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PREFACE

THIS STUDY employs comparison in order to define the
characteristic qualities of two poets decidedly similar,
and still moredecidedly different. The''richness,” ' 'con-
creteness,” and "intensity" of Keats are critical com-
monplaces; the "abstractness' and "evanescence" of
Shelley are little less familiar. By setting them together
one can test the truth of these generalizations and inso-
far as they seem to bereliable define their meaning more
closely than is possible in isolation.

The approach through "imagery" is an expedient
which somewhat simplifies a complex and elusive prob-
lem. For the moment it may perhaps be enough to say
that | have tried to seize upon the advantages of a specific
mode of attack while at the same time preserving a
sense of the wholeness and meaning of poetry. | do not
"murder to dissect”; it might be more modest and more
exact to say that | do but murder in jest, provisionally.
What | abstract in order to examine, in short, | try
earnestly to restore.

No previous comparison of the imagery of Keats and
Shelley has been attempted. Indeed, there is not to my
knowledge any extensive comparative study of their
poetry in existence. Nor in the separate scholarship of
each poet can be found much study specifically of their
imagery.

Among standard works upon Keats | have been most
largely influenced by C. D. Thorpe's The Mind of John
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Keats and J. M. Murry's Keats and Shakespeare and
Sudies in Keats. Of more restricted studies, | am in-
debted to W. J. Bate's valuable monograph, Negative
Capability. Mr. Bate's more recent and exhaustive The
Sylistic Development of Keats, although important, is
unrelated to my purposes. Two unpublished doctoral
dissertations, Sverre Arestad's A Sudy ofKeats's Use of
Imagery (University of Washington, 1938), and Dorothy
B. Van Ghent's Image-Types and Antithetical Srructure in
the Work of Keats (University of California, 1942), have
anticipated my examination of Keats, but from points
of view so different from my own that | have been unable
to utilize them. Miss Van Ghent's reinterpretation of
Keats's poetry through gestalt psychology is, however,
both original and penetrating.

No detailed examination of Shelley's poetic imagery
has so far as| am aware been made. Herbert Read in his
Defense of Shelley has concerned himself with psycho-
analysis rather than poetry. William Empson, Allen
Tate, John Crowe Ransom, Cleanth Brooks, and other
contemporary critics, have analyzed the imagery of
single poems of Shelley, with results dismaying to
everyone. Carl Grabo has discussed the scientific and
metaphysical bases of Shelley's imagery in A Newton
Among Poets, The Meaning of the Witch of Atlas, and
The Magic Plant, but has not dealt with the literary
problem. Newman |I. White's definitive biography and
his abridged Portrait of Shelley likewise emphasize the
scientific and philosophic sources.

In forming my views of the nature of poetic imagery
| have drawn from a number of authorities, among
whom should especially be named June E. Downey in
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her Creative Imagination, J. M. Murry's Countries of the
Mind, L A . Richards' Philosophy of Rhetoric, and C. D.
Thorpe's articles on empathy. Professor Erika von
Erhardt-Siebold's careful studies of synaesthesiain the
Romantic poets must be acknowledged, although my
own investigation is wholly independent of them.

This book is devoted primarily to examination of the
poetry itself of Keats and Shelley. It makes little use of
biography, and in general ignores the problem of im-
aginal sources as irrelevant to its purpose. It is not, on
the other hand, purist or exclusive in point of view.
Poetry, in my opinion, cannot profitably be studied
without some external frame of reference. A poem is
not a solid, complete artifact, like a painting or sculp-
ture; it cannot adequately be analyzed from a point of
view wholly aesthetic, in terms of its design and its
technique only. Criticism which attempts to deal with
poetry in isolation is, | think, condemned to poverty
and sterility.

My approach is therefore eclectic. It endeavors to
preserve the wholeness of poetry, conceptual as well as
emotional and sensuous, insofar as it is possible, while
at the same time taking full advantage of the oppor-
tunities for concentration upon the poetic text which the
approach through imagery offers. While adopting in
different chapters different points of view, it strives to
maintain at the core an entire, although sometimes im-
plicit, self-consistency. It is expository and to a degree
appreciative, in the belief that the "affective" vocabu-
lary and attitude is entirely valid when it develops, as
| hope it does here, organically from honest and pains-
taking analysis. It avoids for the most part the enuncia-
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tion of judgments, preferring to emphasize the analytical
and sympathetic functions of criticism and to keep its
standards implicit.

It may possibly be objected that my treatment of
the thought of Keats and Shelley takes too little account
of the chronological development of their ideas. To such
acharge |l must, | believe, plead guilty. My justification
is that | am above all concerned to add, so far as | am
able, to the understanding and appreciation of their
poetry, and that to this purpose al other considerations
are subsidiary. Along with this general defense, | urge
several more specific points in support of my procedure.
As regards Keats the chronological method is inappro-
priate. His considerable poetry was written within a
span of at most three years, from 1816 to 1819; his
most significant letters cover aperiod little longer. Also,
his poetic and intellectual progress is toward the refine-
ment and development of ideas and theories present in
his poetry and letters ailmost from the beginning. The
early Seep and Poetry containsin embryo all that appears
in the late Fall of Hyperion', his most complete account
of the poetic imagination, from which he never de-
parted, occurs in a letter written in 1817. With Shelley,
of course, the situation is somewhat different. In his
career a slow but steady evolution from materialism to
Platonic idealism is definitely traceable. In his poetry,
however, certain elements are constant fromfirst to last,
and it is upon these elements that | attempt to fasten.

Some readers may aso feel that the fina chapter
of this study,"Romantic Bards and Metaphysical Re-
viewers," lies somewhat outside the previously estab-
lished pattern. With this point of view | can sympathize,
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and yet advance considerations which for myself at least
more than counterbalance the objections. Anyone who
writes about Shelley nowadays must reckon with very
powerful and general prejudices against his poetry,
usually based upon little knowledge of it. Shelley
scholars have nevertheless for the most part stuck to
their last, declining to enter upon afundamental critical
argument. Thisis no doubt partly because they diagnose
hostile criticism as a passing aberration and lack respect
for the critics who have attacked him. | myself, how-
ever, have been impressed by the general intelligence
and seriousness of such criticsas T. S. Eliot, John Crowe
Ransom, and Cleanth Brooks, while wholly denying
their authority on Shelley and on Romantic poetry.

