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ABSTRACT

THE POETIC DELL: A STUDY OF COLERIDGE'S
POETIC QUEST FOR UNIFIED SENSIBILITIES

By
Walter Daniel Follette, Jr.

Unity is one term consistently used to describe the goal
of Samuel Taylor Coleridge's works. Many critics refer to
specific critical principles when they use the term, unity.

But it soon becomes apparent that unity is a general urge toward
synthesis which is the result of some deep, personal motive.

And that motive was for Coleridge the need to unify his frag-
mented sensibilities.

In his earliest work and continuing throughout his career,
Samuel Taylor Coleridge displayed two strong, contrasted wvalues,
that of unencumbered joy or pleasures of life, and a need to
be moral. Of the two, the need to be moral was the stronger
motivation; thus Coleridge always moved in the direction he
considered strictly moral. This moral sense in part came from
Coleridge's well documented lack of confidence and insecurit-
ies. In part, it emquied the empirical tradition. And in part,
it embodied Coleridge;s fear of offending. But,it usually
expressed a vague sense of cosmic responsibility. Coleridge's
sense of joy came simply from the need for nurturing, from a

desire to assuage his bruised psyche.
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Simultaneous gratification of his needs of joy and moral
security was then a desireable goal for Coleridge. But the
two needs were traditionally opposed. Freedom from burden
and indulgence in. feeling opposed the ideas of duty and
social obligation which foster moral assurance. Any action to
simultaneously gratify his two needs, then, involved in part
a struggle to validate his strivings for what would be consid-
ered objectionable qualities. Coleridge's struggle is best
seen in his poetic career.

Coleridge did not admit his needs of joy in his early poet-
ry (pre. 1794). Instead, they surfaced as a lack of convict-
ion in Coleridge's Augustan assertion of empirical convention.
But, as his sense of his needs developed, so did a form of
verse that could adequately express them.

That development was cut short by Coleridge's Pantisocrat-
ic involvement. His involvement gave him renewed faith in
empirical convention. Eventually though, he came to see how
rigorous rationalism wounded men. And with the justification
a Hartlian psychology provided, he went on to assert clearly
his needs in poems like "The Eolian Harp," and "This Lime-
Tree Bower My Prison." The "Annus Mirabilis" was the fruition
of this movement.

Coleridge's poetic expression depended on Hartlianism for
justification. Without that justification, individual vision
was subjective enthusiasm, and consequently was immoral.

Thus, .as his belief in Hartlianism collapsed, Coleridge
had to admit that his visions were subjective. Moral sense

censured him and he stopped writing verse. This process is
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witnessed in "Fears in Solitude," and "Dejection: An Ode."

Hartlianism never did completely satisfy Coleridge's moral
sense. As a result, Coleridge always resorted to style to
guard himself from the consequences of his poetic assertions.
At first, he isolated his assertions chronologically; his joys
were either past joys he now eschewes or joys he would enjoy
in the afterlife. ILater, Coleridge restricts his assertions
geographically.. When he wrote poetry or mused, he retreated
to a dell. His geographical isolation imaged a moral and
psychological isolation of poetry from the world of moral
obligation. Coleridge used this method of isolated modes in
most of his later poetry. And his metaphor serves as a useful
indicator of his poetic confidence; the closer the dell is to
the real world, the closer he has come to uhifying his dich-
otomized values. In the end though, even his metaphorical
remnoval of his assertions from the world of moral recponsibil-
ity failed to provide sufficient moral security. His only
alternative was to return to the security of orthodoxy and

prose which characterize his later life.
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CHAPTER ONE

Unity is one term consistently used to describe the goal
of Samuel Taylor Coleridge's works. And though the applica-
tion or interpretation of that word may vary, it is used
with a certain consistency; at least there is a harmonious
resonance or echo between instances of its use. In a most
general way the unity is perceived as a synthesis of aesthe-
tic traditions. "The modern and the classical," "the classic
premise and the anti-classical" and '"the classical and the
romantic" are all used to summarize this synthesis.1 Though
conventional, the juxtaposition of these general terms at
least suggest the interplay of ideas in Coleridge's mind,
and they make clear that Coleridge's thought was not simply-—-
as the o0ld saw goes--the romantic revolt against the outworn
conventions of the eighteenth century. Though revolt does
imply the direction and strength of Coleridge's achievements,
it does not explain the subtlety or fluidity of his thought.
For that a concept of synthesis—--or unity--is more appropriate.

Some critics though see Coleridge's career as fragmented
and his works as random, disjointed and desultory. Usually
this opinion results from taking Coleridge's own interpre-
tation of his life too seriously. Unfortunately Coleridge
was always apologetic, especially concerning his early poetic
and political interests; he saw them as juvenile enthusiasms

1
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which he later overthrew for serious pursuits. H. D. Traill's
examination of Coleridge's poetic and political interests
shows the disservice this prejorative approach can do Coleridge:

The various styles which he attempted . . .

are forms of poetic expression corresponding,

on the face of them, to poetic impulses of an
essentially fleeting nature. The political or
politico-religious odes were the offspring of
youthful democratic enthusiasm; the supernatural
poems, so to call them for want of a better name,
had their origin in an almost equally youthful
and more than equally transitory passion for the
wild and wonderous. Political disillusionment
is fatal to the one impulse, and mere advance

of years extinguished the other. Visions of
Ancient Mariner and Christabel do not revist

the mature man, and the toryism of (his] middle
life will hardly inspire odes to anything.2

Traill does Coleridge a double disservice. He first damns
Coleridge's poetic and political activities as insignificant.
And in turn he uses that conclusion to suggest the incompati-
bility of Coleridge's manifold interests. But, despite the
fact that Coleridge's poetic efforts were short lived and
were soon overthrown by interests he considered more signifi-
cant, it need not be true that any of his work was insignifi-
cant. Consider Walter Jackson Bate's analysis of the same
facts:

Coleridge has fascinated the English-
speaking world for over a century and a
half. To begin with, he had at least three
different careers, and if our attention is
not caught up by him in one way, it is in
another, He is a major poet, though to the
writing of Poetry he devoted only a fraction
of his time and abilities. Then, during the
painful years from thirty-five to his late
forties, he emerged as one of the supreme
critics and interpreters of literature,partly
because his interests extended so far beyond
literature in the narrower sense of the word.
With his fifties he turned more directly to
religious speculation, and became . . . one
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of the sem%nal religious thinkers of mod-
ern times.

