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PHLFACE
It is not the purpose of this study to be an exhaustive examination
. of the question of Romanticism. That problem is too immense. As one
writer has noted, there are over eleven thousund boocks on the subject.
Any attempt to consider that emount of coriticsl material is out of the
question,

Neither is this paper intended to answer the question, "ahat is
Romanticiem?® Of the more than eleven thousand books on the subject,
there are probably more than eleven thousand esnswers to the question,
each of them different, There is some egreement among critics that no
one solution is adequate, Therefore, such an attempt in this paper
would be futile labor,

The pur:ose of this study,.then, is to indicate how the oritical
eoncepts of the mesming of Romanticism have changed in the period from
1800 to the present time. It is, in a sense, a short history of the
eritical reaction to the Romanticiem of the early nineteenth century.

The plan of the work is chronological, Each author is eonsidered
according to the time when his eritical concepts appeared in publieation,
It is believed that thie method will best indicate the changes through
which criticism of the Homantic period has gone,

Bach author is considered in three rore or less distinct steps.
Pirst, his definition of Romanticism is explained. Second, his supporting
arguments ere considered. And third, the connection between his critical

concepts end the eocial end economic environment of his time is indicated.



INTRODUCT ION

The history of Romanticism is long and vsried. Since 1800, when
the period of its fullest expression began, it has been adored snd
vilified, but it has never been ignored. This, I think is proof
enough that it occupies an important place in literary history. is
such, then, 1t is worthy of serious study.

Attempts to define Romanticism are legion, but there never has
been a definition sufficiently inclusive to be adequate. The chances
are that there never will be, for Romanticism end the Romantic Period
exhibit a heterogeniety unsurpassed by any other period in English
literary history. But this inability to define is no evidence of its
unreality. It is, in fact, a definite force in literature and is,
therefore, a valid subject for a study such as this.

The criticism of this phenomon of the early mineteenth century
has gone through @& number of interesting and important changes. The
nature of these changes will be considered in this paper, and an

attempt will be made to trace the pattern which these changes have made.



40 are here concerned with the critical concepts of a period in
literary history which has long been called the Romantic Period, and
which has been understood to have occupied, roughly, the first half of
the nineteenth eentury. During this period, in which there developed a
new era of poetry, there also developed a new era of criticism. There
was, in the péetic practices and theories of Wordsworth, Coleridge,
Keats and Shelley, a certain common ettitude snd this attitude has
been, and is, called Romantic. Therefore, if this attitude is Romantie,
then the concepts and ideecs which these oritics expressed may be rightly
termed their understanding of ‘f‘omanticism. It will be best, then, to
open this study with an attemrt to discover what ideas the crities of
age were trying to develop, and what they thought about them,

There were three important problems with which the Romantics
concerned themselves, The first was the question of‘tho nature of poetry,
which the age felt it was teking up end answering in important and
partially new ways. The q!oond was the problem of Shﬁkospeare end the
proper method of evealuating his works, The third, Which may be regarded
as equivalent to the question of Romanticism itself, was th:t of the
right to eschew the rules of the preceding age and the development of
a new and liberal dooctrine of the legitimate in literary art,

The critics of the seventeenth end eighteenth centuries held that
poetry wes either embellished imitetion or embellished figtion. The 2im
of the poet was the betterment of reality and nature, In contraet, the
Romantic poets end oritics thought of poetry primarily &s a means of
sommunicating emotion by representing the subjective reastion to facts,
and seoondarily, as a means of interpreting experiences in a new way,

through an intuitive power which ordinary men did not possess.



This idea was worked out in the new doctrine of the imagination
set forth by wordsworth and Coleridge, snd later by Shelley snd Leigh
Hunt. The preceding era had regarded the imagination as a recalling
faoculty like the memory, or as a creative process. The Rotantics went
further, For them the iragination was a process which, through objects
and sensations, produced a realization of thinge beyond the realm of
sense, Thus, the function of the poet was to perceive and interpret the
inner nature of these matters, They felt that poetry wes truthful to a
grester degree than prose or science, and they found ite superiority
to consist of the power of individual intensity ef iflsight and feeling,

To illustrate these points of view, let us note sore specifiec
passages from the works of these author-critics,

Wordsworth said of the aim of his poetry:

The prineipel object, then, proposed in these poems was to

chooese incidents and seitustions from common life, and relate

or describe them, throughout, as far as was possible in a

selection of langusge really used by men, &and at the same

time, to throw over them a certain coloring of imagination,

whereby ordinary things should be presented to the mind in

an unusual aspect....l

He continues:

Another ciroumstange must be mentioned which distinguishes

these poems from the popular poetry of the day; it is this,

thet the feeling developed therein gives importance to the

sotion and situation, and not the action and eituation to

the feeling. 2

essthe subject is indeed important! For the human mind is

1 Williem Wordsworth, "Preface to the Lyrical Ballads, 1800,"

Wordsworth's Prefaces and Lssays on Poetry, ed. A.J. George, Boston,
D.C. Heath, 1892' Pe Mo

2 Ibid,, pe 6.




is capable of being excited without the application of gross
and violent stimulents; end he must have a very faint per=-
ception of its beauty and dignity who does not know this, and
who does not further know that one being 1s elevated above
another in proportion as he possesses this capability.}

Of the qualities making up a poet he seid:

Among the qualitiea there enumerated as principally conducing
to form a poet, is implied nothing differeing in kind from
other men, but only in degree. The sum of what was said is,
that the poet is chiefly distinguished from other men by a
greater prarptness to think and feel without immediate externsl
oxcitement, and & greater power in expressing such thoughts
and feelings as are produced in him in that manner.4

Defining poetry he sald:

I have said that poetry is the spontaneous overflow of powerful
feelings; it takes its origin fram emotion recollected in
tranquility: the emotion is contemplated till, by a species of
reaction, the tranquility gradually disappears, 2nd an emotion,
kindred to that which was before the .subject of contemplation,
is graduslly produced, and does itself actually exist in the

mind.5
Wordsworth's definition of imeginetion is important:

Imagination, in the sense of the word as giving title to s
class of the following poems, has no reference to izages that
are merely faithful eopy, existing in the mind, of absent
external objects; but it is a word of higher import, denoting
operations of the mind upon those objects, and processes of
creation or of ocomposition governed by certain fixed laws.b

He continues,

essebut the imagination also shapes and crsates; and how? By
innumerable proceeses; and in none does it more delight then
in that of consolidating number into unity, and dissolving
and separating unity into number-palterations prooceeding frem,
and governed by, & sublime consciousness of the soul in her
own mighiyt] and almost divine powers.7

Coleridge said of imagination:

The imagination, then, I consider as either primary or secondary.

5 Ibid., Pe 6""7.

A Ipid,,p. 20.

% Ibid,,pe 26.

6 %illiem Wordsworth, "Preface to the Lyrical Bullaeds, 1815," Ibid,,
Pe M7o

7 Ibid., Pe 51.



The primary imagination I hold to be the living power and
prime agent of all human perception, and as a repetition in
the finite mind of the sternsl act of creation in the infinite
I AM. The secondary imagination I consider ss an echo of the
former, co-existing with the conscious will, yet still as
identiocsl with the primary in the kind of its agency, and
differing only in degree and in the mode of its operation.

It dissolves,diffuses, dissipates, in order to recreate; or
where this process is rendered impvssible, yet still at all
events it struggles to idealize and to unify. It is essentially
vitul, even &s all objects (as objects) are essentially fixed
and dead.8

His definition of poetry:

My own conclusions on the nature of poetry, in the striectest
use of the word, have been in part antieipated in the preoceding
disquisition on the fancy and imagination. W¥hat is poetry? is
80 nearly the same question with, what is a poet? that the
answer to the one is involved in the solution of the other,
Por it is the distinction resulting from the poetic genius
itself, which sustains and rodifies the images, thoughts, and
enotions of the poet's own mind.9

Of the poct he saids

The poet, described in the ideal p:.rfection, brings the whole
soul of man into activity, with the subordination of ite
faculties to eech other, ascording to their rslative worth and
dignity. He diffuses a tone and spirit of unity, that blends
and (es it were) fuses each into each, by that synthetic and
magical power to which we have exelusively appropriated the
name of imegination,.l0

Haslitt's definition of poetry ie lengthy, much qualified:

The best general notion which I ean give of poetry is, that it

is the natural impression of any object or event, by its vividness
exciting and involuntary movement of imagination and passion,

and producing, by sympathy, a eertain modulation of the voloe,

or sounds, expressing it,.ll

Poetry is the language of the imagination and the passions. It

8 Samuel T, Coleridge, "Biographia Literaria,® Chapt. XIII, The
Qomplete iorks of Samuel Taylor Coleridre, ed. W.G.T. Shedd, New York,
Herper and Brothers, 1854, Vol, III, p. 363-364.

9 Ibid,y Chapt. XIV, p. 373-374.

10 Ibid.,p. z74,

11 #illiem Hazlitt, "On Poetry In General," The Complete Works of
Williem Hazlitt, ed. P.P. Howe, London, J.l. Dent, 1730, Vol. V, p. l.




relates to whatever gives immediate pleasure or pain to the
human nmind. It cories home to the boso:s and businesses of menj
for nothing but what so comes home to them in the most general
and intelligible shape can be a subject for poetry. Poetry is
the universal language which tne heart holds with nature and
iteself,12

Poetry, then, is an imitation of nature, but the imagination

and the pussions are a part of man's nature, We ehape things
according to our wishes and fancies, without poetry; but

poetry is the most emphatical language that can be found for
those creations of the rind which ecstasy is most ounning inm.
Neither a mere delineaticn of natural feelinge, however distinoct
or forcible, constitutes the ultimate end and aim of poetry,
without the heightenings of the imagination,l}’

It doee not define the limite of sense, or enalyze the distinctions
of the understanding, but eignifies the excess of the imagination
beyond the actual or ordinary iwpression of eny object or
foeling.l4

Poetry is in all its ehapes the larguege of the imagination and
the puesions, oF fsncy end will, Nothing, theréfore, cem be more
ebeurd than the outcry which has been sometimes ralséd by frigid
and pedantic critics, for reducing the languasge of poetry to
the standerd of eommon sénse and reeson; for the end and use

of poetry, 'both at the first end now, wue end is to hold the
mirror up to nature,' (Heamlet, III,ii, 24) seen through the
mediuu of peesion &and imeginetion, not divested of that medium
by means of literel truth or abstract reason.l® '

It is the undefined end uncommon that gives birth and scope to
the iregination; we cen only fanoy what we dp not kncw.lé

Byron took an adverse view of imagination and invention:

It is the fashion of the day to lay great stress upon what they
csll 'imagination' and 'invention’, the two commonest of
qualitiess an Irish peasant with a little whiskey in his head
will imegine snd invent more than would furnish forth a modern
poemel7 ’

Shelley's definition of imagination and reasont
Agcording to one mode of regarding those two classes of mentzl

12 Ibid.’ Pe 2.

13 Ibid,, pe e

14 Ibid.

15 Tbid, ke 8

16 Ibid.’p. 9.

17 Lord Byron, "Letter to John Murrey, Esq., On the Rev, W.Le. Bowles's
Striotures on the Life and Writings of Pope," as quoted-dby R.M. Alden,
Oritical Eseeys of the Larly Nineteenth Century, New York, Soribmer's,
1921’ P. 2690




action which are called reason end imagination, the former

may be considered as mind contempleting the relations borne

by one thought to enother, however produced, end the latter

as mind acting upon those thougnts eo &8 to color them with

its own light, end composing from them as from elements, other
thoughts, each containing within iteelf the principle of ite
own integrity. The one is...the principle of synthesis, and
has for its object those forms which ere common to universal
nature end existence itself; the other is.eethe principle of
enalysis, and its action regards the relations of things sizply
as relations; oconsidering thoughts not in their integral unity,
but as the algebraic representations which conduect to certain
general results, Reason is the enumeration of quantities
already known; imagination is the perception of the value of
those quantitics, both separately and as a whole. Reason respeocts
the differences, and imagination the similitudes of things.
Keagon is to izaginatiorn as the instrument to the egent, as the
body to the spirit, ae the shedow to the substance.l8

Of poetry Shelley salds

Poetry, in a general sense, may be defined to be the expression
of the imsginationsy end poetry is connate with the origin of man.l9

He consideres imsgination the instrument of moral good:

The great secret of morals is love; or & going out of our own
nature, and an identificetion of ourselves with the besutiful
wnich exists in thought, action, or person, riot our own. A man,
to be greatly good, must imagine intensely and comprehensively;
he must put himself in the plece of enother and of many others;
the pains and the pleasurss of his species must become his own.
The greeat instrument of moral good is the imagination: and

poetry administers to the efféct by aeting upon the cause. Poetry
enlarges the circumference of the imagination by replenishing

it with thoughts of ever new delight, which have the power of
attracting and essimilating to their own nature all other thoughts,
end which fors new intervals and interstioes whose void forever
craves fresh food, Poetry strengthens the faculty which is the
organ of the moral nature of man, in the same manner as exercise
etrengthens & 1imb 20

Poetry couwpared to logios

Poetry, as has been said, differs in this respect from logic,
that it is not subject to the eontrol of the active powers of

18 Percy Bysehe Shelley, "Defence of Poetry," The Complete works
of Percy Bysshe Shelley, ed. Roger Ingpen and W.E. Peck, New York,
Seribner's, 1930, Vol, VII, p. 109.

19 1lbid.

20 lbid., Pe 118.




of the mind, and that its birth and recurrence have no
necessary connection with the conssiousnsss or will,2l

Hunt's definition of poetry:

Poetry, strictly snd artistically so called,-~that is to

say, considered not merely as poetic feeling, which is more

or lees shared by ¢11 the world, but es the operation of

thet feeling, such as we see it in the poet's book,--is the
utterance of a passion for truth, beauty, and power, embodying
and illustrating ite conceptions by imagination end fancy,

and modulating its language on the principle of veriety in
uniforaity.22

Poetry erploys imagination:

It embodies and illustrates its impressions by imagination,
or images of objecte of which it treats, osnd other images
brought in to throw light on those objects, in order that it
may enjoy and impart the feeling of their truth in ite utwmost
csonvictions and affluence.23

And’

Poetry is imaginative passion. The quickest and subtlest test
of the posscasion of its essence is in expression; the variety
of things to be expressed shows the amount of its resourcesj

and the continuity of the song completes the evidence of its
strength and greatness. He who has thought, feeling, expression,
imagination, action, character, and continuity, all in the
largest amount and highest degree, is the greatest post.24

Poetry begins where matter of fact or science ceases to be
merely such, and to exhibit a further truth, that is to say,
the connection it haes with the world of emotion, and its
power to produce imaginative pleasure.25

Imagination defired by Hunts

There are different kinds and degrees of imagination, some of
‘hem necessary to the formation of every true poet, and «ll of
them possessed by the greatest, Perhaps they may be enumerated
as followss First, that which presents to the mind any object
or circumstance in everyday life, as when we imagine & man
holding a sword, or looking out of a windowj; Second, that which
presents reasl, but not every-day circumstances, aa King Alfred

21 Ibid" Pe 158.

.22 Leigh Hunt, "An Answer to the Question, What Is Poetry?,"
Imagination end Fancy, London, Smith, Elder and Co., 1844, p. l.

24 Ibidg,pe 3.

25 1bid,y pe be




tending the loaves, or Sir Philip Sidney giving up the water

to the dying soldier; Third, thst which combines character and
everts imitated from reul 1ifs with imitstive realities of its
own inventiin, @ae the probable parts of the histories of Priem

and Mecbeth, or what mey be called natural fiction as distinguished

from supernatural; Fourth, that which conjures up things and

events not to be found in nature, ss Homer's gods and Shekespeare's

witches, enchanted horses and spears, ariosto's hippogriff, etc.;
Fifth, that which, in order to illustrate or aggravete one imzge,
introduces another: sometines in eimile..., soxzetimes in
metephor...3 Sixth, that which reverses thies procees, and mekes
a variety of circumstances take color from one, like nature

seen with jaundiced or gled eyes, or under the imfluence of
storm or sunshinee....26

Imagination indeed, purely so called, is all feeling; the feeling

of the subtleet end most affecting analogies; the perception of

syupathies in the nature of things, or in their popular

attributea.27

The term ireaginetion is too ctinfined; often too material. It

presents too invariable the idea of & solid body--of 'imsages'

in the sense of the pluastercast ory sbout the streets.28

There also developed in this period a new doctrine of Shakespeare
oriticiesm, Like the new doctrine of poetry, this new criticism may be
better understood by camparing it with that of the preceding age.
Oritics in the eighteenth centfdy found a paradox in Shakespeare's
admitted grentness because he violated the accepted rules of dramatiec
corposition. Thue, he was regarded as an exception, & child of nature

who was either ignorant of, or exempt from, the rules of art. This idea

is connected with the view of imagination as something contending with

reas.a for mastery. shen reason and imagination were in proper equilibrium

a real work of art resulted. In the nineteenth eentury the converse
theory was held., Imegination was thought superior to reason and thus,
Shakespesre's work was not paradoxical, but in sccordance with more

profound lawe of composition naturally understood by genlus.

26 Ibid.,p. 7‘8.

27 Ibideyp. 29-30.
28 Tbideyn. 31,



Ooleridge expounded this doctrine, taking for the basis of his
views the i1dea that the laws of Shakespeare's ert were organic and not
formal like those made by men, The principles of form which an organism
represents are dotermlno& by its inner nature, Likewise, if a work of
art is organic, the laws by which it is developed will be found in ite
nature., Therefore, it is wiser to attempt to understand these laws
than to observe the violation of other laws., This attitude was held by
Coleridge and most of his eontemporaries, and itvboeamo the orthodox
view of the nineteenth century.

There are however, two points of fallibility in this view. Art is
never spontaneous, but is rmodified both by the author's intent and by
the tendencies of his time and place. The Romenties however, could not
eonceive of these fallacies., Thus, there grew up a doctrine of Shakes-
peare's perfection or infallibility,

A corollary to this attitude was the view of Shekespeare's characters
as having independent existence which led to discussing them as actual
persons. This method dominated the nineteenth century and it is essent-~
ially the same as we use today., It did not dominate however, to the ex-
clusion of all other methods of oritical approach, Coleridge developed
& new method, that of viewing Shakespesre's work in its historical sett-
ing, which we also make use of today.

