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Chapter I. Alastor: Preface and Invocation
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Sol pei colpevoli tremanti cori
veste la morte orride forme.

A great portion of Shelley's adult life was devoted to
a quest for an Ideal lqve. He early equated that love with
a single woman who would embody both physical and intellectual
excellence. Shelley's own response to her would be on two
levels. 4s a man, he desired from her a totally fulfilling
physical love that would remain unaltered during his lifetime.
But he also sought in that same individual a person who would
be his intellectual counterpart, who seemed to be a mirror
image of all his aspirations, beliefs, and poetic activities.
Initially, Shelley believed that the demands that he placed
upon hls "dream maiden" could be satisfied by his finding )
"an understanding capable of clearly estimating /his/ own;
an imagination which should enter into and seize upon the
subtle and delicate peculiarities which ... /he has/ delighted
to cherish and unfold in secret."l Shelley at first fully
expected to find his idealized maiden here (i.e., in this world)
during his lifetime. However, his rather disastrous personal
life and relationships with Harriet Westbrook, Mary Godwin,
Emilia Viviani, and others attest to his failure to find that
unique individual in this world. These searches for one
equally sensitive, loving individual and the consequences of
those searches became the main sources of three works which
I call the quest poems: Alastor, Prince Athanase, and

Epipsychidion.
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"Alastor begins that series of ideal portraits,--in the
main, incarnations of Shelleyl's own aspiring and melancholy
spirit"~-that depict his personal longing for Beauty,
Knowledge, and Love that impelled him to seek for more of
"all that is excellent and majestic in the contemplation of
the universe."2

This quotation from the Preface to Alastor is Shelley's
comment on the hero of that poem, but it is equally applicable
to the author himself. The association of the hero's nature
with Shelley's, however, also requires a consideration of one
of the major problems in any criticism of the poem: the
apparent discrepancy between Shelley's intentions as stated
in the Preface to present the hero's "self-centered seclusion"
2s a warning against the dangers of solipsism and his basi-
cally sympathetic treatment of the hero's plight during the
course of the poem.

Certain critics argue that Shelley's poem is inconsistent
and lacks focus. R. D. Havens, for instance, attributes
the problem of interpreting the work to its author's own lack
of purpose when he began composition. One and a half decades
later, Frederick L. Jones maintained that "she [fhe veiled
maiden/ was created as an agent of an avenging 'spirit,' but
was used as a symbol of truth and beauty.“q‘ What seems to
have been generally overlooked is the question of proportion
within the Preface itself. That 1s, Shelley describes the
poet's excellences very fully and his negative, self-destruc-

tive seclusion rather briefly. Indeed, the difficulties of
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reconciling Preface and poem seems to be the single line:
"the Poet's self-centered secllusion was avenged by the furies
of an irresistible passion pursuing him to speedy ruin."
But more significantly, the Preface then proceeds at consid-
erable length to warn those unlike the poet--those "meaner
spirits"--that they are doomed to "slow and poisonous decay"
precisely because they are so removed from the idealism and
aspiration of the hero. Thus, it seems that the focus in
interpreting Alastor is not on whether the concept of the
hero in the Preface differs from the poet in the poem.
On the contrary, Shelley clearly sympathizes with the quest
and subsequent plight of the idealist--although he realizes
the inevitabie disillusionment that results from the quest--
and just as clearly condemns "all else, /those/ selfish,
blind, and torpid...multitudes who constitute, together with
their own, the lasting misery and loneliness of the world."
By such a strong contrast between the poet and "all else,™
Shelley accounts for the isolation that seems to be a part
of his hero's lot. That is, the youth of "uncorrupted
feelings" whose "desires /To/ point towards objects thus infin-
ite and unmeasured" has been isolated initially from his uni-
verse. Consequently, isolation is, to some extent, a given
and not to be interpreted as essentially destructive or even
totally negative. Only when he "images to himself the Being
whom he loves" and then seeks the vision does he experience
profound suffering. In a sense he is doubly isolated. The
intensity of his quest for the Being obviously distances him
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from his fellow men, and it a}so distances him further from
his previous existence. This tension between the two worlds
of society and Nature gradually becomes the catalyst for the
forces within from which emerge the furies who pursue him to
"speedy ruin.” Because he must seek the Being whom he loves,
this "irresistible passion" ultimately destroys him when he
fails in his quest. The hero's inability to resist his own
natural impulse to seek his vision arouses Shelley's sympathy.
Doomed to exist without human sympathy, the poet at least
tries to bridge the chasm between his solipsistic self and
the world of Love. Havens states that "in the neglect of
human love, the solitary should conceive a being of impossible
perfection and die of longing for her," thus recognizing
(with a different emphasis) the hero's needing the force of
Love to survive.

