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KAREL STEPANIK

THE PROBLEM OF SPENSERIAN INSPIRATION
IN KEATS'S POETRY

There is no doubt about John Keats’s permanent place among the
English poets — “with Shakespeare”, to quote Matthew Arnold. But in
spite of his exceptional talent Keats could never have achieved the
admirable blend of beautiful form and truthful content that characterises
his best verse, if he had not devoted so much time and energy to the study
of great literature, from Chaucer to Shelley and from Homer to Schiller.
Considering the “brief candle” of his life, the amount, extent and variety
of his reading is amazing. At the same time, his intellectual interests and
social activities were by no means limited to literature. He enjoyed and
appreciated not only poetry, but also the beauty of nature and art, the
Elgin Marbles as well as living men and women. He proved an excellent
student of medicine and was well informed about contemporary science,
philosophy and politics. The mainspring of his highest poetic endeavours
was indeed the search for truth as well as beauty, the two aspects of
reality which he had finally come to regard as essentially identical.
A poem or any work of art was to be a concrete realisation of beautiful
truth or truthful beauty.

In his search for a proper understanding of the business and aim of
poetry, of the legitimate place of the poet in society, as well as of his own
education for the vocation of poet, Keats was greatly assisted by the study
of great writers, ancient, medieval and modern, foreign and English.
A complete list of the books he had read has not yet been compiled.! But
we know ‘that his most influential models and masters were, with few
exceptions, those who loved humanity and stood on the side of progress.
As an ardent humanist and progressive romanticist, Keats was naturally
attracted to Shakespeare, Milton, Burns, Hazlitt, Scott, Leigh Hunt etc.
among his own countrymen, and to the old and new classics like Homer,
Virgil, Dante, Boccaccio, Cervantes, Moliére etc. whom he could read in
the original or in translation.

Except-in his earliest period, however, Keats’s attitude to books and
authors was seldom uncritical. The only poet with whom he never found
any fault was Shakespeare. From his other favourites he drew whatever
he regarded as true and beautiful and rejected at once, or after a time,
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whatever disagreed with his experience and mature judgement. He never
hesitated to alter his opinion of an author or book when his own develop-
ment made such a change of taste or view inevitable. Among the most
marked instances of this kind of radical change are Keats’s later views
concerning the poetry and character of Wordsworth, Byron, Leigh Hunt
or Milton.

The purpose of the following study is to ascertain and illustrate the
general character of literary influence on Keats’s mind and art by means
of a detailed analysis of one particular case, viz. the impact of Spenser on
Keats’s poetry and poetic theory. The relation between Spenser and Keats
has been chosen as the most fitting subject for such critical examination in
the first place because Spenser’s poetry exercised a powerful influence
not only on Keats but on the majority of English romsantic and pre-
romantic poets; and in the second place, because of all major literary in-
spiration apparent and demonstrable in Keats’s poems, that of Spenser
was the earliest as well as the most enduring. It was Spenser who inspired
Keats’s earliest known and preserved poem, Imitation of Spenser, while
the Spenserian stanza and poetic devices were used by Keats in his last
composition, the unfinished satirical romance, The Cap and Bells, or the
Jealousies,

IMITATION OF SPENSER

It is one of the well-established facts in Keats’s poetic career that his
latent talent was awakened by Spenser’s poems, particularly Epithalamion
and The Faerie Queene. They induced him to write and to emulate “the
poets’ poet”. The only plausible explanation of this momentous decision
must have been a deep spiritual kinship between the two poets, particu-
larly their passionate love of nature, their free and direct approach to
sensuous reality, their enthusiasm for the beauty of the material world
and the dignity of man. '

The circumstances of Keats’s acquaintance with the seductive charm
of Spenser’s poetry are related by Keats’s friend and literary guide Char-
les Cowden Clarke a long time after Keats’s death as follows:

It were difficult, at this lapse of time, to note the spark that fired the train
nf his poetical tendencies; but he must have given unmistakable tokens of his mental
bent; otherwise, at that early stage of his career, I never could have read to him the
“Epithalamion” of Spenser; and this I remember having done, and in that hallowed
old arbour, the scene of many bland and graceful associations — the substances having
passed away. At that time he may have been sixteen years old; and at that period
of life he certainly appreciated the general beauty of the composition, and felt the
more passionate passages; for his features and exclamations” were ecstatic... That
night he took away with him the first volume of the “Faerie Queene”, and he went
through it, as I formerly told his noble biographer, (i. e. Monckton Milnes, lord
Hougton — K. §.) “as a young horse would through a spring meadow — ramping!”?

From Clarke we have also a vivid description of the place where he used
to read Spenser with Keats when the poet came to see him at Enfield:

From the playground stretched a garden one hundred yards in length... and
further on was a sweep of greensward, beyond which existed a pond, sometimes digni-
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fied as “The Lake” ... At the far end of the pond... beneath the iron railings which
divided our premises from the meadow beyond, whence the song of the nightingales
in May would reach us in the stillness of night, there stood a rustic arbour, where
John Keats and I used to sit and read Spenser’s “Faerie Queene” together, when he
had left school, and used to come over from Edmonton, where he was apprenticed
to Thomas Hammond the surgeon.?

The resemblance between the real scene described by Clarke and the
romantic landscape of Keats’s Imitation of Spenser is interesting. Yet no
one to my knowledge has noticed it. “Beds of simple flowers”, “a little
lake” which “round its marge reflected woven bowers” and other images
in Keats’s first poem clearly seem to be Keats’s reminiscence of the
familiar surroundings where he first read The Faerie Queene. They were
the real nucleus round which cluster colourful images derived from Spen-
ser and others or invented by their author’s romantic fancy. Thus from
the very beginning it is characteristic for Keats’s creative method that his
pictures of nature, however idealised, are built upon the solid foundation
of concrete sense impressions and personal experience. None of his poems,
not even this avowed “imitation” of Spenser is a mere literary copy.
Keats’s magter and model, as well as the incentive of his first attempt
at word-painting in verse, was not only the poetry of Spenser, but also
nature. The consequence for our attempt at an asthetic evaluation of
Keats’s Imitation of Spenser is obviously to regard it rather as an original
echo of Spenser’s poetry or as a composition after the manner and in the
spirit of Spenser’s art than an imitative literary exercise. The tech-
nical skill with which Keats had mastered the difficult Spenserian stanza
also speaks against the view that the poem actually represents Keats’s
first attempt at writing in verse. It seems much more probable that it was
preceded by earlier attempts which have not come down to us.%

For lack of sufficient external evidence, however, we have to rest
content with the generally adopted opinion of its early origin and with
the fact that it is at any rate the earliest poem of Keats’s that we are
cognizant of. It cannot be later than April 1814. The question how long
before the earliest dateable poem by Keats (the sonnet On Peace) it was
‘written remains to be answered. A satisfactory solution of this problem
would be welcome especially for the students of Keats’s poetic evolution
as it would securely establish the actual rate of his progress from start
to finish. Unfortunately, the evidence at our disposal is both slight and
conflicting. Keats himself did not make his first poem public before 1817
when he included it in his first volume of Poems. His friend Clarke was
not aware that it was his earliest poem. This was first established by the
testimony of Keats’s later friend, Charles Brown, in the memoir which he
gave to Keats’s first biographer, Lord ‘-Houghton:

Though born to be a poet, he was ignorant of his birthright until he had com-
pleted his eighteenth year. It was the Faerie Queene that awakened his genius. In
Spenser’s fairy-land he was enchanted, breathed in a new world, and became another
being; till enamoured of the stanza, he attempted to imitate it, and succeeded. This
account of the sudden development of his poetic powers I first received from his
brothers and afterwards from himself. This, his earliest attempt, the Imitation of
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Spenser, is in his first volume of poems, and it is peculiarly interesting to those
acquainted with his history.

According to Brown, the Imitation of Spenser was written after Keats
had completed his eighteenth year, i. e. after October 31, 1813. Clarke, on
the contrary, in his Recollections (quoted above) thought that at the time
when he introduced him to Spenser’s poetry, Keats was about sixteen
years old. But Clarke’s memory for dates was very poor, as he admitted
in a letter to Milnes in December 1846,% and besides he had long believed
that the poet was not older, but younger than his brother George. We may
therefore safely dismiss his dating of Keats’s first acquaintance with
Spenser as a pardonable error. Brown’s testimony, supported as it is by
the fact that there is no marked distinction in quality between the Imi-
tation of Spenser and the other juvenile poems written by Keats in 1814
and 1815, justifies the conviction that Keats did not begin writing poetry
before the beginning of 1814, or, if we wish to be very cautious, before
November, 1813. To put the date of Keats’s début back to 1812 — as for
instance in John Middleton Murry's edition of Keats’s Poems and Verses
(1949) — seems unwarrantable and implies that in the long gap of nearly
two years between the first poem and the other early poems known to us
Keats either wrote nothing or had not developed at. all in his art and
destroyed or rejected all he wrote during that period. Neither of these
eventualities is plausible in view of our knowledge of Keats’s steady and
rapid development since 1814. These considerations have led me personally
to the conclusion that Keats’s earliest poem was most probably composed
in the early months of 1814. Whatever else may Keats have in common
with Spenser, he certainly differs from him in the late manifestation of
poetic talent.

The assumption of the late beginning of Keats’s poetic career —
corroborated by some of the acknowledged authorities on Keats? — enables
us to trace Keats’s development almost without break down to the
beginning of 1820 when the fatal iliness brought it to an abrupt end. It
settles rather than solves the historical problem of Keats’s first poetic
attempt. The other, critical problem which the poem offers remains to be
tackled. This can be most effectively done if we approach the text (quoted
below for our readers’ convenience) from the point of view of its relation
to Spenser’s poetry, in other words if we try to ascertain how far it is
what it professes to be, an imitation, and how much of it may be regarded
as an original creation. But first of all, let us read the poem:

Now Morning from her orient chamber came

And her first footsteps touched a verdant hill

Crowning its lawny crest with amber flame,

Silv’ring the untainted gushes of the rill;

Which, pure from mossy beds, did down distil,

And after parting beds of simple flowers,

By many streams a little lake did fill,

Which round its marge reflected woven bowers,
And, in its middle space, a sky that never lowers.
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There the kingfisher saw his plumage bright
Vieing with fish of brilliant dye below;
Whose silken fins, and golden scales’ light
Cast upward, through the waves, a ruby glow;
There saw the swan his neck of arched snow,
And oared himself along with majesty;
Sparkled his jetty eyes; his feet did show
Beneath the waves like Afric’s ebony,

And on his back a fay reclined voluptuously.

AR! could I tell the wonders of an isle
That in that fairest lake had placed been,
I could e’en Dido of her grief beguile;
Or rob from aged Lear his bitter teen:
For sure so fair a place was never seen,
Of all that ever charm’d romantic eye:
It seem’d an emerald in the silver sheen,
Of the bright waters; or as when on high,
Through clouds of fleecy white, laughs the coerulean sky.

And all around it dipp’d luxuriously

Slopings of verdure through the glossy tide,

Which, as it were in gentle amity,

Rippled delighted up the flowery side;

As if to glean the ruddy tears, it tried,

Which fell profusely from the rose-tree stem!

Haply it was the working of its pride,

In strife to throw upon the shore a gem
Outvieing all the buds in Flora’s diadem.

At first sight, we might be inclined to agree with Claude L. Finney
who regards the Imitation of Spenser as “too faithful a reproduction of
Spenser’s art to be an immediate expression of a first reaction”.® But after
a closer comparison with the Faerie Queene we arrive at a different
conclusion, at least with regard to the faithfulness of Keats’s reproduction
of Spenser’s art. Except in the verse-form and perhaps in certain manner-
isms of poetic diction, Keats does not merely reproduce Spenser and his
disciples and imitators, from Milton to Leigh Hunt, but succeeds in giving
voice (through their idiom, it s true, yet unmistakably) to his own emotional
experience of nature and life, as I have already indicated and shall attempt
to demonstrate more fully further on. Meanwhile I will try to formulate
my general impression of the poem as it stands in-its own right.

The four stanzas of the poem form -an organic’ and complete whole
in theme and sentiment. They paint a highly romanticized picture of idyllic
natural scenery in which the objective reality of the peaceful corner of
English countryside in the neighbourhodd of old London is fantastically
enriched and recreated by Keats’s imagination with the aid of fresh im-
pressions from the poet’s favourite books. It was, I believe, deliberately
composed as an artistic fragment, or rather an extract from a non-existing
longer pocem, most probably a romantic epic like Spenser’s Faerie Queene.
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Its intentionally fragmentary character is in some editions emphasized
by the printer’s device of asterisks before the first and after the last stanza.
This, however, is superfluous because the intention to pass the poem off
as an extract from a longer composition is quite clear from the text itself.
The poem begins with the adverb “Now” which has here the function of
a conjunction and necessarily implies some preceding statement. And after
reading the last stanza, we naturally expect a continuation of the narrative
which has been interrupted by the four descriptive stanzas. We know the
scene of action and its atmosphere as well as its effect on the poet-painter
who has evoked it before our inner eye. We can only imagine the action
and its characters. Yet aesthetically the piece is complete and selfsufficient
as any landscape painted by an artist. It would seem that Keats in his
Imitation of Spenser tried not merely to reproduce Spenser’s art, but to
produce a finished work on the model of popular anthologies that used to
bring selected extracts from longer works as so-called “beauties” from
this or that poet. His choice of Spenser for this interesting experiment as
well as the lyrically pictorial character of the fragment are typical of
Keats’s constant bent towards sensuously concrete but emotionally coloured
representation of beautiful nature.

The limited, probably intentionally narrow theme of the Imitation
of Spenser cannot, of course, represent either the whole of Spenser or the
whole of Keats. It avoids, for instance, the moralistic tendency of Spense-
rian allegory, nor does it attempt to emulate Spenser’s epic qualities. At
the same time, it does not reflect Keats’s political sympathies and social
interests, as do some of his early and later poems, though the allusions
to Dido and Lear in the third stanza testify to the poet’s sincere sympathy
with human suffering and to his desire to do something that could alleviate
it. These very limitations, however, tend to enhance the aesthetic integrity
of Keats’s first poem. Both in conception and in execution the Imitation
of Spenser claims to be regarded as a largely original, though imperfect,
work of art. Nor is its aesthetic value so poor as to justify the severe
judgment of Amy Lowell, who condemned it as “very weak”, and found
only one image in it:

“It seem’d an emerald in the silver sheen
Of the bright waters”

worthy to be praised.?

So far we have argued for Keats’s original contribution to the poetic
imitation of Spenser, which he professed to undertake in his first literary
attempt, by pointing out its artistic unity of conception and execution, its
vital connection with the young poet’s experience of beauty not only
in poetry but also in objective natural reality, its partly instinctive, partly
deliberate thematic limitation to those spheres of reality and art which he
could understand and express (this is the first known manifestation of
Keats’s capacity of self-education and self-criticism). Now we shall have
to support our argument by a more detailed examination of the relation
between Keats’s Imitation and Spenser’s Faerie Queene, its principal
source of inspiration and model of poetic art.

Spenser’s greatest poem contains, of course, thousands of lines that
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might have been stored in Keats’s retentive memory and some of which
he might have had in front of his eyes during the very act of composition.
Which of them were most likely to have inspired him to emulation is
suggested by the following recollection of Charles Cowden Clarke:

Like a true poet, too — a poet “born, not manufactured”, a poet in grain, he
(Keats) especially singled out epithets, for that felicity and power in which Spenser
is so eminent. He hoisted himself up, and looked burly and dominant, as he said,
“What an image that is — ‘sea-shouldering whales!’ ""10

The image of “sea-shouldering whales” occurs in the twelfth canto
of the second book of the Faerie Queene describing the perilous journey
of Sir Guyon to the Bower of Bliss. From this an obvious conclusion has
been deduced that Keats derived most of his images and expressions in
the Imitation of Spenser from that part of Spenser’s epic. Finney, for
instance, illustrates Keats’s alleged indebtedness to Spenser’s imagery and
diction by a number of parallel passages in the texts of the two poets,
those from Spenser’s epic being mostly in the second book of the Faerie
Queene.!! He also finds parallels and verbal echoes in Keats’s poem with
other poets than Spenser, such as Milton, Gray, Thomson, Mrs. Tighe etc.
Yet his catalogue is neither exhaustive nor convincing, and similar super-
ficial resemblances could be found, if we took the necessary pains to look
for them, in many other instances. '

I will give only one that, as far as I know, has not been noted either
by Finney or anyone else. The image of the morning in the first stanza of
Keats’s poem: “Now Morning from her orient chamber came, etc.” was
composed, as Finney says, “in emulation of such images of Spenser as the
following:

Now when the rosy fingred Morning faire
Weary of aged Tithones saffron bed,
Had spread her purple robe through deawy aire,
And the high hills Titan discovered ...
(F. Q, I ii, vii. 1—-4)"

while the phrase ‘“amber flame” in Keats’s poem “was a reminiscence of
the sunrise in Milton’s L’Allegro (vv. 58—61):

...on hillocks green
Right against the eastern gate
Where the great Sun begins his state,
Robed in flames and amber light .. 12

But he has missed another couple of equally close parallel images with
Keats’s lines, one in Spenser:

At last the golden Oriental date
Of greatest heaven gan to open fair,
And Phoebus fresh ...
Came dancing forth ...
(F. Q, L v. ii. 1-4),
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and the other in Milton’s Ode on the Morning of Christ’s Nativity;

And the slope sun ...
Pacing toward the other goal
Of his chamber in the east.

