asseérts their difference-as follows:

Fictions can degenerate into myths whenever they
oL are not consciously held to be fictive. . . .
Myths operate within the diagrams of ritual,
which presuppoges total and adequate explanations
of things as they are and were; it is a segquénce
. of radically unchangeable gestures. Fictions
are for finding things out, and they change as
the needs of sense-making change. Myths call for
- absolute, fictions for conditional assent. Myths
- " make sense in terms of a lost order of time, illud
u - tempus as Eliade calls it; fictions, if sucsﬁssEuI,
‘ mige sense of the here and now, hoc tempus.

If I use Kermode's definition of myths and fictions, it

)
'seems to me that Keats abandoned 'Hyperioﬁ# because he sensed
- ¢l

the danger of its fal}ing into a myth. If Keats's original
sintention in "Hyperion" was to display his "Soul-making"

‘ process, he must have realized tQat‘thé result itself is far

-1 0k e - ]
/from it. “Hyperidgg could not fully express Keats's encoun- v

o
*

ter with himself nér his finding-out process, itself being

subject to the limitations of naprafive, In spite of hig

noble idea of the uﬁiversalulawjof evolution, “Hyperion" *
. Nt

- _ rather remained in dealing with the thing of thd past, with
a 'logs order of time." To "make sense of the here and now"
or to make human sense, Keats attempted‘to recregté “Hyperion"

as his mind's invention in imagination, thus even facing
f ' - , lgnuir, "The Meaning of 'Hyperion,'" p. 120

> 2OKermode, The Sense-g{'ég'anding, p. 39.
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it seems that ‘this great effort involved him in other large
priabl'cims. , J ' :
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* Chapter V- e |
. ~ ' The Aesthetics of Time:

Songs of ‘the JFour Seasons

!
. . .. {
0 ) 4 4 ! b v & - .
- ’ N
A N . ©y 1 2
{

. . #
. Oh, may no wintry season, bare jand hoary, .
See it half finished, but let autgmn 'bold,

With universal tinge of sober gol
Be all ‘about me when I- make an en

(Endymion,-I1.54-57)
fn S

-

Endymion is usually regarded as’ the B‘)em which marks ) "

v oy '
the start of Keats's career as a Serious poet; "it seems ..

»

" that in this poem he had already had foresight of tl‘fe course

of his career and ultimately his own life. a N

From $he middle of August in.1819, Keats had beer& -stay-
ing at Winchester. He*'finished "Lamia" in September*ls.
. By this time, he had faced the diffjculties of "The Fall of v

. ~ :
Hyperion" (he actually abandoned it on September 21). He

Ay T RS N

was in the autumn of his life, even though he was spill
twenty three vears old. His health was rapidly declining.
On Sunday, September 19, a clear autmnn day, Keats s‘ olled
out of* the town, ex{j;sying the beautiful scenery suerlng
lum and what is more important, his comparatxvely better

< - condltion. Two days later, J.n September 21, Keats wrote

to Reynolds abcut his memory of the day's walk as follows:

X
T
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How beautiful the season is now--How fine the air.
A temperate sharpness about it. Really, without

. joking, chaste weather—-Dian Skies—-I never lik'ad
"stubble fields so much as now--Aye bét;g:athan
the chilly green of the spring. Somehow~a stubble

plain looks warm--in the same way that some pictures

look warm--this struck®me so guch in my sunday's
walk that I composed upon it.

The poem he refers to in this letter is the last of his

‘great odes and perhaps the greatest (at least as far as the

maturity of Keats's sense of time and existence is conterned)
of %}g great poems: "To Autumn.” "To Autumn" presents the

final stage of Keats's pursuit of his identity. In this

poem, he finally comes to term with his former nemesis, time.’

he finds the meaning of his existence in the warmth and
beauty of the autumn day, and he is totally content with
himself and the world. 1In this sense, "To Autumn" is/:he
fruit of Keats's painful struggle with time, the objet d'art
created by éhe harmony of Keats and time.

. Unlike our human time which seems lineal, nature has

its own pattern of time. The natural world possesses its

own cycles and rhythms such as the alternation of day and
night, the turning of the seasons:\the life cycle of plagts
and metabolic¢ cycle. of animals. Since a man lives in
harmony wi}h this seasonal and daily changes of nature, he
cannot but be affected by natural cyci;gal\fime. How,
then, s Keats perceive the cyclical time of nature, or

in this case wgre precisely, the changing of the seasons?

lietters, 11, 167. -
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.
-
- What do the four seasons mean to him? He says *in a sonnet
beginning with these lines: oy
Py 3 V - og

-

Fourvseasons fill the measure of the year:
There are four seasons in the mind of man.