And although different interests dominated different
periods of his life, they were not necessarily unrelated.
lMcFarland, in fact, suggests a close relationship between
all phases of Coleridge's career:

Coleridge's thought demands for its assess-

ment a recognition . . . that his intellectual

endeavour constitutes an organic unity. There

is in reality no tripartate division of rhap-

sodic poet, maundering metaphysician and pious

theologian; the same Coleridge philosophizes,

poetizes, and theologizes, and, furthermore,

the different fields of his interest are mu-

tually interdependent--his poetry, both in

thecry and practice, is essentially, not acci-

dently, involved with his philosophy, and his

philosophy is reciprocally bound up with his

theological interest.
And McFarland supports Kathleen Coburn who seems to charac-
terize the present critical attitude when she says, "It is
no longer considered sound to think of Coleridge as a poet
in youth, a philosopher in middle age, and a theologian in
his dotage. He was all of these at all times."? At any
rate, the frequency with which unity or synthesis is mentioned
firmly impresses those ideas on the brain. And once attuned
to the idea of unity, it is impossible to escape its ubiquity
in Coleridge.

But what is meant more precisely by "Unity?" Walter J.
Bate's analysis is pertinent. He sees three different types
of contrasted values synthesized in Coleridge's attempt "to
rennovate the classic premise and bring into its embrace the

anti-classical." TFirst Bate suggests unity is the coincidence

of the general and the specific, the formal pattern and its
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parts. Paraphrasing Bate, Coleridge's criticism attempts
to unify the modern, organic, concrete and vital with clas-
sical universality. The result is a new realism. Where the
specific and the general merge, where the specific "becomes
categorical” and yet maintains uniqueness, that point of
unity is reality. On another level, unity was the combina-
tion of the ideal with the material. Bate notes Coleridge's
love of Shakespeare's characters which are "at once a passion
taking its outlet as well as an actual man." In addition,
Bate sees unity as a "mingling and interpenetration of reason
and imagination."6 Unity then describes a fairly specific
operational principle in Coleridge's aesthetic.
Coleridge's theological quest, too, is described as a
search for unity:
The seminal principle, the original im-
pulse, which was in him from childhood, was
a sense of the Whole as a living unity, a
sense of God in all and all in God, a faith
in a divine spiritual activity as the ground
of all existence. . . . His great dread
was lest, losing his wholeness of wvision,
he should be constrained to view the uni-
verse merely as an assemblage of parts, 'an
immense heap of little things.' 'My Mind

feels as if it ached to behold and know some-
thing great, something one and indivisible.'’

Basil Willey's use of the word "principle" though implies
a concreteness or specificity that is inappropriate. The
"impulse" and "sense" Willey equals with the "seminal
principle" are more suitable words to describe the nature
of religious unity; unity was a feeling, not a principle.
And it was personal not academic. Coleridge was motivated

by a desire to know his place in an ordered or meaningful
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universe: "to see all things as one, to sense a unity
behind phenomena, to merge the subject and the object—-
such was Coleridge's lifelong wish. It is there behind
his feeling for landscape, there behind his notion of love
between persons, there behind his theory of the imagination."8
In that perspective poetry was, besides a means of personal
expression, a tool to explore the universe. As J. B. Beer
says:
In the end, he [Coleridgel was not content

with a poetry based purely on individual exper-

ience: he looked, on the contrary, for an all-

embracing vision which should encompass all

things in heaven and earth, reconciling the

truths of science with those of religion. He

invisaged this interpretation in three dimen-

sions; the plane of relationship between an

individual and his fellow human beings, the

plane of relationship between man and nature,

and the plane of relationship between man and

the spiritual order.9
Poetry may even have special value as Coleridge's first
attempt, his only essentially aesthetic attempt,to realize
his desire for unity. As such, it would parallel his later
interest in criticism and theology. At least one critic
(George Heyburn Gilpin, Jr.) holds this opinion. He devoted
his study of Coleridge's poetry "Visions of Joy," toward
proving Coleridge used poetry to achieve his vision of unity.
Summarizing his own critical method, Gilpin remarks, "Each
poem discussed is treated as carrying part of the burden of
Coleridge's intense search for a sense of unity with the
cosmos,"10

Unity, then, does not describe general philosophical

or critical principles. Rather it describes a general urge
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toward synthesis which is the result of some deep personal
motivation. Each of Coleridge's pursuits, then, are dif-
ferent methods he employed to satisfy whatever that motivation
was.
Other explanations of the ubiquity of the idea of unity
or synthesis are less creditable than the possiblity of a
personal motivation., Coincidence can be dismissed without
a thought. And it is not likely that unity is the uniform
effect of a mental habit. It is too easy an answer to men-
tion the comprehensiveness of Coleridge's intellect and
suggest that a striving for order is a natural mental habit.
It is not an unexpected result that the greater the mind, the
greater the striving for unity. This may provide a partial
explanation, yet, it is an incomplete explanation;
so dispassionate a cause operating in lofty areas of abstrac-
tion appears a distant cause at best. Dispassionate and lofty
motives are in marked contrast to the personal, immediate
emotional qualities which typified the motives and actions
of Coleridge the poet. Coleridge characteristically responded
passionately to immediate problems and concrete motivations.
For as J. A. Appleyard argues:
The struggle to conceptualize a personal in-

tuition and to unify the concepts in a satis-

factory framework requires a motivation

stronger than intellectual curiosity as it is

commonly conceived. Religious uncertainty,

creative incapacity, physical suffering—-—

o tents e o T ombial souros s

Whatever the influence of mental habits, enumeration of the

types and qualities of unity imply a larger whole, a greater
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equation in which the observed unities are parameters. And
in that equation, attention must be give to the emotional
roots of any mental habit or philosophic goal. For signifi-
cantly, thought was not a dispassionate activity to Coleridge;
it began with feelings. The appropriate place to begin an
inquiry, then, is in what Coleridge felt, not merely what he
thought.

In his earliest work and continuing throughout his
career, Samuel Taylor Coleridge displayed two strong con-
trasted values, that of unencumbered joy, or pleasures of
life, and a need to be moral., Of the two, the need to be
moral was the strongest motivation; throughout his lifetime
the strength of his moral sense was sufficiently strong to
inhibit Coleridge from following any course he considered
less than strictly moral.