Without venturing to claim that the above quoted parallels have
actually influenced the content and form of Keats’s lines, as Finney does
for his parallels, I have presented them to the reader in order to demon-
strate the need for caution in the search for sources and verbal echoes,
especially in cases when a poet uses symbols, personifications, classical
allusions and other conventional poetic devices that have become the
common property of several generations of writers before him. The
particular convention of telling the time of day — in our example the
sunrise — through images from classical mythology was characteristic of
Renaissance poetry and exploited ad nauseam by both classicist and pre-
romantic poets of the eighteenth century. In this respect it lacked originality
both in Spenser’s poetry and in that of his numerous admirers including
Keats.

Painstaking search for real or hypothetical sources of Keats’s diction
and vocabulary will inevitably make us see his first poem as much more
imitative than it is. If indulged in uncritically it would arrive at the con-
clusion that even a Shakespeare was a mere echo of other men’s words
and phrases. And it has led Finney to the entirely unwarranted conclusion
that Keats “drew the substance and style of his poem from the poetry of
Spenser and Milton instead of from his own personal experience in Enfield
and Edmonton”.13 T hope that I have sufficiently demonstrated the falseness
of this interpretation. But to make my argument still more convincing
I will have to deal not only with the points in which Keats’s poem resembles
the poetry of Spenser, but also with those in which it differs from its
literary model.

To read the whole of Spenser’s Faerie Queene is no easy task. Even
Keats, I think, may not have read the whole of it before he wrote his
Imitation, inspired, as has been shown, mainly by one episode in one of
the six books of the epic. The bulk of the poem, of course, would not
deter him from finishing it. On the contrary, he would have regretted that
the author was prevented to complete the work which, to use Hazlitt’s
words, “paints nature, not as we find it, but as we ‘expected to find it;
and fulfils the delightful promise of our youth”.!% As a matter of faci,
I believe that apart from Clarke’s account there exists no better record of
the impression the Faerie Queene must have made on Keats than Hazlitt’s
excellent lecture on Spenser,

But the Faerie Queene.is not only a collection of delightful stories
and beautiful descriptions of fairy land written in rich and enchantingly
melodious verse. It is also a serious and complicated allegory. And as Hazlitt
says again: “...some people will say... that they cannot understand it
on account of the allegory. They are afraid of the allegory, as if they
thought it would bite them: they look at it as a child looks at a pamted
dragon, and think it will strangle them in its shining folds. This is very
idle. If they do not meddle with the allegory, the allegory will not meddle
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with them. Without minding it at all, the whole is as plain as a pikestaff.”15
That is exactly what Keats did with Spenser’s poem when he decided to
imitate it. He refused to meddle with, or to take any account of, its latent
allegorical meaning.

For Spenser, however, the allegorical meaning of the Faerie Queene
was of no secondary 51gn1flcance We can see it from his Letter expounding
his whole intention, addressed to Sir Walter Raleigh (dated 23. January
1589) which is too long to quote here. Our purpose will be equally well
served when we cite a briefer, but also authentic explanaticn, as it was
reported by Spenser’s friend Lodowick Bryskett in his Discourse of Civil
Life (in 1606). Bryskett asked Spenser to expound to him and some other
friends the principles of moral philosophy because “he is not only perfect
in the Greek tongue but also well read in philosophy, both moral and
natural”. But Spenser declined with this explanation:

For sure I am that it is not unknown to you that I have already undertaken
a work tending to the same effect, which is in heroical verse, under the title of
a Faerie Queene, to represent all the moral virtues, assigning to every virtue a knight
to be the patron and defender of the same; in whose actions and feats of arms and
chivalry the operations of that whereof he is the protector are to be expressed, and
the vices and unruly appetites that oppose themselves against the same to be beaten
down and overcome. Which work, as I have already well entered into, if God shall
please to spare me life that I may finish it according to my mind, your wish, Master
Bryskett, will be in some sort accomplished ...

Though Keats, in his later career, was not opposed to the expression of
moral tendency in allegorical form, though he used it but rarely, in his
Imitation of Spenser he gave no indication that he was aware of Spenser’s
proper intention.

The hero of the second book of the Faerie Queene, from which Keats
drew his inspiration, is Sir Guyon, the patron and defender of the virtue
of Temperance. The embodiment of one form of intemperance, sensual
pleasure, is the enchantress Acrasia whose palace, the Bower of Bliss, Sir
Guyon destroys:

But all those pleasant bowers, and Palace brave,
Guyon broke down with rigour pitiless;

Ne ought their goodly workmanship might save
Them from the tempest of his wrathfulness,

But that their bliss he turned to balefulness,

Their groves he felled; their gardens did deface;
Their arbours spoil; their Cabinets suppress;

Their banquet houses burn; their buildings raze;

And, of the fairest late, now made the foulest place.
(F. ., II, xii. 83.)

It seems certain that Spenser’s own model for the character of the
seductive and cruel enchantress Acrasia was Circe in the Odyssey. But
neither Homer nor Keats were capable or inclined to deal with sensuous
beauty and sensual delight with such pitiless cruelty as Spenser’s Knight
of Temperance. Though they despised coarse sensuality, lust and dissipation,

15



the rigidly puritanical hatred of beauty in nature and human life that is
manifested in the hebaviour of Sir Guyon was alien to their humanistic
conception of happiness. Even in Spenser the destruction of the Bower
of Bliss, described in glowing terms as a terrestrial paradise, affects us as
an incongruous, jarring discord in a harmonious symphony. We cannot
but feel that here Spenser obeyed his sense of moral duty, the duty of
a believing protestant, rather than his instinctive and sincere love of the
sensuous delights of life. The destruction of the Bower of Bliss formed
a necessary part of his moral allegory. It was a sacrifice he had to bring
to the uncompromising commandments of his religious faith. The un-
resolved contradiction between Spenser the humanistic poet and Spenser
the Christian moralist, which breaks the aesthetic unity of his work (in
this. part of it, at least), is not reflected in Keats’s Imitation. Not only
because its theme was limited to Spenserian panegyric on the material
beauty of the world, but also because Keats had never succumbed to the
life-denying principles of orthodox Christianity.!?

We don’t know what was Keats’s reaction to such stanzas in the Faerie
Queene, like the one we have just quoted and discussed. But we can safely
surmise that it must have been negative because the philosophy implied
therein is the very opposite of his own view of life and art. A poet who
in his first attempt at verse-writing expresses so clearly his belief in the
healing and comforting power of beauty as Keats did in the lines:

Ah! could I tell the wonders of an isle
That in that fairest lake had placed been,
I could e’en Dido of her grief beguile;
Or tob from aged Lear his bitter teen,

could never agree to see it destroyed without protest. And to this belief
Keats remained faithful all his life. Indeed, it is one of the fundamental
principles of his aesthetics in which beauty, poetry and human life are
never separated without harm.

The conception of the consoling and elevating power of beauty, natural
or artificial, is not Keats’s original idea. But whether it was inspired or
merely strengthened in Keats’s mind by his enthusiastic reading of Spenser,
it is impossible to say. For our examination, however, it is more relevant
that, whatever its origin, it became so firmly rooted in Keats’s theory
of art as to appear recurrently throughout Keats’s poetic career. One
formulation of the idea appears, for instance, in the significant poem
Sleep and Poetry (1816), where we read that “poesy should be a friend
to soothe the cares, and lift the thoughts of man”. The same idea is
implied in the famous dictum “A thing of beauty is a joy for ever” with
which Keats introduced his Endymion, written in 1817. And near the close
of his short life, in the Fall of Hyperion (1819), Keats expressed again his
belief that a poet’s mission is to be a “humanist” and a “physician to
all men”.

When he wrote his Imitation of Spenser Keats could not yet trust his
own gift and skill to create “a thing of beauty” that would console Dido
or Lear in their bitter sorrow. Therefore he did not attempt to emulate
his master Spenser’s description of the beautiful -Bower of Bliss and te
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“tell the wonders of an isle / That in that fairest lake had placed been”.
Most probably he thought of the following two stanzas from the second
book of the Faerie Queene as an achievement still beyond his own powers:

It was a chosen plot of fertile land,
Amongst wide waves set, like a little nest,
As if it had by Nature’s cunning hand
Been choicely picked out from all the rest,
And laid forth for ensample of the best:
No dainty flower or herb that grows on ground,
No arboret with painted blossoms dressed
And smelling sweet, but there it might be found
To bud out fair, and throw her sweet smells all around.

No tree whose branches did not bravely spring;
No branch whereon a fine bird did not sit;
No bird but did her shrill notes sweetly sing;
No song but did contain a lovely ditt.
Trees branches, birds, and songs, were framed fit
For to allure frail mind to careless ease:
Careless the man soon wox, and his weak wit
Was overcome of thing that did him please;
So pleased did his wrathful purpose fair appease.
(F. @, 1I1. vi, xdi—xiii)

Both Spenser and Keats acknowledge the power of beauty and poetry
to captivate the soul of man, to charm him and make him forget his cares
and sorrows. But there is an important distinction between the good or
evil uses to which the beauty of nature and art may be put, a distinction
clearly discerned and expressed by Spenser, but not by Keats. The ill
effect of beauty on man is illustrated in the Faerie Queene, for instance,
by the charming song of the mistress of the beautiful island, Phaedria, by
means of which the young knight is averted from his good intentions and
falls a victim to Phaedria’s sensual seductiveness. Both Acrasia and
Phaedria exploit their own beauty and the beauties of nature and poetry
in order to seduce young men to vice and sin. Thus Spenser never fails to
stress that it is only good and moral beauty which is worthy of our
admiration, only morally edifying art which is the true art. In Keats’s
early poetry there is no such clear distinction between false and true
beauty or art. He takes the view that beauty and art are always good; their
effect on men, therefore, can never be harmful. In his later development,
however, these early inclinations towards regarding sensuous beauty as
a good in itself, is considerably modified. and in Endymion, for instance,
Keats rejects sensuality and false beauty no less uncompromisingly than
did Spenser in the story of Acrasia.

Still, it would be uncritical not to see that in his earlier perlod
(includlng Endymion) Keats’s inclination to overrate the role of sense
impressions and unbounded fancifulness in poetic creation, on the one
hand, helped him in reproducing in his poems the material world in its
beauty of plastic form and colourful impressiveness, but on the other
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hand, prevented him from penetratihg deep enough below the surface of
things. It took comparatively long before he became aware of its harmful
effects and by strict selfdiscipline succeeded in getting it under control.

In conclusion of our analysis of Keats’s first poem, a few words may
be added concerning its metrical form. It is evident that the young poet
had mastered the difficult Spenserian stanza with great success. In the
comparatively few instances when he employed it (in three shorter poems,
including the Imitation, and in two long compositions, The Eve of St Agnes,
and the unfinished Cap and Bells) he achieves nearly the same virtuosity
in the rhytmical structure and rhyme variation as Spenser himself. Finney
believes and attempts to demonstrate, in his book on the evolution of
Keats’s poetry, that Spenser’s versification influenced Keats also in his’
odes.!8 Keats, he argues, developed the metrical form of his great odes
out of the form of Spenser’s nuptial ode Epithalamion, which belongs in
the tradition of the Greek choral ode with its triple movement of strophe,
antistrophe, and epode. But the argument is not sufficiently convincing.
There is a certain resemblance between Spenser’s ode and Keats’s odes, but
their differences are more striking than their common metrical qualities.
Their chief common point is the employment of occasional trimeters beside
the regular pentameters. But in the number of lines in individual stanzas
Keats’s usage differs from that of Spenser’s Epithalamion; and the rhyme-
pattern in Keats’s odes is also entirely different from Spenser’s. Therefore
1 think Garrod’s hypothesis, that Keats developed the metrical form of
his odes from the sonnet-form, nearer to the truth.!?

Numerous echoes of Spenser’s ideas, images, stylistic devices and
typical poetic expressions, as well as the influence of his versification, and
especially his exquisite sensitiveness to the musicalness of language witness
to the power and extent of Spenserian inspiration throughout the poetic
output of Keats from 1814 to the publication of his Poems in 1817. After
the completion of Endymion, however, it is more difficult to discover clear
traces of Spenserian inspiration in Keats’s work. Not because they are
rarer, particularly as verbal echoes and direct allusions, but because they
are much more subtly hidden. By that time Keats must have learnt all
that Spenser could teach him. Having attained intellectual and artistic
maturity he was now better equipped to profit by the lesson and at the
same time to assert his own experience and poetic style. In the poetry
composed after Keats’s return from the walking tour through the North
of England and Scotland Spenserian inspiration appears not much abated
but it is completely assimilated and perfectly blended with Keats’s own
independent art and craftsmanship. Literary criticism can no longer (with
a few exceptions) point at a phrase or an image in Keats’s mature poetry
and say: “This is Spenser”, as it could often do in the examination of
Keats’s earlier work.

The prevalence of Spenserian inspiration in Keats's Poems of 1817 and
in those early works which he did not include in this collection is indicated
by the poet himself in the choice of the motto for the Poems from Spenser:

What more felicity can fall to creature,
Than to enjoy delight with liberty.

The lines are taken from one of the most delightful stories of Spenser’s Muiopot-
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mos, or The Fate of the Butterfly, a poemm abounding with sensuously concrete images
of the beauties of nature and the pleasures of love.

There are, however, many more direct pointers to Spenser as Keats's
favourite master in the first published volume of his poetry. Of these most
allude to characters in the Faerie Queene, for instance, to the Knight of
the Red Cross (the hero of the first book) in the sonnet Woman! when
I behold thee; to the magician Archimago in the epistle To my Brother
George and in the Specimen of an Induction to a Poem; to Calidore (the
hero of the sixth book) in the sonnet Woman!.when I behold thee and in
Calidore; to Belphoebe and Una in the epistle To my Brother George; and
to Britomartis in the poem On receiving a curious shell. To complete the
list, there is the reference to Pastorella in Endymion.

Besides references to Spenserian heroes and heroines, Keats several
times paid tribute to Spenser himself. In the epistle To Charles Cowden
Clarke, where he expressed his gratitude to Clarke for having taught him
“all the sweets of song: The grand, the sweet, the terse, the free, the fine;
What swelled with pathos, and what right divine,” he expressly mentions

Spenserian vowels that elope with ease,
And float along like birds o’er summer seas;

confessing in this manner that it was predominantly the euphony of
Spenser’s verse that attracted him.

In another juvenile poem, the Ode to Apollo, written probably in
February, 1815, Keats described the enchanting music of Spenser’s poetry
as follows:

A silver trumpet Spenser blows,
And as its martial notes to silence flee,
From a virgin chorus flows
A hymn in praise of spotless Chastity.
’Tis still! Wild warblings from the Aeolian lyre
Enchantment softly breathe, and tremblingly expire.

This ode voices Keats’s enthusiastic reverence for poetry in general, but
its documentary value is the first-hand evidence it gives us of Keats’s most
favourite poets at the beginning of his literary career. It also reveals his
capacity in grasping some of the most characteristic' features of their
individual contributions to world poetry. The common distinction of the
great bards of Apollo is that they “sublimely told / Heroic deeds, and sang
of fate”. It is not without significance for Keats’s early, and partly even
for his later preference and taste that he regarded as greatest the heroic
epic poets, Homer, Vergil, Milton, Shakespeare, Spenser and Tasso. Shakes-
peare, who wrote no epic, is mentioned in this connection because Keats
was thinking of the content rather than the literary form used for its
communication. As to the individual merits of these great poets, Homer
“creates the most intense surprise” by the penetration of his vision of
human life, as though the ‘“soul” of the blind poet “looked out through
renovated eyes”; Vergil delights us by the “melodious sweet majestic tone
of his lyre”, above all when he “tells of grief around a funeral pyre”; after
Vergil there follows a long silence, until it is broken by the “lofty strain”
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and “tuneful thunders” of Milton’s verse, while ‘“Passions” tread the stage
speaking through their Masters’s, Shakespeare’s, inspired and “inspiring”
words; Spenser appears to his admirer Keats chiefly as the poet of chivalry
and virtue, and so does Tasso, whose ‘“ardent numbers float along the
pleased air, calling youth from idle slumbers” and “melting the soul to
pity and to love”.