- ‘ . p ;

To really appreciate the aesthetics of time finally achieved

PUTIIE

« in "To Autumn," it may be therefore appropriate first to

rsview Keats's attitude toward nature's cyclical time which

) seems so different from our human time, before proceeding
' 3

to the getails of the ode.

) -

e Men i n

j— In as early a poem as "On the Grasshopper and Cricket,”

L A Keats finds the immortality of nature and takes delight in

‘ifé endless song. In summer he enjoys the grasshppper's -

song, and then in winter the cricket delights his ears,

bringing back the joys of summer to his lonely heart. "The b

poetry of earth is never dead," rejoices Keats in the poem.
Moreover, "After vapours have oppressed our plains,” written
ey, 1

soon afterward, shows that Keats seeks relief from the
hardship of winter in the resurrective cycle of nature. He

regards winter as a sickness cured by spring:

/

After dark vapours have oppressed our plains
For a long dreary season, cemes .a day
Born of the gentle South, and clears away

From the sick heavens all unseemly stains..

Ly

v W e

e Pen ¥

a

To nature, the barrenness of winter is not the end of life

or death but merely a period of distress. Keats is well

P

aware of this aspect of nature. Nevertheless, as with his

earlier poetry, thfgse two poems remain as sensuous expressions
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" he try specifically to read in the cyclical time of nature,
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~

of his encounter with nature. Here Keats's understanding
of natural, cyclical time never goes beyond his delight in
it. He does not yet try to definue the difference between
the cyclicg{l;j:ime of nature which renews itself endlessly . °*
and human time which seems lineal and what is mox:e painful,

-seems to end suddenly in death for the individual; nor does «

an apocalyptic messagé for a human existence. However, as -
Keats's undérstanding of life deepens from his struggle
with human tra{gic time, l';is perception of nafural, éyclical -
time also greatly changes. It comes to have a more personal
meaning. Keats's view of cyclical tixﬁe thereby often reflects |
and is interwined with his view of human time.
During 1818 when Keats was especially obsessed with
the notic;n of destructive degth, h'is descriptions of nature -
and its seasons in some of:fche poems clearly tell his nega-
tive and somewhat morbid attitude toward life in this period.
In "On Visiting.the Tomb of Burns,” Keats feels the Jcoldness
of winter in the midst of summer:
Now new begun e
The short-lived, paly summer is but won
From winter's ague for one hour's gleamn.

Winter is no. longer perceived as a sickness cured by spring
as was ‘in "After dark vapours have oppressed our plains."
It is the dominant factor of héture and life which%always‘

lurks behind the ephemeral .life of summer. In this pessi-

mistic mood, even the daily resurrective cycle of nature
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seems uncert‘zain t6 Keats. In "Lines Written in the High-

. ' lands after a Visit to B\érns"s Country," he describes the
setting sun_as "Blood-red" (17). He is haunted by the sense
of catastrophe as if there would be no tomorrow. Later,
when Keats writes "La Bélie Dame:r Sans Merci" tormented by

the doubts about the truth of imagination and love, the
v . ‘ .
scenery or the season he depicts in the poem also mirrors

his own mind. The poem begins and ends with the‘desolation
' of winter, the sadness of which moreo)lér deegened by the

. memories of the past seasons:
h _ Oh, what can ail thee, knight-at-arms,
. Alone and palely loitering?
The sedge has withered from the lake,
\ And no birds sing!
‘ +
Ch, what can ail thee, knight-at-arms,
© 8o haggard and so woe-begone?
g ; ‘The squirrel's granary is full,
‘And the harvest's done.

, (1-8)

" »

1

In this poem, the resurrecti\;e cycle of nature is completely
forgotten as if the advance of the seasons were merely l:meal. . '
ané/’af\ter winter there would be no spring coming and only o
death awaits. This is’ all because Keats hlméelf now feels
that he has no hope for tomorrow and may only grieve over

the memories of yesterday.
S “All in all, in later poems, Keats's view of cyclical
time of nature is greatly influenced by his view of human

existence. The season depicted in a poem is therefore the

\

"season” of XKeats's mind rather than the mere bbj‘ec'tive

.
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~ - description of his surroundings. It has too great signifi-

cance to be dealt with impersot}allyf It is with this notion

> in mind that Keats's "To Autumn" should be. approached.