Now, let us examine some passsges from the work of ths Romantie
orities concerning this subject,

Coleridge held thet Shakespeare wes faultily understood:

Shakespeare appears, from his Venus and 4idonis and Rape of

Lucrece alone apart from all his great works, to have possessed

all the conditions of the true poet. Let me now proseed to

desiroy, es far as may be in my power, the popular notion that
he was a great drematist by mere instinct, that he grew immortal




10

in his own despite, and sank below men of see¢ond- or third-rate
power when he attempted aught beside the drama-=even as bees
eonstruct their cells and menufacture their honey to admirable
perfection, but would in vain attempt to bulid a nest. Now this
mode of reconoelling a compelled sense of inferiority with a
feeling of pride began in a few pedants, who, having read that
Sophocles was the great model of tregedy, and Aristotle the
infallible dictator of its rules, and finding that Lear, Heamlet,
Othello, and other masterpieces were neither in imitation of
Sophocles nor in obedience to Aristotle, end not having (with

one or two ex¢eptions) the coursge to affirm that the delight
which their country receivedfrom generation to gneeration, in
defiance of the alterations of circumstances and habits, was
wholly groundless, took upon them, as a hapny medium and refuge
to talk of Shakespeare as & sort of beautiful lusus naturee, a
delightful monster,--wild, indeed, and without taste or jydgement,
but, like the inspired idiots so much venerated in the East,
uttering, amid the strengest follies, the sublimest truths. In
nine pleces out of ten in which I £ind his avful name nentiomsd,
it is with some epithet of ‘wild,' 'irregular,' ‘pure child of
nature,' etc. If sll this be true, we must submit to it; though
to a thinking mind it cannot but be painful to find any excellence,
mere human, thrown out of all human analogy, and thereby leaving
us neither rules for imitation, nor motives to imitate; but if
false, it is a dangerous falsehood, for it affords a refuge to
secret self~conceit,~=enables a vain man at once to escape his
reader's indignation by general swollen pamegyrics, and merely

by his ipse dixit to treat as contemptible what he has not
intellect enough to comprehend, or soul to feel, without assigning
any reeson, or referring his opinion to any deronstrative
principle; thus leaving Shakespeare as a sort of Grand Llema,
adored indeed, and his very excrements prised as relics, but with
ro authority or real influence.29

Assuredly that oriticism of Shakespeare will alone be genial
which is reverential. The Englishman who without reverence--a
proud and affectionate reverence=-can utter the name of wWilliam
Shakespeare, stands disqualified for the office of eritiec.30

Shekespeare's work is organic:

Let me, then, once more submit this question to minds emanecipated
alike from national, or party, or sectarian prejudices Are the
plays of Shakespeare works of rude uncultivated genius, in which
the splendor of the parts compensates--if aught can compensatees
for the barbarous shapelessness and irregularity of the whole?

Or is the form equally admirable with the matter, and the judge=~
ment of the great poet not less deserving our wonder than his

29 3.T. Coleridge, "Shakespeare's Judgement Equal to His Genius,"”
The Complete works of Samuel Taylor Coleridge, ed. N.G.T. Shedd, New York,
Harper eand Brothers, 1684, Vol. IV, p. 50-51.

20 Ibid,yp. 52.
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genius? Or, agsain, to repeat the question in other words, Is
Shakespeare a great dramatic poet on account only of those
beauties and excellences which he possesses in comwon with the
ancients, but with diminished claims to our love and honor to

the full extent of his differences from therm? Or are these very
differences additioncl proofs of poetic wisdom, at onoce results
end symbols of living power s contrasted with lifeless mechanisa
--of free and rival originality as corfziadistinguished from
servile imitation or (more accurately) a blind copying of effects
instead of a true imitation of the essential principles? Imagine
not that I am about to oppose genius to rulee, Nol the comparative
value of these rules is the very cause to be tried. The spirit

of poetry, like &ll other living powers, must of necessity
ciroumscribe itself by rules, were it only to unite power with
beauty. It must embody in order to reveal itself; but a living
body is of necessity en organized one; and what is organization
but the connection of parts in and for a whole, so that each

part is at once end and meens? This is no discovery of critieiem;
it is & necessity of the human mind; and all nations have felt
and obeyed it, in the invention of meter and measured sounds as
the vehicle and involucrum of poetry, itself a fellow-growth from
the same life, even as the bark is to the tree.>l

De Quincey compared Shakespeare's works to those of nature:

O mighty poet! Thy works are not es those of other men, simply
and merely great worke of art, but are also like the phenomena
of nature, like the sun and the sea, the stars and the flowers,
like frost and snow, rain end dew, haile=storm and thunder, which
are to be studied with entire submission of our own faculties,
and in the perfect faith that in them there can be notoo much
or too little, nothing useless or inert, but that, the farther
we press in our discoveries, the more we shull see proofs of
design and self-supporting arrangement where the careless eye
had seen nothing but eccident,32

And Lemb said:

It is eommon for people to talk of Shakespeare's plays being so
natural; that everybody ecan understand him. They are natural
indeed, they are grounded deep in nature, so deep that the depth
of them lies out of the reach of most of us.33

The third questiom of importance upon which the Romantioce expressed
their views in coriticiem was that of sorrectness and freedom in poetry.

51 Ibidc. Pe 55"5“.

32 Thomas De Quincey, "On Knocking at the Gate in Kacbeth,” The
Collected Writings of Thomes De GQuinoey, Vol. X, p. 393=394,

33 Oharles Lamb, "On the Tragedies of Shakespeare,® The Oollected
works of Charles Lamb, p. 552,




vherever romantie tzddencies are found in criticism, there will also
be found either indifference or hostility to the formal restrictio:rs
which other sources had placed upon the author. For example, if the
preceding asge insists upon observing the unities in the drama, the

Romantic,‘ill ineist upon their independence of such rules. However,

12

the early nineteenth century was not much concerned with these problems,

first, becaurse the oightoontbéontury had not provided any very impoeing

authority, and second, because the chief battleground of euch problems,

the drama, did not command very much interest during the period. Never-

theless, some inetances of anti-classical radicslisa appeared, and it
is of these thal we shall take notice.

DeQuineey outlines the function of literature:

In that great social organ which, collectively, we call literature,

there may be distinguished two separate offices, that may blend
and often do so, but capable, severally, of a severe insulation,
and naturslly fitted for reciprocal repulsion, There is, first,
the literature of knowledge, end secondly, the literature of
power. The function of the first is to teach; the function of
the second is to move; the first ie a rudder, the second an oar

or a sail, The first speaks to the mere discursive understanding;
the second speaks ultimately, it mey happen, to the higher under-

standing or reason, but always through affections of pleasure
and sympathy. Remotely, it may trevel towards an object seated
in what Lord Bacon calls=~'dry 1ight;' but proximately it does

and must eperste——else it deases to de & humid light which clothes
itself in the mists and glittering irie of humsn paesions, desyles

and genial emotions.34

Of the worth of litergture he said:

Were it not that human sensibilities are ventilated and eontinually

called out into exercise by the great phenomena of infegfly, or

of real 1life as it moves through chance and change, or of literature

as it recombines these elements in the mimicries of poetry,
romance, etc., it is certain that, like any animal power or
muscular energy falling to disuse, all such sensibilities would

34 Thomas DeCuincey, "The Poetry of Pope," The Collected Writings

og Thomas DeGuincey, ed. David kaeson, London, A.C. Black, 1897, Vol. XI,
55
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graduelly droop and dwindle. It is the rclation to these gresat
moral capacities of man that the literature of power, as contra=-
distinguished from that of knowledge, lives end has its field
of action. It is concerned with what is highest in men; for the
soriptures speak not of the understanding, but of the under-
standing heart, ‘'e-making the heart, i.e., the great intuitive
(or non-discursive) organ, to be the highest state of capucity
for the infinite. Tragedy, rocance, fairy tale, or epopee, all
alike restore to man's mind the ideals of justige, of hope, of
truth, of meroy, or retributions, which else (lsft to the support
of daily life in its realities) would languish for want of
sufficlent illustration.35

Lord Macauley outlined the difference between eightesnth and nineteenth
eentury poetry:

Wherein especially does the poetry of our times differ from that
of the last century?! Ninety-nine persons out of a hundred would
angwer that the poetry of the last century was correct, but cold
and mechanical, and that the poetry of our time, though wild and
irregular, presented far more vivid images and excited the
passions far more strongly than that of Parnell, of Addison, or
of Pope. In the same manner we constantly hear it said thet the
poets of the age of Elizabeth had far more genius, but far less
correctness, than those of the age of inne. It seems to be taken
for granted that there is some incompatibility, some antithesies,
between correctnese and creative power, We rather suspect that
this notion arisee merely from an sbuse of wordes, and that it
has been the parent of many of the fallacies which perplex the
science of eriticism.%6

what is meant by correctness in Poetryt! If by eorroctness be
meant the conforming to rules which have their foundation in
truth and in the prineiples of human nature, then correctness
is only another name for excellence. If by correctness be mepst
the conforming to rules purely arbitrary, correctnese may be
another name for dulness and absurdity.37

A writer who describes visible objects falsely, and violates

the propriety of charscter, a writer who makes mountains 'nod
their drowsy heads' at night, or a dying ran take leave of the
world with a rant like that of Maximin, may be said, in the high
and just sense of the phrase, to write incorrectly. He vibdlates
the first great law of his art. His imitation is altogether un~
like the thing imitated. The four poets who are most eminently
free from incorrectness of this description are Homer, Dente,
Shakespeare, snd Miltongy They are therefore, in one sense, and

3% Ibidey pe 56
36 Lord Mscsulay, "The Doctrine of Correctness," Miscellaneous

Works: df Lord Mucaulay, ed, Lady Trevellyan, New York, idarper and
Broth‘r.. 1880. Vol. I, Pe 1‘68‘4690
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that the best sense, the most sorrect poets.38

At last, when poetry had fallen into such utter decay that kr,

Hayley wes thought a great poet, it began to apnear that the

excess of the evil was about to work the cure. Men became tired

of an insipid conformity to & standard which derived no authority

from natures or resson, A shallow oriticiem had taught them te

asoribe a superstitious value to the spurious correctness of
poetasters. A deeper oriticism brought them back to the true
sorrectness of the first great musters. The eternul laws of

poetry regained thelr power, and the temporary fashions which

had superseded those lawe went ufter the wig of Lovelace and

the hoop of Clarissa.’9

These, then, are the answers which the Khomuntics gave to the
questions mentioned earlier, They sre, 1 think, representativé of the
Romantic viewpoint, There are, it will be noticed, certain common
attitudes regarding imegination, the nature of poetry, Shakespeare and
eorrectness in poetry running throughout the passagos\Quotgd. The one
or two passages disagreeing with the common attitude can be explained
as exceptions, Byron, for example, wss a reactio.ary who delighted in
antagnoizing the other Romeéntics by expressing his aversion to certain
nev ideas, On the whole, wq&aro Jjustiried, I think, in accepting the
attitudes expressed as the viewpointe eurrent in the early nineteenth
ecentury.

Now the Romantiec Period is generelly agreed by eritics to have
ended approximately in 1820 with the ascendency of the young Tennyson,
There developed, in this period after 1830, a new theory of poetry end
eritiocism which looked sskance at the tenets of lomanticism and sometimes
even assailed its dominence. However, the most serious threat to Romanticism
did not develop until eround 1859, This was the year that Darwin published
his Origin of the Speciep, and it wus the many misinterpretations of

38 Ibid,
’9 !bid.,p. h??o
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Darwin's theories thet reised the threat to Komenticisa.

His theory of evolution, as misrepresented by its adherents and
misunderstood by its opponents, was purported to prove that the processes
of neture indicated no purposiveness. "All that happened was by chance;
there wsae no di;octlva tendency, no forsight, mothing like moral
governance or &n ultimate tendency towards rightecusness.," Thie false
ides that Darwin had refuted the theory of design in the universe is the
basis of the conviction, which is still current todasy, of the meaning-
lessnees of humen life, ind, of course, this feeling struck at the basis
of the Romantic Leliefs. With the trumph of this materialistie philosophy,
there could be no compromise with Romantic dreams about the beauty of
nnturo'and the moral value of the world,

This attack by Darwinism ebeted towards the lust decade of the nine-
teenth century. A now view of science and philosophy began to reeestablish
the reputation of Romenticism, One of the first writers to attempt to
widen the boundaries of Romenticism was Welter Pater. In his book,

Appreoiations, he examined the question and came to an interesting amd

nevel conclusion,

The words "clasesical® snd "romantie” have been used sametimes too
veagusly and sometimes too sbeclutely by oritics, thought Pater, yet they
do define two real tendencies in the history of literature, They have
been used to indicate greater opposition between the temdencies than
pctuslly exists, But in the creative minds of all generations this
opposition does not exist and the true eesthetisc critic weses the divisiem
only to delineate the peculiarities of the objects which conecern him.

Claseicism has often been used, in a scholastio sense, to denote

A0 Ernest Bernbaum, Guide Through the Romantic Movement, New York, Remald
Press, 1949, p. 305.
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what is 0ld and accustcmed at the expense of the new by oritics who
value the old for the conventional authority thest grows up about it,
In @ like manner, Romanticism hus been used, vaguely, to denote
opposition to eighteenth century literary traditions and a return to
the Middle ‘ges, In Germany it has been used to describe a certain
sshool of writers, and in Prance it was used to denote the eppearznce
of speeial ertistiec qualities in a certain period. "But," Pater main-
tains, "the romatitic spirit is, in reelity, an ever-present, am enduring
prineiple, in the artistic temperament; and the qualities of thought and
style which thet, and other similar uses of the word "romantie” really
indicate, ere indeed but symptoms of a very continuous and widely working
1nf1uonet.'~1

To Pater, classical literature wes that which possessed absolute
beauty of artistie form and to which was adied the accidental, tranquil
charm of familiarity. He quotes Stendhal as saying, *Ramanticism is the
art of presenting to the poeople the literary works which, in the actual
state of their habits and beliefs, sre capable of giving them the grestest
pessidle pleesure; elassicism on the eontrary, of pre-cntin; them with
that which gave the greatest possible plecsure to their grandfathers.*
Pater adds to the qualities of ddﬁa-ioi-n the love of music which is in
everyone, Thus, the classic is that which time has shown will at least
never displeese us. "And," says Pater, "in the elassical literature eof
Greece and Rome, as in the classics of the last century, the essentially
classical element is that quality of order and beauty, which they possess,
indeed, in e pre-eminent degree, and which inpresses some minds to the
exelusion of everything else in then.'hb

41 Water Pater, Apvreciations, London, Kaemillan, 1£90, p. 255.
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In the scme vein is Pater's well-known snd oftem-quoted definition
of Romarticisme "It i8," he seys, "the eddition of strungenese to beauty,
that constitutes the Romantie character in art.“ah He understood the
desire for beauty to be an element in every artistic organijation, Only
when curiosity was added to this desire did the phenomenon of Komaniicism
result,

These two elements, curiosity and desire for beauty, generate two
tendencies in literature., i predominunce of curiosity results in the
grotesque., A successful union of strungeness and beauty reeults in éh
exquisite beauty, and the romantic spirit refuses to have beauty without
strangencss,

To develop these elerents the romantie spirit turned to the Middle
Ages for inspiration. "In the overcharged atuosphere of the }iddle sges,"”
says Pater, "tnere are unworked sources of romantic effect, of a strange
beauty, to be won, by etrong imagination, out of things unlikely or
remoto.“45

In general, the romantioc sepirit msy be suid to be the product of
eertain eras, even though its elements, euriosity and love of beauty,
may be traced in all good art, Out_breaks of this spirit eome when
curiosity is emphasized in man's approach to art, or when men exhibit
a deep intellectual thirst for excitement after a long ennul or in
reastion to ewternal, practical things. Among other art, early nineteenth
eentury poetry is a ocsse in point. Taking his eus from 3tendhal, Pater
argues that all good art was romantiec in its day. The novelty of form

and motive, which characterizes Romanticism, is necessary in literature

44 Ibide
4% Tbid,ep. 261.
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te hold and stinulzte interest, This is whet great writers have &lways
understocd, Their greet aim has elweys be:n to keep up with this ever=-
changing epirit and etill to ret+in the flavor cf what wus vell done in
the paste Thus, those who follow this principle evertuully tecore classical
and approech necrer to perfection,

Romenticism, then, is & spirit which is evident at &ll times, in
varying degrees end which is alweys partly & rietter of individusal
texmpernment, There are born clussicists end born ronanticista. The born
elassicist sterts with form, i;rores £1l thet will not fit into 4t, and
aspires only to be like the old rmesters, On the other hand, the bora
Romsnticiste start with originel, untried maetter., This they strip of its
non-essentials until it adjusts itself in & clear, orderly, proportionate
form, which form, in ite turn, becoxes claseicel,

Cleesicier, then, is order in beeuty, Rcwanticisc the additiorn cof
strangeness to beauty, For luter these two tendencice are alwzye present
and recognizuble in all ert,

*Any ettempt to rale 8 definition of Romanticiem that will be at
once specific and wdequete is sure to result in failuro,'~6 aqacording
to ¥r. Phelps, tle cffers 8s & resson for this statement the feect that
the word "Rorenticlam" is used eritically in véry different wuys,

In his bock, Vr. Phelps examines a number of definitions of th;
word as to mood, subject matter sand method., He concludee thet ell
definitions have three thinge in ccmmon, subjeotivity, love of the
picturesque, &rd & regctionary spirit. By the firet he means theal the
aspiration end vegue longing of & writer will be evident in his vork;
by the secord, thet elerent of strangeness edded to teauty which mey

46 williex Lyon Phelps, The Beginnings of the English Romantie
Kovement, Boston, Ginn and Co., 1&93, pe. 1l
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which may eppear as & fondness for moonlit waters or ivy-covsred towers,
or as a passion for the unnatural end the horrible. oy the third he
means that the Roumantic movement in any country will be reactlonsry to-
wards what hae immediately preceded it.

In the light of these tnree elements, it is easy to see why the
Romentic movewent tooik its inspirstion from the ridile Agesce. The iedieval
period contained what the Homantic spirit yearned for. "lts religiom,
military and soccial life, and all forms of medieval art caun hardly be
better cheracterized than by the word pictureeque, and souls weary of
form and finish, éf dead perfection, of faultily faultless monotony,
naturally sought the opposite of all this in the literature and thought
of the Middle Ageo.'h7 The Claseical Augustens neglected this period
and the Homantice began an attempt to revivfy end brighten this forgotten
Medieval life. Nevertheless, under tne flyoral, oriticel and presaic
erust of the eighteenth century, the fire of hozanticism was glowirg.