This great dependence upon Love becomes one of the major

themes of all three quest poems. Without its presence, the

heroes of Alastor and Prince Athanase suffer intense anguish
and eventually die. For Shelley's heroes, the force of Love
~-conceived of as a physically perfect, sympathetic Love in
the first two quest poems--is their Life-force. Quite simply,
they cannot exist without it, and its absence from their lives
vitlates them much as the greater distance of the winter sun
from earth kills most plants. Only when we recognize how
absolutely essential this singular, idealized love is to the
physical and psychological well-being of his heroes can we

appreciate the aptness of Shelley's continual reliance upon
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images of warmth, light, and Sun to suggest its life-sustain-
ing powers. These images assume especial importance in the
most complex of the quest poems, Epipsychidion, in which
Shelley completely altered his conception of love--a conception
which will be traced throughout this study. Whereas the youths
of the earlier works were obsessed by the need to find a human
~counterpart to their vision of an idealized love, I shall
argue that the hero of Epipsychidion identified love with the
power of Poetry and Beauty rather than with a single female.
Also, it is only in Epipsychidion that the salutary powers of
love restored the youth's weakened state--the direct consequence
of his former pursuits of love incarnate:
Soft as an Incarnation of the Sun,
When light is changed to love, this glorious
F’loatggeinto the cavern where I lay,
4nd called my Spirit....
I stood, and felt the dawn of my long night
Was penetrating me with living light.

(11. 3 5-3&8
351-3%2)

Regardless of how Shelley finally conceived of love, one

experience is common to all the youths in these poems: each
is isolated from society by the intensity of his quest. In
Alastor, for example, Shelley warns his readers of two types
of isolation: personal and societal. The hero's pursuit of
the dream maiden necessitates his rejection of, or at least
indifference to, the companionship offered by the Arab maiden
(11. 129-139) and the "cottagers" and "youthful maidens.®
(11. 254-271). But we cannot overlook the emphasis on the

greater perils of social isolation. In contrast to the
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idealists whom the Power enlightens and then destroys, there
are "those meaner spirits" who reject the Power. These self-
centered individuals choose to isolate themselves from one
another, and their ignoble motives pervert their basic human
natures. Consequently, they are doomed to an unlamented
death and "miserable grave."

The hero and "those meaner spirits" represent man's dual
nature. The youth seeks a counterpart who corresponds to his
own/ideas of imaginative, intellectual excellence. In the
process he spurns those lesser individuals who would love him.
But his errcr is "generous" and his desire for greater knowl-
edge is "sacred." He will suffer for "self-centered seclusion,"
but the Power's motive is not a vindictive one. Instead, his
recognition of his flaw is inevitable when he is awakened to
"too exquisite a perception of its /the Fower's/ influence."
Those that deny the Power's dominion, however, suffer a linger-
ing vitiation. Their own psychologically diseased egocentrism
destroys them physically, and it also insures their spiritual
destruction for want of human intercourse and sympathy. Thus,
they are doubly doomed and doubly cursed.