Keats's avowed admiration for heroic poetry and his life-long ambition
to write a rousing epic or a great tragedy was inconsistent with his actual
lyric talent and achievement. The only long narrative composition,
Endymion, that he succeeded in completing according to plan, though not
without great effort and certainly not to his own full satisfaction, is not
an epic, either heroic or romantic. Nor can it claim to contain truly dramatic
moments, His successfully finished tales in verse, Isabella, The Eve of
St Agnes, and Lamia owe their epic plot and dramatic effectiveness to the
fact that Keats took their story from Boccaccio, Burton or from popular
legends (partly also from his own private experience), rather than his own
invention. In Hyperion and the revised version called the Fall of Hyperion
Keats had made considerable progress in epic composition, chiefly through
his study of Milton, but he found it impossible to complete the epic.
Hyperion has remained a fragment, however imposing.

Even less successful were Keats’s two dramatic attempts, the
fragmentary Shakespearean historical tragedy, King Stephen, and the
finished, but rather weak tragedy Otho the Great, in which, moreover, the
plot is largely the work of his collaborator Charles Brown. It is evident
that neither his sincere admiration for heroic epic and dramatic poetry, nor
his uncommon critical understanding of Shakespeare, Milton or Spenser
were sufficient to make Keats a great dramatist or epic poet. It is irrelevant
to indulge in speculations about his further development if he had lived
to a greater age. And if we attend only to his actual work we have to admit
that none of his epic or dramatic compositions excel in specifically epic or
dramatic qualities, while his very best, artistically most perfect creations
are essentially lyric in character.

“SPECIMEN OF AN INDUCTION TO A POEM"”
AND “CALIDORE”

Spenser’s Faerie Queene encouraged Keats to attempt a “tale of
chivalry”, in which he intended to emulate not so much Spenser himself —
that, he felt, was still far beyond his powers — as Leigh Hunt, the great
admirer and ardent disciple of Spenser, whose Story of Rimini (published
in 1816 ) inspired his sonnet “Who loves to peer up at the morning sun”.

Keats actually wrote two poems, Specimen of an Induction to a Poem
and Calidore, that may be regarded as fragments of the intended and never
completed tale of chivalry. Both had to be broken off because of the lack
of Keats’s epic talent and invention which has been discussed above. The
first attempt consists of 68 rhymed iambic pentameters; the second, perhaps
the continuation of the first, contains 162 lines and ends abruptly in the
middle of the last line. The failure again proves that neither ambition nor
rich fancy are enough to produce a long epic. They have to be supported
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and fed by experience and a sound knowledge of human character. And
these two necessary qualities the young poet still lacked. _

In the Specimen of an Induction to a Poem the author three times
emphatically announces his epic intention with the words:

Lo! I must tell a tale of chivalry

in the first and eleventh line of the poem, and with a slight change:

Yet must I tell a tale of chivalry

in its 45th line. But the farce which makes him assert and reassert his
resolution to write a tale of chivalry is not strong enough to enable him
to realise his intention. All that this force, which might be interpreted as
a combination of ambitious intention and poetic fantasy, puts at the
author’s disposal as his necessary raw material is a medley of picturesque
images, a number of vivid details from a larger picture which however has
not been revealed to him and therefore cannot be embodied in artistic unity.

The general impression the Specimen of an Induction to a Poem makes
upon the reader is similar to that we might receive from a series of coloured
specimen photographs from a film version of some medieval chivalrous
romance, presented for our inspection at random, and omitting anything
that might suggest to us the concrete plot and content. It is true, we are
able to form a vaguely general idea of the period and its atmosphere, but
very little more. And we suspect that the young poet himself was simply
indulging in the free play of his fantasy, excited by his reading of Spenser,
Hunt and others, and hoping that some more definite plan would emerge
from this chaotic day-dreaming. But the result was merely this series of
detached and fragmentary pictures: large white plumes bending in a
thousand graceful ways as if dancing in the breeze; the lance pointing
slantingly athwart the morning air; some lady sweet hailing it from the
top of some old battlement as her stout defender; the warrior grasping the
lance in battle or in tournament; the dying tones of minstrelsy; the
splendour of the revelries; dancing ladies in the castle-hall; and last of all,
the arrival on the scene of a gentle, but proud knight which might be
regarded as the real beginning of the tale of chivalry, but leads only to the
following apostrophe of Spenser and Hunt, Keats’s two favourite patrons
and models:

Spenser! thy brows are arched, open, kind,
And come like a clear sunrise to my mind;
And always does my heart with pleasure dance,
When I think on thy noble countenance:
Where never yet was ought more earthly seen
Than the pure freshness of thy laurels green.
Therefore, great bard, I not so fearfully

Call on thy gentle spirit to hover nigh

My daring steps: or if thy tender care,

Thus startled unaware,

Be jealous that the foot of other wight

Should madly follow that bright path of light
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Traced by thy loved Libertas; he will speak,

And tell thee that my prayer is very meek;

That I will follow with due reverence,

And start with awe at mine own strange pretence.
Him thou wilt hear; so I will rest in hope

To see wide plains, fair trees and lawny slope:

The morn, the eve, the light, the shade, the flowers;
Clear streams, smooth lakes, and overlooking towers.

So, after all, it seems that the picture of the knight coming “so proudly
by” and “more proudly” reining in “the swelling of his ample might”
preceding the above cited apostrophe of Spenser, represents not a character
in the tale of chivalry, but the inspirer of that tale, Spenser (with a side
glance at the author of the Story of Rimini, Spenser’s loved Libertas,
Leigh Hunt).

Keats’s invocation of Spenser’s genius at the close of his Induction to
a Poem which was never to be written makes it abundantly clear that the
young poet was aware of his poetic inferiority to Spenser. The fragment of
the tale of chivalry, in which he dared to emulate the author of the Faerie
Queene, entitled Calidore, fully confirms this inferiority. The hero of the
story is of interest only so far as he is a reflection of his creator; there
seems to be no doubt that in the young Calidore we see the embodiment of
Keats’s own youthful ambitions, longings and dreams. If he had finished
the poem, it would probably resemble more closely the romantic tales of
Lord Byron than the Faerie Queene or even Hunt’s Story of Rimini. As it
is, we learn much about the character of the hero, but next to nothing
about the story in which he was to play the principal part. Besides the
hero’s character, Keats’s attention is almost wholly concentrated on the
detailed presentation of the place of action, to be more precise, on the
scenic setting of the opening scene, which is, by the way, also the last scene
of the fragment,

The description of the place of action, especially the natural scenery,
is the most valuable part of the poem, from the aesthetic point of view.
As in most of ‘his romantic landscapes Keats lays the main stress on the
reproduction of those impressions which are awakened in the the sensitive
soul of the hero (in this case identical with the author) by beautiful objects
of nature rather than on a faithful description of the outside world of
senses. Keats’s descriptive method is that of impressionistic idealisation.
Calidore is too long for full quotation and therefore we shall have to
acquaint the reader with its content only in outline, quoting verbatim the
most characteristic ideas and images.

Young Calidore is introduced to us “paddling o’er the lake” and eagerly
“awake to feel the beauty of a silent eve”. He is “well-nigh overwound”
by the calm beauty of the water, the “cool blue sky”, “the pleasant green
of easy slopes, and shadowy trees that lean so elegantly o’er the water’s
brim” and “the freaks and dartings of the black-winged swallow” almost
touching the surface of the lake in its flight. After a while his boat “glides
into a bed of water-lilies... near to a little island’s point... whence
Calidore might have the goodliest view of this sweet spot of earth”. “No
man with a warm heart, and eye prepared to scan nature’s clear beauty,
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could pass lightly by objects that looked out so invitingly on either side;”
and Calidore “greeted them, as he had known them long before”.

The objects seen by Calidore are painted, one by one: “the swelling
leafiness” of the trees; “the lonely turret, shattered, and outworn” standing
proudly among fir trees; “the little chapel with the cross above”; “green
tufted islands”; “sequestered leafy glades, that through the dimness of
their twilight show large dock leaves, spiral foxgloves, or the glow of the
wild cat’s eyes”. '

From enraptured watching and dreaming the youth is suddenly
awakened by “a trumpet’s silver voice”. The warder had caught sight of
“white coursers prancing in the glen”, dear friends coming to the castle of
Calidore’s father. “So Calidore pushes off his boat most eagerly, and soon
upon the lake skims along, deaf to the nightingale’s first under-song”; “Nor
will a bee buzz round two swelling peaches, before the point of his shallop
reaches those marble steps that through the water dip” and he enters the
castle and “leaps along the oaken floors of halls and corridors”.

He sprang into the court “just as two noble steeds and palfreys twain”
brought the visitors, two knights and two ladies. “What a kiss, what gentle
squeeze Calidore gave each lady’s hand! How tremblingly their delicate
ankles spanned!” while he was helping them to dismount. But the “kind
voice of good Sir Clerimond” tears him out of the “sweet trance” when,
for a moment, “all the soft luxury”, that is to say the young bodies of the
two ladies, “nestled in his arms”. And he ‘“devoutly pressed against his
forehead a hand heaven made to succour the distressed; a hand that from
the world’s bleak promontory had lifted Calidore for deeds of glory”. Then
a picturesque description of the second knight, “the brave Sir Gondibert”,
is given and Calidore is introduced to him.

The last scene describes the guests and Calidore seated “in a pleasant
chamber”, at their ease, and Calidore listening eagerly to Gondibert’s talk
about knightly deeds, and “gallant spurning of all unworthiness”. “While
brimful of this, he gave each damsel’s hand so warm a kiss, and had such
manly ardour in his eye, that each at other looked half startlingly; and
then their features started into smiles sweet as blue heavens o’er enchanted
isles.” Meanwhile the night is coming and it’s time to retire to rest. “Sweet
be their sleep.“

As is clear even from this abridged reproduction of the poem, its
character is decidedly non-dramatic and non-epical. In the essentially
lyrical images we find the peculiar blend of realistic and romantic elements
which is typical not only of Keats’s poetry, but of the entire English
romanticism. _ _

The details of natural scenery and the descriptions of young Calidore’s
emotions and moods, especially of his emotional reaction to the “soft
luxury” of the beauty of nature, the charm of young women, or the call
of heroic adventures and feats of chivalry, are the result of observation
and private experience only in part; mostly, however, they are the product
of Keats’s youthful imagination actuated and supported by his reading of
Spenser and Hunt. The distinction between real and literary inspiration
of some detailed images is clearly discernible. The picture of the natural
scenery, for instance, is largely a faithful reflection of the general character
of southern English .countryside, with its typical fauna and flora, the
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swallows, little copses and woods, its brooks and birches, foxgloves and
dock leaves. In this picture Keats could rely almost entirely on his own
experience and have recourse to second-hand knowledge only for such set
pieces of medieval romances as the chapel, the turret of a ruined castle,
the architecture of Calidore’s home, or the steel armour of Sir Gondibert.

A similar blend of real and literary inspiration is Keats’s portrait of
his youthful -hero. In Calidore’s eager, enthusiastic, courtly. tenderly
sensual, and all the same sincerely admiring attitude to the young ladies,
for instance, we catch a glimpse of Keats’s own relation to women as we
know it from his other poems and from his private correspondence.
Calidore’s desire to do deeds of knightly valour in aid of the weak and
oppressed as well as his admiration for heroes obviously reflects Keats’s
own ambitions, social and poetical, and his well-known reverence for the
fighters for liberty and the great poets of the past and present. In this
respect, Calidore is a self-portrait of Keats; and in Sir Gondibert, no doubt,
we may discern an idealised portrait of Keats’s patron Leigh Hunt, whom,
at the time, Keats adored as the living ideal of a patriotic poet.

We do not know whether this identification of the author with his hero
was intentional or not, If it was, then Calidore might have been — if
completed — a private allegory of the type of the later Endymion. As to
the portrait of Hunt in Gondibert, our assumption is strongly supported
by the fact that in the composition of Calidore Keats had Hunt in mind, as
shown by the echoes of Hunt’s vocabulary, style and versification. The
principal literary model, however, was Spenser’s Faerie Queene, not Hunt’s
Story of Rimini. Therefore it will not be out of place to compare Keats’s
Calidore with Spenser’s hero of the same name. This comparison will prove
that Keats, while professedly emulating Spenser, was no slavish imitator,
but used his knowledge of Spenser’s poetry only as a kind of spring-board
for independent creative effort.

One of the strongest bonds between Keats and Spenser was their
common love of nature. And in Calidore, as we have shown, the poetic
image of the beauty, and beneficent effect, of nature on a sensitive human
being forms an essential element in the poem’s composition and artistic
intention.

It might seem that the sixth book of the Faerie Queene, entitled The
Legend of Sir Calidore, or of Courtesy, which incited Keats to write his
tale of chivalry, had also given him an example how to express his own
deep love of nature, apparently through the very first stanzas of its
introduction:

The ways, through which my weary steps I guide,
In this delightful land of Faery,
Are so exceeding spacious and wide,
And sprinkled with such sweet variety,
Of all that pleasant is to ear or eye,
That I nigh ravished with rare thoughts’ delight,
My tedious travel do forget thereby;
And when I gin to feel decay of might,
It strength to me supplies, and cheers my dulled sprite.

24



And we should not forget that “this delightful land of Faery”, through
which Spenser travels, is England, as Spenser explained in his introduction
to the second book of his epic with the following words in the fourth stanza:

And thou, O fairest Princess under sky,
In this fair mirror mayst behold thy face,
And thine own realms in land of Faery . ..

Spenser’s fairy land is an allegorical picture of England; and its natural
scenery has its prototype in the concrete countryside where both he and
Keats were born and had their homes. The resemblance between the
landscapes of Keats and Spenser is only partly due to the former’s imitation
of the latter; it is much more the natural result of the fact that both Spenser
and Keats painted the same country. Also Spenser’s conviction that the
“sweet variety” of beautiful nature will “supply to him strength” when he
is weary and “cheer his dulled spirit” only confirmed Keats’s own belief
in the healing and lifting power of beauty in nature, as he expressed it in
the Imitation of Spenser, in Sleep and Poetry, or in the Fall of Hyperion.

And now let us examine and compare the character of Keats’s Calidore
with Spenser’s Calidore, the pattern and defender of Courtesy.

Spenser’s Calidore is not only a pattern of courtesy, ‘“the ground of all
goodly manners and root of civil conversation”, but also a “full stout and
tall” warrior, “well approved in battailous affray”, universally beloved
because “he loathed leasing, and base flattery, and loved simple truth and
steadfast honesty”. Thus we are told in stanzas one to three of the first
canto of The Legend of Sir Calidore. The virtue which he personifies and
embodies is a unity of manliness with justice and goodnatured sympathy.
Though he is capable of showing mercy to those evil-doers who repent of
their crimes and will reform, he fights resolutely with the Blatant Beast,
1. e. calumny, and defends with all his might the weak and oppressed.

These manly qualities are not yet fully developed in Keats’s Calidore,
who is supposed to be the same person in his earlier youth. They are found
in his character, as far as it has been delineated by Keats, only in germ.
That is what might be rightly expected; but Keats failed to indicate the
presence of certain typical features of Calidore the man in his portrait of
Calidore the youth even in the bud, as it were, while other, mostly negative
characteristics are unduly exaggerated. It is almost impossible to imagine
that a young man of the type depicted by Keats in his hero might grow up
to be a man of the type presented by Spenser in his Knight of Courtesy.
In other words, we cannot accept Keats’s Calidore as a psychologically
truthful portrait of Spensers hero in his youth.

Keats also failed to grasp the basic quality of Spenser’s hero, courtesy.
Or, if he did grasp it, he certainly failed to realise his conception in his own
hero’s character. I would almost say that he has given courtesy the very
meaning which Spenser condemns as false courtesy. Keats’s young hero is
too polite and modest in his behaviour towards men (though these men are
old and brave enough to deserve such reverence), and in his behaviour to
women he is too gallant, almost irreverently so. It can be explained by his
youth and impulsiveness, but though these qualities are just those we
know to have been characteristic of the young Keats, they are not in
agreement with our idea of Spenser’s Calidore when young.
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By endowing Calidore with many of his own temperamental qualities,
particularly in relation to women, Keats revealed again his incapacity of
creating epic or dramatic characters different from himself. (Calidore’s
attitude to the young ladies corresponds very clesely to Keats’s
sentimentally chivalrous and at the same time rather unpleasantly sensual
relation to women which he later self-critically condemned in one of his
letters, when he confessed that he used to class women in one category
with roses and sweets.)?0 For séme of the sentimental excesses in Keats’s
poem some critics blame the harmful influence of Leigh Hunt’s example.
But to be fair to Hunt we should admit, as did Keats himself, that this
particular weakness, was as much Keats’s own as his friend Hunt’s poetry.