Keats himself gives us a cue in the poem when he tells us

what the presence of autumn means: "whoever seeks abroad

may find / Thee" (13-14), Patterson refers to the sigrﬁfi-

cance of this statement as follows:

This shadowy presence, the "whoever seeks abroad"
. . . that "may find / Thee," does indeed find
the essence, spirit, and deeper meaning of autumn
conceived as fulfillment. That is, the seeker
finds it within himself in his responses to all
that is going on about him, and guite rightly:
for autumn is really a matter of human perceiving
and "value-making placed upon the physical develop-
ment of the time; without this human perceiving
and valuing, the great vortex of nature considered
in its mere materiality does rot have the meanings
which the human’ consciousness alone can give it.

]

“and this is what Keats really conveys té us in the poem.

*

’ In short, the beautiful and warm scenery of a serene autumn.

A - . /
day painted in "To Autumn” is the picture of-Keats s sol I,

Therefore, in order to understand the state of Keats's maturity

- in the final stage of his self—development, all that is now

Jleft for us to do ié_ to examine and apprec:{ate the beauty

/ of the picture,

4

L)

ii T

. * One of the great achievements in "To Autumn" which

‘distinguishes the poem from the other odes is that in this

2
. ‘ p. 233.

TN " .

Patterson, The Daemonic in the Poetry of John Keats,
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’ ,poem Keats s “Negatlve Capablllty whlch could be only par-
tially attained so far is flnally successfully acco@g;;shfd.
' Let us’ remember Keats's ”Negative Capability” contained within
.itself the aspect of self-examination, .,and this often caused

a double point of view: whi}e Keats destroyed the self and

merged lnto the object o©f his contemplatlon through the

gmpathy of “Negatlve Capablllty,“ thefe always existed the p

other Keats, the spectator who tried to analyze the Keats in

imaginative ‘experience. Keats was always driven by the

/Z

need to juaiify his experience in iﬁagiﬁation and prove its

. truth. Aas'a proof of this, to justify his experience, in
. o ' . o
the ‘'other odes Keats had to demonstrate the whole process

-in whiqhvhe destroyed the barrier of time and self and entered

the world of the imaginative moment (whefe he could identify
. . ~

himself with the coatémplatiye object) anf finally returned

- '

. © to reality. Unfortunately, such efforté'to examine himself

led him to various irresolvable paradoxes, especially epis-

LY

temologichl;pnes. By comparison, in "To Autumn” Keats is -
ﬁotally free frdm the'éﬁalyticai self. He does not even
, bothgr to present us the‘processiof "Negative Capability“
’ f‘ as if the poem, thg ptoéuct it§e1f,'is,the énough evidence

[y

g of his imaginative expériencel As Walter Jackson Bate

' observes: . ‘

e poet is completely absent; there is no "I,"
suggestion of the discursive language that

e
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, its concreteness.

]
Mpreover, "Kpatss achieves all these states of "Negative Capa-
« ¢ ~
bility" now not by escaping from time but by identifying
» .- . . - .
.himself with time itself. Keats chooses as the object of
h;s contemplation, autumn, the embodiment of ephemeral time.
According to Davenpo;tg autumn is summarized as follows:
2y .
The central element in the conce of Autumn . . .
is that the seagon is a boundary,/ a space between
two opposite conditions, a moment of poise when

one movement culminates gnd the cceeding move-
ment has scarcely begun.

Autumn is a momentary repose between fulfillment and decay.
Whét autumn represents is aqtually what Keats pursued in

the‘ oth§er odes. In its essence autumn is parallel to thé
moment of imaginatign, @6ve or be'auty which is about to

pass away. The moment is precariouél);. suspended between

the past and the future, and in reali}y ox;ce it is fulfilled,
it vanishes into nothing. "Ode on Melancholy” was glsé' .
wiitten with this realization, although in this poem Keats
found a consolation in the fact that loss is the inevitable

complement of the moment of fulfillment. Autumn with its

gain and loss is actually the melancholic season. By

identifying himself with autumn through "Negative Capability,"

Keats again puts himself in the world of the moment that is

¥
-

3Ba’ce, John Keats (Cambridge: Harvard Univ. Press, 1963),
. p. 581.
4

Arnold Davenport, "A Note on 'To Autumn,'"” in John Keats:
A Reassessment, ed. Kenneth Muir ([Liverpooll : Liverpool Univ.

ress, 1958}, p. 96.
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v ,
. about to pass, his mind "hung" ("Ode on Melancholy,” 1. 30)
/ in the ‘mid-air lik;e\the one who dwells in melancholy. Yet,
.in "To Autumn'l Keats overcomes melancholy. There is no -
s | "wakeful anguish of the soul" ("Ode on Melancholy,” 1. 10)

as, there was in "Ode on Melancholy." If "Ode on Melancholy". -

is the epistemological experience of the moment, in "To
Autumn" Keats is now able to appreciate the moment of beduty
that is about to pass, through his senses, without any pain. ;

i

or regret.

o
‘From the first line of the first stanza of this ode,

+
&

- /s
the concept of autumn with the two opposite elements if

richly dés\cri.bed.‘ The season is of "mists and m;llow fruit-

fulnesé" (1), of shade and light, and of winter and summer.