Lack of confidence and insecurities of several kinds led
Coleridge to strive for moral certainty. He did not think
well of himself, that is clear. Contrasting his "precocity"
with his periodic distractions and lack of will, he called
himself "an herbacious plant," large, but only "with pith
within." As he put it, he "had power not strength."12
Self-condemnation and effacement run throughout his letters;
consider two examples. First, to George Cornish, 12 March 1794:

I have been the slave of Impulse, the child of
Error, and Imbecillity (sicl -=yet when I look
back on the number and character of those, who

have honored me with their regard, I am almost
reconciled to myself. . . .
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And later to George Coleridge: "I have so seldom acted right,
that at every step I take of my own accord, I tremble lest I
should be wrong."13
Nor d4id his brothers, perhaps motivated by jealousy,

fail to take the opportunity to reinforce his sense of guilt,
inadequacy, and dependence. The relation of one incident
(in a letter to George Coleridge, 28 November 1791) shows
just how well Edward Coleridge could play upon Samuel's
weaknesses., Samuel had impulsively written an incensed
letter to Edward, an error which he later regretted and tried
to rectify. But he was too late:

I received a very kind answer from Ned——in

the former part of it he writes in a violent

style, and then very good-naturedly desires

me to observe what anti-graces a letter

written in the first impulse of passion

possesses. Yesterday . . . I wrote him

such a letter as will I hope, utterly erase

from his memory my iater effusion of petu-

lance and passion.1
Bate ascribes this self-effacement to Coleridge's long de-
pendence on many individuals.

Dependent as he was on almost everyone

else, and with practically no one depen-

dent on him, the need to ingratiate him-

self became especially strong, and with it,

ag correlaries, a readiness of guilt, a

chronic fear of disappointing others and

a fascinated admiration for people of

firm—-or a* least apparently self sufficient

character.!5
However, the presence of his symptoms at an early age suggest
that his dependence might only be a single factor. Two other
factors should be noted. One is the lack of a stable family
or emotional environment. Another is a very specific distrust

Coleridge had of his own emotions and impulses.
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Coleridge was the youngest child in the family. His
parents were middle-aged when he was born and his brothers
were considerably older. Consequently he was somewhat
isolated. He was, however, invited into adult companionship
and his conversations with elders certainly provided a
sounding board and approval.16 But "his popularity with
adults could not compensate for his lack of natural com-
panions."17 And this deferential treatment certainly
alienated his siblings.

Coleridge's father died (in 1781) when he was nine.

The financial set-back sent Coleridge first to live a short
time with his uncle, John Bowden, who spoiled him and then
to Christ's Hospital as a charity case. Scholars disagree
about the influence of Christ's Hospital. The facts seem
to suggest its atmosphere was rather oppressive, but Hanson,
for example, believes Coleridge heightened his privations in
his imagination. The consensus though is that with the excep-
tion of his acquaintance with the Evans family, Christ's
Hospital provided little emotional security.18 The nurturing
influence of Christ's Hospital might best be characterized
by Boyer's (The Upper grammar master) response to Coleridge's
crying for loneliness:
Boy! the school is your father! Boy!

the school is your mother! Boy! the

school is your brother! the school is

your sister! the school is your first

cousin, and your second cousin, and the

rest of your Selations! Let's have no
more crying.1
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It is understandable why Coleridge might have felt a
strong need for friendship, nurturing and approval and why
he might have feared offending those few who did provide
those qualities.

In addition, abnormal childhood relationships probably
hindered the development of both Coleridge's sense and
strength of identity. He compensated for this throughout
life with excessive dependence on others. This would explain
his fascination with self-sufficient individuals and, as
Beverly Fields argues, his general need for people. She
believes that Coleridge would efface himself to evoke an
opinion of his actions from others:

It is as though he found it impossible to
define himself, to validate his identity,
except through submission to the glasses
of someone else's eyes, like a child,
whose only understanding of himself comes
Igr?%m through parental responses to his behav-

Coleridge admitted, sometimes with pride, sometimes with
regret, that he lived largely in his imagination as a child.
At one time, how his mind had been "Habituated to the vast"
as a child explained why he was so suited to deep studies.

At another time, he blamed the same open, imaginative quality
in his mind for causing his misfortunes. In one such instance,
when he was beset by irremediable financial difficulties, he
finally wrote to Brother George explaining his situation.

He blamed his imagination for his failure to face up to

his situation and save himself before all was lost:
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Instead of manfully discolsing the disease,
I concealed it. . . --1 became a proverb to
the university for Idleness--the time, which
I should have bestowed on the academic studies,
I employed in dreaming out wild schemes of
impossible extrication. It had been better
fgr.me, if myz%magination had heen less
vivid. . . .
It is understandable how Coleridge could come to distrust
his mind.

But if Coleridge distrusted the leaps and convolutions
of his imagination, he distrusted feeling and impulse even
more. It is easy to see how Coleridge might have been quick
to learn hurt and the dangers of expressing his emotions in
his family environment. That explains his reticence. How=-
ever, his restraint came not only from his fear of hurt but
also a fear of the impulses themselves. Coleridge remembered
one bad incident throughout his life. Coleridge had become
extremely angry at his brother for a cruel trick he had
played. Coleridge leapt at his brother, their mother inter-
vening just in time--for Samuel had a knife in his hand.
Though he had been restrained in time, the implications of
the action were not lost to Coleridge. This incident,
coupled with other, frequent "disasters" (as he saw them)
resulting from impulsive action, explains why he distrusted
his feelings. And when coupled with his unstable environment,
these fears explain Coleridge's guilt and anxiety.

Coleridge's guilt and anxiety became translated into a
sense of indebtedness and a deference to others. That sense

is easy to find throughout his works. In some cases, it is

found in an explicit admission of debt:
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As to what you wrote to me about my

accounts, I do realize your friendliness

and love towards me--for you have always

been a brother to me in kindness and a

father in wisdom, as well I know.