Owing to Keats’s self-portraiture in Calidore, this character resembles
Spenser’s young knight Verdant, seduced by Acrasia and released from
her clutches by Sir Guyon, rather than Spenser’s Calidore. But Verdant
could not have been Keats’s model for young Calidore, who is certainly
intended to represent a positive, not a negative character. The result of
the comparison of Keats’s poem with Spenser’s Faerie Queene seems to
suggest this conclusion: Keats’s Calidore was inspired by Spenser’s book,
particularly by its Legend of Sir Calidore, but in the portrait of Spenser’s
hero as a young man it is a psychological failure. On the other hand, if it
is regarded as Keats’s attempt at self-portraiture, it reflects faithfully both
Keats’s enthusiastic love of nature and his attitude to men and women in
the years of his early maturity. It also shows that Keats at the time of the
composition of Calidore had still a long way to go to achieving that
“negative capability” that he later found in Shakespeare, and for even
partial success in creative writing had to rely only on private, subjective
experience and on literary models.

* K K

Spenserian ideas, images and verbal expressions are found in nearly
all juvenile poems written by Keats from 1814 to 1816. Spenser was his
favourite author not only at Edmonton, but also during his medical studies
in London. This we learn from the following recollections of his fellow
student Henry Stephens:

Having a taste and liking for poetry myself, though at that time but little cul-
tivated, he regarded me as something a little superior to the rest, and would gratify
himself frequently by showing me some lines of his writing, or some new idea which
he had struck out. We had frequent conversation on the merits of particular poets,
but our tastes did not agree. He was a great admirer of Spenser, his Faerie Queene
was a great favourite with him. Byron was also in favour, Pope he maintained was
no poet, only a versifier. He was fond of imagery, the most trifling similes appeared
to please him...2t

Amy Lowell has found in the first volume of Spenser, which used to
belong to Keats, frequent notes and marks made by Keats's own hand to
point out lines or passages that struck him as fine or interesting. These
markings show that Keats was not pleased with even the most trifling
similes, as Stephens stated in his memoir, but that he was attracted chiefly
by such images that strongly affected his own imagination either on account
of their aptness or euphony, or by originality and depth of thought.?
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Keats’s first volume of Poems, published in 1817, confirms, however,
the general truth of Stephens’s testimony as to Keats’s enthusiasm for
Spenser. In these poems we find many Spenserian archaisms and turns of
speech, some of which look almost like verbatim quotations. Actually, there
is but one direct quotation, which is duly printed in inverted commas, in
the epistle To George Felton Mathew: “and make a sunshine in a shady
place”; it comes from the Faerie Queene. Echoes of Spenserian images and
free reproduction of characteristic Spenserian moods or attitudes are
especially striking in the three sonnets on woman, in the epistles To my
Brother George and To C. C. Clarke, and in the two longest poems in the
volume, I stood tiptoe and Sleep and Poetry. To distinguish, however,
between direct echoes of Spenser and indirect Spenserian influence through
Spenser’s imitators, especially Leigh Hunt, is very difficult.

SPENSER AND KEATS’S CONCEPTION OF POETRY

During the first two to three years of Keats’s literary career Spenserian
inspiration, as we have seen, was most often inseparably merged with the
influence of later Spenserians, particularly Leigh Hunt, and manifests
itself most conspicuously in the emotional and stylistic character of Keats’s
poetry because it affected mainly the young poet’s temperamental
sensibility and his craftsmanship. It was not until the close of this first
period in Keats’s poetic evolution, i. e. about the second half of 1816, that
the idealistic philosophical and aesthetic views of Edmund Spenser began
to take a firmer hold of Keats’s intellectual speculation concerning above
all the cognitive and social function of art and poetry. This intellectual, as
we might call it, phase of Spenserian inspiration culminated in the
ideological meaning of Keats’s allegorical epic Endymion. Here we will
discuss its manifestation in an earlier and less ambitious but still important
poem Sleep and Poetry, written in the autumn of 1816.

What first draws our attention to the possibility of Spenserian
influence in Sleep and Poetry, is its motto from the pseudo-Chaucerian
poem The Flower and the Leaf. We know that Keats became acquainted
with Chaucer rather late, certainly later than with Spenser, and it seems
very probable that he became interested in his poetry just because Spenser,
in his Shepherd’s Calendar (known to Keats very well), gratefully acknow-
ledged Chaucer (whom he calls Tityrus) as his teacher and called him the
God of shepherds (i. e. poets):

The God of shepherds Tityrus is dead,
Who taught me homely, as I can, to make.

Such high praise could not but make a deep impression on Keats, especially
as it was most likely confirmed by the experienced critical judgments of
his friends, Clarke, Leigh Hunt and later of William Hazlitt.

Clarke informs us that The Flower and the Leaf was the first poem by
Chaucer Keats had read; and he says it was in February, 1817. As by that
date Keats’s Sleep and Poetry had been long finished and was in the hands
of the printers to be published in the Poems, Amy Lowell infers that its
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motto from Chaucer’s poem must have been added to the manuscript copy
as an after-thought. But Clarke’s chronological data are seldom reliable,
and moreover, certain unmistakable allusions to The Flower and the Leaf
in the text of Sleep and Poetry have convinced me that Keats had read the
poem wrongly attributed to Chaucer before he began his own poem or
while he was at work on its composition at the latest.

To convince the reader that it was so I must first acquaint him with
the Flower and the Leaf, its character and content, by reproducing —
passim — what H. S. Bennett has to say about it:

The Flower and the Leaf... belongs to the second half of the fifteenth century.
Scholars have been unable to agree as to its authorship: Skeat thought that it was
by a woman but his conjecture has not been accepted... The unknown writer,
however, was a poet of distinction... Hazlilt used a passage from this work to
illustrate Chaucer’s outstanding merits, and the whole poem is gracefully contrived.
It tells how the poet, a woman, unable to sleep, wanders afield and takes up her
station in an arbour from where she can see and hear the nightingale and the gold-
fim.:h. After a time a “world of ladies” and of knights and men at arms, all in white
garments, appear. These are the followers of the Leaf, who worship the laurel
Another band of lords and ladies arrive, clad in green, who dance, and then kneel
in praise before the daisy — the followers of the Flower. While the former party
rest in the shade of a laurel tree, the company of the Flower suffer from heat, are
buffeted by hail and rain, and present a bedraggled appearance to those beneath the
laurel. The latter succour them... and in good time “They passed all, so pleasantly
singing / That it would have comforted any wight” ... The poet is told [that] the
followers of the Leaf are those who have been chaste, brave, and steadfast in love,
while the followers of the Flower are those who have lived in idleness, and cared
for nothing but hunting, hawking, and playing in meads. The party of the Leaf are
led by Diana, of the Flower by Flora... The life of devotion and restraint is opposed
to one of pleasure and indulgence. Yet both are so much a part of life as we know
it that the poet, while expressing a preference for the Leaf, does not exile the Flower,
and the story ends with the departure of the two pariies to sup together...?

When we compare the Flower and the Leaf, which contains many
realistically truthful pictures of nature closely observed by the poet’s own
eyes though often expressed through conventional images and expressions,
with Keats’s pcem, we find that besides a general resemblance in the two
authors’ attitude to nature and to human pleasures there are other more
definite indications of Keats’s acquaintance with this allegory. The first
occurs in the following lines from Keats’s apostrophe of Poesy that will

. bring to me the fair
Visions of all places: a bowery nook
Will be.elysium — an eternal book
Whence I may copy many a lovely saying
About the leaves, and flowers — about the playing
Of nymphs in woods and fountains;
(Sleep and Poetry, 11. 62—67)

This echoes almost verbally some expressions from The Flower and the
Leaf (they are printed in italics), and by the conventional image of nature
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as an eternal book from which the poet draws his inspiration and by the
use of the title of the book, i. e. the poem, in the next two lines to denote
the subject he will write about — the leaves and flowers — Keats, I believe,
directly points to The Flower and the Leaf as the source of his inspiration.

But there are two more, only a little less striking direct allusions to
that source. They are found in the well-known passage which tells us of
Keats’s poetic plans for the future:

O for ten years, that I may overwhelm
Muyself in poesy; ...

.. First the realm I’ll pass
Of Flora, and old Pan: ...

Catch the white-handed nymphs in shady places . ..
Another, bending o’er her nimble tread,
Will set a green robe floating round her head,
And still will dance with ever varied ease,
Smiling upon the flowers and the trees

(Sleep and Poetry, 11. 95—115, passim)

The picture of the realm of Flora where the poet will see nymphs dressed
in green dancing among the flowers and in the leafy woods seems to be
a distinct reminiscence of the followers of the Flower whose garments are
green and who are led by Flora, in The Flower and the Leaf. It is finally
possible that Keats’s rather reluctan_t resolution to “bid these joys farewell”
and “pass them for a nobler life, where I may find the agonies, the strife
of human hearts” (Sleep and Poetry, 11. 122—125), which implies a moral
condemnation of the idle life and pleasure-hunting of the followers of the
Flower, is not in complete agreement with the moral lesson of The Flower
and the Leaf allegory by pure chance. '

But this morally earnest tone and serious intention were no mere
literary convention and there is no doubt that Keats arrived at the resolu-
tion to live a nobler life and write about the agonies and the strife of human
hearts from his innermost conviction of the high moral responsibility of
art. Neither Chaucer nor Spenser could do anything more in this respect
than encourage Keats in this view of his peetic mission and confirm it as
the rightful decision.

Keats needed such encouragement and confirmation. And what our
study attempts to prove is the fact that he could and did find it not only
in his brothers and intimate friends, but also in books; not least in the
writings of Spenser.

Spenser not only awakened the slumbering poetic talent of Keats and
incited him to write, but also helped to develop and modify Keats’s
theory of poetry, incidentally teaching him how to use some creative
methods, for instance the method of allegory. From The Faerie Queene,
though its religiously moral latent meaning was alien to his own way of
thinking about the problems of life, Keats was able to see the advantages
such a method could bring to one wishing to give concrete and vivid ex-
pression of ideas that are difficult to understand. He attempted to apply
this method, at least in certain parts, to his philosophical abstract specu-
lation not only in Endymion and Hyperion, but also in Sleep and Poetry,
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and occasionally in such lyric pieces as The Ode on a Grecian Urn, or La
Belle Dame Sans Merci, not to speak of Lamia or The Fall of Hyperion
and The Cap and Bells.

Keats was conscious of the aid of Spenser’s aesthetics and poetics in
the deeper realisation and formulation of his own speculative conclusions.
Spenser’s great achievement in poetry was to Keats only a justification of
the truthfulness of Spenser’s view of life and art. Brooding on Spenser’s
poetry quickened the crystallisation of Keats’s recognition that there can
be no good poetry without significant social content and conscious aim
as there can be no real beauty without truth. Therefore Keats’s symbolic
figure of the charioteer representing poetic creation does not invent and
dream but listens eagerly to the voices of humanity and the world and
records what he has heard “with a hurrying glow” (cf. Sleep and Poetry,
11. 126—154).

In his survey of the historical development of English poetry (in
lines 162—180 of his poem) Keats must have thought not only of Shakes-
peare or Milton, but also of Spenser:

O ye whose charge

It is to hover round our pleasant hills!
Whose congregated majesty so fills

My boundly reverence, that I cannot. trace
Your hallowed names, in this unholy place
So near those common folk!...

It is the tradition of these old poets which is taken up by the new romantic
generation: “for sweet music has been heard in many places”. The whole
passage, too long for quotation but very important for anyone studying
Keats’s relation to English poetic tradition and to the poetry of his own
time, culminates in the lines already quoted in our study which
apodictically state that the “great end of poesy” is:

that it should be a friend
To soothe the cares and lift the thoughts of man.

The same idea is repeated, though in different words and less strongly, in
the passage where Keats speaks of himself and his ardent hopes:

All hail delightful hopes!
As she was wont, th’imagination
Into most lovely labyrinths will be gone,
And they shall be accounted poet kings
Who simply tell the most heart-easing things.

Keats was conscious of his hitherto modest poetic success. But he knew
that despondence was not the right mood in which to strive after success.

What though I am not wealthy in the dower

Of .spanning wisdom; though I do not know
The shiftings of the mighty winds that blow
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Hither and thither all the changing thoughts

Of man: though no great ministr'ing reason sorts
Out the dark mysteries of human souls

To clear conceiving: yet there ever rolls

A vast idea before me, and I glean

Therefrom my liberty; thence too I've seen

The end and aim of Poesy. (11. 284—291)

In the following lines, however, he significantly fails to find clear words
for a definition of this “vast idea”, unless he means what he had said about
“the great end of Poesy” in the preceding lines. Yet he succeeded in voicing
quite clearly his desire and passionate resolution to reach the goal of his
poetic ambition. And the whole train of emotional speculation is closed
in the movingly rhetorical, almost painfully frank outecry:

Stay! an inward frown
Of conscience bids me be more calm awhile.
An ocean dim, sprinkled with many an isle,
Spreads awfully before me. How much toil!
How many days! what desperate turmoil!
Ere I can have explored its widenesses.
Ah, what a task! upon my bended knees,
1 could unsay those — no, zmposszble'
Impossible! (11. 304—312)

The effective image of the long, weary and dangerous journey to the goal
of poetic success as a vast and uncharted ocean which must be explored
by him, poetically expresses Keats’s state of mind at this moment in his
speculation about his own literary future. And I believe that he was largely
helped to find this expression of his feeling and idea by an image in
S[fenser’s Faerie Queene, describing Sir Guyon’s voyage to the Bower of
Bliss.

When Spenser’s Knight of Temperance, Sir Guyon, and his companion,
the pious old palmer, have narrowly escaped the two perils of Scilla and
Clilarc)ilbdis, they sail in a small boat on a vast sea, till they perceive many
islands:

So forth they rowed; and that Ferryman
With his stiff oars did brush the sea so strong,
That the hoar waters from his frigate ran
And the light bubbles danced all along,
While the salt brine out of the billows sprong.
At last far off they many islands spy
On every side floating the floods among.
(F. @, II. xii. 10)

The resemblance between Keats’s and Spenser’s images was certainly no
case of simple imitation. Its causes were much more subtle, and Keats need
not even have been aware that his metaphor was not entirely original. But
his knowledge of The Faerie Queene was so deep that it actually became
part of his consciousness, not only the furniture of his memory. As he
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identified himself with Spenser’s Calidore (cf. our analysis of his Calidore
in the preceding section), so he may have discovered a certain affinity
between himself and Sir Guyon, between his imagined future progress to
the goal of poetic greatness and Guyon’s adventurous and perilous but
victorious voyage to meet his enemy. There is also a further slight
resemblance between Keats and Guyon in the fact that Guyon had found
a wise and friendly companion in the old palmer, while Keats had found
such help and good advice in his older and more experienced friends,
especially Leigh Hunt. And we kncw, from the poem itself, that Sleep and
Poetry owed its first conception to one night spent by Keats in Hunt’s
hospitable house. Keats, lying on the sofa in Hunt’s study, did not sleep
that night because

The very sense of where I was might well

Keep Sleep aloof: but more than that there came
Thought after thought to nourish up the flame
Within my breast; so that the morning light
Surprised me even from a sleepless night;

He resolved on that very day to begin the poem. And we know that Keats’s
friendship with Hunt, a great admirer of Spenser’s poetry, kept awake and
supported Keats’s natural enthusiasm for Spenser.

All these circumstances have contributed to make allusions to Spenser,
echoes of his imagery and expression, as well as the tendency to assimilate
his ideas about poetry and life, a matter of course in a Keatsian poem of
the type of Sleep and Poetry. And I would not discuss them so minutely
if I could find that they have been at least noticed, let alone exammed by
any other student of Keats’s work.

Before leaving Sleep and Poetry there remains for us to prove and
illustrate our opinion that Spenser may have inspired and that he at any
rate helped to clarify Keats’s conception of poetry. This opinion is based
on the almost certain assumption that Keats knew, and studied, not only
The Faerie Queene, but also most of the other poems written by Spenser,
among them the pastoral eclogues called The Shepherd’s Calendar. The
October or Tenth Eclogue, whose theme is poetry, contains so many ideas
which are echoed in Keats’s poems and letters that it seems almost
impossible for them not to have been known to Keats. There is, of course,
still a possible alternative explanation, viz. that Spenser’s ideas about
poetry may have been imparted to Keats through some of his friends,
Clarke, Hunt, or others; that, however, would not make any essential
difference to our argument that Keats’s theory of poetry was largely
inspired and confirmed by Spenser.

The Argument of Spenser’s October Eclogue (written by one E. K.
whose identity has not yet been revealed and whom some scholars suppose
to have been Spenser himself) gives a useful summary of Spenser’s poem
and of his idea of poetry. We will quote it therefore in full (but in
modernised spelling):

In Cuddie is set out the perfect pattern of a Poet, which finding no mainte-
nance of his state and studies, complaineth of the contempt of Poetry, and the causes
thereof: Specially having been in all ages, and even amongst the most barbarous
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always of singular account and honour, and being indeed so worthy and commendable
an art: or rather no art, but a divine gift and heavenly instinct not to be gotten by
labour and learning, but adorned with both: and poured out into the wit by a certain
enthusiasm [here the original has the Greek form in Greek letters], and celestial in-
spiration, as the Author hereof else where at large discourseth, in his book called the
English Poet, which book being lately come to my hands, I mind also by God’s grace
upon further advisement to publish.