In view of the influence wielded by these critics, as
well as of their significance, it seems well worthwhile
to meet the attack, particularly on the grounds of poetic
imagery where the New Critics are most at home. There
have been, of course, such excellent defences of Shelley
asC. S. Lewis's "Shelley, Dryden, and Mr. Eliot," but
the nature of the present study may perhaps give it a
specia claim to speak.

The specific conclusions arrived at in Chapter Two
are based upon a sampling procedure rather than a
complete analysis of Keats's and Shelley's verse. If the
method needs to be justified, one might appeal to the
very widespread use of this technique now current in
statistical investigations. In employing it | have made
every effort to secure a truly representative body of
material .

As working-texts | have used standard one-volume
editions: for Keats, John Keats. Complete Poems and Se-
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lected Letters, edited by Clarence D. Thorpe; and for
Shelley, G. E. Woodberry's The Complete Poetical Works
of Percy Bysshe Shelley.

Parts of this book have appeared in College English,
Publications of the Modern Language Association of America,
Philological Quarterly, Modern Language Quarterly, and A
Journal of English Literary History. The final chapter,
"English Bards and Metaphysical Reviewers," which
originally appeared in ELH, has been completely re-
vised, although its structure and its thesis remain the
same.

| cannot adequately signalize my debt to Professor
Clarence D. Thorpe, who advised in the first preparation
of this book as a dissertation at the University of Michi-
gan. | owe much also to the other members of my com-
mittee. Finally, | am indebted to the Tulane University
Council on Research for aid in publication.

R. H. F.
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POETIC IMAGERY

1 In attempting to define poetic imagery we

are faced at the outset with difficulties of
terminology. "Imagery" is sometimes used as a synonym
for "metaphor" in poetry; often, on the other hand, the
two are considered as entirely distinct. To the psychol-
ogist and to many critics imagery in poetry is the ex- -
pression of sense-experience, channelled through sight,
hearing, smell, touch, and taste, through these channels
impressed upon the mind, and set forth in verse in such
fashion as to recall as vividly and faithfully as possible
the original sensation. In these terms, a poetic image is
the record of a single sensation.

If imagery is thought of as synonymous with meta-
phor, however, the single poetic image is a figure of
speech involving comparison or likeness. And since
"metaphor" is also ambiguous, used as it is for a single
class as well as the entire species of figures, confusion is
worse confounded.

Another source of possible misconception is the com-
mon identification of imagery with pictorial representa-
tation, which has misled many who have accepted the
sensory view of imagery into overemphasizing the ee-
ment of the visual and excluding other sensory factors.

3



4 The Imagery of Keats and Shelley

While giving due heed to these objections to the
word, | nevertheless employ it here in default of a better.
In this study "imagery" will be used broadly to signify
the principle of "figurativeness.” "Metaphor” has un-
desirable associations with rhetoric and formal logic;
it implies a kind of mechanical anatomizing which
excludes from the analysis of poetry too much which
ought to be considered. "Imagery," however, even with
its misleading sensory connotations, comes closer to
critical realities.

I Since poetic imagery is very frequently
identified with the sensory element of
poetry, it is necessary to explain the relationship of
imagery, as it is here understood, to sensation. The
prevalent modern academic opinion holds, with more or
less qualification according to the holder, that sensuous-
ness and concreteness is the peculiar and distinctive
characteristic of poetry. To Robert P. Tristram Coffin
poetry presents "... the clearest images, the most
memorable of objects seen. But objects always. The
things we can see, touch, hear, taste, and smell."?

i though the suggestion of the word 'image’ is dangerous, the word is
necessary For metaphor and simile belong to formal classification The word ‘image,’
precisely because it is used to cover both metaphor and simile, can be used to point
toward their fundamental identity, and if we can resolutely exclude from our minds
the suggestion that the image is solely or even predominantly visual, and alow the
word to share in the heightened and comprehensive significance with which its deriva-
tive 'imagination' has perforce been endowed—if we conceive the ‘'image’ not as
primary and independent, but as the most singular and potent instrument of the faculty
of imagination—it is a more valuable word than those which it subsumes metaphor
and simile To them clings something worse than false suggestion, a logical taint, an
aura of irrelevancy "—John Middleton Murry, Countries of the Mind, p 4.

2. The Substance That Is Poetry, p 15
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In the opinion of Bliss Perry poetry is imagery and
imagery is sensation, more or less refined by the trans-
forming and modifying power of the mind through
which images pass.The function of poetry is "to convey
the 'sense’ of things rather than the knowledge of
things " The reader of poetry should concentrate his
attention upon realizing the imagery as vividly as pos-
sible, as if, says Perry, "the image were not made of
words at al, but were naked sense-stimulus."® Miss
Edith Rickert presents the same attitude toward imagery
in her New Methods for the Study of Literature,* a work
intended to supply a complete rationale and method for
the analysis of poetry in the classroom. To her it is

mental reproduction, without external stimulus except
through words, of things seen, heard, touched, tasted,
and smelled. . ."?Imagery isamode of expressing experi-
ence in the form of mental pictures."> More recently
John Crowe Ransom has defined the poetic imagination
as "an organ of knowledge, whose technique is images,”
and which "represents to the reflective mind the par-
ticularity of nature."® ‘

The earliest and most influential modern exposition
of this point of view is to be found in the Speculations
of the brilliant T. E. Hulme, the father of Imagism.’
Poetry, said Hulme

. is not a erﬁifter-language, but a visua concrete one. It is a
compromise for a language of intuition which would hand over

3 A Sudy of Poetry, pp 48, 94-95

4 Chicago, 1927

5 Ibid, pp 14, 27

6 The World's Body, p 157

7 For the fullest account of Hulme's influence upon the Imagists sse Glenn
Hughes, Imagism and the Imagists, pp. 3-2.3.



6 The Imagery of Keats and Shelley

sensations bodily. It aways endeavours to arrest you, and to make
you continuously see a physical thing, to prevent you gliding
through an abstract process. It chooses fresh epithets and fresh
metaphors, not so much because they are new, and we are tired of
the old, but because the old cease to convey a physical thing and
become abstract counters. . . . Visual meanings can only be trans-
ferred by the new bowl of metaphor; prose is an old pot that lets
them leak out. Images in verse are not mere decoration, but the
very essence of an intuitive language.®