Shelley's Alastor, then, is a mirror in which the reader
may behold the two contrary states of human existence. The
poen presents the hero's state and one type of isolation.
Implicit in the work is another form of isolation, one within
a society that is motivated by the basest indifference to other
people. Both of these states certainly contain negative aspects,
but Shelley clearly sympathizes with the doomed poet.
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Alastor begins with the Invocation, which is divided into
three sections. In the first, the speaker addresses three of
the natural elements and pleads for their continuing inspira-
tion. He advances his plea through the use of the conditional
mood. If he should fulfill the obligations necessary for such
inspiration, he beseeches his "beloved brotherhood" to favor
him again in his composition of poetry.

He begins the Invocation with a direct address to "Earth,
Ocean, Air"--a progression whi:a parallels the hero's experience
during the course of the poem. What should be stressed is the
speaker's assumption of a unity within Nature as a given. That
unity encompasses not only the elements themselves, but also
the speaker. In addition to claiming the parentage of Nature
by his use of the possessive "our," he may also suggest that
he is fire, the missing element. As a poet himself, the
speaker equates the composition of poetry--which he does in
the Invocation--with images of warmth. Sparks, heat, kindling,
fire, and the Sun will continually be associated with poetic
activity in all three of the quest poems and in A Defence of
Poetry.

Hls use of "our" initiates the first in a long series of
conditional expressions:

If our great Mother has imbued my soul
With aught of natural piety to feel
Your love, recompense the boon with
mine....
(11. 2-i)
Shelley is certainly indebted to wOrdsworth7 in these lines,
but we should not overlook their "Shelleyan" qualities:
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He would surprise the unity of being by any means so

ever, and this multiple approach to the mysteries of

the universe gives Alastor its peculiar significance

as a nature poem. Filled with a multitude of impressions

from the external world, from books, and from kLis own

experiences of life, it passes far beyond the boundaries

of Wordsworthian influence and memorializes the mani-

fold excitement by which his spirit could be swept.8
For example, Shelley stresses his own concept of the reci-
procity when Nature is in harmony with itself. He thought of
reciprocity as the thoughtless giving to other elements or
creatures what one has received from Nature. Thus, if the
speaker has been blessed by his "great Mother" to feel the
power of love, then he ought to respond to that love with his
own. This concern for Nature's creatures also characterizes
the vegetarian youth of Alastor:

«..the doves and squirrels would par-

e
from his innocuous hand his bloodless food.
(11. 100-101)

The idea of reciprocity suggests a fountain of love that
constantly replenishes itself from itself. Also, the concept
of limitless love anticipates those troublesome lines in
Epipsychidion about "True Love" (1l. 160-173) which some
critics have incorrectly interpreted as Shelley's espousal
of promiscuity.

In his mood of supplication, the speaker asks Nature's
aid in his composition. He does this in a series of extremely
descriptive, increasingly erotic lines that are indicative of
his great love for Nature:
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If dewy morn, and odorous noon, and even,
With sunset and its' gorgeous ministers,
4nd solemn midnight's tingling silent-
ness;
If Autumx’z's hollow sighs in the sere wood,
And Winter's robing with pure snow and
crowns
Of starry ice the gray grass and bare
boughs;
If Spring's voluptuous pantings when she
breathes
Her first sweet kisses--have been dear to
me;
’ (11. 5-12)
Within this description and, indeed, within the entire
invocation, one is struck by the curious absence of mankind
in the speaker's worid. His situation parallels the hero's
to some extent in that both experience tranguility and
serenity only in Nature. One of the themes which Shelley
explores in Alastor is the love of Nature--a love which
proves inadequate for the idealistic youth. For the speaker,
however, love of Nature seems sufficient and his very sensual
description of "Spring's voluptuous pantings when she breathes/
Her first sweet kisses" corresponds to his own heightened
emotions in his union with Nature. The language also antici-
pates the erotic element of the youth's dream:

His strong heart sunk and sickened with

excess

Of love. He reared his shuddering limbs
and quelled

His gasping breath, and spread his arms to
meet

Her panting bosom.
(11. 181-185)

The speaker begins the third segment of the Invocation,
which complements Part I and its primary theme of the need

for reciprocity:
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If no bird, insect, .or gentle beast
I consciously have injured, but still loved
And cherished these my kindred; then for-

give
This boast, beloved brethren, and with-

draw
No portion of your wonted favor now!