The Eclogue is a dialogue in rhymed stanzas between two shepherds:
Cuddie, who is a poet and who might represent perhaps Spenser himself,
and his friend Piers, some of whose opinions, though differing from
Cuddie’s, also may be attributed to Spenser as expressing his personal
views, .

Cuddie complains that he receives no reward for his songs though they
are good and give the people pleasure. Piers tries to comfort him by
arguing that “the praise is better than the price” and “the glory much
greater than the gain”. Moreover it is great honour “to restrain the lust
of lawless youth with good advice”, because Cuddie’s poetry enchants and
tames all evil passions. But such praise seems to Cuddie as “smoke that
sheddeth in the sky”, as “wind” which blows in vain. Thereupon Piers
advises Cuddie to change his subject and sing about “bloody Mars”, wars,
and tournaments. Thus he will please the sovereigns and the knights,
perhaps even Queen Elizabeth, and win both honour and money. Cuddie
admits that in former times this was true. He cites the example of Vergil
who had won favour with Maecenas and Augustus when he ceased writing
pastoral eclogues and sang about heroic deeds. But time has changed. The
mighty patrons of poets are dead and gone; and so are the knights and
heroes whose feats furnished poets with “matter” on which to play. With
the passing of the heroic ages, poetry declined and now “if that any buds
of Poesy, yet of the old_stock gan to shoot again, or if men’s follies might
be forced to fain, and roll with rest in rhymes of ribaldry”, poetry would
necessarily wither again. This saddens honest Piers who exclaims, express-
ing, I believe, the thoughts of Spenser:

O peerless Poesy, where is then thy place?

If nor in Prince’s palace thou doest sit:

(And yet is Prince’s palace the most fit)

Ne breast of baser birth does thee embrace,

Then make thee wings of thine aspiring wit,

And, whence thou camest, fly back to heaven apace.

Cuddie agrees with the thought, but his wings are too weak for such a
flight. Only Colin (i. e. Spenser himself) could mount so high, “were he
not with love so ill bedight”. This surprises Piers who believes that love
should rather “lift him up out of the loathsome mire” and raise his mind
“above the starry sky”, than clip the wings of his inspiration. To this
Cuddie retorts: “All otherwise the state of Poet stands, for lordly love is
such a tyrant fell: that where he rules, all power he does expel.” Not love,
but “lavish cups and thrifty bits of meat” give power to the poet. “For
Bacchus’s fruit if friend to Phoebus wise, and when with wine the brain
begins to sweat, the numbers flow as fast as spring does rise.” He is
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convinced that if his ‘“temples were distained with wine, and girt in
garlands of wild yew twine”, he could “rear the Muse on stately stage, and
teach her tread aloft in buskin fine, with quaint Bellona in her equipage”,
which probably means that if he could only become inspired by beauty
in women and valour in men, the proper theme of poetry, he would write
excellent drarmatic and heroic poems.

It seems clear that Keats’s ideas about poetry, as expressed in his
letters and poems, agree to a great extent with Spenser’s conception. He
was convinced that poetry both delights and instructs man teaching him
how to live well and enjoy life. Therefore it is eminently useful and
deserves to be not only honoured but alse supported and rewarded. The
poet should not only be praised by society, but morally and materially
encouraged in his vocation. Keats, like Spenser’s Cuddie, hoped to be able
to earn a decent living by his literary activities alone; and no doubt he
cherished hopes of acknowledgement and appreciation from his contempo-
raries as well as from posterity. Another innermost conviction which he
shared with Spenser was that through his poetic creation he would be able
to do some real good to the people, particularly in the field of education,
but also in improving their social lot. In the last named desire he went
one step further than Spenser who was satisfied to make people morally
better and happier in their private lives. Finally, Keats, like Cuddie,
believed that nothing but enthusiasm and noble aspiration was needed to
make him excel in tragedy and heroic poetry.

Another belief that Keats shared with Spenser was the ‘“celestial”
origin of poetry or rather of poetic talent. But he was even more clearly
conscious of the symbolical or allegorical meaning of this conception than
Spenser and other Renaissance theoreticians who held it. What they meant
was simply the belief that poetic gift was inborn and therefore true poetry
could express the noblest and highest ideas, desires and emotions of
mankind,

Keats’s view of the history of poetry, as expressed in Sleep and Poetry
and elsewhere, also coincides with Spenser’s opinion that contemporary
poetry shows a decline from the heights attained in antiquity or generally
in the more remote ages, chiefly because the present age is less heroic and
the public, people of all social classes and conditions, either do not under-
stand great poetry or hold the poets in undeserved contempt. In spite of
that Keats and Spenser did not allow public indifference, misunderstanding
or open hostility to avert them from their noble ambitions or to make them
write other poetry than such which they regarded as best.

Spenser’s attitude to reality, his personal example, his views of poetry
and his creative method and style all to a certain extentinspired and affected
Keats’s literary practice and theory. The more we study Keats’s individual
relation to Spenser’s poetry, the more we realise that it was determined
not merely by personal affinity, but by that larger and wider affinity
between the “spirit of the age” of English Romanticism and that of the
age of Elizabeth, as has been finely grasped and proclaimed by Frantisek
Chudoba.? And it was the recognition of this affinity in paetical practice
and theory that led Keats and many other romantic writers of his time,
Shelley, Lamb, Hazlitt, Leigh Hunt, De Quincey, Landor, Coleridge,
Wordsworth etc., to a deep study of Elizabethan lyric and gramatic poetry
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which proved a rich mine for their search of guidance in literary matters.
As we cannot deal with the vast problem of the mutual relation between
English Elizabethan and Romantic poetry in full, we have at least tried
to deal with it in one particular case,’that of Keats and Spenser. And even
in this limited field of research we do not claim to have exhausted its
material or found a final solution that would be proof against critical
reexamination.

Keats’s poetic principles, for which I trust to have found inspiration
or analogy in Spenser’s work, have been summed up in Keats’s letter to
John Taylor (dated 27 Feb., 1818) in the following words:

In Poetry I have a few Axioms, and you will see how far I am from their
centre. 1st. I think Poetry shotild surprise by a fine excess and not by Singularity —
it should strike the Reader as a wording of his own highest thoughts, and appear
almost a Remembrance — 2nd. Its touches of Beauty should never be half way
thereby making the reader breathless instead of content: the rise, the progress, the
setting of imagery should like the sun come natural to himn — shine over him and
set soberly although in magnificience leaving him in the Luxury of twilight — but
it is easier to think what Poetry should be than to write it — and this leads me on
to another axiom. That if Poetry comes not as naturally, as the Leaves to a tree
it had better not come at all. However it may by with me I cannot help looking into
new countries with “O for a Muse of fire to ascend!’ 1f Endymion serves me as
a Pioneer perhaps I ought to pe content. I have great reason to be content, for thank
God I can read and understand Shakespeare to his depths, and I have I am sure
many friends, who, if I fail, will atiribute any change in my Life and Temper to
Humbleness rather than to Pride — to a cowering under the Wings of great Poets
rather than to a Bitterness that I am not appreciated...

This letter makes it clear that at the time when Keats was working
at the final revision of his Endymion, he believed with Spenser and, indeed,
the majority of English Renaissance poets in the naturalness, i. e. the inborn
presence of poetic genius, and that he regarded as hlghest such poetry
which possesses the greatest possible measure of beauty. But he was far
from thinking of himself as a poet who has achieved the heights of his
ambition. On the contrary, he was aware that he was at the beginning of
his arduous journey, though he hoped that, with the assistance of a
thorough understanding of Shakespeare, he would be able to come nearer
to his goal and one day, perhaps, produce a work of art equal in its beauty
to the beauty of nature. Taken one by one, his axioms are a free,
independent paraphrase of the ideas in Spenser’s October Eclogue and its
Argument and Commentary by E. K.

A reflection of Keats’s study of The Faerie Queene is discernible, in
my opinion, in another important letter of Keats in which he speculates
on his poetic activities and their future course. The letter is addressed to
Keats’s close friend and fellow-poet, John Hamilton Reynolds, and was
written at Teignmouth, May 3rd, 1818. Keats gives in it the following

“simile of human life as far as I now perceive 1t that is, to the point to
which I say we both have arrived at.”

Well — I compare human life to a large Mansion of Many Apariments, two
of which I can only. describe, the doors of the rest being as yet shut upon me. The
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first we step into we call the infant or thoughtless Chamber, in which we remain
as long as we do not think. We remain there a long while, and notwithstanding the
doors of the second Chamber remain wide open, showing a bright appearance, we
care not to hasten to it; but are at length imperceptibly impelled by the awakening
of the thinking prineciple within us — we no sooner get into the second Chamber,
which I shall call the Chamber of Maiden-Thought, than we become intoxicated
with the light and the atmosphere, we see nothing but pleasant wonders, and think
of delaying there for ever in delight. However among the effects this breathing is
father of is that tremendous one of sharpening one’s vision into the heart and nature
of Man — of convincing one’s nerves that the world is full of Misery, and Heartbreak,
Pain, Sickness and oppression — whereby this Chamber of Maiden Thought becomes
gradually darken’d and at the same time on all sides of it many doors are set open —
but all dark — all leading to dark passages. We see trot the balance of good and
evil. We are in a Mist. WE are now in that state — We feel the “burden of the
Mystery”. To this point was Wordsworth come, as far as I can conceive when he
wrote “Tintern Abbey” and it seems to me that his Genius is explorative of those
dark passages. Now if we live, and go on thinking, we too shall explore them...%

The method and progress of Keats’s speculation is imaginative and
strongly allegorical, at the same time concrete and suggestive, but it is not
precise and clear enough. The principal allegorical image, ““a large Mansion
of Many Apartments” which Man, in his physical and mental development,
successively enters and explores, is not an original simile. I suggest that
Keats has found both impetus and model for its conception in Spenser’s
Faerie Queene; to be more precise, in the allegorical picture of the House
of Temperance, the dwelling of Alma, that is to say in Spenser’s allegorical
plan, the body which houses the soul. (Alma’s house is described, with
abundant details, in Canto IX, Book II.)

The probablhty that Keats's simile has its inspiration in Spenser’s
allegory of the human body and soul is supported by several circumstances.
The first, and most important, is the close resemblance of Spenser’s and
Keats’s allegorical image — a large house with many chambers and
passages —, and the similar purpose to which this concrete picture is
applied in both similes — to represent the human body and its inhabitant,
the soul or consciousness. Also some details in Keats’s metaphorical
language of the above quoted exposition might be traced back to Spenser’s
allegory; for instance Keats’s name of Maiden Thought for the first phase
in the development of individual consciousness initiated by the “awakening
of the thinking principle in us”, may have its source in Spenser’s descrip-
tion of Alma as “virginal”, or in the stanza which describes her as follows:

Alma she called was, a virgin bright;
That had not yet felt Cupid’s wanton rage. ..

The second circumstance, pointing but indirectly to Spenser’s probable
1nsp1rat10n is the fact that the allegory of the House of Temperance and
of Alma is found in the second book of the Faerie Queene, that very book
which has given Keats most pleasure and the first impetus to attempt verse.

The third circumstance, also indirect and external, is the fact that
Keats used his simile in a letter to Reynolds, who like Keats was a great
admirer of Spenser’s poetry. And the last indication that Keats may have
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borrowed his allegorical image from Spenser is the chronological nearness
of his letter to the composition of his sonnet To Spenser (dated in MS.
February 5th, 1818). As this sonnet is Keats’s acknowledgement of his great
indebtedness to Spenser’s inspiration I will give it in full:

Spenser! a jealous honourer of thine,

A forester deep in thy midmost trees,

Did, last eve, ask my promise to refine

Some English, that might strive thine ear to please

But, Elfin-poet! ’tis impossible

For an inhabitant of wintry earth

To rise, like Phoebus, with a golden gquill,
Fire-winged, and make a morning in his mirth.

It is impossible to ’scape from toil

O’ the sudden, and receive thy spiriting:

The flower must drink the nature of the soil
Before it can put forth its blossoming:

Be with me in the summer days, and I
Will for thine honour and his pleasure try.

As evidence for our argument that Keats was indebted to Spenser in
the employment of his simile, the sonnet To Spenser may prove more
convincing only after the definite solution of certain problems connected
with its date and with the identity of the “jealous honourer” of Spenser
who had asked Keats to write a poem “that might strive to please Spenser’s
ear”. Although the content of the sonnet seems to suggest that it had been
written before Keats’s Endymion, i, e. almost a year before the date on the
manuscript copy, which is not in Keats’s hand, I believe that whoever
wrote the date was right. Keats refused to write a poem in the spirit of
Spenser because after finishing Endymion, and even during the later
months of its composition, he was more and more strongly succumbing to
the influence of Shakespeare and Milton, and these two poets led him
away from Spenserian themes and diction. It is true that in 1818 and 1819
we still find in his poems and letters unmistakable traces of Spenserian
inspiration, which never died down completely during his life, but Keats’s
private experience and the critical development of public life in England
ever more urgently drove him to seek, even in literature, inspiration from
such writers whose connection with contemporary actuality was closer and
more immediate than Spenser’s,

What concerns us here, however, i. e. the validity of the sonnet To
Spenser as further evidence of Keats’s borrowing the allegorical picture
of his Mansion with Many Apartments from Spenser’s House of Alma,
need not be gravely affected, whether further research confirms our
hypothesis that the sonnet was written in 1818, and that the friend who
asked Keats to write a Spenserian poem was Reynolds (not Leigh Hunt),
or not. For these minor problems cannot alter the fact of Keats’s inspiration
by Spenserian poetry and thought in general, or invalidate the special
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instance of Keats's borrowing a simile from Spenser’s Faerie Queene in
particular,

Still, it may be relevant to cite two further bits of evidence for our
case from Keats’s letters. The first refers to Reynolds as the most probable
person among Keats’s friends to have asked Keats to write a Spenserian
poem. In April 1819 Reynolds wrote a parody on the poem Peter Bell
which Wordsworth was about to make public. Reynolds’s parody actually
appeared before the original. Reynolds asked Keats that he, as an intimate
of Leigh Hunt, should try to induce Hunt to publish a review of his parody
in the Examiner. Keats decided to write the review himself, and it appeared
in the Examiner on April 25th, 1819.

In his review Keats had again recourse to Spenser’s Faerie Queene for
a simile that would express more aptly and graphically one of his ideas.
It was the picture of the true and the false Florimell, a theme that Spenser
wrote about chiefly in the third, fourth, and fifth books of his epic. The
version of Keats’s review which he copied in a letter to his brother George
in America, runs as follows:

Peter Bell. There have been lately advertised two Books both Peter Bell by
name; what stuff the one was made of might be seen by the motto “I am the real
Simon Pure”. This false Florimel has hurried from the press and obtruded herself into
public notice while for aught we know the real one may be still wandering about the
woods and mountains, Let us hope she may soon appear and make good her right
to the magic girdle. The Pamphleteering Archimage we can perceive has rather a
splenetic love than a downright hatred to real Florimels — if indeed they had been
so christened — or had even a pretenlion to play at bob cherry with Barbara Lewth-
waite: but he has a fixed aversion to those three rhyming Graces Alice Fell, Susan
Gale and Betty Foy [characters from Wordsworth’s earlier poems — K. 8.]; and now
at length especially to Peter Bell — fit Apollo. It may be seen from one or two
Passages in this little skit, that the writer of it has felt the finer parts of Mr. Words-
worth, and perhaps expatiated with his more remote and sublimer muse. This as far
as it relates to Peter Bell is unlucky. The more he may love the sad embroidery of
the Excursion; the more he will hate the coarse San'iplers of Betty Foy and Alice
Fell; and as they come from the same hand, the betler will be able to imitate that
which can be imitated, to wit Peter Bell — as far as can be imagined from the
obstinate name. We repeat, it is very unlucky — this real Simon Pure is in parts
the very Man — there is a pernicious likeness in the scenery, a “pestilent humour” in
the rhymes and an inveterate cadence in some of the Stanzas that must be lamented. If
we are one part amused at this we are three parts sorry that an appreciator of
Wordsworth should show so much temper 4t this really provoking name of Peter
Bell —1%7

We have quoted the review in full — though its better half is not concerned
with our theme in this study — to show how Keats was able to see even
his favourite authors, for instance Wordsworth, critically and condemn
their ideological or poetic lapses from truth and beauty.

Another document showing Keats’s unfailing interest in Spenser’s
poetry occurs in his important letter addressed to Shelley on August 16th,
1820 (several months after Keats had penned his last line of poetry). In the
context of the letter the evidence in question contains a most important
idea about poetic creation and composition that we have from Keats’s own
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writing; and it cannot be insignificant that for the expression of this idea
Keats borrowed a phrase from his beloved poet, Edmund Spenser; as the
original occurs again in that second book of the Faerie Queene which had
furnished so many inspiring ideas, images and expressions to Keats’s own
verse, it indirectly corroborates our suggestion as to the Spenserian origin
of the Mansion of Many Apartments simile.