\ Throughout the stanza, Keats builds up these images. ,Daven-
port studies this in detail.® For e):ample, "Close bosom
friend" (2) is "Conspiring" (3); the old "mossed" (5) trees
bear apples, yet the truits "bend" (5) them; "later flowers"
(9) are "‘set buddin.g‘ more® (8). Keats dedicates this stanza
to the description of nature in autumn. The essence of
sut'umn is alsc; perceiyed in the moment of suspe;mse. All
the fruits described here are filled with "ripeness to the
core” (6); the "hazel shells”™ (7) are plumped with a "sweet
kernel® (8) until it seems that .they would explode with a
mere toéuch. Keats finds autumn in the moment that has just

been fulfilled ande now is about to become. Yet, in the world

SDa\fenport, PpP. 96-97. . s
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of imagi*ation, this moment is arzested until it seems to . '
be. the eternal present, until Keats himself thi.nks like the
bees enjoying the rich honey of flowers that "warm day wijyl
never cease” (10). Nevertheieas, %eats is also a‘ware that
this is only wishful thinking. Thé moment of fulfiliment
is only temporally arreste} and prolonged by the power of |
Keats's imagination. As the imaginative moment even?:ually
fades, so the repose of autumn is soon replacéd by winter;
for "summer has o'er-brimmed their clammy cells™ (1l1).
Keats accepts Lhe prolonged moment of beauty and fulfuillrnent
"as it is. Keats is content with the given chance to appre-
ciate autumn to ful:!.ness. For 'thi"s he 18? grateful fo; the
gift of imagination. Compared with the richness of experi-
ence aided by imagination, 'the coming l®ss in winter is
nothing to mourn. In "Isabe]ﬂ;a: Keats perceived autumn as -
the falling leaves playing a "rox;ndelay /u'é'f death"” (252-53).
Almést a year and half laj:er in "To Autumn,” '.;(eats values
the ripeness of the season above all things. His maturity
during this period is great. .
The second stanza brings in the image of harvesting
alréady implicit in the fruits introduced in the first ¢
stanza. Patterson here indicates that the iéea of "mellow
fruitfulness" in the first stanza develops to ‘the first line
of the second, "Who had not seen thee oft amid thy store?"

Y (12) and that this line serves to tie the two stahzas with

r
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<

a key word, ”store."6 Then, autumn is perspnifiéd and per-

teived as a young woman in four various postures who repases
rd

during harvest. The activities of all these figures of

autumn are arrested in the moment of Keats's imagination.
¥ «

The first one is :a{;ting careless)bn a granary floor" (14).

The second is

on a half-reaped furrow sound asleep,
Drowsedxwith the fume of poppies, while thy hook
Spargs the next swath and all its twin&d flowers. . . .
(16-18)

I

1]

David Perkins finds in this figlre of autumn the image of
o

P I s oo M

death; that "the dominant image is of autumn as the harvester
-~and a harvestér that is in a sense another reaper, death
itself."7 Indeed, as an image, the figure of autumn reaping

the harvest with a hook is similar to the figure of death i

described on a Tarot card which is reaping the human skull

-

> "

with its scythe. It is true th#&t this 'is also an aspect of '

autumn, But is that all Keats tries to convey to us here?
L)

In this point, Patterson disagrees with Perkins. He notices

oy gmie -

in this figure of autumn, the breathing of life:’
o’y ’

L]
S

L

The breast of the harvesier "on a half-reap'd
furrow:sound asleep" gently rises and falls in
breathing, though the reaping hook is laid aside )
. in gtillness and thus "spgres the next swath" . -
and its "twined flowers." 3

st AL IR N

6Patterson, The Daemonic in the Poetf& of John Keats, 3
p. 230.