(11. 13-17)

His hope that he still loved them recalls, of course, his
wish to "feel your love," the love of "Earth, Ocean, and Air."
In the next line, however, "cherished" has two meanings.
First, the speaker realizes the necessity of valuing these
creatures. Within that context is the connotation that
valuing (cherishing) "these my kindred" is nourishing them.9
In short, he "recompenses the boon" with his own giving to
Nature's kingdom.

Since he has fulfilled these conditions, he can expect
Nature to shower him with poetic inspiration. Actually,
Shelley is less uncertain of meriting this inspiration than
the Invocation might at first suggest. For one thing, the
use of familial terms like "brotherhood," "brethren," and
"kindred" conveys the poet's own sense of blood kinship with
the whole cf Nature. Of equal importance is the last line in
which he asks Nature to "withdraw/No portion of your wonted
portion now!" Shelley has been inspired previously and has
become accustomed to that experience.

To realize more fully the extent of the speaker's sense
of himself as a poet, we need only consider the marked shift
in tone in the second movement of the Invocation, the appeal
to the "Mother of this unfathomable world." 1In this section

the narrator reveals his awareness of the burden of being a
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poet and an increasing confidgnce that he deserves the name
of poet. He abandcns the use of the conditional moon and
attempts to make sense of the world. Again, we ought to note
a number of similarities between the speaker and the hero

of Alastor. For instance, he is also a student who learns
by introspection rather than by social intercourse. He too
is a self-involved individual in a very isolated existence.
In addition, his decision to remain isolated is an ongoing
process, since not only has he "watched/Thy shadow, and the
darkness of thy steps," but his "heart ever gazes on the
depth/0f thy deep mysteries." His use of the present tense
does distinguish him from the herc of Alastor who once

"ever gazed and gazed," and who now lies dead. Thus, one

of the reasons for the speaker's narration in Alastor is that
he is so very aware of the inevitably destructive nature of
such imaginative pre-occupation with the self. He relates

a tale that he presumes may foreshadow hls own fate, a fate
which he certainly recognizes but cannot, at this time, es-
cape. The speaker's own declaration that "I have loved/Thee
ever, and thee only" suggests the intensity of a/poetic voca-
tion in which he renounces worldly concerns for Poetry. In
Alastor, the speaker expresses a profound devotion,--as once
did the now dead youth of the poem--but Nature is his Power
and the composition of poetry his reward. This intensity and
devotion are also characteristic of Prince Athanase and the
speaker in Epipsychidion. For the prince, Love in the form
of a woman is his divinity, and his devotion to her isolates
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his essentially social nature.from his friends and destroys
him. A similar devotion impels the hero of Epipsychidion,

but he seeks an intellectual force somewhat clossr in concept
to the speaker's in the Invocation than to the Ziea »f a female
divinity that so obsessed the wanderers in Alastor and

Frince Athanase.

KReturning to Ailastor, William Hildebrand's observation
about Shelley's intentions in the poem is valuable: "In
Alastor, Shelley's purpose was not primarily to expand a theory
of love but, rather, to describe a psychological phenomenom he
had observed in himself and in his friend Hogg: the process
of love in one with an idealizing play of mimi."11

In addition to comparing the two figures of the poem, we
should consider some interesting analogies between this section
and the later "Hymn to Intellectual Beauty." Critics like
Richard Ackermann and Carlos Baker have observed some simi-
larities between a few lines in Alastor and a stanza in the
Hymn"'12 But in fact the relationship between the two works
extends beyond lines 20-29 of Alastor and Stanza V of the
"Hymn." Instead, the next twenty-two lines describe an almost
mystical experience that definitely anticipates similar events
in the "Hymn to Intellectual Beauty." One example of these
similarities is Shelley's use of the visual in both poems.