The relevant passus in Keats’s letter to Shelley is concerned with
Shelley’s play in verse The Cenci and it runs as follows:

I received a copy of the Cenci, as from yourself, from Hunt. There is only one
part of it I am judge of — the poetry and dramatic effect, which by many ‘spirits
now-a-days is considered the Mammon. A modern work, it is said, must have a
purpose, which may be the God. An artist must serve Marznmon; he must have “self-
concentration” — selfishness, perhaps. You, I am sure, will forgive me for sincerely
remarking that you might curb your magnanimity, and be more of an artist, and
load every rift of your subject with ore. The thought of such discipline must fall
like cold chains upon you, who perhaps never sat with young wings furled for six
months together. And is not this extraordinary talk for the writer of Endymion,
whose mind was like a pack of scattered cards? I am picked up and sorted to a pip.
My imagination is a monastery, and I am its monk...?

The metaphor printed in italics points to its source in the Faerie Queene
(IL. vii. 28). Keats most likely quoted from memory, because Spenser’s line
reads: “And with rich metal loaded every rift.” Keats's above quoted
speculation about the subservience of poetry to “a purpose which may
be the God” or to “poetry and dramatic effect”, symbolised by Mammon,
naturally led him to Spenser’s impressive picture of underground caves
and corridors, rich in gold and other precious metals and filled with all
sort of treasures, into which the evil god Mammon takes Sir Guyon in
order to tempt him with the riches of the earth. But Keats’s application of
this recollection frem his favourite reading shows also very clearly how
original and independent he was in his literary borrowings. Except in his
earlier poems, and even there, as we have seen in our analysis of The
Imitation of Spenser, Calidore, Sleep and Poetry etc., but seldom, Keats
generally developed in a new way, or gave a personal twist to, the ideas
and images derived from Spenser, and at times, just as in this very instance
of the Mammon idea, he turned them upside down to make them suit his
own purpose. It is obvious, I think, that Spenser’s Mammon and Keats’s
interpretation of mammon are two quite different, perhaps opposite ideas.
Spenser’s Mammon, though undoubtedly a very convincing poetic character,
is the conventional, almost trite personification of the demoralising and
destructive power of wealth. In contrast, Keats’s Mammon seems to be an
entirely original and unconventional symbol of the poet’s, or any true
artist’s, self-concentration or selfishness that is necessary, in Keats’s mind,
for him in order to achieve integrity and beauty. If we might venture a
contemporary interpretation of Keats’s advice to Shelley and of his own
conception of art, we should formulate his idea as the aesthetic demand
of artistic perfection in which, or as a result of which, the artist’s master-
piece combines depth of understanding and truthfulness with wealth of
imaginative and formal effectiveness. That, while he was again driven to
think about Shelley’s and his own poetry, Keats felt the necessity to think
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at the same time of Spenser and to use a Spenserian image in the formula-
tion of his most private conviction, proves that he regarded the great
Elizabethan poet as a model artist deserving to be followed by his romantic
descendants.

As we have attempted to show in this study, Keats himself regarded
his poetic achievement as in no little measure the outcome of his faith-
fulness to the example and precept of the great Elizabethan poet. Even
when he disagreed with Spenser, we might argue that he did so in Spenser’s
spirit, because in this disagreement he only exercised the inalienable right
of an artist to travel his own way, a right claimed for his own poetry and
views by Spenser himself.

SPENSER’S AND KEATS’S USE
OF ALLEGORY AND CLASSICAL MYTHOLOGY

Among the great poets of the past, Spenser, with the possible exception
of Shakespeare, came nearest to Keats’s ideal of the perfect artist in verse.
We are not surprised, therefore, that when Keats conceived the idea of
“testing his powers of imagination and chiefly of his invention which is
a rare thing”? in a long narrative poem, the finished product, known to
us as Endymion, was an allegorical romance like Spenser’s Faerie Queene.
But the true meaning of Keats’s allegorical poem is not so clear as that of
Spenser’s masterpiece. Partly, perhaps, because Keats has not left any
such deliberate interpretation of his Endymion as we possess from Spenser
concerning the meaning of The Faerie Queene. Chiefly, however, because
Keats’s use of the allegorical method in Endymion and elsewhere, is much
less thorough and consistent than Spenser’s, while, at the same time, it is
subtly combined with the romantic type of symbolism and private
confession or self-portraiture (similar to that we have found in Keats’s
first attempt at a romance, Calidore).

Keats’s unconventional use of the allegorical method is, in my opinion,
the principal cause of the failure of Keatsian scholarship to find a satis-
factory solution of the problem of the meaning of Endymion; though
explanations offered are numerous and most ingenious. It may also be the
true reason why some critics, Amy Lowell for instance, have denied the
very notion of Keats’s version of the classical myth as an allegory, though
their position seems untenable. For it is quite clear that Keats saw and
fully exploited the possibilities of allegorical and symbolic meaning, latent
in the myth of the love of the Moon-goddess for the young shepherd-prince
Endymion, although he did not employ the allegorical method systematic-
ally throughout his poem which consists of more than four thousand lines.

But even if we are convinced that Endymion is an allegory we do not
need to offer a solution of our own concerning its true meaning. All that
is necessary for the purpose of our study is to adopt one of the most
convincing interpretations as a working hypothesis. This, with certain
reservations, will be the closely argued and thoroughly documented
explanation advanced by Sidney Colvin, namely that-the ancient Greek
myth of Endymlon and Diana or Cynthla has turned “under Keats’s hand
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into a parable of the adventures of the poetic soul striving after a full
communion with the spirit of essential Beauty”.30

Besides its allegox ical character, Keats’s Endymion pomts to Spenser
as one of its main literary sources of inspiration by its mythological theme,
I believe that the irresistible attraction exercised by Spenser’s poetry upon
Keats (its various causes have been discussed in the preceding sections of
our study) was enhanced when Keats found that Spenser shared his own
enthusiastic admiration of the beauty of classical Greek mythology. Of
course, the aesthetic appeal of Greek myths was felt by many other
Elizabethan poets as well, but Spenser, a humanistic classical scholar and
“learned” poet, not only "borrowed freely ideas and images from ancient
Greek and Roman history, poetry and mythology, after the manner of
nearly all Renaissance men of letters, but added to his own poetic treasury
also many jewels found in Celtic folklore, medieval romances and the Old
and New Testaments. All these heterogeneous elements are skilfully and
effectively blended into poetic unity in The Faerie Queene; and it is
interesting to note that Keats’s first poem, the Imitation of Spenser,
reflects this characteristic feature of Spenser’s masterpiece, though not very
successfully, in the images of Dido, Lear and Flora, drawn respectively
from classical mythology, mythological history and Celtic folklore.

In this section, dealing mainly with Keats’s Endymion, our critical
attention will be focussed only on those elements in Keats’s romance that
may be better understood and explained when we reveal their Spenserian
inspiration. Spenser’s influence is reflected, but in a most actively creative
manner, in the subject-matter, in the ideological content and in the
composition of Keats’s poem.

The main theme, or the fable of Endymion, and its subject-matter,
based on classical mythology, are derived from most various literary
sources, both ancient and modern. Much of the matter came to Keats
straight from scholarly or popular works on classical mythology, such as
Lempriere’s Classical Dictionary (which Keats is said to have learnt by
heart while at school), Tooke’s or Baldwin’s Pantheon, etc.; but even more
important must have been literary works of art, especially poems written
by Homer, Ovid, Vergil, and many other authors. The Endymion myth
was also a favourite theme of English Renaissance poets who were well
known to Keats, particularly Lyly, Drayton, Shakespeare and also
Spenser.,3!

We don’t know which of these literary sources Keats became ac-
quainted with first. Probably Lempriere’s Classical Dictionary. But of the
poetic versions of the myth, or clear allusions to it in Enghsh poetry, the
earliest that we may be sure Keats read and admired occurs in Spenser’s
nuptial hymn Epithalamion. The lines that may have sown the seed from
which grew the idea of Keats’s Endymion are near the end of Spenser’s ode
and run as follows:

Who is the same, which at my window peeps?
Or whose is that fair face, that shines so bright,
Is it not Cinthia, she that never sleeps,

But walks about high heaven all the night?

O fairest goddess, do thou not envy
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My love with me to spy:

For thou likewise didst love, though now unthought,
And for a fleece of wool, which privily,

The Latmian shepherd once unto thee brought,

His pleasures with thee wrought.
(Epithalamion, 11. 372—381)

. In Spenser’s lines Keats might have felt a similar, though not so ro-
mantic, attraction to the beauty of the moon as he himself expressed in
his adormg invocation of Cynthia in the third book of Endymion.

Besides having most probably incited in Keats’s mind the idea of
writing a mythological romance about Endymion, Spenser undoubtedly
contributed many motives and imaginative details to Keats’s poem and
considerably enriched Keats’'s own invention. Most of these Spenserian
echoes and parallels have been noted in Keatsian literature. I have found
only one more resemblance between Endymion and The Faerie Queene
that might be regarded as evidence of Keats’s indebtedness to Spenserian
imagery: the resemblance between Keats’s picture of the underground
region, through which his hero wanders in search of Cynthia, and Spen-
ser’s picture of the underground kingdom of Mammeon, through which
Guyon is conducted by this god of avarice. But the resemblance is very
general and it would be rash to exclude the possibility of its being a mere
coincidence. Nor does inspiration or influence of this type, even if it were
proved beyond any doubt, detract from Keats’s merit as poet.

More harmful to his ideology and poetry had proved the influence of
Spenser’s idealistic philosophy derived from Plato and the Christian
followers of Plato’s school. It seems almost certain that Spenser’s Four
Hymns (1596) in honour of Love and Beauty, Heavenly Love and Heavenly
Beauty have greatly contributed to the conception of Keats's main alle-
gorical theme, the poet’s search after ideal beauty and love, as well as
influenced . his adoption, in Endymion, of idealistic view of life. Spenser’s
synthesis of neo-Platonic and Christian philosophical doctrines, as it
appears.in the ideological content of his hymns to love and beauty, is in
its essence only slightly different from the idealistic conception of human
happiness, the supernatural beauty of nature, the spiritual unity of the
good and the beautiful, etc. revealed in Keats’s Endymion. Even here,
however, Keats was also affected by the Rousseauist cult of nature, by
Wordsworthian idealistic humanism (chiefly through the Excursion,
a poem which he .regarded as one of the greatest artistic achievements
of his time), and not.least by the example of Shelley’s Alastor whose
affinity with Endymion is very close.3?

Keats’s nearest approach to the Spenserian cult of love and to the
Platonic conception of the indissoluble unity of the good and the beautiful
are those lines of his romance where, through his hero, he tries to explain
his idea of happiness and traces its conception back to the subjective ex-
perience of natural beauty and of love:

“Wherein lies happiness? In that which becks

Our ready minds to fellowship divine,
A fellowship with essence; till we shine,
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Full alchemized, and free of space. Behold
The clear religion of heaven! Fold

A rose-leaf round thy finger’s taperness,
And soothe thy lips; ..

Feel we these things? — that moment have we stept
Into a sort of oneness, and our state

Is like a floating spirit’s. But there are
Richer entanglements, enthralments far
More self-destroying, leading, by degrees,

To the chief intensity: the crown of these

Is made of love and friendship, and sits high
Upon the forehead of humanity.

All its more pondérous and bulky worth

Is friendship, whence there ever issues forth
A steady splendour; but at the tip-top,

There hangs, by unseen film, an orbed drop
Of light, and that is love: its influence,
Thrown in our eyes, genders a novel sense,
At which we start and fret; till in the end,
Melting into its radiance, we blend,

Mingle, and so become a part of it, —

Nor with ought else can our souls interknit
So wingedly: .

Just so may love although ’tis understood
The mere commmglmg of passionate breath,
Produce more than our searching witnesseth:
What I know not: ...

“Now, if this earthly love has power to make
Men’s being mortal, immortal; to shake
Ambition from their memories, and brim
Their measure of content; what merest whim,
Seems all this poor endeavour after fame,

To one, who keeps within his steadfast aim

A-love immortal, an immortal too.

Look not so wzlde'red for these things are true

And never can be born of atomies

That buzz about our slumbers, like brain-flies,
Leaving us fancy-sick . _ . :
‘(Endymion, 1..11. 777—853, passim)

The above quoted address of Endymion to his sister Peona® occupies
a. central position in the ideological structure of Endymion. Simultan-
eously, it is a summing up of Keats’s intellectual development in the first
half of his poetic career. Keats was fully aware of its subjective significance,
as is made clear by his own words in a letter addressed to the publisher of
his romance, John Taylor, on January 30th, 1818. In this letter Keats added
the five lines at the beginning of the passage quoted above, and then wrote:

You must indu_lge me by putting this in for setting aside the badness of the
other [i. e. the original version], such a preface is necessary to the subject. The whole
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thing must I think have appeared to you, who are a consequitive (sic!) Man, as a thing
almost of mere words — but I assure you that when I wrote it it was a regular
stepping of the Imagination towards a Truth. My having wrilten that Argument
[i. e. the lines on happiness] will perhaps be of the greatest Service to me of any thing
I ever did. It set before me at once the gradations of Happiness even like a kind of
Pleasure Thermometer — and is my first step towards the chief attempt in the
Drama — the playing of different Natures with Joy and Sorrow.3%

Not only the letter, but also the lines to which it refers, furnish in-
disputable testimony to the allegorical character of the central theme of
Endymion and to the subjective and strictly personal value of the
“Argument”, as Keats calls his lines on the essence of happiness. This
“Argument”, then, is an explicit statement of the theme of Endymion as
a personal allegory. The idealistic philosophy, which it embodies, is not
merely the result of the author’s 1maginat1ve speculation on the problem of
human happiness, but also an unconscious reflection of Keats’s study of
Spenser’s Platonic verse.38

From Keats’s letter to Taylor we learn that he himself did not regard
his “Argument” as sufficiently clear and convincing. “Consequitive” men,
like Taylor, or practical and sensible women, like Endymion’s sister Peona,
could not be expected to understand, let alone be convinced of the “truth”
of Keats’s intuitive conception. We don’t know what was Taylor’s reaction
to Keats’s letter, but we know from Keats himself that Peona, listening to
her brother’s rapturous but illogical explanation, “looked wildered” and
had to be told about Endymion’s love adventure which was intended to
make his ‘“‘sayings seem less obscured”.

The trouble for Keats was that in spite of his sincere belief in the
possibility of men to achieve perfect happiness through friendship and
love, he allowed himself to be influenced by idealistic philosophy so as
to see this happiness in a mystic communion with the spiritual essence
of the world, a sort of “commingling” of the spirit of man with the divinity.
This kind of “truth” can only be declared, not proved. I suggest that Keats’s
idealistic philosophy was not supported by his experiential knowledge or
by his intellectual recognition of the objective existence of the material
world. His later development shows that he did not rest content with this
kind of “truth’”.that can be grasped only by intuition and imagination
and fails to find werification in confrontation with objective reality.
Indeed, even in Endymion, as the poem progressed, it looks more as if its
allegorical theme were unconsciously being changed into a search for
truth which is beauty, rather than for beauty which is truth. In other
words, the real theme of Keats’s poem is the perilous, but enthusiastic
search of the poet after truth, symbolised in Endymion’s search for
heavenly love and beauty.

We should certainly keep in mind that when writing Endymion, and
even for a long time after, Keats judged. of truth as many artists do, by its
beauty. In November, 1818, he wrote to his brother George: “I never can
feel certain of any truth but from a clear perception of its Beauty — and
I find myself very young minded even in that perceptive power — which
I hope will encrease.”? In this aesthetic approach to reality lurked the
danger of subjective idealism which was only enhanced by Keats’s admira-
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tion for Spenser, Wordsworth and other poets whose philosophy of life
was imbued with ancient and Christian spiritualistic doctrines., On the
other hand, we cannot forget that the hero of his mythological romance
found the heavenly mistress he had been looking for in vain in the bowels
of the earth and under the sea, on the surface of the earth, in the shape
of a mortal woman, the Indian Maiden. Thus the ideal was revealed to
him in the real. And this important evidence of Keats’s instinctive ma-
terialism cannot be explained away even by the conventional conclusion
of the romance, in which the goddess and the woman are shown to be
one, the real is disclosed as the ideal. This end was prescribed to Keats
by his fable in which the mortal Endymion is immortalised by the love
of a goddess. But the Indian Maiden was Keats’s original addition to the
classical myth, and implies his criticism of its religiously mystical content.