7Perkins, The Quest for Permanence, 5. 292,

8Patterso p. 231. i )
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.Since autumn is a repose between summeﬂ and winter, between

-

growth and décay, both Perkins's and Patterson's assertions

‘ ’

are quite correct. Autumn's hook both harvests and
N ) .
destroys sheaszs. Yet, considering the images of ripeness

. . . . { .
Keats has conscientiously built up in the first stagza% it
*

-
seems to me that Patterson's account is closer to Keats's '

value-making of autumn. Though autumn may be in a way the
executioner, its image described here, the woman asleep in
repose does not present a menacing figure. Even if autumn
is éeath, death is also calmly sIumbering. In tHE&stilleq
moment arrested by Keats's imagination, the'richness of
fruits yet to be harvested overwhelms the menace of death.
When the magic of the stilléd moment eventually breaks, and
autumn awakes from her slumber, the harvest again Segins:
day of autumn draws to a close. Keats is aware of this,
and he appreciates the moment of fulfillment prolonged by
iﬁaginagion all the more for this. Autumn has to fade,
even in the stilled.moment it is very muéh alive, unlike
lifeless figures on the frieze of the Grecian urn. In
the world

i
of the eternal present; but remember that to achieve their

this world, they alone are allowed to remain in

state of eternal being, they had to abandon the warmth of

life and what is more, the satisfactiod of fulfillment.
/1 ) ~ B
The stilled moment of autumn may not last forever, yet the

sense of fulfillment prolonged and intensified by Keats's
imaginatiOn makes the moment almost eternal in its quality

if not in duration.

.t
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¢ The third figure of autumn in the second stanza is | <.
L . R -
described as a gléaner: -

* And sometime like a gleaner thou dost keep ( '
Steady thy laden head across a brook. . . .
. (19-20)

i
2
-

Critics identifx this figure with Ruth both in Bible and in

Keats's "Ode to a Nightingale.™ 1In the 1attér, when

for home, / She stood in tears amid the alien corn" (66-67),

she heard the nightingale's song. As Davenport indicates,

1 e

"Ruth stands as an example#of the transient individual,

consoled in ~her grief by the unchanging song qf .the night~
ng Oj
. ping

ingale. In {To Autumn,”™ Ruth is also dro

‘her head
like the ripe sheaves because of the very burden of the
harvest she is carrylng on her head. She is ‘attumn 1tse1;
As she was consoled by the nightmgale § song ln "0de to a
in "To Autumn" her sorrow is almost erased by
her (ieeimg the richness of harvest ?‘ It loqks as if she
bows her head in appreciation. The fourth figure of ‘autumn
"the

is watching "by a cyder-pyess, with patient look™~ (21)
forr (21

last oozings hours by hqurs" Here, Bate sees the

approaching end of autumn: ¢ ? o

‘“A A ' a . E
There is a hint that the end is approaching~- -
*3 these are the "last oozings"--and the pervading
thought 'in what follows is - the withdrawal ofo
autumn, the coming death of the year. .

?Davenport, "A Note on 'To Autumn,'” p. 97. .

lea{:e, John Keats, p. 583.

AN . ’ .
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‘é watching patiently, trying not to miss tasti
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4

S

Again Patterson Qisagrees with this negati&e interpretation
of auﬁhmn, pointing“ﬁut that this would be’ disturbingly out
of harmony with the majof'imége of the preceeding two
stanzasﬁgl I agree wié%zPatterson, though the negative

aspect of autumn should not be entirely discounted. Keats

n

ig too much a Eealist to omit this fact of life. Neverther

(&gss, in autumn watching the "last oozings" of its“parvésti
greedy’abpreciation of the present moment of gain prevails .
over the‘sadnesg for the futurg loss. Keats, wjth aut ;

' xg\gven one
éfop'o; ﬁectgr. Because beauty has to die, Keats wishes
to prolong the moment; therefore, in this opportunity given
by, his imagination, he enjoys the last glitter of autumn
beauty to his heart's céntent. I; the fourth figure o#%

autumn is found the image of Keats himself as a pure and

F—

eager aesthete. , -
In the second’stanza of "To Autumn," all theé jmages

S
L

harvest is abou&/;p be done. Yet, there is no .

—
tell tha§'

B

apprehension of-what would come. Keats's desolation of
”Tﬁgvsquirrel's‘granAry is,full} /'And the harvesg';‘done"
(7-8) in "La Belle Dame Sans Merci" is now replaced by ﬁlb
satisfaction about the richn;:s of harvest. All the images’

of ripeness Keats has built up throughout the two stanzas
f
give an impression that the harvest is not the end of~grgwth

but rather‘ the reward giveﬁrby the "maturing sun" (2)}, as

A}
- I

* &
l v
11Patterson, The Daemonic in the gget:y’gg John Keats,
. - s z A v
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L

.a rgsplt of progress in both individual and univeXsal senses.’

—a———

i 4 . - .
Keats has' already learned "in "Hyperion" and "The ﬂélI’df
Hyperion," this is all that becoming signifies.

In @e fhird and last stanza of,"To Autumn," Keats' &J

attentlon shifts from the sight and tasteiof £he season to

its music: | ?