In one sense he uses sight in a very common way: he watches.
But even this experience separates him from the majority of
men. For he watches for the "great Mother" in a phantasmal

scene that seems as much beneath the earth as on or above it.
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The most striking characteristics of this force are her insub-
stantiality and invisibility, for she passes by as a shadow
and her steps are associated not with sound but with sight:
. I have watched
Thy shadow, and the darkness of thy steps.
And my heart ever gazes on the depth
0f thy deep mysteries.
(11. 20-24)
She seems to cast a veil {or to be the veil) over the
poet, which impels him to look within for light, for answers
to the "deep mysteries." Harold Bloom speaks of this turning
in upon the self: ..."The Romantic poet turned away, not from
society to nature, but from na_ture to what was more integral
than nature, within himself.“1
In the "Hymn," the speaker is similarly aware of the
Power:
The awful shadow of some unseen Power
Floats though unseen among us--visiting
This various world with an inconstant wing.
(11. 1-3)
What seems characteristic of the world of both speakers is that
each one dwells in a world of darkness, whose inhabitants re-
main ignorant and unenlightened despite the Power's visitations:
"All else, selfish, blind and torpid, are those unfecreseeing
multitudes who constitute, together yith their own, the lasting
misery and loneliness of the wcrld."l One of the responsi-
bilities of the poet, therefore, is to utilize those moments
when the Power does visit and rescue man from the dark. Through
hls compositions, the poet hopes to enlighten man, to lead him

into a world of Beauty and Love, and to correct man's way of

viewing his world and himself. Although this idea of the poet
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as a source of light remains relatively undeveloped in
Alastor, Shelley returned to it in Prince Athanase where he
compared the poet to a beacon lighting men's way to safety.

In the last gquest poem, this idea becomes even more complex
because both the poet and man have been limited in their
vision and are in need of guidance. Man has remained the
"unforeseeing multitudes,” but more important for the purpose
of this study the poet's perception of himself and the object
of his love has been impaired. The histories of the heroes

in the other quest poems are the futile pursuits of an
idealized love in a mortal form. The Being whom the youth

in Alastor imaged to/himself remained elusive and undiscovered.
Similarly, the beneficent Prince Athanase failed to discover
his feminine counterpart. Both heroes erred in objectifying
the creations of their imagination. It is only in Epipsychi-
dion,--especially in the scene in which the poet was "nor alive
nor dead" (1. 300)--that Shelley reveals how misguided have
been his previous pursuits of love. In that scene, in which
Reason and Imagination become complementary forces, the ideal-
ist finally understands how he will succeed in his quest.

But that direction was certainly not apparent in the
earlier quest poems. One of the dilemmas that Shelley con-
fronted unsuccessfully in both works was whether Death became
the ultimate means of attaining love when all earthly efforts
had failed. Shelley alludes to this preoccupation with Death
in the Invocation, and his own "obstinate questionings" about

about the relationship of Love and Death become a central theme
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in the three quest poems:

In charnels and on coffins, where black
death
Keeps record of the trophies won from
thee
Hoping to still these obstinate questionings
Of thee and thine.
(11. 24-27)
That death records the trophies won from the Power might mean
that Shelley was tentatively exploring the idea that we must
utilize the force of this Power if we hope to pass beyond
death. The phrase "won from thee" is troublesome, but perhaps
the Fower reveals to us that death is a necessary experience
in our attainment cf love. Death, then, may allow the poets
to consummate their quest in a way that they did not anticipate
at the outset. Having failed to find love incarnate, the
heroes might experience Love in an afterlife. Unless there
can be some hope of an existence after Death, the poet must
despond:
Thou--that to human thought art nourishment,
Like darkness to a dying flame!
Depart not as thy shadow came,
Depart not--lest the grave should be,
Like life and fear, a dark reality.
(11. 44-4B)

In both Alastor and Prince Athanase, Shelley failed to resolve

this question of an afterlife. Particularly in the 1815 poem,
his final attitude about death and its function in the quest
remained ambiguous. In Prince Athanase, he seemed to be making
2 more specific statement about the relationship between Love
and Death: "On his deathbed, the lady who can really reply

to his soul comes and kisses his 1ips." But that poem remained
a fragment, and we must look to Epipsychidion for Shelley's
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resolution of this erucial question.