Another important feature of Keats’s treatment of his mythological,
and also personally allegorical, theme is the skill and daring with which he
succeeded in transcending the narrow limits of the simple fable and the
merely private scope of its personal allegory. In Keats’s conception and
presentation Endymion is neither a mere mythological character, nor a
convenient figure symbolising Keats’s own individual search and desire
for private happiness. He becomes the symbolic type of all human beings
longing for beauty and truth and finding real happiness in friendship
and mutual love. There is no doubt that Endymion, as it stands, is a
deeply humanistic poem.

Taking into consideration all the different circumstances that led
Keats to the conception of his Endymion, as well as all the different
sources of inspiration, personal, social, literary, etc. that more or less
conspicuously influenced and modified his artistic realisation of this
conception, we arrive at the following conclusion concerning the origin
and meaning of the poem. In the allegorical conception of his mythological
romance Keats started from his personal human _and artistic expertences,
dreams and desires. These he endowed with a wider, universal significance
by generalising them. And finally he gave these generalised ideas and
ambitions concrete individual expression in poetic characters and events,
which are partly his own creations, partly subtly modified derivations
from Greek mythology, from which he borrowed either directly or in-
directly, through the medium of Spenser, Drayton. Lyly, Browne and other
writers who have left us versions of the Endymion myth in their own
works.

The choice of the Endymion myth for a concrete poetic represen-
tation of Keats’s own experiences, emotions, speculations and ideals was
determined by his well-known enthusiasm for classical mythology. But
a no less decisive moment must have been his knowledge of the time-
honoured literary tradition in whose spirit both medieval and Renaissance
authors used classical mythology in order to illustrate their own philo-
sophical, religious, political and aesthetic views. In their practice, however,
they often distorted the original meaning of classical myths, either
intentionally or because they lacked the necessary erudition. Most
frequently they tried to camouflage the paganism or naturalism of these
myths by adapting them to suit their own Christian philosophy.

Thus, for instance, Sandys’s translation of Ovid’s Metamorpheses, in
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the edition of 1832, contains the translator’s “commentary”, whose chief
purpose is to explain Ovid’s fables as allegories from the point of view
of Christian theology, ethics, history and natural science; in his com-
mentary Sandys quotes as authorities for his views famous philosophers
from Plato to Francis Bacon. This anti-historical attitude to classical
mythology was typical for Renaissance literature. [I cite George Sandys
only because Keats knew his translation and commentary, and could find
there much of the raw material for his poems, as has been demonstrated
by Ernest de Selincourt.]%

The Endymion myth was eminently suitable for the kind of allegorical
treatment it has received from Keats and some of Keats’s alleged predeces-
sors. The shepherd Endymion’s love for the Moon — one of the loveliest
phenomena of nature and, on that account, the Romantics’ favourite
symbol of ideal beauty — certainly had had an allegorical meaning even in
ancient times. Besides, as he confesses in Endymion, Keats had always,
since he was a boy, been powerfully moved by the mysterious beauty of
the moon. As the central theme of a full-length epic poem, however, the
fable had many disadvantages. It lacked the epic wealth of character and
event and had no dramatic plot worth mentioning. Keats attempted to
overcome these inherent deficiencies by inventing a number of minor
characters and romantic incidents, as well as by borrowing freely from
other classical myths or various literary sources. Many of these additions
had no connection with the original Greek fable of Endymion and the
moon-goddess. In this way he succeeded at last in completing his self-
imposed task, though not quite to his artistic satisfaction, as may he seen
from the following extract from his preface to the poem:

“Knowing within myself the manner in which this Poem has been produced, it
is not without a feeling of regret that I make it public. What manner I mean, will be
quite clear to the reader, who must soon perceive great inexperience, immaturity,
and every error denoting a feverish attempt, rather than a deed accomplished. The
two first books, and indeed the two last, I feel sensible are not of such completion
as to warrant their passing the press; nor should they if I thought a year’s castigation
would do them any good; it will not — the foundations are too sandy. It is just that
this youngster should die away; a sad thought for me, if I had not some hope that
while it is dwindling I may be plotting, and fitting myself for verses fit to live...
I hope I have not in too late a day touched the beautiful mythology of Greece, and
dulled its brightness; for I wish to try once more, before I bid it farewell.”

There is no need to add anything to Keats’s own judgment of his
mythological romance, except that it shows a capacity of just self-criticism
that we seldom come across even in great artists. ‘

But now we have to return to our examination of Spenserian inspi-
ration in Keats’s poem. So far we have been looking for it mainly in the
theme and in the ideological content. But it may be revealed also in the
structure and composition. It seems to us that Spenser’s poetic example
had determined Keats’s division of Endymion into four books, a rather
unusual number for epic poems, unless we remember that the most in-
fluential literary source of the ideological content of Keats’s poem, namely
Spensers’s hymns to love and beauty, also consist of four parts: An Hymn
in honour of Love, An Hymn in honour of Beauty, An Hymn in
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honour of Heavenly Love, and An Hymn in honour of Heavenly Beauty.
The number must have impressed itself upon Keats’s mind the more
deeply because the hymns were published in one volume entitled Four
Hymns. [Other poetic compositions that might have suggested to Keats
the number of his Books, such as Milton’s Paradise Regained (in which
the number of books corresponds to the number of the four Gospels of
the New Testament), or Byron’s Childe Harold’s Pilgrimage, may be
dismissed from our consideration because their themes are not so close
to Endymion as the Four Hymns of Spenser.]3%

The division into four, almost equally long parts was by no means
simply a matter of formal symmetry. The compositional structure of
Keats’s mythological romance has both the firm backbone of its main line
of thematic development and elastic joints that bind the four limbs to
this backbone. Each book, moreover, may be taken to represent one of
the four successive stages of the process of Keats’s speculative thought.
The course of the overt, mythological story and the current of the hidden
allegorical meaning, however, are not systematically parallel and many
details serve the purpose of only one of these two plans without significant
reference to the other. This, no doubt, makes the poem more difficult to
understand and constitutes one of its gravest aesthetic defects. That may
have been in Keats’s mind when he wrote in the Preface that the foun-
dations of Endymion “are too sandy”.

For the main outline of his structural plan Keats could have received
many useful hints from Spenser’s work. The notion, for instance, of
representing the development of the mythological theme as well as the
evolution of the ideological content by means of a pilgrimage in quest of
an ideal goal, may well have been suggested to the author by the Faerie
Queene, which uses this allegorical device systematically. Though the
idea was a very old convention in imaginative literature (Keats had come
across it first in Defoe’s Robinson Crusoe ard in Vergil’s Aeneid while
he was frequenting the Enfield grammar school, and soon after he met
with the story in form cf the hero’s pilgrimage or travels in such favourite
books of his as Spenser’s Faerie Queene, Homer’s Odyssey, Byron’s Childe
Harold’s Pilgrimage, Fielding’s Tom Jones or Joseph Andrews, Shelley’s
Alastor, etc.), the Faerie Queene may have been the one particular model
which he followed because it obviously was Keats’s inspiration in many
other respects when planning and composing Endymion.

Spenserian inspiration and example is indicated also by the already
mentioned correspondence- between the four books of Endymion and
Spenser’s Four Hymns in honour of Love and Beauty. This correspondence
is much closer than the mere number of Keats’s books and Spenser’s
hymns. A detailed analysis, which cannot be gone into here for want of
of space, reveals a correspondence in theme and idea between each single
hymn of Spenser’s and each of the four parts of Endymion. Keats’s first
book, for instance, is a panegyric on the beauty of the earth and of
simple human life, just like Spenser’s Hymn in honour of Beauty. Its
theme is poetically stated in the introductory lines, beginning with the
well-known and much quoted: “A thing of beauty is a joy for ever.” (The
introductory passages to each of his four books may also have been intro-
duced on the model of similar poetic introductions to each of the six books
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in Spenser’s Faerie Queene. As in Spenser, they serve the double purpose
of indicating the theme of the book they introduce, and of allowing the
author to express his own opinions on the subject of the book.)

The second book of Endymion corresponds to Spenser’s Hymn in
honour of Love. Again the theme is stated and Keats’s own view of love is
voiced in the opening lines in honour of the “sovereign power of love”
in the history of not only individual men and women, but of all mankind.
The idea of Keats, that love is more important as a factor in the progress
of human society towards happiness than hatred leading to cruel wars
and destruction, an idea, by the way, certainly inspired by the poet’s
experience of Napoleonic wars and his hatred of militarism, could have
found confirmation and encouragement in the following stanza of Spenser:

Debateful strife, and cruel enmity,
The famous name of Knighthood foully shend;
But lovely peace, and gentle amity,
And in Amours the passing hours to spend,
The mighty martial hands do most commend:
Of love they ever greater glory bore
Than of their arms: Mars is Cupido’s friend,
And is for Venus’ loves renowned more
Than all his wars and spoils, the which he did of yore.
(F. ., 1. vi. 35)

The third and fourth books of Endymion should correspond to Spen-
ser’s Hymns in honour of Heavenly Beauty and Love, respectively. But we
find that Keats abandons his plan of progress, if he had ever conceived it in
the manner indicated by our comparison of his first two books with Spen-
ser’s Hymns in honour of Beauty and Love; instead, he combines the two
themes of heavenly love and beauty into one theme in which he sings
their essential unity. To this theme of the unity of love and beauty, both
terrestrial and celestial, he devotes the last two books of his epic. There-
fore we find that the opening lines of the third book do not indicate the
theme of the book. They still express the author’s personal view, this time
concerning his hatred of political reaction in England, but with the ideolo-
gical and thematic plan of Endymion their connection is rather loose,
though not inorganic or aesthetically disturbing. I would consider these
lines denouncing those “who lord it o’er their fellow-men with most
prevailing tinsel” as virtually a more organic part of Endymion than the
passage that serves as introduction to the fourth book.

The introductory lines of the last book of Endymion are almost ex-
clusively devoted to Keats’s personal sphere of interest as poet, and more
specifically as an English poet. With the allegorical and mythological
theme of the fourth book, indeed, of the whole poem, they are only
formally, and illogically, connected through the two lines “Ah, woe is
me! that I should fondly part from my dear native land! Ah, foolish
maid!” (Endymion, IV. 11. 30—-31))

In his introduction to the fourth book Keats pays homage to English
poetry and invokes the “muse of his native land” to help him overcome
his despondency:
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Great- Muse, thou know’st what prison,
Of flesh and bone, curbs, and confines, and frets,
Our spirit’s wings: despondency besets
Our pillows; and the fresh to-morrow morn
Seems to give forth its light in very scorn
Of our dull, uninspired, snail-paced lives.
Long have I said, how happy he who shrives
To thee! But then I thought on poets gone,
And could not pray: — nor can I now — so on
I move to the end in lowliness of heart.

(Endymion, IV. 11. 20-29)

I wonder whether we might not divine the name of Spenser among
all those great English poets of the past, on whom Keats thinks though
he does not name them, when he tries to draw fresh strength and inspiration
for his own poetry? Comparing his own achievement with theirs — at the
time when he was writing Endymion — he obviously could not but feel
rather depressed. But he did not lose hope, and his determination to con-
tinue in his strife as man and poet was rewarded when he accomplished
“verses fit to live’’ in his Odes, his Eve of St Agnes, Lamia, Isabella,
Hyperion and other great poems of his artistic maturity.

* oW W

Spenserian inspiration, as the preceding investigation has tried to
show, was at its strongest in Keats’s earlier poetry (1814—1817) though,
as has been pointed out, it did not cease to manifest itself even in Keats's
latest productions, such as The Cap and Bells, the Odes, or the Fall of
Hyperion. In marshalling the evidence of Keats’s intellectual and artistic
indebtedness to his beloved Elizabethan master no attempt has been made
to exhaust the material at our disposal. Yet we presume to have ascertained
both the extent and the specific character of the Spenser-Keats relation,
especially in the first phase of Keats’s poetic career, while some of the
clearer manifestations of Spenserian influence in his mature period
(1818—1820) have also been duly noted, when necessary. Those later in-
stances, both from poems and letters, however, add little of importance
to our problem and cannot alter the conclusions arrived at which we shall
now try to recapitulate in a brief summary.

What strikes us most strongly about the effect of Spenser’s poetry
on- Keats’s thought and art is the capacity of Keats to retain, and express,
his own personality, intellectual, temperamental and artistic, from the
first to the last poem that might be argued to have been, however slightly,
inspired by Spenser. Even in his first attempt at poetry, Imitation of
Spenser, Keats produced a comparatively original piece of verse, rather
than a mere copy of his master’s vérsification, style and diction. And the later
“imitations” of Spenserian romances, from Calidore to Endymion to the
Cap and Bells, all prove that Spenser was to Keats an example to emulate,
rather than to imitate. Keats showed least resistance to those aspects of
Spenser’s poetry and thought that coincided with his own natural bent
and experience: such as Spenser’s love and masterful expression of the
beauty of nature and the visible world in general; or Spenser’s exquisite
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craftsmanship; or some of Spenser’s aesthetic views. But Keats’s attitude
to Spenser’s reactionary political or obscurantist religious ideology
remained firmly hostile. Spenser’s influence, in short, was able to streng-
then and confirm Keats’s own tendencies, but failed to deflect him from
the road he regarded as right, at least in ‘the long run.

In conclusion, I would like to say that one of the reasons why the
preceding attempt at a re-examination and re-valuation of the problem
of Spenserian inspiration in Keats’s poetry has been undertaken, was the
conviction that, if successful, it might be a small but valuable contribution
towards solving the larger problem of literary tradition and mutual in-
fluence. For the definite and fully satisfactory solution of that complex
question, of course, many more studies of a similar detailed and concrete
investigation would have to be accomplished beforehand, and not only
studies of the inspiration of an earlier artist upon a later one of the same
cultural tradition and milieu, as is the case of Spenser and Keats, but also
of the influence of one artist upon another in the same age and society.

NOTES
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Prague as No. 51 of the -Opera Universitatis Brunensis, Facultas Philosophica, has
listed the authors and books, as well as the artists and composers etc.,, whose
works Keats may be with practical certainty supposed to have known on
pp. 178—181 of the book. But he cannot claim that his list is exhaustive.

2 Finney, Claude Lee: The Evolution of Keats’s Poetry, Harvard U. P. 1936, pp. 26—27.

3 Hewlett, Dorothy: A Life of John Keats. London 1949, p. 27.

4 According to Richard Woodhouse, an ardent collector of Keats’s MSS., one of the
earliest poems written by Keats was a sonnet on the moon, which Keats is said to
have given to C. C. Clarke. Cf. The Keats Circle, ed. by Hyder Edward Rollins.
Harvard U. P. 1948, vol. 1, p. 274.

5 The Keats Circle, vol. II, p. 55.

6 Ib. p. 168.

7 Cf. Finney, op. cit. sub. (2) or Sir Sidney Colvin: John Keats, London 1920,

8 Finney, op. cit. sub (2), p. 28.

9 Lowell, Amy: John Keats. 2. vols. London 1925. Veol. I. p. 53.

10 See note (2).

i1 Tbh. pp. 29—33.

12 Ibidem.

13 1h, p. 33.

14 Hazlitt, William: Lectures on the English Poets. Oxford U. P. 1933, p. 52.

15 Ib. pp. 56—57.

16 Judson, Alexander C.: The Life of Edmund Spenser. The John Hopkins U. P. 1945,
p. 106.

17 Cf. Stépanfk, Karel: The Reflection of Social Reality in Keats’s Poems and Letters.
Brno Studies in English. Volume 1. Opera Universitatis Brunensis, Facultas Philo-
sophica, No. 55. Praha 1959, pp. 69—102, particularly pp. 93—94, 111ustrat1ng Keats’s
anticlerical and enllghtened views with regard to religious superstltnon and the
obscurantism of the Protestant Churches.

18 See Finney, op. cit sub. (2), pp. 611 ff,

19 Garrod, H. W.: Keats. Oxford 1926, pp. 87—97.

2 The Letters of John Keats. Edited by Maurice Buxton Forman, 3rd Edition. Lon-
don 1948, p. 517.

21 Cited by Colvin. Op. cit. sub (7), p. 31

22 Cf. op. cit. sub (9), pp. 203 and 545—574.

2 Bennett, H. S.: Chaucer and the Fifteenth Century, Oxford 1948, pp. 133—134.

50 -



% Chudoba, FrantiSek: Bésnici, v&tci a bojovnici (Poets, Seers, and Fighters), Praha
1942, (Cf. his essay on Keats in this volume.)

% Op. cit. sub (20), p. 108.

% Ib, pp. 143—144.

27 Ib. p. 328.

8 Ib, p. 507.

2 Thf Letters of John Keats. Edited by Maurice Buxton Forman Oxford U. P, 1931.
Vol. I. p. 55.

30 Colvin, op. cit. sub (7), p. 167.

31 Cf. Edward le Comte: Endymlon in England, New York, 1944.

32 Colvin, op. cit. sub. (7), pp. 233 ff. .

3 Peona, the name of Endymion’s sister, was according to Colvin suggested to Keats
by Spenser’s Peaena in The Faerie Queene. This borrowing strengthens our argu-
ment in favour of Spenser’s ideological influence in Endymion. In those cases,
moreover, when Keats- identifies himself with his hero, as he does in the address
of Endymion to Peona on the subject of happiness, we may perhaps imply that he
identifies Endymion’s sister Peona with his own sister Fanny. Cf. also Stépanik,
op. cit. sub (1), p. 102.