In other cases Coleridge's deference is seen in as
minor a thing as the conclusion to a letter: "believe me,/
with sincere affection and/gratitude/Your's ever" or "and
believe me with/Love and gratitude/Your's," (Collected Letters
Pp. 16=17). But, explicit or implicit, his deference and
sense of indebtedness were always there. These feelings led
to a feeling of social obligation. This feeling of obligation
could be fairly specific, a concrete duty to certain persons.
Perhaps no obligatipn was more immediate than a family obli-
gation. Bowing to its weight, Coleridge would act against
his own feelings, his sense of justice and his own interest.
Noting the smallness and vanity of his brother, Edward, the
self interest and superficiality that characterized James,
and his own sense of superiority, Samuel nevertheless would
submit to Edward's and James' condescensions: he said "I will
assume the semblance of Affection--perhaps by persevering in
appearing, I at last shall learn to be, a Brother."23
Social obligation to Coleridge was more than an acknow-

ledgement of social responsibility. While it could be a
specific obligation, as to his family, usually it was more
nearly a statement of cosmic responsibility. But, if that
feeling was as vague as his childhood impulse to search for

a "completely pure virgin," it was certainly more enduring

and powerful.
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Coleridge's sense of obligation could best be summed as
the embodiment of his awe of the empirical tradition and
the weight of social-religious orthodoxy. And it was felt as
a burden of proof, a need to justify himself. Whenever he
differed in opinion from another, Coleridge felt an obliga-
tion to prove himself., Understandably, therefore, orthodoxy
held considerable power in Coleridge's mind. Thus it is not
surprising that Bate records the following phenomenon:
Constantly, in his mature years, his hun-
ger for approval or love and his dread of
disapproval were to lead him to oscillate
between two extremes: on the one hand an
apologetic self-effacement, in which he
could stand aside and find his satisfac-
tions vicariously; on the other hand, an
impetuous brilliance of discourse, usually
in support of the most approved sentiments.24
Although this evidence indicates that his fear of the
authority of orthodoxy was a consequence of larger personal
uncertainties, his fears were by no means unjustified.
Since the philosophical and theological orthodoxies of
Coleridge's period supposedly had objective justification
and scientific verification, any dissenting assertion
carried to its promulgator the burden of proof. And to
Coleridge, who dwelt in speculative spheres, exploring the
subjective powers of man, the burden was continuous.
Contrasted to the severity of his moral sense is
Coleridge's acute awareness of feelings, tender sympathy
and search for relief from his severe sense of responsi-
bility. In recognition of this quality, Coleridge has been
celebrated as a poet of joy. Stanford, for example,

emphasizes the importance of love in all of Coleridge's
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pursuits. "His religion, philosophy, and aesthetic stemmed
in fact, from ideas of love; and it is as the philosopher of
love, sympathy, empathy and union, that he has his all impor-
tant place."25 G. H. Gilpin, Jr. finds that Coleridge uses
the word joy to "describe his goal of union with God. . . ."
Significantly, his means to the goal are "the act of artistic
creation."26 And Coleridge frequently uses the word joy in
association with intuitive poetic values. His clearest
definition of the word comes in "Dejection: The Ode." There,
joy is the pure, animating spirit of the mind. Usually joy
proceeds from a sense of freedom from burden, enjoyment of
sensuous nature and indulgence in personal feelings and new
awareness., In the Pantisocracy poems, joy comes from justice,
the removal of oppression, and the awareness that the passions
can "weave an holy spell."

These joys, however, were fragile to Coleridge. One
reason, obviously, was because of his own disappointed desires
for these joys. But equally important, their opposition to
his sense of conventional morality also made them seem less
available. The values of uninhibited pleasure were associated
with the world of vice and certain suffering. ILucyle Werkmeister
notes several statements by Coleridge in which he relates
pleasure, pain, morality and vice:

We may be certain, he promises, that "we
shall find the loose hour punished by still-
attendant disgust and self-reproach. We
shall find, that as high as the spirits
are artificially raised above their natural
standards, so far they must sink below
it. . . . Plotinus had already said that

men are punished for their abberations in
strict accordance with cosmic law, but
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Coleridge seems to suggest that the cosmic

law is after all, only Newton's third law

of motion, which, in its application to

mind, demands that for every pleasure there

will be an equal and opposite pain.
Of course, Coleridge here is speaking of inappropriate
pleasures--artificial as he called them.28 But in life, in
contradiction to his ethical formulations, he probably was
less careful in his distinctions. Any pleasure probably
raised his anxiety.

Simultaneous gratification of his needs of joy and moral
security was then a desireable goal for Coleridge. But these
two goals were opposed both in tradition and in Coleridge's
interpretation of them. Freedom from burden and indulgence
in feeling opposed the ideas of duty and social obligation
which foster moral assurance. Enjoyment of sensuous nature
is opposed by both the Christian ascetic tradition and the
empirical tradition. They denigrate the physical, or specifiec,
and urge striving for the ideal and the universal. That
empiricism rejected subjective opinion, feelings, and imagi-
nation as immoral fancy and enthusiasm is a truism. Thus
Coleridge's values incorporated the traditional opposition
of moral empiricism and immoral indulgence in feeling;
moral value was aligned with orthodoxy, with reason and
the empirical mode. And Coleridge certainly would feel a
strong compulsion toward orthodoxy.29 However, he could not
simply retreat into orthodoxy. For his opposed values were
not merely moral expediency opposed to indulgence, but also

his own compulsion toward an orthodox ethic opposed by

other values important to him. Those feelings which he



16

feared to indulge were real, human needs. They were essentially
emotional, imaginative, intuitive and, unfortunately, tradi-
tionally immoral.

Thus, Coleridge found himself straddling a chasm, one
foot planted firmly on the eighteenth-century empirical tradi-
tion as he interpreted it, the other tentatively settled on
the developing mode that would gratify his needs. Since he
could find personal gratification only in the new mode, he
was forced to it. To gratify all his needs, he would have to
bridge the chasm; he would have to unite the empirical mode
and the developing mode. But since Coleridge's overwhelming
need for moral attitude never receded, since the demands of
a moral obligation were always first to be answered, the
attempted union essentially became an attempt to make moral,
or prove moral, the intuitive mode. And this involved a
struggle to find objective verification and rational justi-
fication for his subjective, imaginative poetical mode which
incorporated the values of feeling.

Perhaps this struggle is nowhere more clearly seen than
in his poetic career. Therefore this study is devoted to his
early poetic career. TFor the changes his poetic efforts
undergo, including his final abandonment of poetry, demon-
strate his attempt to use poetics to reconcile his needs.

And from that evidence, conclusions can be drawn about the
nature of other unities which scholars have noted. His poetic
career, finally, can provide evidence supporting the idea
that all instances of unity are derived from one pervasive

motivation to bring his world, his dichotomized values,
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together. And this implies that his poetry is more important
than it is generally to be thought. Hopefully, this study
will demonstrate the significance of Coleridge's poetry;
hopefully it will prove that Coleridge's poetry can no longer
be dismissed as a curiosity; and hopefully it will foster a
recognition that Coleridge's poetic impulse shares the goal
of his philosophy and theology.