Fegardless of some of his uncertainties, Shelley--in both
the "Hymn" and Alastor--awaits and receives the infusion of
the Power's presence. When that moment occurs in the "Hymn,"
it occurs quickly, but Shelley is ready. Tkre religious aspect
of this scene suggests a pentecost in which he is inspired so
that he not only composes poetry, but is resurrected from his
previous state. The movement is "from frost to fire as a mode
of renewal for the seli‘."1 With this moment comes the poten-
tial to free "this world from its dark slavery" by the light
of Truth and Knowledge that shines through the poet. A similar
experience occurs in the Invocation when the poet in a more
explicitly sexual context ("those breathless kisses") receives
a portion of the light (or in Pentecostal terms, grace) within
him. In a sense he has had his real vision restored and no
longer exists in darkness. What is stressed in both poems is
the poet's own inedequacy in the presence of the Power. Stated
simply, he perceives and receives only a portion of her Beauty,
Knowledge, and Love--he remains her apostle. He admits that
despite his efforts he has failed to penetrate to "thy inmost
sanctuary," and in the companion "Hymn" he invokes the "awful
Loveliness" to “give what'er these words cannot express."

Following the union with the Power, both speakers become
serene and tranquil. Without pressing the idea too far, one
could argue that there has been some confusion and a subsequent
transformation of sexual identity. That is, each speaker be-

comes somewhat feminine in nature. This seems especially true
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in the last segment of the Inyocation in which the speaker
describes himself "as a long-forgotten lyre" awaiting the
moment when the "Great Parent" will arouse and re-animate
him:

...I have mixed awful talks ang asking looks

With my most innocent love, until strange

tears,

Uniting with those breathless kisses, made

Such magic as compels the charmed night

To render up thy charge. .

(11. 33-37)

He finally yields his rather virginal state (innocent love)
to her in a way that anticipates the hero in Alastor who
"folded his fame in her dissolving arms." Despite the in-
tensity and perseverance of their quests, Shelley's individuals
in the three poems to be discussed are rather strikingly passive
and submissive in their relationship with the Feminine Powers/
Figures who direct their lives, or at least determine the
directions of those lives. Here, as the Invocation concludes,
the speaker waits until he has been charged to compose.
Shelley's conclusion prarallels the last stanza of the "Hymn."
Both works describe the poet's desire to produce harmony with
Nature and Man. That last word is essential. Indeed, the
Invocation ends with it and the "Hymn" concludes with the poet's
desire to "love all human kind." Thus, the experience of both
speakers has guided them from a somewhat narrow, "self-centred"
world of Nature to the desire to interact with their fellow
men. It is this new perception that allows the poet to conclude
both works in a mood of calm. As the speaker ends the

Invocation, he does so in a way that returns us to its opening

lines. His rondo takes up the various themes of his address:
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I wait thy breath, Great Farent, that my
strain
May modulate with murmurs of the air,
And motions of the forests and the sea,
And voices of living beings, and woven
hymns
Of night and day, and the deep heart of
man.
(11. 45-49)
In these lines the speaker recognizes the need for human
intercourse. Alastor will make clear that loving only "the
air," "the forests," and “the sea" cannot compensate for the
absence of human love, "the deep heart of man."