The account of poetry offered by this interpretation
of imagery is unsatisfactory. If poetry is "a compromise
for a language of intuition which would hand over
sensations bodily/' then poetry has no real raison d'étre,
since it does badly what we can all do well. Why should -
we concern ourselves with second-hand representations
of an intuition of things which we command at first
hand? And, since words are not things, in what degree
are they able "to convey a physical thing"? The method
of approach advocated by Professor Perry and implied
in the work of Miss Rickert and Hulme does not enrich
poetry; it impoverishes it. It exhibits a single element
for examination, while excluding all others. If the
reader follows the advice of Perry and concentrates upon
realizing the imagery as vividly as possible, "as if the
image were not made of words at al, but were naked
sense-stimulus,” heis no longer concerning himself with
poetry, for poetry is words. He is concentrating instead
upon his own free imagery, aroused by the words before
him but not necessarily helpful in interpreting them.

The tendency evident in al these writers to consider
imagery as predominantly visual is also misleading. The
assumption that the value of poetry lies in its power to

8. Ibid., p. 135.
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call up vivid visual imagery need only be examined
briefly in order to demonstrate its lack of foundation.
Psychologists have shown that neither al readers nor
al poets are "visualizers'; and that lack of visual
Imagery does not necessarily imply lack of comprehen-
sion or poverty of mental and emotional processes.” In
many instances excessive emphasis upon the visual can
be a positive hindrance to our appreciation of poetry.
|. A. Richards cites such an example in Lord Kames's
comment upon a passage in Shakespeare.'® For my own
part | recal two famous lines from Shakespeare, "In
cradle of the rude imperious surge,” and 'The multi-
tudinous seas incarnadine." An attempt to visualize
completely the imagery of either of these lines destroys
them. The "cradle" is obviously ludicrous if dwelt upon
and objectified; its force lies partly in the rocking
motion common to the surge and the cradle, but chiefly
in the conceptual and emotional associations which
result from the interplay of the two elements of the
figure. The calm domesticity of the one combines with
the "rude imperiousness’ and uncontrolled power of
the other to produce pathos and menace; for the shipboy
who is thus cradled, young as he is, is in imminent
danger of falling, since he is adeep, into the sea which

9 "For many people the occurrence of a series of visual images is the normal
mode of thought, and they naturally assume that such visualization is universal But
few mathematicians, musicians and philosophers, and not al poets, are visuahzers,
to some minds words themselves call up emotion as well as 'sense’ directly, without
the consciousness of any visual imagery, and this emotional response is in no way
impoverished or restricted. . Hulme and Gourmont make the common error of
supposing al symbols to be visual images . . ."—Michael Roberts, Crittque of Poetry,
pp 47-48, 49 Se aso T H. Pear, "Imagery and Mentality," British Journal of Psy-
chology, X1V, 291-99.

10 The Philosophy of Rhetoric, pp 16-17.
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cradles him and of perishing there. This is far from a
complete account of the effect of the line, but it serves
to show how inadequate and misleading a visual in-
terpretation is likely to be. In the second example the
visual element is somewhat more prominent; as in the
first, however, by itself it explainsnothing. Itspower and
meaning comes from the notion of blood behind it,
symbolizing the horror and violence of the murder of
Duncan. Something, too, should be attributed to the
polysyllabic roll of the verse, with its murmurous
reverberations of the ocean.

Attempts to define poetry as the vivid expression of
sensation are unsound psychologically; from a purely
literary point of view they fail to explain at al ade-
quately the poetic fact. And, as Professor Richards points
out, the terms *'image" and "imagery" are likely
through their associations to give rise to this miscon-
ception of the nature of poetry.**1 employ them in this
study, nevertheless, for the reason previously stated
and because poetry is for the most part sensuous. This
statement, if properly qualified, is not a contradiction
of theforegoing argument. Poetry is more sensuous than
prose because it is aricher, more meaningful, completer
form of utterance than prose. Poetry offers us a balance

ii "The words 'figure’ and 'image' are especialy and additionally misleading
here . . they bringin aconfusion with the sensein which an imageis acopy or reviva
of a sense-perception of some sort, and so have made rhetoricians think that a figure
of speech, an image, or imaginative comparison, must have something to do with the
presence of images, in this other sense, in the mind's eye or the mind's ear But, of
course, it need not. No images of this sort need come in at any point. . . We cannot
too firmly recognize that how a figure of speech works has nothing necessarily to do
with how any images, as copies or duplicates of sense-perceptions, may, for reader or
writer, be backing up hiswords . . . the words can do aimost anything without them,

and we must put no assumption about their necessary presence into our general theory."
—Ibid., p. 98. See dso I. A. Richards, Principles of Literary Criticism, pp. 111-14.
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and equilibrium of concept, emotion, and sensation;
prose does not. Poetry presents indivisible wholes of
human consciousness, modified and ordered by the strin-
gent requirements of form. Prose, aiming at a definite
and concrete goal, generally suppresses everything in-
essential to its purpose; poetry, existing only to exhibit
itself as an aesthetic object, aims only at completeness
and perfection of form.

Consequently the sensational element in poetry must
be considered. In itself, without reference to other
modes, it is without significance. But literature, and of
all literature especially poetry, is meaning; it is the
organization of our consciousness of ourselves and of
the world. The finest poetry provides for us the most
perfect bal ance of the subjective and objective; the com-
pletest fusion.'? The role of the senses, then, properly
considered and dissociated from such crudities as the
doctrine that poetry can hand over sensations bodily,
is to aid in our perceptions of our environment; The
sensuous is a mode of grasping the objective, without
which the aesthetic balance would be imperfect.