The period from 1796 to 1850, which kr. C.H. Herford hes labelled
"The Age of uordeworth," was one irnonsely rieh in achievenent. Politically
and socially events were taking place whioh greatly affected the latter
half of the century, but perhaps the event which is most remembored is
thei which kir. Herford generally terms the "Revival of Romance." The age
witnessed the development of poetie genius to a degree before unknown
and the most original and commanding figure of the aze was ailliam
vordeworth,

The "Revival of Romanee" nas been known by nany naces, wost of which
denote certain pnases of ftomanticism rather thun romanticisam in gencral,
Por exacple, “The return to nature,” applies to the elements of romanticism

47 lbid, p. %.



set forth by Rouecesu. The phruse, "1 Ve resuscence c¢f worder," daccribes
& viex of rorentic poectry which includes Chetterton, Blake, Cecleridge,
and Keate, but excludes the work cf Scott, rd alwo the Frerch term
lyrieme canrot be ured to describe the heter;encous Rominticiom of England,

Whet then, i3 Rovonticis:? sccording to ¥r, Herford it ias, prinarily,
*the exiraordinury develoosment of Imaginative sonaitility.,"  The world
of senee end thought takes on a new po@lincy of response end arpezl to
man, "Glory of Jake and mountein, grece of childhuod, dignity ol the
untaught pesasant, wonder of faery, mystery of tie Gothic aisle, radiunce
of Attic marbles,'49 are all nearxzs of the revecent. These sources of
inspirastion have ocne thing in cowmnon, they are sll strange. They are
ways of escepe from the cormonplace and the routine. But the romance
which 18 the oource of poetry is more than strange, It hcs the power cf
apparently detaching one fror the werld cof reality end st the sans tire
of restoring one to reality at a higher point. "To rekindle the soul of
the psst, or to roveal a soul where no eye had yet discernod it; to call
up a Ilelen or Tsolde, or to invest lulke and mountein with 'the light
thet never was on sea or shore;' to ralie the natural eppesr suparnatural,
as ¥ordswortu end Col=ridse put it, or the supernatural natural,—were
but different evenues to the world of Romance,” The Romantic reaction
to this world of issginstion was different from thut of the preceding
ages The eighteenth century reduced reality to sense irpressions. The
Romantics rejected this solution, and instead formed thelr own idezls
which resulted in revolt, reactiorn, intervention in affeirs, or seclusion
frem them, but not ever in corplete unconcern.

48 Chsrles {1, Yerford, The Ape of ¥ordsworth, London, Geo. Bell,

18?9’ ne Xiv,
49 Ivid. %0 Ibid,e pe Xivexv,
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Henoe the essence of Romanticism is to be found in its speculative
elements. Its poets are teachers, prophets, reformers, philosophie
veasctionaries, or innovators in religion, oriticism or history. They
eschewed the didactic poem and yet their poetry often implies a eritieism
of life. For this reason some mention of the history of romsntic ideas
is pertinent to an sccount of romantic art,.

Two great movements of European thought provided the sourcees of
Romantie thought: the revolutionary naturalism of Roueseau, and the
transcendental movement in Germeny from Kant to Hegel. Rousseau's con-
tribution was his Humanism which expreessed the dignity and worth of man
as man, and the power of natural scenery to respond to his needs. Emnile
is the picture of a mind arriving at all it neede to know by itself. The

Social Contract advances the equal and inalienable rights of man as the

basis of political thought, and the New Heloise expresses the revealing
pover of love,

With incoreased richness and subtlety, these marks of Kousseesu's
Humenism were carried on by Romsntic poets. Blake, Wordsworth, amd
Coleridze idealized childhood. Shelley's heroes were inspired by freedom
and passion, and with a finer insight, the komentics also developed the
harmonies between man snd external nature which RKousseau had peroceived.

There were three limitations in Rousseau's thinking. He was une
eonscious of any organic unity in the state, He was also unconseious of
the same thing in history. Finally, his religious faith took the form of
subline deism, failing to see God as anjthing but the articifier of the
world,

Romanticism was able to overcome these three difficulties, "by an

advance to points of view whioh reconciled both eivilization and nature
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as elements in a single ideal.” In each country, Englend, France and
Germany, this change wae effected in a different, but in each it had one
eoumon characteristic., This can be described as the emerging prevalence
of conceptions derived from organic life over those derived from mechanics.
*The fundamental presumption about the nature of things, upon which the
current reflection of an age is always based, began to be derived not
from aggregates of mutually attracted astoms, but from totalities of parts
each involved in and involving the whole, and sharing in a eontinuous
evolution towarde en implicit end.'52

In England this change to organic modes of thinking resulted in a
supremacy of the individual imagination, The English Ramantie poets lived
6lose to the glory of the natural world, and they thought of their
imagination as divining nature, not as correcting her,

Still another change in the Romantic feeling for art took place

during the period from 1798 to 1830, At the time of the Lyrical Ballads

the Romantiocs looked upon art as a form of artifice. By the time of
Tennyson's first poems, Romanticism regarded art and nature as two related
domains of nearly equsal attraction,

Thus, Romanticism seems part and parcel of Rousseau's revolutionary
individualism, But Romanticism in society and politics was not dominantly
revolutionary. Instead, it varied from revoiftto reaction. Yany young -
revolutionaries such as Wordsworth and @oleridge became arch-conservatives.
In soelety, thought changed from a feeling for the cosmopolitan humantiy
of the revolution to a passionate desire for Nationalism. Thus, the
organie conception of 1life resulted in a Romantic realism, and this realism
took three forms, political, historical, and religious.

51 Ibid,, p. xvii.
52 Ibid,, p. xviii.
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In politics, Romantic realism produced an organie concﬁption of
state characterized by a changs in the ideal of law, Formerly, law had
been sssocliated with force. Now it became associatsd with reason.
Wordsworth, in "Ode to Duty," expressed his disavowal of the illusory
freedom of unrestraint.

The nationaliem engendered by Romantie realism wus charscterized
by the Romantic revival of history, The idea of a national past influenced
the oconception of the continuity of history, which, in turn, evoked much
interest in historical writing. In England Scott founded the historiesl
novel, using his historical imagination to portray the past as yet alive,
England also helped to re-discover Greece. Though the Hellenic revival
began many years before, it was only during the "Age of hordaworth?&hat
Greek art began to be understocd and that Greek poetry became a vital
part of Englieh poetry,

Nationél sentiment was elso the source of the "Renasscence of aonder."
The first to express this new feeling was Burke who believed the body
politic invested with a certein mysterious religious awe., This awe was
an expression of his organiec conception of ke controlling foree of the
universs, A revival of the faculty of awe and a sensibility to it entered
into Romanticism, and colored the poetry., As the revival of the past
reaninated history, so the revival of awe respiritualiszed religion. This
mysticism led to . study of early religious imagination in myth and
resulted in the poetry of the mysterious such as "The ineient Mariner"
and "Christabel.”

But this sensibility to mystery produced a subtle and profound state
of mind which had nothing to do with the historical aspect of Romanticlem.

It distinguishes the transformed Rousseauism of Wordsworth and Shelley



24

from the simpler neturaliem of Rousseau himself. Rousseau found clesr
and incisive pictures of nature at work, To Wordsworth, nature was
mysterious and unfathomable, and Roussecu's mechanical deiem gave way
t0 the aninate and wonderful universe of Wordsworth and Shelley.

Romanticism does not possess any comron characteristics of style,
but it has certain dominant traifts 4n which sore oritics find the ground
of difference between Romantic and Claseic. A distinction which had little
eurrency in Englend. ¥Kr. Herford maintsins that "a style is Romantic in
proportion as it presents its objects not simply and directly, but through
a glamour of imagery and emotion which, according to the quality of the
poet, obscures or reveels." "The Romantic poet sees 2ll things in the
1light of their larger relations, transcends distinctions, expresses by
figure end metaphor.'j*

The chief ability of English Romanticiem lay in its intimate and
subtle interpretations of both the world of external nature and the world
of wonder and rouiance. For #ordsworth, Coleridge, Shelley and Keats,
nature provided an unlimited souree of lovely imaginings, and "all ere
masters of that region in which imagination brings us nearer to the heart
of reality by spparently deserting it."

At the same time, English Romantic poets had certain limitations.
"They lacked vision for the world of man save under certain broad and
simple aspects,--the patriot, the peasant, the vieionary, the child,

They lacked understanding of the past, save at certain points on which
the spirit of liberty had laid a fiery finger." These limitations are
marks of the ere, an era in which a glimmer of understanding of the world

53 1bidyepe xxvii,

S4 Ibid,ype. xxviii.
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of man arose, but which left its fruition to the next generetion,

Thus, Mr. Herford finds the characteristics of Romanticism chiefly
in the thought or feeling of the author. According to }r. Phelps' ecriteria
it ies doomed to failure because it is too specific. Likewise the next
definition which we will examine., Nevertheless, it is important because
it pepresents a once current and popular view,

Mr. HesA. Beers prefers to narrow his concept of Romanticism to the
dictionary definitions "pertaining to the style of the Christian end
popular literature of the )}iddle Ageo.'?7rather then analyze it into ite
elements. He thought of Cowper as a naturalist, Shelley as an ideslist,
and Wordeworth as a transcendental realist. The name Romanticist he
reserves for writédrs like Scott, Coleridge and Keats,

*Before Scott," he says, "no genius of the higheet order had lent
itoolﬁ‘hoolly or mainly to retrospection.” Thus, Scott became the
genter end the culmination of English Romanticism. "All Romanticists ere
resurrectioniste,” according to Mr. Beers, and 8cott was the most
important of them 211, He w—as the first to popularize rorance, and he
was one of the first to go back to the medieval past and revivify the
feudal society.

One of the important things to notice about Scott is his education
which prepared him for his career, He was literslly steeped in the history,
legends and ballad poetry of the Seottish border., The tales told him 4n
hie childhood were the ballads of Mediveal England., He read Ossian and

Spenser and Percy's Reliques. when he could use the Edinburgh library,

S7 Henry A, Beers, A History of English Romehticism in the Nineteenth
Qentury, New York, Henry Holt, 1918, p. vi.

ﬁ Ibid.' Pe 2.
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he passed up love stories end dousstic talse in favor of udventure and

romantic stories. He read books like the Cestls of Otranto and made up

tales of buttles und legends of the maraculous and martial, All this
made up his education in romance, To it he adued an interest in military
history and the medisval antiquities present in London and Rome.

“The key to Scott's Romanticism is his intense local foeling,'éo
according to Mr, Beers. In Soott, it was u pession and it suppligild the
stimulus which set his imagination to work. It wes the source of all hie
reverence for antiquity end his absorption in the pust. The only deep
feeling in his poetry is that of patriotism, Significent of this is his
treatment of landscapes, He had the hLomantic's love of natural beauty,
but it was complete only when he could connect it with some loocul legend,
Scott liked to base his stories on historicel fact or at least upon
legend. Even in one of his fantasies he lays the scene near his own hame,
Ooleridge, Beers believed, wes just the opposite. when his *moonlit,
vapory enchantments touched the ground, tﬁe contact precipitated the
whole solution.'61

The precise nature of Scott's Homanticism is further illustrated
by a corparison of some of his poems with soze of Wordsworth's which
touch upon coumon ground. "Helvellyn® by Scott and “Fidezlity" by
Wordsworth tell the story of a young man who was lost and perished in
the Oumberland mountains, He was found three months later, his faithful
dog by his side. Now Scott loved dogs in particular, while wWordsworth
had a love of enimal oreation iqéenoral. Yet, in drawing the thought of
the poem, :iordsworth centers on the mysterious divineness of instinct,

while Scott reflects thaot nature hsd given the man a more stately fumeral

60 Ibid,,pe. 8.
61 1bid,,p. 10.
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than the church could, "A comparison," says Beers, "dragged in acemingly
for the sake of a stanzaful of his (Scott's) favorits Gothic imegery.®

inother comparison is afforded by the "ihite Doe of Rylstone.® It
is based on a ballad which recounts a tale of en irnsurrection against
Elizabeth, il1 the elements are present for a display of feudal pomp and
Scott would have dwelt upon this. But Wordsworth, true to the rule of
his preface, treats 211 this ection as subordinate to the rezl purpose
of his poem, the study of the discipline of sorrow, of ruin, und of
bereavenment,

The essential characteristic of Scott's Romanticiam mey te seid to
be this, that "the most romantic scene was not romuntic enough for Scott
t111 his imaginstion had peopled it with the 1ife of a vanished ago.'65

Another important Romantiec of the nineteenth century was Coleridge.
Ae¢cording to ¥r, Beers, his contributions to Romantie poetry are few and
make up only a small part of his izmense influencoc on his vwn and the
following generations,

Coleridge’s rorantic impulees failed him in 1800, but his §ermen
biographer has treested him under this special aspect. Alois Bramdl did
not like the term "Lake School" eomromly given to Wordsworth, Ooleridge
and Southey., He proposed to cell them the "Romantic School.® His reasons
for eo designating them demonstrate his belief in the definition of
Romanticiem as the antithesis of Classicism, He attributed to the school
an avereion to monotony, and dogmetic rules, e desire to evoid rationaliem
end unberdirg uriformity, and a wieh to Le individual snd to develop the
inner life, Thus, for Brandl, the term "romantic" implied e breasking
away from the Cleseical path. This is what he thought the Lekers did.

62 Ibid., Pe 12.
63 Tbid,, p. 21.



Their imzediate predecessors, Cowper, burns end Chetterton, adhered to
Claseiczl tredition, So did their imnredisete successvre, Byron, neats and
Shelley, who, though they imbibed & warm form of thought &and feeling from
the Romantic school, etill regesrded the sntique as their parent, These
poet's he regarded ses the Classicul mexzbers of the "howantiec School.®
Wordsworth, Coleridge and Scott he regurded as having taken nothing from
Classicsl literature, but instead es having drewn «ll their imepiration
from the Middle Agese

¥r. Beors disagrees with these distinctions. For Byron and Shelley
he admits, grudgingly, that the criticism might suffice, For Chatterton
end Feats he thought it was misleading. The criticisa of «ordeworth he
found wholly unsuitable, He thought "richeel" and "The Brothers" were
as clessicel as "Hyperion" or "leodamia.® "But," he sesys, "whatever nay
be true of the other mexbere of the group, Coleridge &t his best was a
ronsntic poet, 'Christabel’ and 'Tre Ancient Mariner', creetions eo
exquisitely sprung frox the ocontact of modern izegination with medieval
beliefs, are encugh in themselves to justify the whole ronantic movamont.”6h

One of the chief influences affecting the early writings of Coleridge
was the work of one Reverend ¥illiem Liele Bowles. By Coleridge's own
admirsion, Bowles' work led him away from a too exclusive devotion to
metaphysics., But Bowlee is perhaps most important for being the central
figure around which the Pope controversy revolved. This was actually tue
battle between Classic and Remsntic. Bowles edited a book of Pope's works
in which he included an eeeay or Pope's poetical charscter. Pope, he
maintsined, wae a poet of the second order, inferior in nature description

and lyricel poetry, and a poet of artificial menners and didactic maxims,

“ Ibid., Pe 5“0
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rather thar of pjussicns., Bowles felt thet images drswn from nsture excelled
thoee drewn from =2rt and thet the peesione of the heert which belonged to
neture wore better suited to a higher epecies of poetry than those derived
from manners., The aduirers of Pope jolned issue with Bowles, maintaining
thet subjeot mutter was nothing in poetry, but that execution wes all,
thet the clesses of poetry were all equel in renk and that poets should
be ranked sccording to their excellence ss artists, The controversy re-
volved around these argumente, but despite the fact thet he had a host
8g;airet hin, Bowles) views preveiled, His entagonists included Disrseli,
Gifford, Byron, and #Williem Roscoe, but they were pleading a lost ecause.
Pope's poetry falled to ectisfy the heart and the fmagination because of
his imparfect sense of ﬁeauty and his deficiency in the highest qualities
of the poet's soul. or, ae Coleridge maintained, Pope's poetry contained
not poetic thoughts, but thoughts translaeted into the language of poetry.

This controversy, which resulted in the prevalence of Bowles' views,
thends to point up the fact that & chenge in taste had taken place, that
the sesthetic revolt begun in the 1750's had succeeded by 1800,

¥r. Beers believes that "The Ancient Mariner'_repreaent. the high-
w:ter mnrk of Romentic poetry. It is a narrative ballad which tells ite
story in the houely diction of old popular minstrelsy. The poem contains
the mystory, indefiniteness end etrangeneere which are characteristiec of
Roxrentic a&rt, The moral theme, penrnce, and the dramatic effects are
taken frem Catholicism. The bridal sesne and the wedding guest are taken
from old bulledrye. Likewise, the indefiniteness of place and time belong
to ballad poetry also. Thus, the poem containa ell the marks of Romantic
poetry, according to Vr. Beerd standards.

Mr. Beerd' discuseion of the two psrts of "Cristabel" serves to
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illustrate further his corception ¢f Ronentic poelry. "Christebel” is
distinctly medievsl znd conteins weny Gothic eleients, & fevdal baron,

& moeted cxstle, &nd e sorceress, In it, Coleridge displeys hie art in
the use of the superneturcl end develops & rozsntic tale created in a
fairyland. The second part of the poecw falls down however. Instead of
leaving the setiing in the feirylsnd of thre firset part, Coleridge chenges
it to familier lLeke Country localities, By dolng so he loses what are,
for }r. beere, the romentic qualities of the poem.

Koets =nd Leigh llunt eleo display phases of ecrly nineteenth century
Ronamiticiem which are wortu noting. according to Mr. Beers, Keats is ths
poet of romentic emotion, contrasted to Zoott &s ths poet of romsntic
actlon. '{istory and the powp &nd grundeur of the kiddle .iges mattered
1little to Keate. He esought after beauty =nd hie sensiiive imaginetion
thrilled 2t every touch, He delighted in the roruntic scenes of the
"Feerie Jueene." Tne horoes of his poers never do anything end his poeams
arc oftten visions of loveliness rather than pieses of action,

Hunt's Romunticiem took two forrs. The first was his rebelliion
ageinst eighteenth century tradition ¢nd his sssertion of impulses
agzi-et rule, The second wes hie return to the medieval for inepirsticn.
Hunt probeably did nore than any poet of his time to popularize Italien
romance3, and especially did he popularize the works of Dente,

-'re Beerse, Lhen, distinguishes two cherecteristics of Roreanticism,

& return to tie !iddle Agee =nd a rebellion agsinst rules, This conecept,

of course, is also inadequate since it disregurds certain other, admittedly,
romantic qualitise, It does, howsver, represent a phese of Romantio
oriticiam which hes been given serious thought.