Coleridge's early poetic career (up to his early college
years) demonstrates little concern with the need to justify
modes of perception; while some unmet needs did surface, he
was quick to rationalize them away. He stuck firmly to
orthodoxy to avoid conflict. Only when he recognized his
unmet needs and awakened to new possibilities did he realize
how unsatisfying the Augustan mode, with its strictures against
personal feeling, wasg, >0 Therefore, he began to develop a new
mode of poetry that stepped over the o0ld conventions.. Coleridge
sought a form to adequately embody his thoughts. Poetry then
came to express feelings, to image them, or evoke them in a
way distinct from pfose. There were dangers in this though;
Coleridge used the poetic mode to express psychic not rational
solutions. His emphasis was on the resolution of mental,
not actual, conflicts. Coleridge came to accept the truth of
these poetic solutions, but he had to reconcile them to fact
(unlike Blake who simply accepted the truth of his visions).
Coleridge's problem was how to proceed from intuited, psychic
truths in an objective world hostile to those truths. This
problem might be simply put as a demanded unification of the

subjective and the objective. It is a problem even we
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recognize as real; it is a problem we associate with the
romantics; and it is a problem that Coleridge's earliest
philosophies could not resolve.

Unconsciously perhaps, Coleridge used poetry to resolve
this problem. For with poetry he could hedge; he was permitted
a significant ambiguity he could use to defend himself from
the implications of his assertions. However, the ultimate
effect of the problem is not merely stylistic; its ultimate
effect was in his decision whether or not to write poetry.
Coleridge's career then follows the development of his epis-
temological struggle. In youth, his poetry was conventional, as
was appropriate to his orthodoxy. Developing needs and
rising expectations following his late college years inspired
his greatest poetry. But these poetic assertions also
brought with them the epistemological problem of verifying
his poetic intuitions. Thus late in his career, when he
had not succeeded in establishing a moral framework for his
speculations, when the burden of proof bore too heavily upon
him, he eschewed these poetic speculations for the moral
security of prosaic philosophic studies. And even then the
need to find common ground between his organic nature philo-
sophy and orthodox Christianity31 pressed him to the problem
of knowledge. His final act was to acknowledge his inadequacy
and accept Christian orthodoxy.

Scholars and critics were right when they intuited unity
as Coleridge's goal. And given the advantage of 170 years
perspective, it is easy to see that those elements being

unified are what we now term the elements of classicism and
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romanticism. But more than the elements of two traditioms,
they are values that were important to one particular man.
This distinction invites a caution: the perspective of 170
years distorts our view by over generalizing. That perspec-
tive must be corrected by recognizing the intimacy and
immediacy of the problems Coleridge faced. It is our
present error to overlook individuals, to be too influenced
by the emphasis time gives general principles. In that case,
literary history is reduced to the struggle of cosmic prin-
ciples dramatized by particular authors. These principles
overstate what little correspondence exists. Beer, for
example, acknowledges that, perhaps rightfully, the term
"Romantic movement" is less used. He says:
Perhaps there was a desire for a move-

ment . . . but the individual differences

between artists involved were too great to

admit of anyting more. The critic finds

himself on firm ground only when he turns

from common beliefs to common problems,

and commogzproblems do not constitute a

movement.

But even if there is a zeitgeist, it is not a general
assent to philosophic attitude. It is a correspondence of
feeling. For example, we may view the Romantic problem as
epistemological; Coleridge, however, saw his problem as an
attempt to reconcile opposed needs to maintain psychic
equilibrium, to hold his world together.

Granted, the battle may have been fought in the realm
of philosophy, but its roots were in feeling. Perhaps W. J.
Bate (who in part inspired this approach) best shows the

balance between feeling and intellect that Coleridge's
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philosophy exemplified:

No one who has written on literature . . .
has more directly and emotionally felt,
and . . . understood, the claims of the
subjective . . . and at the same time
retained so firm a grip on the philoso-
phically objective, the specific, or the
claims of the technical. The classical
and the romantic, the ideal and the con-
crete process, reason and feeling, sym-
bol and direct statement, form and
mimesis . . . are equally meaningful.
And . . . within the theatre of his
mind, the drama of speculation is one
that seeks to combine them--to conceive
them as they exist_in active interplay
and assimilation.>3

This is not, however, an argument for the study of psychological
determinism in Coleridge. While needs spur the conception,
great needs never made a great poet. It is the ability of
the author to cope with those needs--what he creates when
spurred by his needs-=that makes his greatness. Still,
without a full understanding of his needs, we cannot appre-
ciate his creative\work in resolving his needs.

The advantage of the approach taken in this study, then,
is that it accounts for feeling. And in doing so, provides

a more accurate picture of Coleridge.



CHAPTER TWO

Coleridge's early poetry establishes an opposition
of rational and intuitive poetic modes and their associated
values. The opposition begins with Augustan moral sanctions
against emotional excess in poetry derived from the traditional
dichotomy of reason and imagination (or fancy). This soon
develops into a tension between poetry of social obligation
and poetry of personal reflection. As a mental procéss,
this development is not strictly logical; it depends as much
on association of ideas, simile, and consonance of feeling
as it does on rational process. Nevertheless, this develop-
ment is significant. It reflects Coleridge's first approach
to serious questions that he would study all his life: Coleridge's
poetic concerns embraced psychology and epistemology as well
as ethics and metaphysics. His interest in Bowles' poetry,
for example, led to important insights which Lawrence Hanson
notes in Coleridge's later reflection:
To defend tenents based on Bowles! ideas,

was to attempt nothing less than an analysis

of the nature of poetry; and much of the time

of his last years at school was spent in

establishing to his satisfaction a solid

foundation of poetical criticism "on which

permanently to ground my opinions, in the

component faculties of the human mind itself,

and their comparative dignity and importance."!
So circumstances do imply that Coleridge's early poetry is
undistinguished, but the objections they raise are answerable.

21
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Coleridge, himself, was effacing in his claims for his poetry.
For example, he compared himself to an ostrich--non-poetic
wings that gave him a "feeling of flight."2 But despite
the fact that he "describes his interest in poetry as insi-
pid, . . . there is little doubt that he was not even then
[c. 1787] wholly without pride in his compositions."3
Coleridge's own statements again prove untrustworthy. There
are also identifiable conventions in Coleridge's poetry that
suggest that his work might be uninspired imitation. But
those conventions are found in a mosaic of tension that
modifies them; the conventions are juxtaposed to other
assertions and evaluated in the larger frame of reference
their interaction provides. The conventions are not used
thoughtlessly.