Since poetry is a fabric woven inextricably from
threads of concept, emotion, and sense, analysis of
poetry must take al three into consideration, with the
realization that they cannot be separated. Yet criticism

12.. "Taste . will teach us to expect in its metaphorical use a certain reference
of any given object to our own being, and not merely a distinct notion of the object
as in itself, or in its independent properties . By taste, therefore . . we must be
supposed to mean an intellectual perception of any object blended with a distinct
reference to our own sensibility of pain or pleasure . . In this definition of taste

.. is involved the definition of fine arts, namely, as being such the chief and dis-
criminative purpose of which is to gratify the taste—that is, not merely to connect,
but to combine and unite, a sense of immediate pleasure in ourselves, with the percep-
tion of externa arrangement "—S T Coleridge, Essaysand Lectures on Shakespeare. . .,
PP 352--53-
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must have a vantage point from which to commence;
a part must somehow be abstracted from the whole,
with as little damage to its integrity as possible. Now,
although the sensuous element in poetry is of itself the
most dependent and the least important of the three
which go to make up poetry, yet it is the most accessible
to examination, and can tell us much about the other
two. If it is understood that it has of itself no actual
Separate existence, it can be studied as symptomatic of
the poet's general power of experiencing; a power neces-
sary to the poetic whole. Poetry deficient in sensation
Is solipsistic, without grasp of actuality; poetry deficient
in intellect and emotion is imagistic, without grasp of
anything:-

m The principle of poetic imagery lies not

in the sensuous, which is a part of the
poetic experience, but in comparison, which subsumes
the whole of the poetic experience.”As I. A. Richards
remarks of Hulme's theory of imagery,

What discourse 'always endeavours' to do is to make us appre-
hend, understand, gain a realizing sense of, take in, whatever it is
that is being meant—which is not necessarily any physical thing.
But if we say 'a realizing sense,' we must remember that thisis not
any 'sense’ necessarily, such as sense-perception gives, but may be a
feeling or athought. What is essential is that we should really take
in and become fully aware of—whatever it is.

. . . words cannot, and should not attempt to "hand over sensa-
tions bodily"; they have very much more important work to do.
So far from verbal language being a "compromise for a language of
intuition"—athin, but better-than-nothing, substitute for real expe-
rience,—language, well used, is acompletion and doeswhat theintui-
tions of sensation by themselves cannot do, Words are the meeting
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points at which regions of experience which can never combinein
sensation or intuition, come together. They arethe occasion and the
means of that growth which is the mind's endless endeavour to
orderitself.”®

These "meeting points at which regions of experience
come together," by which the mind seeks to order itself,
are comparisons. Comparison is a bringing-together of
objects, concepts, or states of mind from different planes
of consciousness or being in such a manner that the
things so placed in contact with each other shall be seen
to possess an inner and essential similarity, as the whale
from the depths of the ocean is similar to the elephant
of the jungle, or as the shark is significantly termed
“the tiger of the sea."

Comparison, however, is not only a putting-together
of object and object, or concept and concept. It also
brings into close relationship object with concept, illu-
minates the abstract by means of the concrete, explains
the material by an abstraction and an abstraction by a
concept still more abstract. It realizes and objectifies a
feeling or mood by placing it beside a natural phe-
nomenon, as in Verlaine's

[1 pleure dans mon coeur
Commeil pleut sur laville,

just as it works in a precisely opposite manner, by
attributing human qualities and emotions to natural
objects, as in Keats's lines:

Those green-rob'd senators of mighty woods,
Tall oaks, branch-charmed by the earnest stars,
Dream, and so dream all night without a stir ...

13 The Philosophy of Rhetoric, pp. 13031
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Comparison fuses and confuses the perceptions of
the senses, finding analogies between their different
modes of action. Thus, in Baudelaire's

Comme delongséchosqui deloin seconfondent. . .
Les parfums, les couleurs et les sons se repondent,

acommon element is established among odor, color, and
sound. Or, wearing the neutral but fantastic dress of
the metaphysicals, it elaborately describes the physical
and psychic motions of a pair of lovers in terms of the
legs of a compass.**

Comparison is of course a universal principle of lan-
guage; but it is peculiarly prevalent in poetry, which
for the most part avoids direct statement. We may say,
adapting Shakespeare, that poetic imagery seeks

With windlasses and with assays of bias
By indirections [to] find directions out,

or with Browning that it is "the oblique way of telling
truth/' the only way to

... do the thing shall breed the thought,
Nor wrong the thought, missing the mediate word.*

That is to say that the richness, the concrete fullness of
aesthetic experience can be expressed only by indirection,
the resultant of the forces of two or more ideas in close
contact. This purpose and effect of imagery is in direct
contrast with the purpose and effect of simple statement,
which aims at saying one thing and avoids ambiguities
and overtones of meaning like the plague. For poetry
this ideal of ssimple oneness and clarity is too bald, too

14. John Donne, "A Valediction Forbidding Mourning."
15. The King and the Book, XII, 86 Quoted by C. Willard Smith, Brownings
Star-Imagery, from which the suggestion has been taken.
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utilitarian; it omits too much in its relentless pursuit
of a severely limited object. To do justice to the large-
ness and complexity of experience poetry must follow
the prescription of T. E. Hulme: "Never, never, never
a simple statement. It has no effect. One must always
have analogies, which make another world."*®

Shelley's account of the life-cycle of a cloud is said
to beentirely in accord with scientific fact, but obviously
it would not recommend itself to a meteorologist. The
imagery draws to itself too much which merely obscures
the simple linear clarity of exposition.

| am the daughter of earth and water,
And the nursling of the sky,

proclaims Shelley's cloud. The scientist would certainly
reject the irrelevant associations imported into the dis-
cussion by "daughter" and "nursling." To the poet,
however, they are the essence of the passage.