-

ey Where are the songs of spring? Aye, wher?
“ Think not of them, thou hast thy music’too.
’ s (23-24)

-

L4

These thJ;;nes tell all gbout Keats's matured state in his
final stage of self-development. H& neither induiges in

making the moment of sensuous beauty eternal, nor does he
23 h

e

S~

»

o

are they? .

[

L3 .
agonize ower its loss. What he learned in "The Fall of Hype-

rion" through Saturn's suffering over his fall is that cry-

ing over the loss is meaningless and that to use the eXperi-

.ence of loss as a.means to develop oreseif toward personal

maturity is all that is important. Keats now accepts life
and beauty as they are,'as.tiﬁg brings. He ag content with
the present moment. Keats's mind is‘exactly like the autumn

& ‘ the
clouds he describes in this stanza: / ‘

-«
barrgd clouds bloom the soft-dying 4
And touch the stubble-plains with rosy h ﬁge.
: o . (25-26)
. o, )

¥

' The clouds here have tore than‘autumn. They stin\thé unex-

pected memory of the past seasons. The evening' clouds color
the stubble field of autumn in "rosy hue" and change it into

a rose garden in the height of spring. These clouds have

Sy
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« * one more dimension than their visual image. They have
memory. They tell thaf autumn is the completion of the

A pagt seasons. Ljke the clouds, Keats has his own memory,
\ ’ ?‘« “ . .
K * too, VYet withputﬁgr%eving over hfis lost youth, he listens

@@' to the songs of autumn and mékyels at the beauty of their
L ]

own: . ¢

Then in a wailf\l choir the small gnats mourn
, Among the rivex sall borne aloft
: Or sinking as the/l1ight wind lives or dies;
A full-grown lamb loud bleat hilly bourn;
Hedge~crickets sing; and now with treble soft
—The reéed-breast whistles from a garden croft;
And gatherlng swallows twitter in the‘gkies.
(27-33)

s . '
- As Davenport suggests, the music of autumn described in

these lines is "a music of living and dying, of staying and
dépa;tulﬁ; of summerdwinter.“lz He further interprets the
ffﬁgile “smull gnats" as "a beautiful symbol of the genera-
‘tions that fall and rise and in Autumn yield place, the old
nl3

to the young. Compaged with the other creatures descrlbed

here, "the life-span of ‘the gnats is indeed much shorter;
thelr autumn may be simply the evening of the others.

Nevertheless, in the autum§ of their lafe, all these crea-

tures reach the culmination of their growth. The "full-gfown

I3

lamb" is8 about to turn out to be a ewe or a !&m., The "Hedge-
ecrickets," as Davenport observes from "On the Grasshopper

) .
and Cricket,"“are the creatures who abide in autumn between

\)

3
Y

lzDavegggff, "A Noté on 'To Autumn,'" p. 8.
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the gfésshopper of summer and the cricket of-winter.l4 The

"red-brest" is gettigg'ready for his wint€r. The "gathering
;wallows“ ?ge busy making greparation for the day of depar-~
ture to the south soon’coﬁi;g. Yet in ;T}'bf these images
which still predict the arrival of winter, the most notice—
able thing;is the breathing of aut;mn. It may be poseible

' to hear,iﬁ the wailful mourn of the gnats, a réﬁuiém o£
autumn, but Keats'i>apprecia£ion of the moment's\full growth
caught by his imagination changes this into a hymn of autumn.
The songs of autumn he hears in this last stanza give to the
«3tilled moment éf autumn ripeness, the breathing of 1i;;
which was so far scarcely felt in the previous.stanzas.
Keats makes us aware that autumn is ali;e even in it§ still-
ness. As he tries to taste the richness of autumn to the
"last ocozings" .in the sécond stanza, here he gratefully
observes the last burst of activity of life revealed in thé
songs of autumn, yet without averting his eyes from another
fact of life that the moment of fulfillment is/a£ the same
time thé moment of lo:s, and autumn has to give way to
winter in return for the richness of growth and harvest °

she was so blessed with.