A reading of Coleridge's poetry best demonstrates the
interaction of convention and new values: a reading shows
the initial opposition of the rational and intuitive modes,
their investment with numerous values, and their increasing
sophistication as they are modified by their conflict. In
addition, a reading shows that Coleridge's early resolutions
of the conflicts were essentially stylistic. And a reading
of Coleridge's early poems, in demonstrating the significance
of his poetry, dismisses Coleridge's own disclaimers and the
derrogation of others.

Coleridge's first poetic statements on the values of
poetry take after Pope's pronouncements in Essay on Criticism:
Coleridge is modest in his poetic claims, almost effacing;'
he at once acknowledges the limited value of his poetry and
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its vulnerability to criticism. Praise of his muse is
qualified by several clauses: "Tho' no bold flights to thee
belong;/Andltho' thy lays with conscious fear,/Shrink from
Judgement's eye severe" ("To The Muse," 11. 1-3).4 Even the
language invites comparison.5 Certainly part of his disclaimer
is traditional. But it}is none the less believed.

Coleridge argues, like Pope, that since poetry is sub-
jective, and since human sense is limited and erring, poetry
cannot be trusted: he limits the social value of poetry
because his poetry is personal--i.e. subjective--which, as
the reader knows, subordinates it to social responsibility.
This is where tradition bore most heavily on Coleridge; the
dual concerns of delight and instruction demanded rigid stand-
ards of form and content. The dual concerns especially forced
conformity to "common sense" or the legislated ideals of
"consensus genetum." Private sense was immoral. Judgement
always subordinated imagination with rigorous control.

What was left after "personal sense" was removed was the
poetry of the rational mode. It was unsatisfying. As serious
poetry, it was above all not speculative; poetry was distrusted
to the degree that it was speculative. Rather it was to be
rigidly instructive and usually orthodox, with the not unex-
pected result that the limiting conventions and orthodoxy
that wounded Coleridge were advocated. Too, it was mentally
and logically rigorous in a way that stifled any uncertainty
80 necessary to speculation. Musing was not its subject.

Coleridge's early reassertions of poetic conventions,

howvever, are infused with his own values and his own values
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significantly modify the conventions he uses. Convention,
in Coleridge's mind, is more than codified, appropriate
actions; Coleridge offers the rational-empirical mode as a
replacement and compensation for lost happiness. The beginning
of this investment of value is perhaps found in a well docu-
mented personality trait of Coleridge's. As Lucyle Werkmeister
suggests, "the point of departure, expressed or implied, of
all of the 'metaphysical' juvenailia is . . . the awful fact
of guilt and its necessary concomitant, suffering.”6 Coleridge
explains his suffering this way: grief is inevitable since
youthful joys of unrestrained indulgence in feeling and sur-
render to impulse are opposed to the sober pleasures of moral
action resulting from rational restraint. The development of
this opposition begins in Coleridge's earliest poetry.

In "Easter Holidays" (1787), the pleasures of moral action
are maturer pleasures which provide a replacement for youthful
joys. In the poem, youthful joys, though not yet opposed by
moral obligation, are, however, separate from it. And by
extension, the poem implies that the pleasures of feeling
are limited to childhood and are given up as a part of
maturing; indulgence in feelings in maturity is immoral.

"Easter Holidays" begins with a spirited celebration of
the Easter holidays, the joys of spring and the unrestrained
happiness of children. It is evident that the pleasures of the
Easter holidays are important to Coleridge because of his
vivacity in celebrating joys and because he is expressing his
own experience. Coleridge builds the excitement of the poem

through the first three verses. The first is a traditional
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salute to spring and all it represents:

Hail! festal Easter that dost bring

Approach of sweetly-smiling spring,

When Nature's clad in green:
When feather'd songsters through the grove
With beasts confess the power of love
And brighten all the scene. 11. 1-6
Its predecessors date from the Middle Ages7 and it shares with
its predecessors a lyric spontenaity. That spontenaity sug-
gests Coleridge's interest. The second verse details the
activity of the unrestrained school children. Their liveli-
ness generates considerable excitement; they "All sing the
festive lay" (1. 12). The joy of their sounds and actions
fill the world of the poem until all ceases with evening.
Coleridge is clearly in touch with the joy of the season;
his celebration proclaims it. And he celebrates as a parti-
cipant (he was still entered at Christ's Hospital, age 15).8
His feelings are sincere even though he expresses them in
conventional language. He clearly values his feelings.
Yét.if he values these joys of springtime and youth it

is strangevthat he so rapidly eschews them. The reader must
assume that he has sufficient cause. Coleridge tries to
Justify his change in attitude. The ﬁevening“ of verse three
which ends the children's joys is much more than the end of
day; metaphorically it is a later age, an age 6f discovery
that darkens those youthful joys. While discovery is supposed
to produce the pleasures of understanding, those pleasures
seem less than satisfying. The fourth verse illuminates the
pain of knowledge, of eventual initiation into the human

condition:
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But little think their joyous hearts
Of dire Misfortune's varied smarts
Which youthful years conceal:
Thoughtless of bitter-smiling Woe
Which all mankind are born to know
And they themselves must feel. 11. 19-24
Verse four also suggests the immature nature of the children's
joys. Their pleasures can be enjoyed only in innocence.
When exposed to reality they are illusory. Thus says Coleridge,
one must acquire knowledge and virtue to fend off the pains
of life. And in that wisdom and that virtue, a mature person
finds his joys. Thus the cause of abandonment of youthful
joys of feeling is that they are immature. And it is implied
that those joys must be abandoned in their time if a person
is to grow. They are, after all, "unrealistic." Coleridge
then rapidly disavowes, on the basis of expediency, the
pleasures of youth, the values that he has just celebrated;
their advocacy is based on feeling and their rejection is
based on moral obligation. In this poem, then, moral obli-
gation is in ascendancy over personal pleasures of feeling.
And those innocent joys are inhibitors of later knowledge.
But Coleridge's explanation for leaving youthful joys

is not convincing. The reader wonders if Coleridge is sacri-
ficing just youthful joys or a particular universal kind of joy.
Coleridge's alternative does not leave the reader with a sense
of satisfaction but rather a feeling of regret. Rather than
the alleviation of an unfortunate state of misinformation,
this poem seems to portray a loss of important values. As

Lucyle Werkmeister says, "One feels the 'lonely pang' even in

'Easter Holidays' when the 'mirthful dance' and 'jocund noise'
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of innocent play bring Coleridge's own isolation into
focus."9 There is a sense that Coleridge too is unconvinced
by his explanations.