Imagery is present whenever two things are put to-
gether in order that their relationships may be seen,
provided that in these relationships the element of simi-
larity is present.!” As |. A. Richards has convincingly
pointed out, however, imagery is not a simple matter of
calling attention to resemblances. Comparison, he be-
lieves, "may be just a putting together of two things
to let them work together; it may be a study of them
both to see how they are like and how unlike one
another; or it may be a process of calling attention to
their likenesses or a method of drawing attention to

16 Notes on Language and Syle, p 18

17 SeeRosemond Tuve, "Imagery and Logic Ramus and Metaphysical Poetics,"
Journal of the History of Ideas, Ill, 365-400, for a theory of imagery which places far
more weight than does the present study upon the minute analysis of logical relation-
ships.
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certain aspects of the other."*® He calls attention also
to the "disparity element” |n imagery, active as well
as the resemblance element.™

Professor Richards has rendered a valuable service to
criticism by demonstrating the rich and complex variety
of the thought-relationships of which imagery is ca
pable. One may insist, however, while accepting and
profiting by hisremarks, that the primary and determin-
ing factor of intelligible poetic imagery is likeness, with-
out which no further relationship worthy the name can
exist at al. The disparities between two objects, for
example, are of significance only when we have been
impelled to bring them together by an anterior percep-
tion of their resemblances. Richards quotes Hamlet:
"What should such fellows as | do crawling between
earth and heaven?' in support of his contention that
disparities are as much operative in imagery as are like-
nesses. "When Hamlet uses the word crawling its force
comes not only from whatever resemblances to vermin
it brings in but at least equally from the differences
that resist and control the influences of their resem-
blances. The implication there is that man should not
so crawl."® True, in part; but the structure and the
very existence of the image depend upon the appropri-
ateness of the idea of crawling to the idea of man; one
perceives immediately that in Hamlet's sense man can
so crawl. The disparities between the two notions are
secondary; they operate only after the primary resem-
blance has been established.

The conclusion to which Professor Richards' exam-

18. The Philosophy of Rhetoric, p 120
19. Ibid.,, p. 117.
10. Ibid, pp. 119, 117.
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ination of the problem of imagery (in his terms, meta-
phor) leads him is not, | think, useful in the critical
analysis of poetry. He holds that the ordering faculty
which establishes the thought-relationships constitutive
of imagery exists only in the mind of the reader, not in
poetry itself. The mind is a connecting organ—"In all
interpretation we are filling in connections, and for
poetry, of course, our freedom to fill in—the absence of
explicitly stated intermediate steps—is a main source of
its powers." He quotes with approval this statement,
from William Empson's Seven Types of Ambiguity:

Statements are made as if they were connected, and the reader is
forced to consider their relations for himself. The reason why these
statements should have been selected is left for him to invent; he
will invent a variety of reasons and order them in his own mlnd
This is the essential fact about the poetic use of language.

This stand is typical of the subjectivist, solipsistic
tendency evident in all Professor Richards' excellent
criticism. He is reluctant to permit to poetry any real
existence, as he is reluctant to attribute reality to any-
thing outside the mind. This view is discouraging to
criticism, since it denies the significant existence of the
object which the critic contemplates. Unless the rela-
tionships which are poetic imagery possess objective
being, the problem itself disappears. In order to discuss
it with any confidence one must, in my opinion, believe
that these relationships existed first in the mind of the
poet and remain in his poetry, independent of its effect
upon the reader's mind." A theory which places the

21. Ibid, p 115 See Seven Types of Ambtgutty, p. 31

22.. For adetailed and authoritative refutation of the position of Richards see
Ren6 Wellek, "The Mode of Existence of a Literary Work of Art," Southern Review,

VIl, PP 735-54-
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burden of organizing poetic materials upon the reader
instead of upon the poet is a slim basis for practical
criticism.

v The principle of comparison is not of itself

sufficienttoidentify anddistinguishpoetic
imagery. It may justly be objected that comparison is
the universal mode of thought and language, and not
at al peculiar to poetry. Scientific discourse, it is true,
seeks oneness, a simple and austere clarity and fixity
of meaning incompatible with poetry. But all prose is
not scientific,?® and even science is obliged to resort to
imagery to make itself comprehensible to the human
mind. Thus we have the "wave" theory of light; and
Sir James Jeans' explanation of "why the sky is blue"
in terms of an elaborate physical analogy.*

The real grounds for distinguishing the unique and
peculiar quality of poetic imagery as apart from the
imagery of prose are implicit, | believe, in Coleridge's
definition of poetry as "the production of a highly pleas-
urable whole, of which each part shall also communicate
for itself a distinct and conscious pleasure”; an end, he
says, which is attained "by the use of language natural
to us in a state of excitement."® In terms of imagery
this means that each image is to bear a weight of which
the prose image is free; it must not merely function as

13 "Poetry is not the proper antithesis to prose, but to science "—Coleridge,
opcit,p9

24. He compares for purposes of exposition light waves to sea waves, and
atmospheric dust to an iron pier The light waves are diffracted by dust as are the sea
waves by the columns of the pier.—The Sars in Their Courses, pp 25-26.

25. Coleridge, op. cit., p. 10.
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a part of the whole, but must in itself be whole and
perfect, able to bear the severest scrutiny.

A little consideration will show this to be true. A
poet is judged by his imagery with a stringency and a
closeness of analysis which no critic of prose would
dream of applying. The prose writer stands or falls
according to the effect of his whole work; the poet must
face not only criticism of his total achievement, but of
each individual part aswell. In prose occasional crudities
are forgiven, but poetry is always on its mettle. Theo-
dore Dreiser is generaly considered one of the most
important novelists of the twentieth century; he is aso
considered one of the worst writers. What poet ever
received the benefit of such a distinction?

The poetic image has, in fact, a greater degree of
independence than the prose image. It has, as it were, a
greater degree of self-awareness in proportion to the
heavier demands made upon it; into it has gone more
painstaking craftsmanship, a higher artistic finish. And
here we must reckon also with the question which
Coleridge raises of "excitement,” or poetic emotion. It
is a truism, | think, that emotion is the beginning and
end of poetry in a sense unknown to prose. The poet
is more excited about his subject than the writer of
prose, he is called upon to sustain his excitement more
consistently, and this excitement is of itself a value
more nearly independent of what he is excited about
than is the case in prose. This poetic state of heightened
emotionmakesitselffeltinpoeti cienmgamss aste
concentration upon al the terms of the |mage ]USt as
do the demands of craftsmanship. Emotion gives every
word a peculiar force and weight. -
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To illustrate the combined effects of self-conscious
artistry and poetic emotion upon imagery we may cite
Shelley's famous

Life, like a dome of many-coloured glass
Stainsthewhiteradiance of Eternity.