Shortly aftar the beginning of the twentieth century, a change in
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the philosouhy of nature brought sbout the rehebilitutior of Konerticism,
Thie nev philosophy held that science is lirited in wrat it can sucertain,
thet it cennut reduce nature to the definitely knowuble end predictable,
and hence, those flields of humean exgerience &nd rethods of inquiry which
the Rousntice btelieved In rcassumed their former diéﬁity.

One definition written in thic pericd is thet of w.h. Leilson. It
is irteresting bectuse it mcre or luse cstablishes a coumon ground between
those we have conridered above,

Poelry in geaeiul, according to Mr. Neilson, exhibits three funda=
mertal qualities, reason, imaginztion, &nd sense of frcte By eenee of
fact 1s mernt the cct of observution snd recollection or, riore sinply,
the working of the memory. Inugination ie the procees by which faucts are
selected, odified, erranged, and hejghtcened in order to bring them into
eccordance with & mental conception. Firully, resson denctes the quelities
neceesary for the alept use of the meens to ertistic effectiveness such
8, the sense of probability, proportion, fitnees, hirsony end coherence,
Trere ecre other factors th:t enter into the production cf poetry, but
these three ure ccrsidared eesential,

The hietory of poetry exhibits & number of tendencics, the most
notable cf which are Romsnticism, Classiciexr and hetllism. In defining
these three teadencles, the preclice generully followed is to use this
division of the faculties used in poetry: Romauticisu le defined eg the
tendency for ivagination to predomircte over reseon und senss of fact;
Classiciew 28 tho predorinance of reuson; and Realisw as the predominzace
of the senes of fact,

Though these definitionse may eppeer too eimple und mechanical, it

should b» noted that the tfhee important terms used each contain a central
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idea, have a number of menifestations, and are almost never found in

isolation. Thus, to spesk of a romantic period is to speak only of a
time when the imeginative element in poetry was predominant, not of a
period in which reason and sense of fact had vanished,

Imagination is commonly regarded as the faculty which presents images
of things not actually present to the mind., Mr., Neilson believes that
imagination goes beyond this. Unlike the memory, imagination does not
present & passive recollection, but acts upon the object recollected.
It may also be present in the original perception of the object recalled
by the memory. For example, the botanist, in describing e daisy, would
note only details important to rational classification. The personal
element would enter in only negatively through the rejection of non=-
essential facts, Contrasted to this method is that of an imaginative
observer such as Wordsworth.

Oft on the deppled turf at ease
I sit, and play with similes,
Loose types of things through all degrees,
Thoughts of thy raising:
And many & fond and idle neme
I give to thee, for praise or blame,
As is the humor of the game,
while I am gazing,
A nun demure of lowly port;
Or s;-ightly maiden, of Love's court,
In thy simplicity the sport
Of all temptations;
A queon in erown of rubies drest
A starveling in a scanty vest;
Are all, as seems to suit thee best,
Thy appellations .65

His active imagination does not allow him to obeserve the daisy

passively, From the flower he receives many suggestions and impulses to

his thoughts, Furthermore, while he cees the flower in many guises, they

6% W, Wordsworth, "To the seme Flower," 11 9=24, as quoted by Neil-
son, p. 34.
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are not srbitrarily chosen, but each suggests another., «hile thcse
stanzas demonstrate how the imsgination is present in the perception,
they also demonstrate its presence in the recollection, Some of the
eomparisons Wordsworth uses to describe the flower are with reeollected
objects, But most of them, such as the nun, the cyclops, & queen
orowned with rubies, are things he had never seen. Thus, the flower
evoked images from the poet's mind which had been stored there by the
working of the imagination on materiale supplied by previous perception
and memory, some of which never had any but imaginary existence.
The imegination has another facet which is called the oreative.
The perceptivé side of the imagination depends on intuition to discover
the hidden meenings and relationships in the ordinary objects of ex=-
perience. The oreative side reveals these hidden elements as parts of
& new synthesis. This synthesis is spontaneous and intuitive, not the
result of labor, It is a oreation, an orgsnism formed within the per-
sonality of the artist. 4in example of the growth of this intuitive
power and its use to irterpret nature is found in Wordsworth's "Lines
Written Above Tintern Abbey." He-—-
learned
To look on nature, not as in the hour
Of thoughtless youth; but hearing oftentimes
The still, sad music of humanity,
Nor harsh nor grating, though of ample power
To chasten end subdue. And I have felt
A presence thet disturbs me with the joy
Of elevated thoughts; a sense sublime
Of something far more deeply interfused,
wWhose dwelling is the light of setting suns,
And the round ocean and the living sair,
And the blue sky, and in the mind of man;
A motion and spirit, that impels
All thinking things, all objecte of all thought,
And rolls through all things.66

66 "Lines written ibove Tintern Abbey," 11 88-102, as quoted by
Y1eAe Neilson, p. 42,



Imagination nanifests ituvelf in poetry in etill enother way. This
phsse appears in the power of im&ginution to evoke the conseciousness of
a certain mood or atmosthere, or ecstasy in the reader. The poetry
which exhibits this side of imeginsticn 1s characterized by a technical
exoellence, but more important ie the substance. Such poetry is eon=
cerned with the great simple things fundamental in human 1ife such as
fate, death, 1life, time, and becuty. It is the revelation of the ulti-
mates of life, death, and the universe to the erotions and the intellect,
a sense of contact with the infinite which this poetry brirngs homs to
us, It mekes man aware of himself as a part of neture and of his dige
nity as @ spirituel being. It is in these senses that Mr. Neilson uses
the term iragination when he discusses its relation to Romanticism,

Rcmanticism has been used to describe a larfe variety of poetic
qualities., Three definitions which have been especially popular, speak
of Romaenticism as a return to nature, @s a return to the kiddle iges,
and as a growth of subjectivity. These definitions do not exhaust the
variety of tendencies, but they are representative enough to test the
validity of the formula that Romanticiem is a predominance of the im-
agination, These definitions are also incomplete in that they mistake
results and manifestations of Romanticism for the forece that lies be-
hind 1it.

The conception of Romanticiem as medievelism is too simple in it~
self. The Middle Ages do not offer a simple set of characteristics,
but instead are as complex as eny other age, Thus, the term is un-
suitable to describe Romanticism unless it is qualified. There are
many phenoment in the Medieval period which can be used to justify the

definition. The liedieval rormances of adventure provide one instance.
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These works are characterized by their abundant use of the imagination
and the modern reader of the nineteenth century was fascinated by the
remotenees and strangeness of the life represented. The romances con-
teined many supernatural and miraculous elements, but the dominant
strein wse that of the devotion to objects of the imagination. And it
wes this highly imeginative quality which interested the nineteenth
oentury Romantics. In the religion of the Middle Ages this element of
imagineation is to be found in the preference for the imperfect, inspfijed
by the dim objects of the spiritual vision.

There wes however, a revival of interest in the »edieval which kr,
Neilson thinks of as psuedo=romebticiem. This appeared in the form of
the Gothic novel. This type, which does embody all the paraphanszlia of
supernaturaliem, lacks an enthueiase for the true spirit of any phase
of Medieval life, Instead of being imaginative interpretations, they
are merely imitations, using external trappings and failing to eompre-
hend the essence of Medieval 1ife, On the other hand lie the Gothie
romances of Sir Walter Scott. He too used externals, but he added to
them the vitality of his own imaginative sympathy. In his personal
1ife he possessed a sense of ochivalry and a pride of ancestry, Medieval
qualities which, highly colored by a vision of the past, found their
way into his worke

Thus, we see that HRomantic writers were stirred by ledieval ele=
ments which had & high degree of ideal aspiration, or, in other words,
by Medieval conceptions in which imagination predominated, In this
sense certain aspects of Medievalism, when genuinely eympathetic, may

be regarded as a true phease of Romanticism,



The second conception of Romanticism which r. Neilson discusses
is that of Romanticism a8 subjectivity. The turmoil in the world and
especially in France in the years preceding the nineteenth century had
a great effect on this phenomenon. Men were weary of the prees of ex-
ternel effairs, and they hed all but lost their hope of security, So
they turned to the inner world, to seek the solesce and satisfaction
which the external world could not give, in the spiritual reelm. This
resulted in an increase in the sense of the importance of the indivi-
dual soul. In poetry, this subjectivity moved the center of interest
from society to the individual, and in the individual, to his moods
and emotions., The forme wost used to express this was the lyric, of
ell forms of poetry, the most purely the outcome of the deeire for
self-expression. Its essence is the outpouring of emotion. In eight=
eenth century England, thies form of utterance, particulerly the con=
densed lyric, the sonnet, almost entirely died out. The Romantic move-
ment revived the popularity of the personal utterance and along with it
the sonnet. This ons of Keate' is a good example,

when I have fears that I may cease to be
Before my pen hes glean'd my teeming brain,
Before high piléd books, in charactery,
Hold like rich garners the full ripen'd grein;
dhen I behold, upon the night's starr'd face,
Huge cloud symbols of a high romanmce,
And think that I may never live to trace
Their shadowse, with the magic hand of chance
And when 1 feel, fair creature of an hour!
That I ehall never look upon thee more,
Never have relish in the faery power
Of unrefleoting love; - then on the shore

Of the wide world I stend alone, and think
Till love and fame to nothingness do sink.67

67 John Keats, "when I Heve Fears," as quoted by Neilson, p. 64.



Here is an example of a Romantic poet occuplied with himself, but
the irportsnt thing here is the fzith which such poets hsd that such
intirete motters were imnortant enough to give to the world in splendid
verse, This then, should explain the meaning of subjectivity as used
by those who regard it as the essence of Romanticism,

¥r. Neilson does not use subjectivity and Romanticism es egual terms
beceuse he meintaine that subjective utterances ere not always Romentic,
Subjective literature such as the sentimental, often does make use of
the imsgination, but only eae a tool, never as ite maester,

However, Romanticiesm is always subjective because of the nature of
its dominant faotor, imeginetion., All objects of a poet's interest must
be subject to the working of his personality. Now, & npet's reason, so
far ae it is rationsl, and his facte, so long as they are mere facts,
can belong to anybody, but his imagination is singular., It is his (wdn.
Thus, it is evident that in & period in which imagination is predominant,
poetry will have a tendency to be self-conscious and introspective. ind
hence, subjectivity takee its place along side an interest in Medieval
1ife a8 a phase of the predominance of imagination.

The return to nature, the third quality of Romanticism, has had a
long and varied history. The term seems to have es many meanings as the
word "neture" itself, For instance, the new astronomy of Coperniocus,
the new science of Bacon, the art of Michelangelo, are examples of the
return to nature. Likewise, eighteenth century neo-classicism was a
return to nature, for in thet rationalistic age restraint was natural,
Both.in the Renuissance and in the age of Pope, this return to nature
exhibits all the tendencies of e reaction ageinst a prevailing tradition

which limited free expression of individual impulses. The term also



became the batile-cry of the "ige of sordsworth," but se & couron &lerent
uniting all pheses of Romanticisn, reectior is inadeguate since it
appeere in #ll literary movemerts.

In thre nineteenint century, the return to nature had two applications;
ore to hunan nature; one to externzl nesture. The return to huwan nature
hed for ite chief e¢lewment subjectivity, The intercst in one's own inmner
workings hes been shcwn to be closely tllied to the activity of the
freginution, and therefore mey be regarded as & phese of homenticiem,

On the other hand, the essertion of the rights of emotion is a more com-
plicated matter., To say thet thie removel of restraint in the nineteenth
century is a merk of Romenticism is not enough. There must be examples
of emotionrs in which imaginative and romantic elements are discernable,
The democratic attitude ies one., When held peesicnately, thies attitude
was often due to some ideal vieion of humenity. Both Ooleridge and
Wordsworth sympathized with the struggle to vindicate the rights of man,
and this syrpathy was evoked in them by imaginative pictures of hardship
and injustice. +rnother is the new sense of the worthiness of humble
1ife 28 a there of poetry. Vwordeworth's aim wes to color incidents from
common life with the imagination, to give them the charr of novelty,
This aim was the legitimete purpose of the imaginative ertist end he
carried it out to such an extent that his poems of humble 1life contain
80 great a decgree of imaginetlion es to be justly called Romentiec. How=
ever, sore of his pocms of rustic life are not predominately imaginative,
indiceting that the importance of this as a phase of Romanticisa has
been exagzerated,

The returm to nature which is exhibited in the worehip of the noble

savage is also to be regurded as Romzntic, It posseseed an imezinative
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oloment and it was Fomuntic in the esense that it wes unresl, And, even
though much of this ideslizetion of the savags failed to reach the
heights of great literature, it is, nonetheless, importent in the intel-
lectual life of the tire, snd because of its predominant imeginative
quslity, it is a notable factor in the Romantic revival,

By far the most irportant sense of the phraase "the return to nature,"
lies in the ingreased prominence of scenery in the poetry of the time,
Thie does not meun, however, that any type of scenery description is en-
titled to the name "Romentie." Certain types of scenery must be die-
eriminated in order to unite it with such phases of Romanticism as led-
levelism and Subjectivity.

Certein types of lsndscapes are more stimulating to the imagination
then otheres, The vaster objects of external neture such as mountains,
clouds, deserts and oceans have this effect. The wilder, the more die-
tant, the less familiar they sre, the more apt are they to arcuse a sénse
of wonder and nystery, snd to stimulate imaginative speculation. In the
presence cf such espects of neature, the ixagination causes the soul to
rise above the external world to ¢l1 that is univereal and eternal, No
other aspect of the poetry of this period is l; generally regarded as
Romantio,.

It should be noted however, that although the imaginative element
is the force which unites the Romantic poets, each expresses this ele-
zent in a differonx_manner. In Scott and Coleridge, desoriptions of
nature are often impersoral, the effect being traneferred from the poet
to some character in his poems. In Byron, nature is introduced as an
object of cortemnlation by a soul, usually his own, alienated from

society. To Shelley, the grander aspects of nature were full of a
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meteaphysical significunce. In uordssorth, deseription of naturs ewbodies
the action and reaction between nature and spirit, as well &a the imegie
native treatment of detail. Tanus, in thcse ways, the iwaglnative treat-
ment of nature may be recognized aa a homantic quality, and the return
to nature recognized se an mspect of Romanticism,.

These, then, are the three phrases wnicn ir. liellson hus eeslected
as the more fumiliar attempts to define Rownanticisme #nile his die=
cussion hae not been exhaustive, in each of the phrases he has found an
element of truth, and in none of them a sufficient breadth of applicae
tion. Yet he has shown, beyond a doubt, that Romantic poetry is chare
acterized by the predominance of imagination over reason and the senee
of fact,

sot ull criticisa cf the Romentics in the twentieth century hus
been favoralle however, FPaul Eluer iiore is a representative of the
santi-Romantic, Humanist school of criticiem. His definition of Aomant-
icisa states that it is the discovery of the infinite in nature itself
rather than apart from nature. This assumption of an illusion, which
Mr. Jore and other anti-Romantica teke for granted, is the result of the
seientific thinking of the last half of the nineteenth century. These
men believed that solence had failed to show thut there wes any epirit-
ual or ideal purpose in naturs, To them the question was one of dualiesm.
“Is there, of is there not," asks lKore, "eone element of ran's being
superior to instinct and reason, some power that acts ss a stay upon the
flowing iapulsee of nature, without whose suthoritative check reason her-
self must in the end be swept away in the dissolution of the everlasting
flux?“66 The Rouanticiste seid there wus not, The Humanists suy there is,

68 Paul Elmer Yore, Ihe Drift of homenticiem, p. xiii.
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Kr. More thinks Romcnticiasm wea & drift towsrds dimintegraticn and
disease, He does not, however, mesn to inmply thzt he ie ineensible to
the beauty end the megic commonly csnmnected with Romsnticism. He deter-
mined two uses of the word., One he understood to mesn certain attri-
butee of all poetry "vhen it rises from the conmon levsl to the climaxes
of 1nsp1ration,'69 which includes wonder joined with beauty and awe of
the other vofid. This he celled the narrow or absolute sense of the
word, examples of which use can be found in both classiocal and roizntic
poetry. The other use of romantic he termed the Hietoricel, because it
is associated with an historicel movement of modern Lhurope. By this
use of the word he means, "the wonder and strangeness that go with the
diseclving together of the human soul and nature, the vague rovefy that
takes the place of insight, the pantheism that hes forgotten the true
surprise of the supernatural,"” It §s in thie sersec that he uses the
terz in his essays,

The person whom ¥r. Yore chose to represent his concestion of early
nineteenth century English Romanticism w:se one William Beckford of Font-
hill. He capriciously suzgests that his reason for ehoosing Beckford
was because he had been reading a current edition of Beokford's letters.
The real reason howsver, seems to be that Beskford's life and his im=
portant work, Vathek, illustrate better than that of any other author
of the period, the disease end disintegration with which ir. kKore ocharges
Romanticism.

Beckford's life was probahly as eccentric as any of the period.
Born in 1760 of wealthy perenta, he came, at an early ege, under the

69 Ibid.. Pe ix,.
70 Ibid., p. xii.
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influence of women who encouraged his bent for wild brooding snd fan-
testic dreemirg,. He wes educeted by & clergymsn, and at seventeen he
evinced all the symptome of living in a world of reverie, While abroed
sorpleting his educstion, he wrote sorgs letters to his stev-sister in
which he shows his preoccurstion with wild rusings on darkness, dark
elcuds, night, supernstursl]l shrieks end mcans, This, ¥r, Yore attributes
to the influence of Ossian, which Reekford wes apoarently reading at the
tire,

Once beck in England, he eontinued his wild revolt, vowing to se-

oclude himself from the world, snd writing his first book, Biograrchical

Yeroirs of Extraordinary Painters, Im this book he displayed his sense

of grotesque humor by ettributing eertain paintings in his galleries to
such artiste as Og of Basan end Herr Sucrewasser of Vienna., In this
union of sentiment &nd burlesque in the ssme mind, Vr, Fore sees the
desire to escepe from reality.