Returning to verse three, the suddenness with which the
evening ends the joys and the suddenness with which the poem
changes course is significant. It implies that the end of
these joys was certainly ominous to Coleridge. An as suggested,
he was, perhaps, not filled with true pleasure at the prospect
left. His explanation of the weakness of the joys, verse
four, then express his resignation to what he sees as a
universal situation. And the maturer joys he claims to prefer
in verse five, then, are actually only an artificial means to
combat the pain of the loss:

Yet he who Wisdom's paths shall keep
And Virtue firm that scorns to weep
At ills in Fortunes' power,
Through this life's varigated scene
In raging storms or calm serene
Shall cheerful spend the hour. 11. 25=30.
What more is this wisdom than acknowledgement of, and submis-
sion to, misery? And what more is virtue than a kind of
stoicism? And what sort of cheer is left but a pride in
one's stiff upper lip? Somehow the hours of bliss he projects
lack the emotional value of the innocent joys. His proposals
sound like, and are, only a poor consolation. Coleridge's
fears, and his response to them, suggest that the fragility
of the feelings and the inevitable hurt are what he fears.
His real reason for advocating the path that he takes is
to avoid what he sees as the vulnerability that innocent joys

create. And if the reader agrees that those innocent joys
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are simply the joys of feeling through life, then Coleridge
could be construed as saying, "I'm giving up feeling because
it is indefensible." Feelings are fragile and they cannot
stand in the strong light of moral obligation.

Other poems suggest that a rational, conventional life
is the best. Since those conventions are the ones that failed
to fulfill Coleridge's needs, a conventional life is not
likely to satisfy Coleridge.

In "Dura Navis" (1787), rational action is contrasted
with the disaster indulgence in feeling is certain to bring.
"Dura Navis" proposes a conventional domestic life for the
reader. After comparison with the dangers of sea travel,
and service in the naval forces, Coleridge's description of
domestic life, if dull, seems much more secure. Goads to
enlistment, the poet argues, are the snares set by fancy.
After a thousand agonies of sea travel are luridly described,
Coleridge concludes:

These are the ills, that may the course attend--
Then with the joys of home contented rest—-
Here, meek-eyed Peace with humble Plenty lend
Their aid united still, to make thee blest.

To ease each pain, and to increase each joy=-
Here mutual Love shall fix thy tender wife,

Whos offspring shall thy youthful care employ
And gild with brightest rays the evening of thy Life.

11. 57-64
The dangers of fancy and the benefits of conventional life
then are opposed.
But despite the fact that Coleridge contrasts the joys
of home with the despair certain to be a sailor's lot, and

despite the fact that he advises against those "Vain . . .
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Schemes by heated Fancy plann‘'d" (1. 6), he is fascinated
with the power and strength of the oceans and the.pains
associated with them. His arguement is somewhat weakened
by its form. Coleridge contrasts the worst dangers of the
sea with the "best" domestic life offers. One can imagine
his belief that if he presented the joys of adventure they
would overshadow the joys of home. He sounds like a boy
trying to convince himself that his wishes are silly. Too,
the blandness with which domestic life is described suggests
that it is nothing but an offering of convention. Coleridge
concludes that the conventional life is better because it
is safer, overlooking the possibility that adventure, for
all its risks, might be more fulfilling. At any rate,
Coleridge argues that impulse is not an adequate guide and
must be cautionéd against.

"Nil Pejus est Caelibe Vita" (1787) argues strongly in
favor of marriage, not on the basis of love, but on the
basis of security. Coleridge sees the benefits of marriage
only as a defense against isolation, loneliness and insigni-
ficance rather than anything positive or vital. A celibate
man suffers only because he is without comforters in a wife
and child, and only because his name will perish without
any progeny. The sentiment (similar to that in "Dura Navis")
is conventional and reeks of the golden mean. As Lucyle
Werkmeister interprets, from Coleridge's loneliness, "arises
his need to be loved; and, in emphasizing the value of domes-
tic affection, Coleridge is only universalizing this need."10
Convention is what reason dictates and to Coleridge it is only

a compensation.
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"Quae Nocent Docent" (1789) is a militant restatement
of the opposition of values in "Easter Holidays.ﬁ In "Quae
Nocent Docent" belief in a utilitarian and experimental
philosophy implies a moral value in continued hard work and
denigrates the importance of joys since they are inutile.
In the poem, Coleridge regrets the waste of past hours "In
giddy revels, or in thoughtless joy/ . . . producing future
woe." Rather than indulge in youthful passions he once
enjoyed--indulgence he views as "Folly" or "Sloth"--=he now
wishes to "seek with care fair learnings depths to sound/
And gather scientific lore;/Or to mature the embryo thoughts
inclined,/That half conceived lay struggling in [his] mind."
He chooses a severe regimen to effect this end; ". . .O'er
midnight lamp [he'd] love to pour" and "The colister's
solitary gloom [he'd] round." This emphasis on long, hard,
dedicated work is understandable if, as the poet says, "Sage
experience comes only with years." Again Coleridge makes the
moral distinction between youth and maturity; youth enjoys
indulgence in feeling but that indulgence is barely tolerated
and any indulgence later is immoral. There is no place for
indulgence in feeling. Feelings are dangerous, bringing
"future woe." Rational process only is moral. The tension
between the needs of feeling and moral certitude is explicit.

Despite his explicit statements advocating vigorous
rationalism, it is clear that these early statements suggest
other values important to Coleridge. And judging from
"Easter Holidays" and selected poems, these values essentially

embody the expression of feeling. At first Coleridge can only
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accept the values of feeling in the restrictive context of
empirical convention. He can accept them because they are
past joys which no longer concern him; he can accept them
because he acknowledges poetry's inutile nature and promises
not to let it interfere with his reason; otherwise he must
demonstrate some value of poetry, some way in which it can
be socially utile. The last two possibilities are present
in "To The Muse." In that poem, the values of poetry are
exhaltation of the soul, refinement of feeling, heightening
of appropriate pleasures and alleviation of sorrow. Too,
feeling has value as a mode of personal communion. But
because it is consistently personal, it is relatively useless.
In terms of "To The Muse" and "An Invocation® (1790), its
most probable use is as a personal solace. And even then
its value is limited. The pensive joy of "To The Muse" is
only sorrow softened. And, as in "An Invocation,"™ the solace
of poetry invites caution. Only when that solace finds
general social approbation is it truly a source of joy.

Later, despite the fact that indulgence in feeling is
outlawed, Coleridge delves in. Readers must conclude that he
was driven to it by unfulfilled needs that he had unsuccess-
fully tried to compensate with rational process. Indeed his
speculations deal with those feelings that are opposed to
rational empiricism.