Thequality of thisfigureliesin the concentrated richness
of its components and the complexity of their relations.
If one term were subordinated to the other, if any part
of the image were slighted in the interest of the whole,
the sum-total would be prosaic and commonplace. But
the attention and the emotion of the poet arefixed upon
al alike. "Life" is not subordinated to "Eternity" but
coequal; the "dome of many-coloured glass' is as im-
portant as "the white radiance." The dome is attractive
for its hint of smooth and symmetrical shape, for its
pleasant ecclesiastical associations; it is further mean-
ingful through the physical-spiritual symbolism of its
reaching out toward Heaven or Eternity. The "many-
coloured glass' which "stains' is ambiguous in its im-
plications. Glass is at once valuable and worthless. The
epithet "many-coloured" suggests pleasurable thoughts
at the same moment in which it condemns its own
triviality. "Stains' has a like variety of meaning; it
has the deep and mellow coloring of fine stained glass,
so that it consummates and enriches "white radiance"
just as it smirches its purity. And "white radiance" is
not only the Absolute, the goa of desire, perfect and
without alloy. It contains within itself also regret for
what is lost; a shudder at its own austere perfection.
Shelley is not propounding a single intellectual relation-
ship between Life and Eternity, suppressing the indi-
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vidual identities of the parts in order to make a point.?®
He is offering to the reader a variety of relationships,
and his expression of them is permeated by the emotion
which his perception of their possibilities has aroused
in him.

The sharp individuality, artistic economy, and in-
tensity of emotion characteristic of the poetic image
may in part be attributed to the exacting formal require-
ments of the poetic medium. The poet isforced to subdue
his language to patterns of metre, rhythm, and in most
instances rhyme. The effort to express his full meaning
within the limits imposed by form is conducive in a
genuine artist to the highest degree of intensity and
concentration; his imagery will possess a tensile power
and a distilled, essential quality not to be found in the
looser structures of prose.

Theformal and aesthetic nature of poetry establishes
theindividual identity of poetic imagery in still another
way. It lends to imagery an aesthetic frame. Writing
poetry isadramatic and highly self-conscious act. When
he sets pen to paper the poet adopts a special attitude
toward life; an attitudereflected in imagery. Thus poetic
imagery is aways on guard, always on its good be-
havior; it is conscious always that it is not actuality,
but an organization of actuality.

One further distinction should be drawn. Poetic im-
agery is never "dead metaphor." Language is full of

1.6. Seefor adiametrically opposite account of thisimagel A Richards, Prtnctpks
of LiteraryCrtiticism, pp. 139-40. Professor Richards considers it merely as an example of
"scientific or prose use of metaphor," which is "illustrative or diagrammatical, pro-
viding a concrete instance of a relation which would otherwise have to be stated in

abstract terms.” This is, | think, to omit consideration of the variety and the emotional
qualities of Shelley's Life-Eternity comparison.
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"dead" figurative expression, once alive, but now so
staled and blunted by time and use that it remains un-
realized and is mistaken for literal statement. Even the
most artistic prose is not entirely free from dead meta-
phor, for prose is often impelled to seek for its purpose
what is closest to hand,- but good poetry must shun it
like the plague. One unintended platitude, one stock-
expression can destroy a poem. Poetic imagery is vital
and fully realized in al its parts; in dead metaphor the
parts merge and disappear, leaving only the general con-
cept which they express. As Shelley has said, they "be-
come through time, signs for portions or classes of
thoughts instead of pictures of integral thoughts."?’

\Y Imagery as here defined does not, unfor-
tunately, lie wholly within the realm of
objective classification. The problem of identifying indi-
vidual figures of speech is comparatively simple—the
broad principle of comparison underlies them all. An
image may be a single word, and thus correspond to
what is usually called a metaphor. It may be an explicit
comparison with the two terms syntactically linked—a
simile. It may be personification, a sub-species of meta-
phor: the attribution of human thoughts and qualities
to inanimate objects, or the embodiment of abstract
conceptions or states of mind in animate forms. It may,
in fact, be any verbal figure of speech.
Even here there is a serious difficulty, as has been
noted by I. A. Richards. Discussions of figurative lan-

27. "A Defence of Poetry," Shelley's Literary and Philosophical Criticism, ed. John
Shawcross, p 123
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guage are generaly confused by an uncertainty as to
exactly what is being discussed' a figure or image is
sometimes thought of as one term, sometimes as another.
Frequently it is considered to be both terms of a com-
parison. Professor Richards has offered a distinction
which will help to clarify the situation: one term he
calls the "tenor," the other the "vehicle" The rela-
tionship between them he describes as follows: the tenor
is "the underlying idea or principal subject which the
vehicle or figure means."%

This distinction between tenor and vehicle is valu-
able insofar as it supplies a new and sharper realization
of the actual content of figures of speech. The genera
"figurative" principle, however, does not confine itself
to individual figures or images. It is necessary to dis-
tinguish further between the "simple" image and the
"complex" image, which is outside the scope of our
usual investigations. How else are we to account for
the typical lyric of the metaphysical poets, in which the.
poem itself is a single comparison composed of a number
of smaller comparisons? Or how explain the structure
of a Shakespearean sonnet, in which each quatrain pre-
sents an image analyzable into several component im-
ages? What of imagery as a recurring motif or themein a
play or narrative poem, like the ulcer-image which
symbolizes the state of mind of Hamlet, the ominous
and omnipresent theme of blood in Macbeth? The silence-
Images at the beginning of Keats's Hyferion present in
brief the whole of the drama of the Titans, but their
functions cannot be analyzed into tenors and vehicles
save in the most general way.

18. The Philosophy of Rhetoric, p. 97.
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The distinction between the simple and the complex
image is generally made quite spontaneously in practice,
but it has not been noticed in theory. This study will
follow the usual practice of dealing with both under
the singleheading of''image," since both are determined
by the principle of analogy and since no separate objec-
tive classification of "complex" images seems feasible.
In order to establish a common basis for discussion,
however, it is well to make clear that this distinction
must be reckoned with.