After another trip to the contirent, Beckford returned to England
in 1781 to oolobr;td his ooming of sge in a manner befitting & man in
poesession of an enormous fortune, The festivities, which lasted a week,
seem to have influenced the rest of his 1ife. In one of his letters,
Beckford describes the balls, concerts and illuminetions which took
place st Fonthill, Over ten thousaend people attended the eelebration,
thousands of lsmps end numerous firee on the downs lighted the night,
and rockets and wortars were discharged, The finsl scene, which Beck-
ford describes, consisted of a temple among tall ocaks. The fires made
the temple glow and the people before it appeared to him devilish by
eontrast. These scenes, ending =s they do with a touch of diabolism,

corbined with his reading of the Arabian Nights to insnire hie Vathek,
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The great hell at Fonthill, which Beckford admitted inspired the
Hall of Eblis in Vathek, did not long content him, For twenty years he
anused himself by constructing a new group of buildings which was one
of the wonders of the age., At one time he employed a gang of five hun-
dred men to work around the clock on the hurenitarien pretext of oreating
work for men in distress. His methods and the result caused much gossip,
and small wonder, liere was a men ready to satisfy his whimsical taste

and disorganized fancy at any expense. The spectacle was like something

out of the Arsbian Nights. Mr. More thinks it is likely that these wild
doings at Fonthill entered into Coleridge's vision of Kubla Khan,.

Beckford's pleasure dome consisted of galleries, halls and chambers
devoted to every refinement of luxury, and contained a large collectiom
of rare treasures., The dominant feature of the structure vwas a tower
three handred feet high. It was hastily and poorly construsted, and one
day it was blown by the wind. Beekford immediately replaced it with an-
other which was also blown down., Of it Kr. More says, "The whéle thing
is like a chapter in romanticism written in wood and mortar.'71

Beckford continued his eccentric activity by erecting a twelve foot
wall eight miles long around his park. He explained that it was to keep
the neighbors from riding to hounds across his lend, but aetually he had
developed a mania for seclusion and he went to great lengths to preserve
it. And kr. Kore continues, "anyone who is femiliar with human nature,
and particularly human neture under the warping stress of uncontrolled
emotions, would prophesy, from the young men's outory for sympathy from
his oomplaints of the world's inability to asppreciate him, that just
such a loveless, lonely old age would be his cmi.“.’2

rg! Ibido. Pe 15. 72 Ibido. Pe 17-18.



In 1822, due to his shrinking fortune, Besckford was forced to sell
Fonthill, "Ie retired to Bath where he erected Fonthill in miniature,
with a tower one hundred thirty feet high, There he became a notable
figure, he ecoentricities the occasions of endless scandals until his
death in 1844, "He was & man of many aecomplishments and & vein of true
genius, one of the great personalities of the age, and in his virtues as
well as his errors a etriking type of the romantic enthusiasm that in
his early formative years was springing up all over EurOpo.'7’

After this short history of a man whom Mr. More took to be a typi-
oal Romantie, he leunches into a discussion of the sources of Romantieism
bocause he believes that it still bears the mark of its sources. He
maintains that the place to begin searching for these sources is the
meeting of Lastera religion with vesterm philosophy under the influence
of the Roman Empire. The first thing to note is the difference in
neipfling in the Oriental and Occidemtal mind of infinity and personality.
To the people of the LEast, that is the Orientals, infinity implied asso-
eiation with the divine. Escape from bounds, implied by exaggeration,
meant complete independense of the finite. To the people of the sest,
that is the Greeks, the idea of infinity wes repugnant. They sought the
divine in the qualities of restraint, limitation and proportion., For
them infinity was expressed in self-completeness and central eontrol,

Along with this difference in sentiment towards the infinite, weat
a difference in the idea of personality. The ¥est thought of the Ego as
a sharlpy defined, active, emotional entity. To the east, this entity

remained always a name for an ephemeral group of sensations.

7’ Ib‘do. Pe 19,
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It wee the work of the first Christian centuries to merge these
Orientel and Occidental conceptions. Under the Romen Empire the Occi-
dental sense of the Ego and the Orientul sense of infinity ss escape
from limitations emerged together. To this alliance Mr, More attributes
the dirth "of a sense of an infinite, inseatiablc personelity, that has
brought so much self-torment end so much troubled beauty into the reli-
gion and litereture of the modern world.'74 And here he finds the
source of Romwanticism.

This elliance took place in Alexandria and in that city new lite-
rary forms end new philosophies developed. Neo-Platonism started there
as did the pestoral poem, the tale of ideeclized love and the romantie
epio, all of‘which have & distinctly romantie tinge. But these things
are only surface signs of the revolution in sentiment which wes taking
plase. To understend whet wes happening in the depths, one must look to
the unorthodox philosophies which were developing from the amalgeamation
of Esstern and Western religious ereeds,

One good example is the philosophy developed by Valentinus of Alex~-
andria, To explain the origin of the world he used a system of Aeons,
or mystical powers which dwelt aloft in couples. One of the Aeons,
Wiedom, lacking her counterpart, Will, fell into a passsion. This passion
was a search for the Father whose greatness she wished to comprehend.
Prom this pession of Wisdom, which is identical with desire without will,
sprang the world, . From Wisdom's pain came the spiritual elements, from
her fear the psychis, and from her ignoranee, matter, In this Sdenti-
fying of the intellect with desire, in its divoree from the will, and

in the vague yearning for the Father, and in the birth of the world from

7‘ !bido. Pe 26,



emoticn, Mr, More sees the heart of whet wae to be called Rovanticiem—
"the infinitely eraving personality, the usurpatigin of emotion over resa-
son, the idealization of love, the corfusion of the sensuous and the
spiritual, the perilous fascinetion that may go with the confuoionl.'75
He likens it to e fever, both melign and beautifﬁl.

Thus wes Romenticiem introduced into Christianity, end with it,
descended to the nineteenth eentury. However, before Romanticism att-
sined its full force, the Christien faith end the suthority of the
oclassics had to give way to the tide of naturalism which arose in the
eighteenth century. DMNevertheless, the spirit of Romanticism prevealent
in the nineteenth century wae skin to that it work in ancient Alexandria.

This discussion seems to have led pretty far afield from Beckford
and his important work, Vethek. But Mr. More intzoduced it in order te
explain the Romantie egotism which supplies the theme of the book.

Yathek, 1little read today, wus popular in its time. Its theme, like
that of Faust, is the insetiable craving for experience, and the self-
torturing egotism which were beginning to appear in European literature.
The story concerns an Eassierm prince who possesses sll the pleasures
and powers of the world, Dissatisfied with this, he adds five wirge to
his palace in order that he may enjoy each of the five senses separately.
He aleo has a great thirst for knowledge, wishing to know everything.
Thus, he is able to cormand everything in his earthly paradise but eon-
tent. A tempter then enters the story and, in return for & monstrous
erime, offers Vathek possession of the palace of subterranean fire in
which the talismans that ocontrol the world are loceted., Aifter a space

of time, the prince and his préneess are led by the tempter to the
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palace, In the Hall of Eblis they come upon the sight of the vast, un-
resting multitude which roams about heedlesely, in furious agony or 4n
rapt absorption, avoiding one another, and each clasping hes right hand
over his heart, They are then led to the throne of the great Soliman,
who also has his right hand over heart, He tells them of his torments
and his doom, Then he raises his hands in supplication to heaven, and
Vathek and his princese are enabled to see through his bosom to his
heart which is enveloped in flemes. Horrified, Vathek cries out for
merecy., The tempter replies that there is none, that they are in the
abode of vengeance and despair and that their hearts will be kindled
like those of the other votaries of Eblis., There the story ends. It
is not to be compared with Faust, Beckford's genius was fitful and
seldom under control, and he was no philosophers But, he did symbolize
a great and everlasting truth better tham any other maqéf his age.
Romanticlism has eontributed much of beauty and sublimity to the
world, It hae been defined us a sense of strangenese and wonder, but
these qualities mey be found in all great literature. "Insofar es they
are psculiar to Romanticism and distinguish it from the universal mode
which we call Classie, they will be found to proceed from, or verge
Sowards, that morbid egotism which is born in the union of an intensely
felt personality with the notion of infinity as an escape from liszit-
ations.” ¢ "If we look below the surface of things," says }r. Kore,
"and penetrate through many illusions, ws shall perceive in Beokford's
vision of the restless throng, moving ever with hand pressed upon flsm~
ing heart, the essential type snd image of the Romantic life and 1i%-

erature,*
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This, then is reprecentative of the Humenist sonception of Roman-
tic 1ife and literature. That the Humsnist viewed Romanticism as a
corruptive agent is evident, shether or not they were right in their
eonceptions will be discuesed later,

Now let us examine one of the basic proulens in the criticisa of
the Romentic Period, that of the antithesis between Romantie and Class-
ic. There are many solutions to the question, ell perhaps equally val=-
id. This, by Professor Lascelles Abercrombie, takes a fresh and diff-
erent approach to the subject.

Nothing has done more to obscure the meaning of the word than the
common assumption thet there is an antithesis between Romanticism and
Classicism. There is sctually no antithesis because Classiciem is a
different order of things from RKomanticiem., The latter is an element,
not in the sense of a simple and unanalyzable substance like oxygen,
but rather in the sense of a characteristic state. It is an element
of art which contributes to the whole a characteristic state of things
and which sometimes predominates,

QOlessiciem on the other hand, is a mode of combining the elements,
and not an element at all, Using the ancient theory of the humors,
Classicism is the equilibrium of the elements of art, Classicism, then,
has no element, and thus there can be no antithesis between it and
Romanticiem. In fact, Komanticiem is one of the elements which, in
concert with others, mekes up the equilibrium which is Classicism. To
carry out the snalogy, Classiciem is the health of art. The opposite
of Romenticisa is Realism, another of the eleuments. It is between these
two that the true antithesis exists,

Classicism, as the health of art, would sugygest that no dominating



tendency is preeent, Hence, in the pericd designeted es Classic, there
were Romantic and Realietic tendencies. .:nd likewise, in the Romuntic
moverent, all the elexents are noticeable, but they are over-shadowed
by the one dorlneering terdency, Romunticiem.

hocanticlism expresses 1tself in meny ways, but its nature may be
suggested by diecovering certain quzlities of sentlment, thought or
imuge, which muy be recognized us Rozantice.

By for the best known of these is the sentiment for views. The
feehion for vliews developad concurrently with the fashion for Romantic
feeling, Thomes Caipbell expressed the sentiment for views in his, "The
Plessurze of Hove."

78
'Tis distance ladfic enchantment to ths view!

HQ is warning his resders not to get too close to things for they
are sure to disappoint one. This eentixzent for views is ueed to in=
dicate a theory of living, and likewise, Ronanticism ray be used for
the seme purpose, what Compbell likes in this sentiment is the astual
dietance itself, He finds remoteness peculiarly satisfactory,

There is then, e tendency in homanticiam, es evidesnced by Csmpbell,
awuy from actuality. It is a tendency of the spirit of the mind to with-
draw from the cuter world in order to rely on things within 1teelf. This
leads to the Roumantic theory of living which holds that life is most
sutisfactory when the xind withdrawe frou actuaslity snd turns in upon
iteelf, It ie this habit of mind which lr. Lascelles Abercrozbie cells
Romanticisz,

This view shows liowanticlisx in a negative sense, a drawing sway

from things perceived. To put it in a positive light we must discover

78 Tho.as Campbsll, "The Pleasures of Hope," J@oce Abldeth, 1 7.



what gives Rouanticiam its confidence in things concelved-=taut inner
experience on which it tends to econcentrats.

Fairise, like the faeling for viewss, ars not reoazu.tic iu themselvss.
But, they becoue Romsntic baceuce they are an elexent of inner experie:ce,
whén this inner axpericnce is emphasized over the outer,

Fairies, as such, nave s long history of developaent, In ancient
Irish roetry they had humsn steture =nd sn air of epecious and vivid
reality, Lsater, in the Zlizabethsn evge, they loot thclir stature but
retained their reality. Finelly, in Rozantic poetry they are astrangas,
shadowy, perplexing end unuspronchatle., Bubt et the smue time the wenuge
to sugzest a certain probability of existence, There is nol much de-
tailed information z2bout them, 2nd yet the reader ie expected Lo believe
in them becauss the poet does so, Thus, "fairies are Roxantic when ticy
are the fairies = Rouentic believes in.'79

Fairies do not exist bscause they huve been imagined, nor do they
tale their reality fro. poetry., Rether, the iruagination spproaches in
ther:, "en exieterce superior to anything the esenees can knou."eo Thus,
the poet turns his telief inuward snd withdraws from the 1ifo of the
senses, ’‘nd, when he turns to this inrer existence, it is because the
imagcos of sense have begun to hirt of a re:lity hidden by the ecensuel
world; a reeclity to which cnly the irner 1life can reapond. Thue, Rorarne-
ticiem, in the mctter of feirles, exhibita 8 sort of transcendentel
quality. |

¥r. ‘bercrortie maintains thet Romanticism has no peculiar subjects

or topics. Instead, it ie un affeir of the temper, To illustrate this

79 Lascelles Abercromiie, Romuntioclism, pe 59
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point wa nsed only exanice the "iaturn to liature," 4is a definition for
Romanticieuw, the term is a mianocer, Nature may be returnci to in many
different ways, ond naturs iteclf way be all things to 3ll wan. But

let neture te sonetiing définite 2y flors znd fauns, or wountains and
cloude contrestad with ths works of s=in, and it is rno more Romantie than
it ie Classic. Such rature is a valid 4topic fer Classicism. ‘lowaver,
the ocontexplation of euch thirngs c:n becorze Romeutic in much the same
way as Camphell's regerd ré} viewe and the importance of distance to
them, is Romantic. When nature is Rorentic it suggests "zajesty, awe,
Arcedion incocence, 1dyllic heppiness, rexctences, lonelirness, wmelanchaly
or wildneen.'al Or, it zey be Rorentie accordiing to the doctrine of
subli:ity as Burke understood it, Burke's doctrire exphasizes obacurity
as opposed to clearness, since obscurity fosters erthusisam which is
freedem of the inner 1ife, etizulsted but not bounded by reality, It

is a yesrning towards i{nfirnity, a desire tc know the unknovable, This
fe poesiblie in the subliue sirnce the mpoearance of things doss anot han-
per the wind snd the izcgination cen expand indefinitely, It is act-
ually inner experience subatituting itself for ind /Aprehensibls ouler
exparience,

MF. Abercrombie telieves that this dsctrine cof the sutlize "sepece
ielly when nature is the topic, is an exsct tyre of whet Romanticiex
always has boen."82 For nsture is nowhers more Rozantic than in Cl4
English pcetry, and it is Rouantic becauss 4t fits Burke's sense of the
sublire~--misty, shadowy, storuny, unseizable and shapeless,

O1d Englieh poetry suggesis the iuportance of ruins to the Romantic
nature, Thoy have been a pert of it froc the inception of English

81 Ibid., p. 128. 82 Ibid., p. 1%0.
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poetry,. using over rulns is akin to the mysterious charr of the moon=-
light, or byron's meluncholy plessure in belinz elene at the seashore,
"Ihe thing com.on to 1l thess sxperiences is thet they are valued for
thelir poser of sticulatis, cnd echoing the 1ife withins in 'naturs! the
Lkoxantic poet seee znd feela “ixselfl beautifilly displeyed-=his desires
end sepirations, his joygénd his griefa.‘85 Thus, neture is a symbol
of tne namantic's own life, end i-portant to hix for just thet resson,
¥re hAbercroubic believes that nature weent sorethirny 1ifferent to
wordeworthe In nuture be found en infinite heing he knew, snd not mere=-
ly imegiacd, to be greater tlon his owne, 4ind when his iraginetion acted
upon this iniinite beirg, it wss not to creale a senblance, but to dise-
co;er its positive existence and to unite it with his own spirit. His
luwaginution found 1ts expsnsion in the knowled e of reality, Thus, for
sordsworti, nuture wes "exgerience jerfectly corbining sense and spirit,
perfect equipolse of eclf sgeinst the runifestlr mora than solf.'a4
In such a way 13 Rowsnticisu an cf72ir of the 4empaer, end as such it
munifests itsclf in iunwaerabl?énya.

The =acet obvious manilestntion of Ro-anticism is ezoism, that 1s,
the inordinate gonsciousnuss of self-importance, Vr, Abercrombie warns
that it is not & foro nec:ssury to Koranticism, Therz i2 none of this
sguien in lhelley, though he lived alrost wkolly in vis inner experience.
Byrcn did too, but hia lifa vea diracted in-arde to feed, not only his
self-conscicusness, tut slso his corscious ssl f-imrportsnce. He was a
men of the world &nd knew well the facts of 1ife, and he could embody
this knowlegde in é}}ry. But, "the weelth of hie knowledge and the

spleador of his objectifying envrgy have no other purpose then to de=-

65 Ibido. Fo 1}0‘1510 84 Ibid.p Pe 155.



€5

clare hiie own inordi:ncte velfeimportance.” dis poetry is certadinly
the prgeent of tils, evsrtieleoyu, this does not reant tnct nis poetry
conetitutes an wutollcgrephye wnBther, his egoism 1o drusavized, e
in Lznfred, by »rojection nct Ly csrecation, "for thne figure of hanfrad
86
elinply collects and magrniliies its auullior's oun lifu und affairs,."
Roaerllcisn hizs two other foruws witich czn bes discussed hsree wne
18 pessirien, the ctiier 1s the Lellef ia the pcssibility of 1ife mude
perfect cn earthe Coth of theze forws ere nmutuzlly associcicd aad are
also closely counected 42 egoisne Ko:antic pessiniea texes its form in
"the utter disveluation of tuc appurant world by beliel ia itlie reulity
&7
of the usiere uaparpoeeld energy of existence,” ihie vieion of perfeci=
ible lifs may be expressed in tuo wuys. It way be sivply a turning
axay Jroz the actusl to dwell 1a the iaw dawry, or it wey teke the
practical for: of revolutiosuary poiiticases Iu Sneliey and Zyron, e in
otrers, it neent the tr.aslatioa of tne iander couvictions into action.
e belief bucl »f it is tle filth tuet not only .u2n's xode of life,
but .an hiasw:1l, 19 capulble of ingrovemente This type of revolution
i8 found in two foras. Jnc is thna visionary revoiation illustrated vy
Suclley's "The ncvult of Ielsm," Tiie other is illustraled in Byroa's
layu by thelr concern with the recliticus of revolution, L,yron'w thewe
ie liberty and the COJplaL?Qacrifice necvsenry to obtuln ile but it is
@ liborty which has no value ia iteelfe Lonanticlsw was uble to velue
it only 28 & wsens to :n ead, wilch ead wus tne realizatlon of swie
paffaction Lzliuved Lo be in herunt in mun. :lan can always envision a
‘better life for hircelf. 1id of tue bouds of luw and custon, wen can
85 &E" Pe 1:6.
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be what he cuen coucelves The Louertics, believing ia the funer 1ife,
went cne etep further end essu.ed thot, ir literty, ~«n will te whet
he cen bes "hLence the vigor of revoluticrery lilterty in Byron'es poetry
as & wotdve fur tri lc.wction, tils frequent concorn with setiing free
88

mon's 1dezul power fires  notuble color to the sum of his rouarticien,”

lire sbercrombie, Lhen, defines ho:enticive ne the nntithesis, not
of llessicion, but ¢f Ree«liexr. s he understendis it, Romapticier 1s the
wittdrawing froo the world of reulity to the vorld of Inrer experierce
dn which higher order of rcelity is founds Though he does notl cteie it
blunily, there 1u so.ething of the snti-Rorartic cttitude in i'r. Ater-
erocbice's criticism which he wuggests by averring tht Rousuticisr's
most obvioue wanifesteiici 1o cn insrdinite conei-u.ners of sulf-ime
portancs.

another Jhice of the subjoct el hend is founl In tre Frederick E,
Pierca's criticism, He takes a still dIP2:-ent approech to the subjeet
by claecellying Rowaatic tealenclos scoriing to the muthor's attitude
towird life.

d30 2ne wWwill dany that the Ro antie .ovement was & chzos of diver-
gent and often cH.fliecting forces, They wero nit 17 equally gond,
neitho: did they all have all the sae fuults, nd, aven though in so e
wuy each force mzy bs showa to be a reaction agninit the eighteenth
gentury, it does not ua'te tham ¢11 mlike, Imstio:n, upon which thene
forces ars buced, runs the grmut fro: the highest to the lowest of huwn
experiunces, and is ulways found withh ao.e foru of iatellactual reaction,
which rakes countleus conbinttions nossible,

88 Tb.'lio. e ]S?o



Mre. Plerce divides Romanticism into four general tendencies which
he calls Popular, Exploratory, Mystical-Ethical, and purely Aesthetiec.