Thus in "To Autumn,"” Keats finds himself in total har-

\ mony with the opposite elements of the season. He accepts

life as it is, both gain and loss and values it all the more

for its becqyiig;ﬂrln this poem, the intense and rich

14pavenport,. pp. ,98-99, ' B
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'+« considers that Keats applied the term only to th day an

o

" that the "soft-dying day" is not to be mougped‘since it is

N L)
204

experience of the moment of ripeness andjbeauty'is enough

for him; therefore, he does not mourn the "soft-dying day".

v (25) of autumn. Pointing out the wor§ "soft-dying," Patterson

A

actually dying into life in an oncdming %ay.15

. /
that in the daily resurrective cycle, the evening which is ¢

It is true

the-autumn-of@thg day is reborn in the next. Héwever, like~
the "soft-dying day," .autumn will eventually die. Keats
'indicates this wéth thé word -"soft-dying" ;; well, yet at
the same time he is also aware thdtlin the resurrective
cycle of the year, autumn is reborn in the spring and in

the autumn of the next year, thé same rich fruits bless the
land. Then,»wha;;about the autunth of his:own life? “Can he
ever again enjoy the rich contentment of life and the fruits
it brought to him? Keats does not hnow; nor does he try to

L
know; for even if'hé wants to know, there is no way of know-

ing now. If ever there is a greater cycle of human time, '
only by living it through he will know,his destination.

In "To Autumn,"-Keats therefore totally submits himself to
time without any s£rugg1e. He'mergeé himself into the
essence of autumn and allows fime to cdarry him along after-
ward. He is a little hopeful as he ends this poem with the
song of swallows. Thbugh they depart, surely they will

{
refurn in spring. 1In “To Autumn,” there is no "sorrow of

’ 1Spatterson, The Daemonic in the Poetry of John Keats,
p. 236. . -
? -
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the tiﬁé"'("Hyperion," 1.301) which»tormepted Hyperion, the

‘ sﬁh god. The sun is now maturing. Keats atcepts time as

itvisaiince it also brought him tp the ripeness of autumn.
He appreciates each moment, each day and each season of his
life which teacﬁ him‘;o yhch.?eanapg and qélue b{ life,
without lonéing for the lost time. He is grateful for the
gift of imagination which enables him to become aware of'
the fuli value of life.

Keats's soul painted"n “To Autumn” Teposes in content-
ment, "rich in the simple woxship of a aaf" {"Ode to May").
Keats was also in this mood when ?e wrote his first ode

dedicated to Méyy\\\\nowever, it is easy to be content w1th

the moment of beauty in the spring of life when llfe has

just begun and is filled with many expectatibns and hopes. "
The greatness and maturity %chieved in_"To Autumn® is that -
Keats can still feel like this in the autumn of his life
when he is aware that he will soon have to bow his head
before the scythe of death onlx_ggibe haryested. 'He now
:5§§S§§9doﬁble time, neither merely helliéh nor héavenly.

He no longer tries to "see ag a God se;s"‘("The’Fall of

Hyperion, " ;.304).' In the qguiet moment in "To Autumn,"

Keats's imagination receives the full blessing of life, not

by lifting him above time but by still remaining in time. .

If he loves beauty, he also loves the beauty of time. It

seems to me that after his painful struggle with time, *in

-
-

6 . : . .
The title, "0Ode to May" is given accoégihg to Allott's _

edition.” This ode is also known as "Ode to Maia": See E.
de Selincourt, ed., The Poems of John Keats (1905° rpt.
London: Methuen, 1961)
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t"g}. earth. The rain and the snowfwhich cover the earth s
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= : I T, .
"To Autumn" Keats has finally reached the stage that he is

able to throw himself on the grace of God, a Maker of ;ime‘

and all existences.

¢

~

iii
Keats's calm acceptance of time and. the apprec;atlon
of 11fe he learned in "To %tumn seem to sustain hifm through-
out the rest of his 11fe. In the "Bright star!" sonnet, the
poem generally regarded as Keats's last composition (though

there is a former version of this sonnet), in the end he

-

prefers his earthly life to eternity:- . /

[

o Bright star! Would I were steadfast as thou art--
Not in lone spleﬂdour Jhung aloft the night
And watching, with eternal 1lids apart,
Like nature's patient, sleepless eremite,
The moving watere at their prlestllke task
of pure ablution round earth's human shores,
Or gazing on the new soft-fallen mask
Of gnow upon the mountains and the ‘moors;
No=--yet still. steadfast, still unchangeable,
Pillowed upon my fair love's ripening breast,
To feel for ever its soft fall and swell,
’ Awake forcever in a sweet unrest,
Still, still to hear her tender-taken breath ’
And so live ever--~or else gwoon to death.

The "Bright star" which in this case must be the North Star

is s olic of the gternal present. It is in a way God
. ' N ”
himself. It alwe's keeps an eye on all the activities on

~fall\from the sky as "if they were the messages ®om the

heaven. 1In Keats's poetry, the waters (the ocean or the
river) are usually clesely connected with process time.