The smple image, then, is a verbal comparison, a
figure of speech. A complex image may be a fusion of
simple images, a poem, a scene from aplay, or even the
play itself; it may be arecurring theme with a symbolic
significance, likeaWagnerian leitmotiv. It isimpossible
to arrive at more than tentative conclusions about the
nature and purpose of the complex image, other than
saying generally that it isfigurative in import. It appears
most often as a theme woven into the texture of poetry;
and its most typical use seems to be the objectification
and projection into the concrete and physical of amood,
mental state, or meaning too subtle and rich for direct
expression. It tends toward the unification of concept,
emotion, and sensation within a single form or object;
toward the definition and concretization of the indefin-
able and formless.

Vi Poetic imagery is to be defined broadly

as analogy or comparison, having a special
force and identity from the peculiarly aesthetic and
concentrative form of poetry. It is to be judged accord-



Poetic Imagery 23

ing to its creative power, the connotative richness of
its content, and the harmonious unity and fusion of
its elements.

The essential quality and function of imagery is a
kind of creation; by the bringing-together of diverse
'objects, states of mind, or concepts new relationships
‘are discovered, new connections between subject and
object become apparent, new thought as it were springs
into being, born of the fruitful mating of ideas and
things apparently disparate and isolated from each other.
Aristotle himself first bore witness to the creative power
of imagery, as it works through analogy:

. those words are pleasantest which give us new knowledge.
Strange words have no meaning for us; common terms we know
already, it is metaphor which gives us most of this pleasure. Thus,
when the poet calls old age 'a dried stalk, he gives us a new percep-
tion by means of the common genus, for both the things have lost
their bloom.?

Elsewhere he calls the command of metaphor "the mark
of genius, for to make good metaphors implies an eye
for resemblances."

John Middleton Murry terms imagery "the instinc-
tive and necessary act of the mind exploring reality and
ordering expenence ! This exploratory and ordering
quality of imagery is creative; it builds new structures
of thought and orders experience in patterns hitherto
undesigned.* Imagery is the living principle itself of
language, by which our speech advances and is con-

29.Rhetoric,tr Sir Richard Claverhouse Jebb, ed. J. E Sandys, Ill, x, 2, p 167.

30. Poetics, ed S H. Butcher, XXII, 9, p 87

31 Op cit,p 2.
3L Ibid, p. 9.
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tinually revivified by the discovery and expression of
jfresh analogies, which increase our knowledge of our-
selves and of the world. Thus, to Shelley the poet is the
giver of language and of wisdom, for "the language of
poets is vitally metaphorical; that is, it marks the
before unapprehended relations of things and perpetuates
their apprehension."?

| am not prepared to discuss the question how far
poetic imagery may be said to provide us with new
knowledge of truth. "Creative" itself as applied to lan-
guage is a metaphor which merely helps to explain a
phenomenon otherwise impossible of definition. While
avoiding the problem of the absolute truth of what
imagery reveals, however, one may at the same time
declare that imagery by offering to us new combinations
of objects and ideas presents us with new perceptions,
or new organizations of our perceptions. In this sense
it is creative.

Good imagery is richly evocative, various in the
|mpI|ca1|ons of its meaning. It is complex, broad of
scope % Other things being equal, the best imagery will
give us the most ideas, the most complex relationships,
the widest span of experience. The Ianguage of poetry
bears unusual weight, value, and significance® through
the interaction of thought and emot|on with the con-
centrative requirements of form;* for poetry aims at

33 Op at.

34 "In genera, rich imagmal content, a complex of various modes, contributes
enjoyment "—June E Downey, Creative Imagination,p 3

35 The best explanation of what constitutes the value and power of poetic
languageisin my opinion |. A Richards chapter on "The Interinanimation of Words'
in The Philosophy of Rhetoric.

36. ''The images recognized by the consciousness of poets are those of experiences
and objects associated with feeling. The words employed to revive and transmit these



Poetic Imagery 25

expressing indivisiblewholes, conveying thefullest sense
of experience, suppressing nothing relevant.

Complexity in itself, however, is not a value; it is
the ordering of complexity which is important. The
forcible juxtaposition of diverse elements does not con-
stitute good imagery, as some modern critics have ap-
peared to suppose.®’ The ideal image will present the
most complete reconciliation of unity and diversity; it
will express the fullest sense of life in its "rich, con-
tingent materiality,"*® controlled most consummately
by the intellectual and imaginative power of the poet.*

images are usually described as 'concrete’ or 'sensuous' in distinction from abstract
or purely conceptual They are 'experiential’ words, arising out of bodily or spiritual
contact with objects or ideas that have been personalized, colored with individual
feeling Such words have a 'fringe," as psychologists say They are rich in overtones
of meaning, not bare, like words addressed to the sheer intelligence, but covered with
veils of association, with tokens of past experience They are like ships laden with
cargoes, although the cargo varies with the texture and the history of each mind **
—Perry, op cit, p 102

37 Eg, Cleanth Brooks, Modern Poetry and the Tradition, p 117

38 InJohn Crowe Ransom's phrase

39 Cf Coleridge's famous definition of the poetic imagination, Biographia
Literaria, ch xiv.



CHAPTER
TWO Ib

IMAGERY OF SENSATION

I A study of sense-imagery is of necessity
subjective and introspective in method.!
The student is certain to have physical and psychic
peculiarities, imagina idiosyncrasies which color his
findings; it is highly improbable that any two persons
could obtain identical results from examining the same
passage of verse. To one the predominant sensory re-
sponse from an image will be visual; to another tactual
or organic. Readers are likely to be predisposed toward
certain types of imagery. MissJune E. Downey, follow-
ing Ribot, establishes a broad division between the plasr
tic imagination, which demands concreteness, clarity,
and order, and the diffluent or emotional imagination,
which "would make things the symbols of vague in-
finities," dissolving what it touches "into a formless
but creative chaos."? Robert Graves points out the gen-
era d|ff|cult|es of classifying images according to their
sensory appeal.? Individual responses vary too widely,
"Sense-imagery" means here the sensory content of imagery as it has been
'[(Iefjngd in_the p_revious chapter. Thus the primary criterion for determining the
1nd|V|duaJ image is the presence of comparison.
2. Creative Imagination, p 2

3 "... have we any statistics to show us what proportion of poetry lovers are
what the psychologists designate as 'visiles,' or ‘audiles,’ or 'tactiles,’ or 'motiles?

%
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in his opinion, to permit of valid conclusions about
them.