% Op. cit. sub (29), vol. I, p. 98.

3 Keats almost certainly knew no works of Plato or his later disciples from his own
reading. In all his poems he only twice mentions Plato’s name, and that but cur-
sorily.

36 Op. cit. sub (29), vol. I, p. 281.

37 Cf. The Poems of John Keats. Edited by Ernest de Selincourt. London, 1907.

B Some other reasons for Keats’s division of Endymion into four books have been
submitted by Claude L. Finney [op. cit. sub (2) p. 299] and Robert Bridges in
A critical Introduction to Keats, London 1929, pp. 88 ff. Finney argues that Keats
“outlined four stages or gradations through which Endymion must pass before he
wins the happiness of “fellowship with essence” — first, appreciation of the beauty
of nature, “the clear religion of heaven”; second, appreciation of the beauty of art;
third, friendship; and fourth, love. He developed these four stages in the four
hooks of Endymion, devoting a book to each stage.” It may be admitted as correct
that Keats in his lines on happiness (in Endymion) actually outlines the above
mentioned four stages to be passed through in order to win happiness, but I con-
fess 1 cannot see that he “devoted a book to each stage”.

Bridges argues quite differently. In his opinion, “The general scheme of the
poem is broad and simple. The four books, following the commmon formula of mystic
initiation ‘by the terrors of Fire, of Water and Air’..., correspond with the four
elements — I. Earth; II. Fire...; IIl. Under sea — Water; IV. Air; and these typify
respectively — 1. Natural beauty; II. The mysteries of earth; III. The secrets of
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VYTAH

OTAZKA SPENSEROVSKE INSPIRACE
V POESII JOHNA KEATSE

Vychazeje z poznatku, Ze vynikajici postaveni basnické tvorby Johna Keatse v dé~
jinach anglické i sv&tové literatury nebylo jen disledkem jeho nadéini a pilné préace,
ale i védomého studia domacich i cizich klasikt, zabyva se autor této studie otazkou
rozsahu a charakteru pusobeni literarni tradice na Keatsovu bisnickou praxii umé-
leckou teorii, a -to na pruzkumu specifického vztahu mezi Keatsem a alzbé&tinskym
basnikem Edmundem Spenserem, ktery byl zvolen jednak proto, e ze viech znidmych
literdrnich vlivl na Keatsovu tvorbu byl Spensertv vliv éasové prvni a nejtrvalejsi,
jednak proto, Ze nebyl dosud v odborné literatufe dostateéné profetien a zhodnocen.

Autor se také domniva, Ze prizkum a co nejpiesné&jdi osvétleni tohoto diléiho
problému muze pfispét i k zdsadnimu fedeni otdzky umélecké tradice a tzv. literar-
nich vliva vibee, bude-li oviemn doplnén co nejvétiim podtem podobnych konkrétnich
studif vzajemnych vztahl mezi spisovateli a umeélei nejen riznych dob, ale i raz-
nych narodnosti.

Vlastni{ studie zkouma podrobné pfedeviim Keatsovu zavislost ha Spenserovi
v raném obdobf (1814—1817), zahrnujicim bdasné od Napodobeni Spensera, prvnich
zndmych Keatsovych verst, az po vydani mythologického eposu Endymion (1818).
Ohlasy Spenserovy tvorby ve vrcholném obdobi Keatsovy umélecké drahy (1818—1820)
jsou zkoumany jen tam, kde je to pro pochopeni otiazky nutné. V tomto obdobi viak
Spenserovo pusobeni na Keatse zietelné ochablo, tfebas nikdy neutuchlo nadobro, jak
svédéi posledni nedokonéena Keatsova skladba Capka s rolnitkami a spenserovské
ohlasy v detnych mensich basnich i v Keatsovych soukromych dopisech.

V rozvrzeni latky je zachovAvan v zdsad& chronologicky postup. Prvni ze é&étyf
kapitol studie se zabyva detailnim srovnanim Keatsovy prvotiny Napodobeni Spen-
sera, jejiz datum se klade na pocdatek r. 1814, se Spenserovou Krilovnou vil, ktera
podnitila Keatse k basnické tvorbé vlastni. Nejdulezit&jsi zji§téni ze srovnani vyply-
vajici je to, Ze Keats ani v svém debutu nebyl pfes veSkeré nad$eni pro Spensera
jako slovesného umeélce nekritickym obdivovatelem a otrockym napodobovatelem.
Jako téméf viechny skladby Keatsovy i tato prvni bésefl je odrazem basnikovy vlastnf
zku$enosti soukromé i spoledenské, nejen kopif ciziho vzoru.

K podobnému z4véru o Keatsoveé Usili po pravdivém zobrazen{ Zivota, oviem ne-
dokonalém pro nedostatek zkuSenosti a. uméleckého mistrovstvi, dochézi i zkoumani
Keatsovych ranych pokust o romanticky spenserovsky epos, o nichZ pojednava druhi
kapitola studie. Ve zlomku Calidore napf. se Keatsova autostylisaéni snaha v hrdinové
povahokresb& uplatnila na akor psychologické pravdivosti této postavy, kterou si vy-
pujcil z Kralovny vil. PonévadZ v3ak Keats byl basnik vyslovené lyricky a za svého
kratkého Zivota nemohl nabyt dostatedné bohatych Zivotnich zku3enosti, zistaly jeho
pokusy o skladby epické a dramata zlomky nebo, jako Endymion a tragedie Otto Ve-
liky, umeélecky neuspokojily ani svého tvirce.

TFeti kapitola doklada a zduvodrfiuje moZnost Spenserova pusobeni ideového,
a to predeviim v oblasti estetické a basnické teorie, na Keatsiv viastni umélecky na-
zor, ktery byl dzce spjat s jeho rozpornym mnazorem filosofickym. Hlavni doklady tu
poskytla Keatsova duleZita basent Spanek a peoesie, ktera vznikla na podzim r. 1816
a odrazi pomérné vérné nazory Spenserovy vyjadiené napf. v pastyiskych eklogach
Shepherd’s Calendar. Mimochodem se zjiStuje, 2e Keats skrze Spensera poznal
i Chaucerovu (respektive Chaucerovi mylné pfipisovanou) béseit Kvét a list a reago-
val na ni jasné ve Spanku a poesii.

Ctvrta kapltola srovnava Spenserovo a Keatsovo poufiti alegorické metody a je-
jich shodny vztah ke klasické mythologii, a to na Keatsové nejvyznamné&jsi starsi
skladbé Endymion. Byl zjistén Spenserav vliv na vznik skladby, na jeji alegoricky
a mythologicky charakter, na ¢etné obrazy a slovn{ vyrazy a na ideologicky obsah
i komposiéni plan této narotné, ale ne zcela zdafilé romantické basné. Ve vSech zkou-
manych basnich je zfejma Keatsova v&doma snaha o umélecké sepé&t{ Zivotni pravdi-
vosti s poetickou vyrazovou bohatosti, snaha, abychom uZili jeho slov, po jednot&
pravdy a kriasy. I v tom mu byl pfikladem, ktery po svém nasledoval, Edmund
Spenser.
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PE3IOME

NPOBJEMA BINAHHNA CHIEHCEPA HA IIO33UIO
AXOHA KUTCA

Hcxoma u3 nojsoKeHWs, YTO BHITAMEeCA MECTO NO3THYecKoro TBopuectBa kona Kumrca
B MCTOPMH AHLJMICKOX M MHUpPOBOM JAMTepaTyphi He OLIIO JMIUB peayibTaTOM €ro TajJaHTa
M ycepAHON paGoTLI, HO M CO3HATENLHOIO M3YYeHUHA AHTAMMCKUX U MHOCTPAHHEIX KJIACCUKOB,
aBTOp 9TOH CTaThbM 3aHMMaercA npobmemoit o6BEMa M XapaKTepa BO3LEHCTBMA JIHTEpPaTyPHOU
TPalMUUA HA NOSTHUECKYIO MPAKTHKY U XyLOMECTBEHHYIO TEOPHIO Kurca, nayueHuem cneuuqm-
deCKUX OTHOWeHUH Mexay Kurcom m pemeccacHHIM 1nosToM IAMyEIOM Cneﬂcepou KOTOpBIM
6ua BLIGpaH He TOJALKO NOTOMY, 970 M3 BCEX M3IBECTHLIX JUTePaTYPHBIX BAMAHMIA Ha TBOPYECTBO
Kurca Bananuer CneHcepa 6bi10 nepBOHaYanbHO U Gonee NPONONKUTENBHO, HO M TOTOMY, 4TO
J0 CHX IOp STOT BONPOC He OELI KOCTATOYHO HCCAESOBAH X OLEHEH B CINELMANBHOR JXuTepaType.

ABTOp nonaraer, uyTo mM3y4yeHue M 6oJee TOUHOe OCBEIIEHMEe STOH y3KOH NpobaeMur MOKeT
NMOMOYs W B IPHHUMUNMANBLHOM PEINEHUM NPOGIEMEl XyILMKECTBEHHON TPaiMIM¥ W Tak HA3H-
BAaEMOro NUTEPaTYpHOTO BAMAHUSA .BooGIe, €CAM 3TO MccaefoBaHue GyIeT HOMOTHEHO KaK MOXHO
60ABIIMM KOJMUYECTBOM NOAOGHEIX KOHKPETHHIX PaboT O B3aMMOOTHOWEHUAX MEMAY TIMCATELAME
M XyNOKHMKAMK He TOJbKO Pa3HBIX 310X, HO M Pa3HBIX HapoIoB.

HaxkHan pa6oTa, mpex<ie BCEro, 3aHHMAeTCA M3ydeHMeM 3aBucuMocT¥ Kurca or Cremcepa
B paHHui nepuox (1814—1817), skunualmuit cruxorsopeHue or ,Ilogpaxkanus Cnencepy ',
NepBLIX MIBECTHEIX cTHX0B Kutca u mo uspaHus Mudonormueckoir mosmet ,,dxaumuon'’ (1818).
Ortronocky TBopyecTea CreHcepa B KyJIbMUHAUUOHHKEI IEpHOA XyIOXXECTBEHHOTO TBOPYECTBA
Knrca (1818—1820) uccaesoBaHEl TOJBKO TaM, TAe 3TO HEOGXOXMMO AJNA TOHUMAHEA Ipobiembl.
Ho B astor nepuon.snusuue Cnencepa Ha Kmrca sHaunTennHo ocnafiaeHo, XOTS HHMKOTAa HOJ-
HOCTHI0 HE MCYEANO, O YEM CBEIETENLCTBYET HEOKOHUEHHOe mpomspefenue Kamrea ,Konnax u Gy-
6enur" m orrosocku CneHncepa B GONBINOM KOJHMYECTBE MEHBIIMX CTMXOTBOPEHMI M B JMUHON
nepenucke Karea, Y 1

B pacnpeneneHEM MaTepHasna cOGMION2ETCA XPOHONOrM4ecKuil npuHuun. Ileppas u3 uvers-
Péx runas paboThl 3aHMMaeTcA NOAPOQHLIM CPaBHEHHEM NEpPBOro npouaseneHusa Kamrca |, Ilompa-
xanne CoeHcepy'', koTopoe oTHocurcn K Hauaxy 1814 roma, ¢ ,Koponepoit ®eit" Crencepa,
XoTopas BHOXHOBuJNAa KnTca K cOGCTBEHHO IIO3TUIECKOMY -naopqec'rny. HaupaxrelfinuM OTKPH-
THEM, BHITEKaOIIUM W3 CpPaBHEHMA, ABJAAETCA TO, 4To KHTC ¥ B CBOEM TNEPBOM BLICTYNJICHUM
Bocroprajiica CrneHcepoM, kKaK XyHOXKHMKOM CJOBa, HO HUKOTJA2 He Obll HEKPUTHYECKHM IOKJIOH-
HUKOM M paGckuM noppaxareaeM. Kak mourm Bce mpoumamenenus Kurca, u sto mepsoe cTmxo-
TBOPEHHE ABJAETCA OTPaXXEHMEM COGCTBEHHOrO0 JMYHOrO M COOMAJBHOTO ONHITa IO3Ta, a He
TONBLKO Kommell uyux o6pasmos.

K mannoMy BmiBOmy o crpemiernm Kmrca X mpaBaupoMy M3o6pakeHHI0O KHU3HM, HO Heco-
DEPMEeHHOMy H3-3a HENOCTaTOYHOTO ONHITA U XYLOKECTBEHHOTO MacTepCcTBA, aBTOP NPHXOLMT
TNpK MCCAENOBAHAM pPaHHHX onuToB KmTca Hamucars poMaHTUUeCKOe NpOM3BeNeHUe B Ayxe
Crencepa; 370 M ABJIAETCA NpeIMETOM BTOPOHt wactm paborir. Bo dparmenre mosmet , Kanmmop'',
HanpyMep, Mbl BMIMM aBTO-CTHJIMCTHYECKOE CTPEMIEHMe B W300Da)keHUM TEpos, KOTopoe CIe-
JaHO 3a CuéT ICHXOJOTHYeckoit mnpagBusBocT Kanumopa, koroporo ox Basa u3 ,Koponesm
deii”’. Tax xax Kute 6HJ nO3TOM NMONHOCTHIO AMPUYECKMM M B TedeHHe CBOEH CIHOIKOM KOPOTKO
MUIHY 1le MOT OCBOUTh NOCTaTOYHO GOTaThlil ONHT, OCTANUCH EFO OMBITH BMUYECKMX COTMHEHMIX
¥ IpaM MAM TONbKO BO $parMeHTax, MAM GHIIM OKOHUEHE, KaK HampEMep , DHIMMUOH' ¥ Tpa-
reaua ,,Orro Benuxumit', HO ¢ XyZoxecTBEHHOINl TOUKM SPeHEA He YHOBJAETROPAJM H CAMOTO
TBOpLA.

Tperea rnaBa mnopTeepXIaeT M NONYEPKHBAET BO3MOXHOCTL MIeHHOro ‘BosfeicTeus Chen-
cepa, oco6eHHO Ha SCTETHYECKMe UM JMTEpaTypoBemuecKue Teopuu Kurca, KoTOpHIe TeCHO CBsA3aHW
€ ero NPOTHBOPEYMBHIMH (MICCOPCKHMM BITAANaMH. BakHeHIIAM CBHIETENIHCTBOM STOrO DO3mEH-
cTBAA aABAsercAa cTuxornopenme Kurca ,,Com m mosama'', cosmanHoe ocexnlo 1816 roma u smipa-
Xapmee JIOCTATOYHO BepHo BIraams CneHcepa, couepxasmuaeca B 3Kaorax ,JlacTymeckmit
xaneunaps''. Ilpu stoM amTop crarbM OGHAPYXMI, uTO Km-c nocpencrsoM CneHcepa TNO3HAKO-
MIJICA TAKXkKe CO CTUXOTBOPEHHMEM Yocepa ,,IIpetok m aucr'’ B ACHO OTKAMKHYACA Ha HEro B CTH-
zoropenuu ,,Con u nosama'’,

Ilocrernas, uerpépran raasa cpaBHUBaer ynorpefirenue uHocKasareanHoro Merona y Karca
m CneHcepa M MX CXOOHOE OTHOMEHUE K KJIACCHIECKOH MuPoNOrmu, ocofeHHO B 3aMeuarensHOR
nosme Kurca ,Ounumuon”. Brso ofmapywxeHo posmeiicreme CneHcepa Ha KOHLENLMIO TIOSMH,
Ra €€ MHOCKajsaTeJbHRIH ¥ MupomormuecKmil xapakrep, Ha MHOTMe O6pa3sn M fSLIKOBBIE BHIPa-
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WREHEA M Ha HAeiiHoe colepXaHHe H NJASH KOMNOSHUUA 3TOH NPETEHLHOIHON, HO HENOCTATOMRO
COBEPMICHHOH POMaUTHUYCCKOH IOIMEI, .

Bo Bcex HCCIEN0BAHHHIX CTUXOTBODEHHAX BHIHO ACHOe CTpeMJenHe KuTca xyxoxecTBeHHO
COENHHHUTL >XA3HEHHYI NPAaBAUBOCTE € INOITHYECKUM BLIPA3UTENBLHHIM GOraTcTBOM, CTpeMIeHIe,
0 ero cnosaM, COEZMHUTh NpaBly ¥ Kpacory. Taxme B aToM Oamyua Cresrcep cayxun eMy
NpAMEPOM, 338 KOTOPHM OH CBOEOGDA3IRO CREnOBAN.

) Iepeson: Hoposckuit u Oxnpixetiosa