The "moving waters at their prlestllke task" are gﬂerefore

7 MR,
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the image of time.which by livioh_ibsolves us mortals

from the pain'énd anxiety of earthly life and eventual{y

leads us to some'destination._'ln the fqrmer version which
p§as 'qnscribed by Brownf*£he "poviné waters" are described ..

[ s

. -, : LN
as the "morning waters." The change from the "morning® to

’

. the ”moviﬁg"'indicates thé movement of the ti@es even in- thee. .

stillness of the sea, and this is more suitable to express
. o g )
the image of time. The snow which covers the land, also g 1

like water, .purifies the earth rather than freezes it, With
its beauty, the snow hides under it, sometimes painful and

harsh reality.

. . .
The "Bright star" shines above all of us over the waters

~

andf%he snow, as if it would preside(over the destihy of

[ !
- - 3

our lives. .Keats longs for the eternal steadfastness of the
‘ star, yet in this sonnet, he deglines the coldness and lone- P
. £

liness of eternity. The beauty of the star seems to him ‘

’

” B
, the "lone spilendour.™ He cannot bear the solitude. Instead, ‘

here Keats chooses the warmth of earthly life. Hecggcn‘ -

N .

*

prefers:to be cradled in the lover's breast, wishing the-' '

. moment of love would las; for lever.

I

a

A Still, still to hear her tender-taken breathz
And so .live ever--or else swaoon to death.

..

In the former version, ;hesa last two lines are thus: ¥

~

. To hear, to feel her tender-taken breath ¢
// Half-passionless, and so swoon to death.

v

N As these lines indicate, in the former version, death is-

L4

PR PO IS NN -l N e e AT L SO, . W LT TR T 6 s e s

N . LY = ‘ .-



208

]
L

perceiveq as “easeful Death" ("Ode to a Nightingale," 1. 52)
to make the mq?gnt of happiness eternal. Ip’ihe final

version, Keats rejects such‘ibmantic iflu@i;;~of death. He
recognizes death as a fact. Keats is aware that thé moment
of love or happiness wiil bé only momentary. Yet in spite .

of this rgco%aftion, in the final sonnet, he has no bitter-

ness about it. He is content with the warm feeling of- the

t

present ﬁ;;gﬁt*and~palmly accepts whatever the future holds
Keats is kq¢aiiy at peace with the world. . }r,

Bachelard impefgrets that in the world Sf imagination,l
everyth}ng that sheds light is a look.17 Loo&ing up the
'night sky, Keats finds the "Bright sgar" gazing upon him.
Yet, here he no longer stgres it back to merge himse%f into
the star apd make its eternity his own as he tried before,
Cradled in the bosom of the earth and noug%fhed by the -
richness of life, Keats is content to be gazed upoﬂ by the
§tar ang ultimately by God himself.

In February 23, 1821, Keats passed away. He was still
only twenty five years old. It was revealed after autopsy
that his lungs were completely destroyed~6ecause.of coﬁshmp-o
tion and that his will alone had kept him alive so long.
Before he died, hg asked-his friend, qoseggkfevern that his
epitaph spoul& be this: "Here lies One who;e name was writ

. in water." There is no name attached to it. These words

usuallylinterpreted as Keats's bitter reflection on his

7

17Bachelard, L'air et les Songes; p. 210.

= i s

o o et 5

B I

.
B Lt e v Y
.

o
[}
-ty -

L



X <]

209

N 5

failure to achieve identity through post-mortal fame as an °

English poet, need not be construed so negatively. 1In these

+

words, there is no ostentation or sentimentality. It seems N

to me thatheats meant just as the words say. Wéter is the
symbol of destiny, not only of the destiny that causes
tran51ency with time but also of the essenélal destiny which
'transforms the substance of existence. Life is born from
wagﬁr’and returns into water. Keats at last found his iden-
tity in water; that non-identity was his,identity. First
.starting from his narciséistié longing for the sky which o
seemed eternal to his idealistic mind and which fulfilled
all his dreams, Keats recognized thevtragedy of human time

o

and strived to seek the significance of being. His absorp- .

tion into the present moment made him realize the self-enclosed

and self-limited state of being, and ultimately he reached

the realization that becoming is the progress toward maturity.

Therefore, he learned to flow with time like water and to //

accept -being and becoming at the same time, because as in
s ) ‘

water, b!coming was with being, because becoming was, in its"

essence, geing. Keats did not know what he would become

'

after his death or whether there would be a greater cycle

of the universe which would enable him to be reborn. Keats

L

left all tG’tlme behind which the unknown prov1dence_yprks.

J.

It seems to’me that only of one thing was Keats Sure--hls

"great' Maker's gzesence" ("Sleep and Poetry," 1. 43)‘
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