Besides this imaginal variation of individuals, there
is to be considered the variation within the individual
reader himself. His reading will differ according to the
time, the place, and his physical and mental state. If he
is tired or distracted his response will vary from his
response when he is fresh and alert. His general state
of mind will also affect his reading; and this will
obviously not be constant upon all occasions. Since a
full examination pf a given work cannot be carried out
at one sitting, these considerations are important.

Furthermore the sensory content of images is fre-
guently not simple but complex. In many instances a
single image contains two or more sensory suggestions.
When Keats describes a "venerable priest'

Begirt with ministring looks . . .
(Endymion, |, 149-50)

the image "begirt" is to me predominantly tactual, but
it is visual as well, and it is a nice question which
aspect should be emphasized.

The problem of effectiveliterary suggestion is another

And who will subdivide the visile satisfactorily into the colour-visile, the black and
white visile, and mensuration visile, or similar categories? Or who will sub-divide
the audible?'—Poetic Unreason, p 264 Quoted from Michael Roberts, Critique of
Poetry, p 5L

4 This image affords a convenient illustration of the close relationship between
concept, emotion, and sensation in poetry, and of the important but subsidiary réle
played by sensation The meaning of the figure obviously does not he in the physical
qualities of "begirt," but it is almost indistinguishable from them The "all-encompas-
sing" and "closely-fitting" suggestions of the word aid in establishing the naturally
venerable and sacerdotal aspect of the priest, inseparable from him as a human figure
perceptible to the senses
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complication. The poet may conceivably attempt to ex-
press sensuous impressions and fail to convey them to
the reader. In classifying sense-imagery we are conse-
quently faced with the question, whether we should
count only images whose sensuous content has actually
been felt by us, or on the other hand include al images
which could possibly have been felt as sensuous by the
poet?
To Shelley's lines

. . . the unnatural thirst
For murder, rapine, violence and crime
That still consumed thy being

Queen Mab, VI, 11830)

| feel no sensory response, and assume that Shelley used
"thirst" as a dead metaphor convenient for his purpose,
without himself experiencing a physical sensation. But
in so doing | assume a knowledge of Shelley's psychol-
ogy and intentions which | do not actually possess. It
seems safer, therefore, to omit consideration of possible
sense-images and confine the discussion to those which
are effective. Only thus, by confining himself to what
he himself has experienced, can the reader be on safe
ground.
The study of sense-imagery, then, has only a pro-
visional reliability, bounded by the subjective limita-
tions of the student. As a method of analyzing poetry
it has, however, advantages which outweigh the dis-
advantages | have enumerated. Although admittedly
subjective, the simple and definite process of classifying
images according to their sensory content probably
alows as little margin for individual variation as any
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method which could be devised; and where disagreement
is possible the grounds for it are in plain sight. Although
readers are likely to differ at first over the sensuous
characteristics of an image, close examination will gen-
eraly bring about a rapprochement, in the absence of
eccentric interpretations. If, for example, onereader clas-
sifies an image as tactual while another considers it
visual, it is probable that both elements are present and
that further consideration will revea this fact to both
readers.

In order to establish the sensuous characteristics of
the poetry of Shelley and of Keats as accurately and
reliably as the conditions of such a study permit, | have
analyzed 1722. lines from Keats and 2.1,18 lines from
Shelley, classifyingall effective sense-imagesto befound
in them under tjie headings visual, auditory, tactual,
olfactory, gustatory, organic, kinesthetic, and motor.'-
The poems from which these lines have been taken are
as follows:

KEATS: | Sood Tiptoe, Endymion (I, 1-111), Isabella (1-104; 233"
336), Hyperion (I, 1-103 >;165-263)' The Eve of &t. Agnes (1-99,108-314),
The Eve of . Mark, La Belle Dame Sans Mem (First Version), Ode to
Psyche, Ode to a Nightingale, Ode on a Grecian Urn, Ode on Melancholy,
Lamia (1-199), To AUtumn,

SHELLEY: Queen Mab (, 1-104; 1V, 1-103), Alastor (1-106, 514-
610), Hymn to Intellectual Beauty, Ode to the We st Wind, The Cloud,
To a Skylark Adonais (2.71-495), Prometheus Unbound (I, iv, i-no;
I1, v), Lines Written Among the Euganean Hills (1-105), Lines ("When
the Lamp Is Shattered"), Ode to Liberty (1-185), Stanzas Written in
Dejection, Near Naples, The Witch of Atlas (1-96, 164-364), The Tri-
umph of Life (1-106; 334-438), The Sensitive Plant (I, 197, IIl, 1-113).

5 The number of lines taken from each poet is roughly proportionate to the
amount of his poetic production.
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This selection is representative of the two poets in
al stages of their careers, although there is a prepon-
derance of relatively late, mature work. | have mingled
short poems with excerpts from longer works, in an
effort to secure as wide a variety as possible. | have not
attempted to select poems parallel in subject, save in
the obvious case of Keats's Nightingale and Shelley's
Skylark. On thewhole | have striven to combine a search
for representative work with a certain casualness of
choice, so as to avoid weighting the evidence in favor
of possible preconceptions.

The purpose of this analysis isin part to examine the
validity of a generalization very common in Shelley and
Keats criticism, so prevalent that to most of us the
thought of Shelley immediately suggests poverty of the
senses, vagueness, evanescence, and a dim infinitude,
while with Keats we associate concreteness, solidity,
and sensuous intensity. ". . .The highest beauties of
Shelley's poetry,” says Mr. Herbert Read, "are evanes-
cent and imponderable—thought so tenuous and intu-
itive, that it has no visual equivalent; no positive im-
pact. . . .The idea conveyed—the notional content—is
amost negligible; the poetry exists in the suspension of
meaning, in the avoidance of actuality."® In the opinion
of Mr. F. R. Leavis, ". . . there is nothing to be grasped
in his [Shelley's] poetry—no object offered for contem-
plation, no realized presence to persuade and move us
by what it is. . . .The effect is of vanity and emptiness

as well as monotony."?

Keats, on the other hand, say the critics, is far

6. In Defence of Shelley and Other Essays, pp. 83-84.
7. Revaluation, pp. 2