The eighteenth century struggle for popular rights was of such a
nature as to inevitable influence litersture. It @gve a political voice
to the middle and lower classes and it likewise gave these people & voice
in literature. Before the revolution, authors, critics, and asudience
had all belonged to the aristocratic class or had been adopted by it,
and literaturé reflected the views of that class., After the revolution,
authors, critics and audience came from all classes. Noblemen and scho=-
lars disregarded ancient tradition and heard the utterences of the poor.
*Poetry under Queen Anne had interpreted the sharpened wits snd blasé
mood of an upper class; under George IIl vast tracts of poetry interp-
reted the life of the humble, in which thought was stunted and feeling
ran riot.'89

This upheaval let loose various forces., Among them were the love
of melodrama &and clap-trep, the love of adventure and excitement and
the spirit of nationaliem. This latter guve rise to a passionate med-
ievaliem which glorified the past of such countries as Ireland and
Scotland. There was also the peasant's love for the soil which aff-
eacted the poetry of scenery.

The chief product of the popular tendency in literature was senti-
méntalism, It is rare among people who suffer hedriships or among the
wordly-wise who are disillusioned., It is commonly found among well=to-
do laborers and peaspats and part of the middle célss, those who live

a seeluded 1life. The rise of sentimentalism in literature is due to

89 PFrederick E. Plerce, "Romanticism and Other lesms," JEGP, p. 454.



these people and especially to the growing influence of women, supposed
%0 be more sentimental than men, which weas, at this time, unguestionable.

Not all Romantic literature was sentimental, but an enormous amount
of sentimentel literature was written during the period., A good deal
of it was bad, especially that which was nothing more than a bath of
tears. There was much self-deceiving hypooricy too, but not all senti-
mentaliem wes bad. Wwhen it was bed, it was because the perceptions of
truths were blinded or perverted,

In the eighteenth century, the dominant spirit was one of common
sense. The school of Pope held that the resources of the mind were to
be directed towards such ends as the study of man, his environment and
methods of restraining his follies and developing his virtues. In eon-
trast to this, the Ronantic period emphesized another mental activity,
*the explorer's iove of ransacking vast fields of truth, not for pérote
ical results, but for the sake of the discoverer's joy.‘go This was an
attitude comparable to that of the preceding age because it meant eon-
sentrated mental activity., But it differed in thet its mental aetion
was sccompanied by a deep weve of emotion, the explorer's delight. It
is this emotion which is characteristic of Romanticism, and in this
cese 1t appears as the sfhdow, not the destroyer of thought.

This exploratory tendency in England followed the two channels of
hi;tory and geography. The two outstanding authors of this type of
literature were Byron and Scott, who prodused mugh antiquarian travel
literature, There were others such sas Thomas Warton, Gray and Landor
who belong on the list. However, this type of literature was doomed

BY eventual obscurity by the adwance of science in the aineteemth
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oentury. There was, as the nineteenth century progreessed, am increasing
emphasis on scientific accuracy in investigation, a condition under
which Romantie tendencies could not operate. Thus, the exploratory
tendency saenk into the background or evolved into realism.

The third group of tedfilencies grew out of the nineteeﬁth eentury
poetic sbsorption of the teschings of Plotinus, A third century phil-
osopher, he developed & philosophy based on that of Plato, One teach-
ing of his philosophy was that divine truth could be immediately pere
seived in moments of ecstacy. The medieval mysties took over this con=-
eeption end it was revived again in the nineteenth century. Poets who
oxhibit this mysticism imeclude Blake, Coleridge, Wordsworth and Shelley.
Like the encient mystics, these men sought the revelation of the presence
of God in the external world., From a religious point of view they were
undergoing the deepest of himan experiences, and from the psychological,
thédy were undergoing the highest of psychie adventures. However, only
the more religious of fho poets called the object of this immediate
perception Ged. Other, more philosoRhically inclined, celled thet .
great mopont the intuitive perception of-§ho true velues and realities
of life. Authors of this type were usually not eentimentalists, but |
were original philosophers exploring tﬁo recessés of their own souls,

Other teachings of Plotinus are evidént emong the poets of this
period, His belief that lower forms of mind emanate from higher forms
appears in some of Blake's poems, 4ind, his bellef that sex love could
leed to nobler spiritual attitudes rums throughout the poetry of Shelley.

Another characteristie of this type of posts is their moral eara-
estness, They were convinced that ethieal problems were the most im-

portant problems of life and were the noblest subjeots for poetry. Por



Wordsworth they were the old, conventional, moral standards. Blake
and Shelley, on the other hand, taught revolutionary ones. But no
matter what the standarg was, they insisted on the importance of moral
earnestness, and the necessity of some code for a spiritual life.

This type of poetry was never popular, Some poets did not ocare
for popularity and others could rot bridge the intellectual gap betwesn
themselves and the public. They seldom attempted to make their thought:
aedeptabls by putting it into popular form, as the exploratory writers
did, For these reasons this type of poetry grew rare after 18%0.

The purely aesthetic tendency, which has for its ehief character=-
istis, the cult of beauty, appears more strongly defined in the later
Romantics. It was an off-shoot of the mysticale-ethiecal attitude which
transferred to art the worship which earlier Romantics had reserved for
nature, This cult cf besuty is renresented by Keats and his contempor-
ary, Shelley.

This type started out all right, but it drifted from its original
intention, That it hed richness of style is not questioned, but that
it eventually became a cultured hedonism is evident. In the first place
it admired iho beauty of tangible objects experienced through the sences,
not the beauty of ideas, so dear to Plato, Furthermore, it took am
e=-moral and sensuous attitude towards 1ife., Ethieally its greatest
virtue was the power it had to inspire the artist to work for his ideal,
but always that ideal wss the gratificetion of his own desire, Thus,
the rapture of the senses were allowed to grow out of the activity of
the intellect and the will, and the subject wmatter became hollow and
empty. However, the fault lay, not in the over-emphasis of beauty, bdut

in the under~emphasis on the rest of life., These nineteenth ceamtury



aoethetee emphssized the georgeous vision st the expense of the divine
end their sense of civie duty.

Each of the tendenciee discussed here represent attitudes toverd
life, and as euch may be found existing together in one writer, especi=-
ally 1f hie cereer was long. Futlermore, each had its cwn eircle or
period in which it predominated.s And these four tendencies are what
make up nineteenth century Ror.anticism, They were nct new, but were
revivals of old moods and belliefs which vere fundement:zl in the history
of the race.

This discuseion effectes 0ld definitions of Rowmanticism by splitt-
ing them four ways, which shows thast they esre inadecunte to explain the
decper workings of the mind., For example, the definition of Romsnticiem
as the return to nature would bresk down in this manners the sentinment-
alist returned to nature because it pessively received his outpourings
of woe; the exploratory tyoe of mind studied nature for asccurate detzil,
especiully deteils that vwere interesting because they were foreign; for
the mystie, nature wes the revelation of the deity; and for the aesthete,
nature exirted only in ite beauty of outline and color,

4 8lmllar division tokes pluce for tha return to theAMIddlo hAgos.
The sentimentaliet fled from relaity to a dream world of castles and
knighta. The exploratory author delighted in restoring a past of real-
ities, The mystics revived the mood of the ascetics of the Middle
Ages, And the aewthetes borrowed the richly picturoeqﬁe fron the
Medievel painter and chronicler,

The sense of the infinite played a small part :n the second and

fourth categories., For the sentimentalist {t is the desire to give way



to unreetreired expression of emrotiorns. Oontrasted to this, the mystie
felt infinity to be the infirite orvortunity to think, to ect and to
improve.

On the beeis of his discussion, !'r. Plerce concludes that the two
good tendencies are the mystical-ethical and the exploratory., The other
two, the sentimentaliem and the cult of besuty, in }r. Fierce's opinion
eonstitute the reel danger to literature,

The next definfition which we will ccnsider §s that of Mr. lLouis
Cazemian, l!is definition parellesl that of ¥r. Herford, coneidering
the thought and feeling, rasther than subject metter, as the attributes
of Rorunticism., IHowever, lr, Cazasian's defirition is novel because he
divides the Fouantioc iloverent into two distinct end entithetical periods,

During the first thirty years of the nineteenth century, certain
charucteristics o literature, which had been developing for = long
period of time, took on & new intensity., BEmotional and imaginative
literature threw off the restraining bonds of reason, This achievement,
brought sabout by an inner progress, was nonetheless influenced by the
gocial und moral environzent, Perhaps the most influential force whiech,
together with the industrial rcvolution and the religious awekening of
Yethodiem and evangeliem, affected English thought, wea the French
Revolution,.

The new age in litersturs is customarily dated froam the publicatioa

of dordeworth's and Coleridge's Lyrical Ballsds., Thease men poasessed

an erdor of generoeity which 1s the origin of poetic ideslsim and the
revolutionary faith whish moved thex is the so.rce of authority for
their doctrines. The spiritual quality of these men, who appear at the

beginning of English Romantiocism, helps to point out its neture and the



61

montul forces gdvcrniag ite "Roruniicise can be defined only in tesus
of pure peychologye Any other formula alters or lizits arbitrarily its
very eaaonco.'gl

sl}w;auvo aporosch will help define tis limits f English Romun—
ticism, It docs not coaesist of the conflict between two artistis prin-
ciples, lor is it the clezcr afiirmation of & novel aesthetic creed ca
opposed to ortuodex arte English literature had not been codified &nd
disclplined like thst of France. It followed no etrict rules, nor had
it b?an incorporated into manners and upheld by en academy. A new type
of poetle creatlon was taking shape, with un independient atiitude to=
ward the past.

korcvoever, it 1& nct the triumpb of the self. The poet's person-
ality is important to it because imeginetion and sensibility are the
escence of individuslity. Classiciem atreésod the iapersonsl side of
the nind; the new literature stressed the individual, liowever, tlds
is not 2 cause, it ia & consequence,

Furtherncro, &nglish Romanticlism did rnot consist prinarily in e
return to & national tradition. In one sense it did, but those poets
who roaﬁimated the past did s0 only occasionully and then not mereiy
for its nationel quality, tut also for the intrinsie valuea and woral
attributes they saw in it.

Finslly, knglieh Ronanticism is not the result of foreigh influences,
They ure a secondary force in the developrent of literature froa 1738 to
1830, |

91 Emile Logouio and Louis Casamian, A History of English Literaturs,
Pe 1026



This, then, 18 what Romenticiex is not. DPeeitively, it 1s the re=-
vivel of o crestive impulse long dormsat. Acecrding to re Cazawlan,
"the Romartlc spirit con be defined &: un uccentusted prelosinance of
emotlioral life, provczed or directed by the exerclsc of lusglnative
vision, and in it turn etimuletiszg or directing such exerciso.'92 The
poetry of ths period is charscterized bty an exaltatios of intense
erotion and a dlaplzy of intense 1xagery. It 1s this int<rpratation
which forms the coanecting lirnk betwsen those works custousarily callad
Romanticz,

Thie definition does not perfectly describe the Lozanticisa of 1320,
There arc othsr Rorentic egzss recognizable in English litsrature, the
Elizabethan for example, ‘herein liles the difference? Furtly in the
irrediate happenings and near historical influences. The Frenci Revole
ution was a é%orrul influence on ninetsenth century Rowmuhtiocisme But
the wain difference is of 2 mor: innaer nature, The nineteenth eentury
Romantice knew and felt that their Romanticism was a revival and not
an inmovetion, They wars undsr the influence of "a moral life which
had Pormerly been lived, and which meuory would fuin rocupturo.'g’ They
oxperiance@ a feoling of nostalgla in their search for u mood which be-
longed to the pust, und this feeling wes essentizl because they were
able to grasp the reality of the mood and not juet an image. ThrOugh
their us2 of spiritu:l will-power and intuition they could revive the
psst from ite dornant stete, Thus, the "wonder" of the Romanticieis is
ess"the pregressive lighting-up of an inner horizon, which extends be=
yond the lirits of clear conacioé;eao; it is the perception of objects
in the me;ic gearb with which our tired eyes inveusted thew of yore, and

which our tired eyes had forgotten. The obsession of distant eenturies

92 Ibi‘.’ Pe 1028, 95 Ibido. Pe 1029.
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e the wysterlous ottrectio:. s of slroug codes of fewling of which tie
occllective menory hed preeerved @& confudefd reccllection, e&nd which it
naturelly essocistss with reuots phaces of ite oxperienca.'9h These
tendencice of Lo.enticisa indicute ths psyci.ologicsl atlitude of the
writers, That of the genersl publiquaa souewhat diflferenl.

In the first plsce, &t the tie of tlis appe:rance of howanticisa,
there w&s no sudicn, gerersl chenge of thought, nor w#as thes.e & genercl
exuberance or interest in oenocticn, Instead, there wus a2n unrest and
lack of balurce in society. The sentimentslier of the sighteenth cent-
ury wes oppo-eld by & cynical ecepticieme. The muse was interssted in
industri.l &nd commercial expansion, following the exsrging standard of
wtiliterienism. Thus, the etate of soclety provides no explunation for
Romanticlens On the other haad, it does throw light on the detuill and
internal divieions of the movement,

The politics of this period have a definite relation to the course
of its literature, There zust be recognized two succeesive generations
of Romantlics., The first coincides with the revoluticnary turroil which
ended in aboul 1€15, During thie tite, England was making & national
eoffort agalnst France. This centering of intersets stirred a feeling
for national truditions, aand the first Romanticiem took the form of a
resction ngainst the revolutionary ideal,

Tue rcpresentatives of the firet group, wordsworth and Coleridge,
baged their poetical reoforms on & mysticism which found its jJustifi-
sation in & nationsl idealisz, The elements of this 1deslism include

en interect in the poor which the Lake poets justified by adhering to

94 Ibid., p. 1030,



the dootrine of the noble simplicity and the moral dignity of a peasant
race attached to the soil, Thus, they viewed the political turmoil
with feelings of hostility and defence.

In 1815 the situation changed, With the passing of the French con-
fliot, the Tory reaction had no object, A movement began for more
middle class representation in govermment, and for agriocultural and
financial reforms. This internal unrest provided fule for attacks on
the oligarchiec regime.

It was in such a state of society that the second generation of
Romantic poets lived and flourished. They represent a moral revolt,
Refusing to recognize the prestige of tradition, they oriticized the
fear of progress precvalent among the people. They inherited revolut-
ionary thought and linked it with ideals of liberty, independemce, and
justice, and with a cult of the beautiful,

The first generation of poets was in harmony with most of the
people, Their Romanticism was a sort of purification and deepening of
normal existence. Their emotions were emotions ecommon to all and whem
they did stimulate them, it was only in order to idealise them into
poetry. The second generation was just the opposite. Thay set up an
opposition between the artist and his environment. They carried emotion
to a point which seemed, to the average person, an imbalance of per-
-onnlit}. They raised, against the established order, a protestation
which appealed to "the vital forces of the soul sgainst the rule of
interests end ¢old caloulation.' Thus, Romanticism became the 1lit-
erature of social conflict. It attracted the young and the sealous,

but it also provoked the average man,

” Ibldo' Pe 1055‘10%.
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Romanticien did eoincide with an intellectusl movement whieh had
some suecess, that of philosophical radicalism, But, it fsiled to meet
the oonditions neecessary for durability, It exceseded the average powers
of the publie and thus, being the literature of the few, it neveer be-
became really popular, The publie could not aceept it because it ad-
vocated a creed which they were determined to wipe out. "To be more
widely secepted, it hed to wait until a reaeticnary movement towards
baleanoe had set in sgainst its and until with the evidenee of its deeline
there was effaced the denger with whieh it had seemed to threates soo-
fety, a society vhich above all desired to 11vo.'96

We come now to ecnsider three more or less modern instanses cof
Rozantie eriticism, The first, by Mr. Lawrenee Hyde, is anti-Humanist.
He explains the Humanist point of view, a very important one in the
twentieth oentury, as it eoncorns Romanticism, and then demonstrates
how he believes it is in error.

The nineteenth eentury, sscording to Mr. Hyde, is characterised
by its preoccupation with institutions, the external conditions of ex-
istence, and the problems of soeial and politiocal freedom. The ery of
the sge was for Liberalisam, and its great task was the emancipation of
humanity from external limitatiors.