Hope is panegyrized as a positive benefit to man in the
sonnet "To The Autumnal Moon" (1788). Hope's allegorical com-
parison to the moon suggests that hope has a mysterious

potential for good. Coleridge's description of the moon
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draws upon the symbolic heritage of the moon as a mixed
cause of unexplainable effects in the world of man. "Mild
Splendour of the Various-vested night!/Mother of widly-
working visions!", produces a sense of immanent power. Besides
potent, the moon-hope is benevolent; Coleridge's language
makes this belief clear. Descriptive terms are gentle and
suggest kindness. The "mild" moon's agent, its light, is
"Placid." By association hope enjoys the sense of power and
benevolence attributed to the moon. Directly hope is shown
to act as a pallative for man's mortal woes. Her beneficial
rays lighten the burden of care man must bear, " . . . emerging
in her radiant might,/She o'er the sorrow-clouded breast of
Care/Sails, like a meteor kindling in its Flight." Though
sometimes seen dimly or occluded by despair, hope's light, as
the moon's, eventually appears "in radiant Might." Because
of its constancy, hope's dominance is inevitable. To know
then that hope is constant, ageless and beneficial as the moon,
is to conclude, as Coleridge did, that hope is "Fair."

In an empirical philosophy, hope has little place, yet
in "To The Autumnal Moon" it is of value as an inevitable
solace to man. This unique departure suggests visionary wvalues
distinct from the empirical. Hope becomes alligned with the
intuitive mode. Unlike previous poems which caution against
feeling as motivation, the values of hope in "To The Autumnal
Moon" are uniquely emotional; there are values in feeling.
Despite his intentions, Coleridge is still intimately con-
cerned with feeling.
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Sonnet "To The River Otter" (1793) provides the best
example that Coleridge is returning to the intuitive mode to
compensate for the failure of the empirical philosophy he had
been advocating. It reverses the pattern of youthful joys
eschewed for the consolation of empiricism; in the world,
empiricism now brings men pains. Coleridge soothé those
pains with memories of the joys of youth which he longs for
but cannot have.

Nature is celebrated for its own vivacity in "To The
River Otter." VWhere Coleridge conventionally manipulated
nature in a poem like "To The Autumnal Moon," Coleridge now
relies on nature's various, phenomenal existence. To him
it was the strength of impression that objective nature pro-
vided that gave him immediate and later joys. Originally,
the scenes of childhood were sweet. Then they were impressed
in his memory. From memory, full phenomenal visions and the
associated joy return to him to alleviate his woes in later
years.

Though Coleridge personifies -the River Otter by address,
he does not impose subjective attributes on it as he did on
the autumnal moon. The Otter remains "dear native brook"
complete with "Thy crossing plank,'thy marge with willows
grey/And bedded sand that vein'd with various dyes/Gleam'd
through thy bright transparence! . . ." Only because of its
vitality can the river so impress itself in Coleridge's
memory and transport him from care; " . . . On my way,/
Visions of Childhood! oft have ye beguil'd/Lone manhood's
cares, yet waking fondest sighs:", It is pleasing to
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Coleridge that he can redeem the joys of childhood in memory
to restore his mental well being. Yet his wish-="Ah! that
once more I were a careless Child!" suggests more than sim-
pPle nostalgia. There is a special value in childhood that

he cannot have. Manhood and its demands weigh heavily on
Coleridge. One possibility is that Coleridge wants release
from the weight of moral responsibility. "Lone manhood"
suggests emotional values lacking in maturity. At any rate,
Coleridge is wounded by responsibility and seeks compensation,
this time in emotional gratification.

But if he does seek that compensation, he must risk
censure by his sense of obligation to orthodoxy. Since he
does, there has to be a conflict. Actually it existed from
the beginning. At first it was only a subtle tension:
empiricism was firmly enthroned by Coleridge's explicit
damnation of indulgence in feeling and advocacy of a life
of the golden mean; the faint cry of unmet needs was all but
drowned by the rumblings of rationalism. But the cry of those
needs (both personal and social) continued to echo and slowly
became audible to Coleridge. Thus the loecus of 1787-1793
sees the increase of the tension to a visible level in "River
Otter." The conflict had not yet become open warfare and
never would because of Coleridge's deference to orthodoxy.
But its insistence was great enough to require resolution.

Since his "poetic theory," if we can call it that at
this early age, was essentially a restatement of the Augustan
mode, one could expect to find, and one does find, Augustan

qualities in his poetry. W. J. Bate documents these qualities:
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In Coleridge's early poems we find two

conventional eighteenth-century styles, one

of which has completely faded by the time

he is twenty-five, while the other persists

to the end, remaining as the vehicle for

most of the poetry he ever wrote. The first

is the declamatory odal style that descends

from Dryden. . . .

But far more alluring to Coleridge from

the beginning was the reflective mode of

the later eighteenth century-—-familiar,

casual,/uninvolved, often elegaic in tone.l1

Clearly a new poetry was necessary. Unfortunately it

did not exist. However, the reflective mode of the eighteenth
century, especially as it had been developed by individuals
such as Grey (with whose work Coleridge was familiar), had
natural tendencies toward the sort of imaginative poetry we
have seen satisfy Coleridge's needs so well, But that poetry
had to be shaped. It permitted musing and speculations, but
it was naturally apologetic. It was not permitted high serious-
ness, However, Coleridge's poetic stance was not rigid and
he chose to elaborate on the reflective mode because it fit
his inhibitions so well.'2 As a youth, he suggested the
possibility of a poetry that is less rigorous, more in touch
with feeling. On encountering the Rev. William Lisle Bowles'

Sonnets Written Chiefly on Picturesque Spots, Coleridge

asked what was wrong with literature that "was simply a
"friend'," emphasizing the pleasure and suggesting a new
method of apprehension of literature apart from rigorous
study.13 But what did Coleridge mean by poetry that was a
friend? Essentially he meant a poetry that would provide
him with assurance, a reinforcement for his feelings, a

poetry that would permit him to express and gratify
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his own needs. This is what we see beginning in the sonnets
"To The Autumnal Moon" and "To The River Otter."

But this poetry needs protection from his sense of
social obligation; this poetry obviously is subjective. In
terms of Augustan theory, the danger was that such loose
poetry might be taken seriously. As long as that poetry
was recognized as fanciful, and valueless, there was no
danger. But fanciful poetry would not permit him the full
expression of his needs; he would have to make<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>