Now, the twentieth eentury represents the fruition of tnis mine-
teenth eentury aim. The demoeratis ideal has more er less been realised.
Woman enjoys equality with man and the individual poscesses the freedom
to trade, worship, express his convietions and eduecate his c¢hildrea as

he thinks fit, However, the solution to this nineteenth cemtury problem

96 Ibid., p. 1055.



has left a greater one in its stead. Kodern men is free, but how can
he be prevented from exerocising this liberty in a destructive, waste-
ful and ignoble fashion? The task then, is to pursuade a free people
to impose voluntery restraints on themselves., Everyone is free to do
as he likes, but this hes emly proved to mean a slow but sure wvulgare
izsation of the values of life. "Everything tends to be dregged dowa te
the level on which it is comprehensible or emotionelly satiefying to
the zan who has neither purified his perceptions, diseiplined his will,
nor cultivated his mind.'97

¥Modern critics in the period sinee the first World War have beeome
scutely aware of this threat to culture. Believing that the basis of
all external forms lies in the integrity of the individual, they have
become interested in tho'paychological'aopoct- of the situation rather
than the political or social, Conaequenily, they are emgaged in ex~
ploring the spiritual foundations of moderm civilizatiem,

The nineteenth century regarded men as en animal of exoceptional
intelligence which had the power to transférm the world inte a livesble
pleace. He was by nature good rather than bad, and if dad, it wes due
to external condivions. They thought t.at by modifying his enviromment
man eould be infinitely portoctiﬁl;. This attitude is oalled Humenit-
arienism, The opposite attitude, held by the modernm crities, is called
Humanism., This new attitude stresses “he opposition between man and
nature. While these oritics agree that man is a part of naturs, they
believe that he has something withimn him which is other than natural,
that in him the natural end the other than natural are united. To sup-

port their contention, they oite man's power of exerecising free-will

97 Lawrence Hyde, The Prospects of Humanism, p. 10.



67

and hia power of weto over instinetive desires,

The modern Humenists contend that the dangers ixplied in the vule-
garization of culture can never be resolved until wan has achieved a
disoiplined individuality. Thus, nan cannot hope to control his envir=
omment until he can control himself, and this control can only be ex=-
ercised from a center above the plane of the flux.

Opposed to this attitude of the Classical Humanists is that of the
neo~-Romantics. These crities reject Eumenism on the ground that it re-
sults in en unresolved dualism. They contend that what is needed "is
e radical synthesis betweem the discordant elements in our being, as a
result of which the tension between the instincts and the ethical will
ie campletely c.worc;c:mn."g6

The Ramantic presents a curiocus combination of ideas, On the one
hand, he 1s naturalistio in regarding man as essentizlly the same as
other forms of 1life, On the other, he is like the Classical Humanists
in stressing the necessity of the recreation of the individual,

In s&ddition to these two groups of critics, there is one ether
group oalled the Nex Humanists. This group includes such eritics as
Irving Babbit, Paul Llmer lore, T.E. iulme and T.S, Eliot. These men,
though they hold diverse opinions, have some tenets in common., They
are all in reaction against the optimism of the mineteenth sentury.
They all roalize that man, though free, is the slave of ecertain base
inclinations, and they believe that the only solution is the imposition
of an inner discipline. Finally, they are all dissatisfied with exist-

ing standerds of values.

” Ib;d.. Pe 11,



One striking fact anbout these critics is that their philosophy is
definitely Humenist rather than religious, Inetead of finding a ocenter
for their thinking in the fact of God, they put all their trust in the
native power of man, They believe that man has the power to order his
effairs without oconsciouely looking upward to a supre_humen region for
inspiration, Consequently, they are forced to make a substitute and
the Humanists have chosen to rely on reason, ethics and art, They be-
lieve that if people can "bs induced to exercise their reason in a pro-
per fashion, to respsct the moral law, and to respond to the elevating
influence of art, then we may perhaps one day enjoy the privilege of
living in a harmonious and etable type of aoeioty.'99 If not, the
cause will be lost, since there is nothing else upon which we can depend,

Tris, then, 1s a sketchy outline of the philosophy of the Human=
ists. It will, I think, serve to explain more fully the anti-Romantie
attitude of these oritics. e will now examine some of the eriticisa
of these writers es it applies to Roranticiem in the nineteenth century.,

Of course, not all of the modern critics are Humenists, and the
views of some of these writers will also be noted. ¥Nr. Hyde is a re-
precentative of this group which rcjects the tenets 9r Humanilnf He
tekes the Humenists to task on the grounds that they erest too sharp a
barrier tetween the morel and natural elements in men, and becuuse they
;ro too srnti-religious. One representative of the Humanist point of

viev is Mr. Irving Bebbit, whose book Rousseau and Roamanticlism, Mr,

Hyde uses to illustrate the Humenist philosophy. In this book, Mr.
Babbit coues out against any movement away from the egoistiec self, He
regerds the inner light, end the inner check as one and the sane thing,

”Mo’ Pe 150
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¥r, Hyde malatains that, while the sunacience usually admonishes one to
abstain, it often impels one to go forth. He sees in Mr, Babbit's em=-
phasis of the negative side of intuition, a desp-rooted fear of the
emotions., "He has failed," says Xr, Hyde, "to attain to that deeper
consciousness in which the head and the heart are one, ind the result

13 that once he leaves the intelleogtnal phan§ he hus no center left from
whioh to control his oxperienca.'loo Therein lies the key to Mr. Babbit's
philosophy. He refuses to meet tho'obligation we all face of putting
faith in a wisdom "which is orly to be acquired at the cost of trans-
cending that plane on which the intellectuslistic melf is oupreno.'101

Mr, bablit's attitude towards illusion is illustrative of this
point of view., Illusion he regards as both femirine and romantic.
8pontaniety confuses hirm because it does not belong to a world of clear
definition. Says Mr. Hyde, "that which eludes claesification and des-
oription and can only be apprehended by the imeginetion belongs for him
to the realm cf 111uaicn.‘102

The most decisive indicution of lr. Babbit's fear of th‘ emotions
is found in his troatment of the Romantie problem. Hie analysis of the
weaxnesses of the Komantics, the egocism, the naturalistic self-indul-
gence, and the pseudo-idealism is cutetanding in the field of criticism.
However, he has fulled to understand the deeper significence of the move-
ment,

There are, eccording to kr,. iyde, two sides to the Romantic Nove-
mente On one lidc,;tho Romantiocs sought for unity, exhibited a noste
algia for a mythieal Greece or slipped eway from lile into an ideeliszed

100 Ibide, pe 97.
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Middle Agss. TFrom this point of view, the Romantics seem renarkably
foolish, "n the other hand, Romz2nticism does not always mean this es-
cape frop reality. It may also meun & distorted expre=ssion of the
search for a deener reality., Being myetically minded and intuitive,
the Romantiec is capeble of eoncaivihg & unity and beauty of life which
ordinary men cennot, He cherlishes en image of what might be, that ls,
he perceives the potential which 1s just &8 rosl as that which i1s manie
fest,

Being a seer however, malies the Romantis liable to be misunderstocd,
He has & tendency to generalize what is only true under certain eondi-
tions. "He idealiges human beings, maintaining in the face of all evi-
dence that they are perennislly what in actuality they are only capable
of being for a seaaon.'lo, At the some time he 4s unable to bear the
stroin of holding in his mind both the ideal vision and the image of
the ectual, Thus, he tekes flight, But, although he pursues mirages,
it should be remembered that a mir;go *is sn illusory picture of sowme-
thing which is deeply and lagitimately desired." It is only those
vho are capable of reslizing the sublize that can attain such emotional
heights.

From Mr. Hyde's pbintAof view, the most important slement of the
Romentic attitude is the sense of thre unity which underlies tue diver-
eity of 1ife. The basis force behind the Rom#ntica is the urge to tran-
scend the limits of personslity. The Clessic ideal 1s 2 world of juste
ice, where every person respscts the rights of every other pereon. But

the Rorantic, deeply roved by a sense of the Whole, demands rore, "He

103 Ibid., Pe 10C .
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is intuitively csware that in so far &3 we ewrpheasize the separateness of
our individualitios at the expenze cf the unity which they together con-
stitute, we cul oursslves cff from the desper levols cf being.'lo5 For
hiz, the ihole ie the only true reality, and the irdividual is truly
alive when he becomes ocne with tie Jhtle, TI'.iz is the resson for thrs
Rousntic's desirs to blend his beiny mystically wita that of his fellow
EGn.

Now, one of the puzzling eepects of this tendency ie the fact thet
the manifestation of it bears close resexblence to the menifestation
of natursalistic expznsion on a biologicel plene, The distinguishing
difference is to be found in the diction ani this can be recognized only
by one whose conscliousnces is of the saxe order as thet of ths suthor.
*It needs indeed, =n exceptional delicacy of iregination to distinguish,
cn occesion, between fruita of Rousseauietic phantasy and those of a
responsiveness to the true infinite, Yet the ore represente a pathetie
failure ingdeplation; the other a vision of the highest possibilities
before the race.'106

It is on this point thet kr, Hyde is dissatisfied with Mr. Zalbit's
treatrent of the Roﬁantica. Though he ineists cn the inportance of im-
eginstion, kKr. Eakiit repeatedly demonstrates his insensilivene:zs to it,
He 18 so concerned with his ideel cf contrcl that "he ccmes to regsrd
every movenent of expanalve sympathy, on whatever levsl, witk the rmost

undisguised mistrust,* He views every manifestation of the Romantle

irpulsos as the instirct to throw off rnot only the outer and srtificial
105 Ibido. Pe 1020
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restraints, tut «11 li-itrtiore. Thue, he puts Browniry, Keats, Words-

worth apnd Rouseecu &l]l on the sare plene because they were concerned

with zerging rysticelly into sorething beyond thezselves, "a procedure

which the Clessicel Hureniet can orly contemplate with the greatest mis-
108

givings,"

Tre second of the list three definitions which we will consider ie

thnt of F.l.. Lucas, In his book, The Decline end Fall of the Romentie

1decl, lr. Lucae -hess given us another exanple of anti-Romantie critiociem,

He begire hie discussion by examining some of the better known de-
firitionas and giving his reactinn-tn trer,

Goethe's definition of Romenticism as diseerse and Classicism es
- he~1lth nerely leaves Mr. Lucas with the loose ends of the problem. "For
after all," he says, "is 'The Ancient Variner! really diseased? Is
Faust not Romantic?'log Lirewise he cennot eccept Stendhalls use of
Ronanticism ¢8 a synonym for up-to-date, since it leaves the language
poorer, not us eny wiaser, He does not ligk the definition of Roriantiocsim
as the opnonite of Clacsicism because he telieves that Clessicism hes
more onposites than one. lNor cen he agree with Victor Hugo that Romante
iciam 1a to be 1dentified with the zrotesque, esince he can find nothing
grotesque in +ordsworth's "Highland 12id" or in Keats' "La Belle Dame
sans Merci.," HYeine saw Romanticism as a reawnkening of the sp'rit of
the “iddle /Agee and of Christienity, yet ¥r, Lucas finds little that is
Vedievel in %“erther, little thst is religious in Byron,

Brunetiere viewed the Romantic movement as a blind wave of literary

egotiom, "3ut," counters ¥r, Lucas, "is 'The Ancient Meriner,' that

108 Itid,
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invelunble eximnle, ogotisticTe-is it nct, on the coutrery, e serzcn
agninet egotisv?"llo !nether definition of Lhe Fouwantle revolt vsew it
as erotion onpcsed to reascn. Zut, !'r, lLucas cites lcott as a monument
to sanity, honesty snd self-ccrtirol In the nineteenth century, &nd
Johnson, w'o could not face the ending of Kirg Leaf, as an exemple of
eigtteenth contury emotinrnlisr,

Mher defiritions concern the general etzospghere of hozsnticlems
Pater's the 8ddili-n of stlsfingenoes to tesuty iir, Lucee finde inadequete
because Roranticicm often zi-ed 8l the terrilble or thre g?otesque. hotte-
Durton's "The Rennacence cf :onder," irn wiich uystery end aepiretion
play a lerge part, “r, Lucts rleo finde inedequate tince he fecls that
trere is little mystery and often little sspiretion in writers like
Byron erd Burns, Professor ‘bercrcmbie'e definition of KRouanticiem ase
the opnosite of reclisn. ¥r, Lucas finds scue truth in, bul he also be=-
lieves thet it tends to exagpgerate and omit. MNr, Lucse finde ruch thet
ia reslistic in the low life of Scott's novels and in Keats "The Eve of
St. Agnes," In fect, the Rorantics pursusd violent feslings which they
found in crude reelity es well es in dreams,

Thue, it is evident that thero etlill is no agree=ent oun the nature
of Roranticlsm, The firet thing thet 'r. Lucas sttezpte i3 to find the
origin »f the two worrds, Classic and Romaatic. Roxzsutic has ite roots

in Latin, There developed, irn the Rosan Eapire, & iturbarized vernacular

called lingia Ronanicuse. Its adverb Romarice has given us the word

romance, Thin term wes first arrlied to ithe old Ffench vernaculsar,

fictitiovs storiee in verse snd prose. In the seventucnth century, from

110 ‘I_b_120. Pe 11.
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ite fiotitious meaning, romance came to mean fable, foday. romantie is
used to indicate the frlese or the strange and dream-like. This, then,
is the history of the word Romantic., Classic has had a somewhat diff-
erent development., In Latin, classis originally meant a host. Under
the Empire, classicus was used to distinguish a first-class writer from
one of the proletarius. During the Renaissance, when standard Greek
and Latin writers were read in class at school, the idea developed of
classic as meaning any Greek or Koman writer. Thus, classical means
standard, that is anything vhiéh conforms to the standards of classical
antiquity.

Romentic has two usages, First, it is used in a historic sense to
designate a literary movement., Second, it is used to denote a feeling
which we get from such things ss "La Belle Dame sans Merci," or *The
Ancient Mariner.," In order to discover the nature of the latter, ¥r.
Lucas employs & bit of free association to determine the qualities which
Romance ¢alls to mind. These he discovers to be "Hemoteness, the sad
delight of desolation, silence and the supernatural, winter and drear-
iness; vamperine love and stolen trysts, the flowering of passion and
the death of beauty; Radcliffe horrors and sadistic eruelty, disillusion,
death, and madness; the Holy Grail and battles on the Border; the love
of the 1mposciblo.'111

Mr. Lucas repeats the same experiment with the terms Classicism and
Classical, The qualities these terms eall to mind he finds are, "Graee,
self-knowledge, self-gcontrol; the semse of form, the easy wearing of the
chains of art hiddem under flowers, as with some sculptured group that
£ills with 1ife and litheness its straitened prison in the triangle of

111 Ibid., p. 25.



a pediment; idealism steadied by an unfaltering sense of reality; the
lemp and midnight-oil, rather then wino--cup."112 This seems to indicate
e simple antithesis between reason end emotion., However, the human mind
is more complex than that. There are psychological differences behind
the association of these two words.

There are three conflieting forees in men, which it is the task of
1ife to reconcile. First, the instinctive impulses; -ocond,.tho influ~-
ences of other humen beings by which certain ideals of behavior are
built up in him, "Thirdly, his intelligence presents him a shadow=-show
of what he ocalls roality.'ll} Freud has designeted these three forces
whieh work upon the ego as the "Id", the "super-ego®, and the "reality-
principle*,

These forces aot upon the ego in this manner., The instinoctive "I1d"
motivates the ego to gain some desired object, If the object is un-
attainable, the reality-prineiple tells the ego it cannot be obtained.
If i1t ie forbidden, the super ego tells the ego that the act of obtain-
ing is not condoned., Thus, the ego is torn between a triangle of foreoes.
Of ecourse, it has the power to repress certain impulses that are too
difficult to -‘.t, but these go on writhing in the unconscious.

It seems, then, that a great deal goes on under the surface of the
oconsciousness. ind these ideals and impulses, held under the eonscious~
ness, seem to be relessed into our dresms. Here they sre expressed in
two ways: first, normally consciocus impulses seem to oreate imaginary

situations which sllow the dreemer to go on sleeping; second, the dresm

may appear in disguise which may require analysis to reveal the impulse

112 Ibido. Pe 280
113 Ibid., p. 2%.



76

beneath, Nr, Lucas maintains that the lives of men and their ert de-
pend, "on how striot and oppressive, or relaxed and easy going, are
their sense of reality end their sense of the ideal, their conscious-
ness and their conncienco.“l14 Different periods vary in this, end it
is important becsuse there appears to be something common between all
artistic oront;on and dreaming. Dreaming formed the setting for much
of Medieval poetry and many other poete down through the ages such as,
Crabbe, Stevenson, Coleridge, Pope and Dryden have exhibited or admitted
the fact that dreams played a great part in their coreations. "So con-
sidered, the differences between Classiciem, Romanticism, and Realisa
turn out, 1 think, to be differences mainly of degree; depending on the
strictness with which, if we may esll them so, the reality and the super-
ego control end censor such emanations from the unconscious mind.“115
The Realist sacrifices everything to his sense of reality. The Class~
icist cultivates certain forms of unreality as good taste, but they are
dominated by a social ideal of a civilized class. On the other hadf),
the Romantic "hes no such qualms of pedantic honelty.'116 For example,
in defiance of Astronomy, some Romantics oan hardly admit & night with-
out a moon, The Romantie, then, is a dreamer. He can be vividly real-
istic or sometimes ruled by a social ideal of conduct, but essentially
he is a dreamer wnC believes in allowing his impulses sand ideals full
rein. Romanticism is like intoxication, "though there are varying de-
grees of it, just as there are day-dreams, night-dreams, nightmares,

117
drink-dreams, and drug-dreams.” Mr. Lucas attempts a concise
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definition of Romsnticiem in this manner: "Romantie litereture is a
drean-picture of life; providing sustenance and fulfillment for impulses
eramped by scoiety or reality.'lla

In contrast to the dreamy neture of the Romantics, the Classicists
were wide sweke end sober, They believed that things were what they
vofa and tﬁat their consequences eould not be changed. They eoculd not
see uny reasson, therefore, for wishing to decoivovthemoolvea. To thie
the Romantics answered that things as they were left so nuohho be de~

sired, And so their solution was to take refuge in a dreem world,

This began in England with Welpole's Castle of Otrante and Maepher-

son's Ossian. And, it was carried on by the Romantics of early nine-
teenth century England, Goleridge, Keats, De Quincey, Shelley, and Byrem.
Witness, for example, "Kubla Khan", and "The Ansient Mariner®, or Keats'
"La Belle Dame sans Kerei®, or De Quinecey's opium reveries, or Byron's
"Dreem" . Ali of these arose from dresms, "Romanticiam, in a word,"
says Mr, Luoas, "wae the Sleeping Beauty dresming of the Fairy Prince;
unfortunetely the Fairy Prince is apt to lose his ways; and the Sleeping
Besuty may then console herself with other spirits that come,li@ the
Arabian kiné, out of bottles, but end all too umrowmsntically in delirfum
tremonn.'119

The eighteenth century paid heed to two volces, one s rying, "That
is not intelligent®, the other, "That is not done." "Romanticism,® says

¥r. Lucas, "seens tolmo, essentially; an attempt to drown these two

voices and liberate the unconscious life from thelr tyrannical repress-

120
ions." In this sense, Romenticism is revolution and the views of the
118 ibid., pe 35=36. 120 Ibid.

119 Ibid., ps 42.



writere of the period confirm this, The Romantics believed imn inspi-
ration, Yitness Wordsworth's definition of poetry quoted previously.
Burns edmitted he could not write when he forced himself. Shakespeare
never blotted 2 line and others like Scott and Eyron, steadfastly re=-
fused to reviese and polish their work. The Clessicists sniffed at this
idea, They held firmly to the belief that a man could write if he set
himself to it. In short, the Romantics created in a semi-trance, and
found 1t hard to combire with this the oppoeite mood of self-criticism.

These, then, are the qualities which Mr, Luces attributes to
Romanttcism, In tho»li;ht of these views he finds it possible to sssem-
ble the diverse theories examined previouely into an intelligible whole.

First, Razanticism is not a disease. "It 1; intoxicated droanin;.'IZI
Such suto-intoxication, however, can beoone unhealthy, Seeordly, Romsn-
ticism is not a simple revolt of Emotion end Imegination ageinst Reason,
The revolt egainst the senve of reality end the sense ogéooioty cen be
either paaéionate, or imeginative, or both. Thirdly, Romanticliem, de-
siring to be free, throws off ell rules, snd thus becomes literary Pro=-
testantiem, Libéralism, or rule of lsisses-faire, PFourthly, the Middle
Ages, by their quslities of mystery and remoteness, were the spiritusl
hoze of Romanticism, but theywere no essential pert, Lastly, Romanti-
ciem was only parily opposed te Rtlllll.' Its true opposition wes with
the hackneyed and humdrum present. GSnatches of realism are present in
the work of the Romantics, for instance, in the language which Wordse
worth proposed to use,

Other features of Romanticism'lrico fron its relaxation of censor-
ship over the Unconscious or the Preeconscious, PFirst, the symbolisa

121 Lbi‘.. Pe “.o
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employed in dreaming hed the effect upon.Romartie literature of enrich-
ing its imagery. The Romentics, weary of the worn metaphors end eimiles
of the Claesicists, produced a whole wealth of new ireges, Second,
Rom#ntic wr1£er- used languege in a‘a;eaﬁi way, They gave the language
vegue overtones and new associetions, wihch seem the entithesis of the
bare, literal mesning on which the aight@onth century co:centrated,
Third, the Romantics used & meter designed to he an intoxicent, The aim
of this meter was to drug the reader’s sense of reality, heighten his
power of suggestion and leave him in a dreemy transe, Fourth, in the
shoice of subjeoct mattcr, the Romantics favored the remote, since remot-
eness is associated with dreaming, end elso because remoteness makes it
esasier to dream by avoiding brute fact, It may be the rezoteness of
space or of time of of the undiscovered regions of the mind. "The
Romantics found this terra=incognita of the soul their hepsy hunting
ground.'122

*These, then, seem to me the essential effects of the wine of
Romanticiam. Xaturally they vary enormously with the strenzth of the
dose, One glass will quicken & man's intelligence and observation; a
dozen will ﬁndormino them, 'Dry light is best;' but too dry a life may
not be--at least in matters of the imagination. The eighteenth ecentury
carried dryness to excese, The Romrntic reection wae healthy; but, like
most reasction, it became extravagant end so unhealthy in its turn, The
Romantie writer, oqﬁoezing YJoy's grape' against his palate, grows more
eloquent, more magical in the music of phrase snd imagery, more impress-
ive in the frank intensity of his feeling and imagination, in the atmos-

phere that only psseion can create., He can be a bewitehing companiom..

122 Jbides po 52.



But he loses more and more, 28 his intoxication ingresses, the balanee,
the proportion, the control, the power of the worldj the quiet sympathy
a writer needs in order to observe and delineate characters other than
his own or shedows of his owne~that exaggerated ego which in the Roman-
tics often grows as bolated us an antequeen among' her erawling subjects;
foertile, but grotesque, éuch. for better and for worse, sesm to me the
symptons of Romgntioism, this dreum=-gift of Dionysus, who trings release
for the soul in chains, but for those that follow him %too far, new chains
heavier still; who has wrecked 11fe after life, Qnd yet imnessurably en=
riched tnue uorld.‘lz’

We ocune now to the laszt of the critice to be considered 1n this
studye. This definition by .ir, Ernest Earnest can be claassified as one
of the appr:ciative criticisms of the Rouantic !‘ovemsnt, I have included
it in order to presont a rounded picture of the question being considered,

The use of the term "Roraatic" to describe & literary novement is
unaatiofaciory eccordiag to !'re Zerneet, The seventeantn ani eighteenth
sentury critics used 1%t as .2 tarm of disapprovel and even tcday it
carries with 1t & sense of the foolish or the falee. Even the term
Romsntiocism, though it hes fewer unpleesant connotations, still suffers
fron its associstion with "Romantic.'

Definitions of thles literary phenomcnon ere endless and they are
so partly because of the varied nature of the materials comsonly cilled
Rowantiecs But I'r, Earnest distinguishes two groupe in the Rorantie
period which he calls the "liniver Cheevy School" and the ®Intimatious

124 .
School.* The first group which includes such worke as "Lochinver,®

123 JIdid., pe 53=5h :
124 Ernest Earnest, "Infinity in the Palm of your Hand,” p. 348,
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Ivanhoe, "The Bride of Abydos," and The Castle of Otranto, he so named

because,
¥iniver sighed for what wse not,
And dresmed snd rested from his lebors;
He dreared of Thebes snd Caxelot,
And Priem's neighbors.12%

The type of literature represented by this school was reactionary,
It was the literature of escape and such oritiocs as Irving Babbit, F.L.
Luces, and H.G. Wells, regard it as the ocentral theme of the Romantie
Movement. However, Mr, Earnest believes that the more important Romantie
writers were not trying to escape from reality, but instead were search-
ing for that very thing. They objected to the precedirg age on the
grounds that its poetry wes artifiecial and unresl, and that its verse
style and its intellectual and emotional horizons ware limited. For
exarple, Coleridge thought that the writers who preceded Wordsworth ;zp
hibited a falsity in poetic style. And Wordsworth thought thst these
poets had used a language which did not resemble the resl language used
by men, In fact, the basis for his discussion on the proper language
for poetry is the need for groiter agouracy of oxpr.anion; One cannot
cell his striving for the language actually used by men in the search
for a dream iorld. '

To demonstrate that the Romanties we:e more interested in truth
than besuty, it is only necessary to quote from the "Preface to the
Lyricel Bellads,® often regarded as the Romantie declarstion of inde=
pendence. "The powers requisite for the production of poetry are; first
those of Observetion and Deseription, - 1.0., the ability to observe

with accuracy things as they are in themselves, and with fidelity to

54225 Z.h. Rodinson, *Miniver Cheevy," 11 $-12, as quoted by Earnest,
Pe
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describe them unmodified by eny passion or feeling existing in the nind
of the deacribar.'126 Profescsor Lowes in The Road to Xanadu hes shown
the facturl quelity of descriptiors in "The incient Xuriner," end Shelley
constantly searched for a scientilic bunsis for his philosophy. Thus, we
cen see thut some of the chief Ronuntics were as interested in the ect-
uel es they were in the wonderful,

So:e critice havs elso charged that hansuiticisc wmewnt disapproval
of contemporary interests. This 18 easily disproved. Blake wae a
friend qf Tox Paine, and saved him from hanging for treason; Keuts was
e friend of Leigh Hunt, for a tice & political prisoner; Shelley had to
leuwve Ireland beczuse of his egitation for liberation there; amd Byron
wes killed ir @ Greek wer for independence. Every one was deeply inter-
ested In political thought, and if they were drecmers they did not use
their dreams to escape from reeality.

The reason for the misunderstanding of the Komantic view of life,
for the critics' lunping together the Miniver Cheevy and Intimations
schoole when the poets distinguished between them, lies in the temper
of the present ege. This era recognizes inductive reasoning from obe
Jective data ae the only approach to truth while the Romantics used a
different method. They spoke from within, regarding the fact s part
of themselves and therein lr. Earnest finds the coummon element linking
all Rouasntic poetry. ahile the rationaclist understood only the world
of concrete measurement, the Raxrantic used intuition as the approaech
to truth. And today, in our more or less rutional world, this type of
approach 1s suspect,

126 4. Wordeworth, "Preface to the Lyrical Ballade," Cumpiets works
of Williem zordsworth, p. 878, as quoted by Earnest, p. 349.
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Blske ie one of the Romantice who hud visione of truth, Hise world
wes thet of fmsgination end, though rot opposed to the intellect, he
thought it sew things as eeparste entitiss, while the inagination pere
ceived the unity of the universe., The sense of imrediate perception of
truth is found throughout Rosartic pcetry, One form is the mystic's
belief thet he has coxmuned with the divine principle of the universe.
One excriple is "Tintern Abbey® where Wordeworth telle of

that serene &nd blessed mood
In whieh the affections gently lead us on,
Until, the bresth of this corporeel frace
And even the motion of the human blood
Llros? suspended, we are 1l¢13 asleep
In body, and become a living souls
Vhile with en eye made quiet by the power
Of harmony, and the deep power of joy,
ue see into the life of thinge, 127

Here wordeworth shows thet he believed thet he hed perceived recl-
ity directly. le waes looking for a working philosophy of life and he
found, or thought he found, ancunderstanding of the unifying prineiple
of the universe, Thie wes the aim of Romontie litercture, and Shelley,
who hed eensed this sume unifying principle, thought the purpose of
poetry wes to exprecs it. Thus, rether than being a fashion of the day,
Romenticiem wus an attempt to meet the problens of 1life,

It 1e eusy to illustrete how the Romantios ceme upon this concept
of unity, It w2s, &s hes been stated, a&n intuituve rather than a ration=
al experience, The intsllectualization of the experierce come =2fterwards.
But the intuitive experience required certain conditions. Two things
ser: to te essentiul, 4 solitude for musing and an sesthetic experience.
Wordsworth found his solitude eand experience alonk the river ¥ye, Coler-

127 William Wordsworth, "Tintern Abbdey,® 11 A1-49, as quoted by
Earnest, p. 354,



1dge on o froety midnight "when the world wea"
eee80 celm, that it disturds
And vexes meditation with its strange
And extreme eilentnese. 128

Shelley, wh- hed gzarched ruiﬁs foé the eolution to the ridile of

1ife, found it
When mAuing deeply on the lot of life, st the
Sweet time when winds are wooing
All vitel things thet wake to bring
News of birds and blossoming, =-
Sudden, thy shadow fell on me;
I shrieked and clasped my hands in esstasy, 129

Wordsworth had a similar experience when walking home late one
night ]

I made no vows, but vows
Were then nade for me; bend unknown to me
ias given, that I should be, slse oinning g_reatly,
A dedicated spirit, 120

Such experlience however, cen be expleined in terxzs other than those
of mysticism. FKeats experienced such ecstasies, when the iraginetion
seerred to discover the truth, even tho gh he did rct believe in divine
or supernatursl visions,

The difference between the Romantic intuition and religious myste
icism lies in two things, Piret, there is no preperatory ritual in
using the intuition, and sescond, ecstasy is reached by means of an secs=-
thetic experience, not by ascetic means, natﬁor than denying or conquere-
ing the body to live in the spirit, the Romentics found bodily enjoyment
necessery to the full develonment of the intellect and the imsgination,

128 Samuel Coleridge, "Froet at Midnight," 11 8-11, s quoted by
Earnest, p. 3%6.

129 Percy Bysshe Shelley, "Hymn to Intellectual Beauty," 11 55-61,

as quoted by Earnest, p. 256.
130 ¥il)iam “ordsworth, The Prelude, Book IV, 11 334-37,
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This intuitive approach to reality wes important in the great Rem-
antie poets, but it has been neglected in our age because the achieve-
ments of rationalistie sciense have caused us to abandon other approaches
to truth, Also, it may be that our imdustrial world provides fewer
assthetis experiences and less solitude than tha'; of the early nineteenth
eentury.

In concluding his artiele, Mr. Earnest defines the Romantic temper
as "a sense of the mystery of the universe and the perception of its
beauty through 1ntuition or imagination."* e

In conclusion, then, let us review the definitions we have examined
and attempt to discover the pattern which they make,

The Ramanticists of the early nineteenth eentury were concerned
with three problems: the nature of poetry, the method of evaluating the
works of Shakespeare, and the problem of odrroctnug in poetry. To the
first they answered that postry was the means of expressing emotion and
of interpreting experience. It was, for them, an imitation of nature,
shaped and formed by the most important poetie faoculty, the imaginatiom,
The second question they answered by eoneluding thet Shakespeare's art
was organie, thag the laws governing an organism are inherent, and there-
fore, that Shakespesre was a law uatoe himself. Finally, by esorreetness
in art, the Komanties understood the right to disregard arbitrary rules
and to base their principles im truth and human nature.

Around the middle of the nineteenth century, there grew up a threat
to Romanticism., Based upon a misunderstanding of Darwin's theories, the

new philosophy held that the universe showed no evidence of design. It

151 Ernest Earnest, "Infinity in the Palm of Your Hand," p. 359.



was the result of a growing materialistie philosophy and as such, it
eclipsed Romanticism for a number of years,

Near the end of the nineteenth century there began an attempt te
rehabilitate the reputation of Romanticism, Pater maintained that Roman-
ticism is strangeness added to beauty and he was one of the first to in-
sist that Romanticism wae not the antithesis of elassisiem, but really
a principle in artistio temperament which is to be found in all liters-
ture, ¥William Lyon Phelps follows Pater in this view,

Around the turn of the ceatury, Mr, C.H. Herford developed the
concept of Romanticism as the development of the imaginative sensidility.
This sensibility, acting upon the world of semse and thought, called
forth a new response from man, and hence, the escence of Romanticiem s
found, for Mr, Herford, in its spesulative elements,

Ve have, in Mr, H.A, Beers' definition, a somewhat marrow reastiom
to Romanticism, He l1imits his soncept strictly to the return to the
Middle Ages. And he cites suffieient evidenes to baek up his assertions,
providing one negleocts, ss he does, a sonsiderable segment of early nine-
teenth century English poetry,

In the first deeade of the twentieth sentury the reputation of
Romanticisa oontinﬁed to climdb, dus to a recognition by seientists and
philosophers that there are certain limitations to the attainments of
scientific method, Mr, W.A., Neilson's defirition of Romanticism as the
predominances of imagination over reason and the sense of fact is a pre-
duot of this period,

There is, however, another development paralleling this favorable
viev of Romantieism, It is that of the anti-Romantie sechool of eritie-

ism, This school, represented by Paul Lklmer More and others, views
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Romenticism es the expreesion of a morbid egotism, brought about by an
intensely felt personality and the idea of infinity as the esespe from
all limitations. They regard it ss s ecorruptive agent, and something
to be avoided st all cost,

¥r. Lescelles Abercrombie has taken a different approach to the
subject, He has attempted to show that Romanticism is not the anti-
thesis of Classicism, but of Realism, He has demonstrated that Roman-
ticism is a withdrawing from actual life, to an inner world in which
s higher reality is realized.

Likewise, Mr. P.E. Pierce has chosen a different spproach by div-
iding Romanticism into four tendencies, twe good and two bad. The two
good he labels the Kystical-Ethical and the Exploratory tendeneies.

The $wo bad he names the Sentimental and the Cult of Besuty. This is
a more or less middlo-ground definition, an attempt to understand Rom=-
snticism rather than to eriticisze it,

The definition of Romsnticism by Hr. Oazemiean is en attempt to
understand the phenomenon by -méﬁb of psychology, Considering Rowman-
tfoism as the predominanee of emotional life, Mr. Casemisn distinguishes
two generations of Romantios. Both of these generations, he shows, were
products of an emotional reaction to the socisl and political environe
ment of the early nineteenth century.

¥re. Lawrence Hyde, it hes beem shown, is an anti-, anti-Romantis.
He castigates the Humanists for taking what he considers to be a narrow
view of Romanticism, He defines Romanticism as the sense of the unity
whieh underlies the diversity of life, To the Humanist eontention that
Romanticism is escape from reality, he opposes his belief that Romanti-

cism was a search for the Whole which is the only reality.



Mr, F.le Lucas, an anti-Romantie, defines Romanticism as & re=-
laxation of censorship over the unconscious mind. He charactcriszes
it as auto-intoxication - healthy if kept within bounds, corruptive
and destruoctive if allowed to get out of hand,

Finelly, Mr., Ernest Earnest distinguishes two schools of Romant-
icism. One school he defines as that which produced mainly the liter-
ature of escape., The other he describes as that which employed in-
tuition to perceive reality directly. This latter he understands to
be the true Romanticiem,

The pattern, then, which Romantie eriticism h:s taken is this:
First, the Romantics of the early nineteenth century were occupied with
establishing and developing novel, but not new, doctrines of art, wWith
the rise of materislism, Romanticism lost favor, By the turm of the
eentury, progress in knowledge re-established the reputation of Roreane
ticism, This re-establishment took the form of defining Romanticism
according to thought end feeling, or sudbject matter, or according to
psychology. Paralleling this favorable development were the unfavorable
tenets of the anti-Romantiec Humenists, And, finally, in the last de-
eade or e0, thers hes been a renewed attempt to re-establish the app-
reciation of Romanticism.

What the future holds for Romanticiem is hard to prediect., Its
reputation is apperently olosely tied to the eircumstances of the times.
It 1s evident, however, that at the present there is a fuller and deeper

eritieal appreciation of Romanticism than ever before.
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