Shelley's phrase "the deep heart of man" has two meanings:
(wo)man and Mankind. While he often professed his desire to
want to effect universal good, to fulfill his passion for
"reforming the world," we cannot ignore his preoccupation with
a second, equally dominant desire to attain Permanent Love
through his union with a single female conception or individusl.
It is this "other" concern of Shelley's, the quest for a
sympathetic, co-respondent love, that obsessed him for a life-

time and inspired some of his most important compositions.
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Di pensier in pensier, di monte in monte
i guida Amor; ch’ogni segnato calle
Provo contrario a la tranquilla vita
The speaker begins the tale in the elegiac tradition.
He is a poet mourning the death of another poet who died
too young, one "whose untimely tomb no human hands with pious
reverence reared” (1l. 50-51). 1In all three poems, Shelley
used the technique of a speaker announcing the death of a
poet who had died in pursuit of love. The destructive nature
of the hero's quest is 2 theme common to all three works,
but it is only in Epipsychidion that the reader senses that
the poet is victorious in death. In the earlier compositions,
most noticeably in the concluding portion of Alastor
(11. 672-720), Shelley's own ambiguous treatment of death sug-
gested the seeming futility of the hero's efforts.

At the outset of Alastor, then, we are introduced to a
world of isolation and death: "No human hands" built a tomb
and "no mourning maidens" scatters flowers over it. But that
does not mean that the poet is unmourned, for, in fact, two
moruments are being constructed. Nature oversees the completion
of the first. It does so with its autumnzl winds and their
dual purpose. Their "charmed eddies" produce the funeral dirge,
and the natural falling of the leaves erects his tomb. The
speaker himself constructs the second of the monuments to the
youth. Although Nature does construet a pyramid of/leaves,
her structure is at best annual. It remains the task of the
speaker to erect a lasting tribute to the poet. He does this
by composing Alastor, its timeless structure superimposed upon

the temporal structure of autumn leaves. Perhaps Shelley was
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influenced by one of Horace's_Odes which explored the
timelessness of poetry and the temporality of life:
Exegl monumentum aere perennius
regulique situ pyramidium altius.l

In Alastor, the narrator becomes the mourning maiden,
and his words of poetic lamentation replace the traditional
"weeping flowers" and votive eypress wreath® used in the
pastoral elegy.2 A rather paradoxical line occurs in the
tribute: "no lorn bard/Breath'd o'er his dark fate one
melodious sigh." Certainly, this is not literally true be-
cause the speaker, a poet himself, has dedicated the "melodious
sigh" of Alastor to the memory of the youth. What the line
means is that none but Shelley has mourned the dead hero.
The wanderer is a projection of one of his own mental states,
and the mourner speaks "ex sepulchro."

There 1s another aspect of this passage that is also
important, however, and that is the touching description of
the poet as “"gentle, brave, and generous." Shelley used ex-
actly these terms in describing his first boy friendship:

I remember forming an attachment of this kind at school.

...The object of these sentiments was a boy about my

own age, of a character eminently generous, brave and

gentle.3
As Shelley grew older, he sought a woman whose capacity for
love and friendship corresponded to his:

The search for an ideal mate is familiar enough in
the poetry of the romantics, but in Sheiley it acquires

the specialized form of narcissism. His lovers are usually
like 'one person split in two.!
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This particular section of Alastor then concludes with
an allusion to the schism that separated poet from society.
Despite the presence of Man about him, he remained alone and
unaware of his effect/upon others: "He lived, he died, he
sung in solitude." Shelley here suggests that however awful
the tribulations of the post, his poetry is never totally
ineffectual. But more important is the focus on what will be
a central theme of the quect poems: isolation. although the
"passionate notes" of the nero in Alastor mazy have indeed in-
duced weeping in strangers, they remained strangers to him
and he remained estranged from society. Likewise, those vir-
gins who sought to love him were frustrated in their efforts,
just as the poet wasted away because "unknown he passed.":

And virgins, as unknown he passed, have
pined

And wasted for fond love of his wild eyes.

The fire of thcse soft orbs has ceased to

burn.
(11. 62-64)

This failure to love becomes a plague upon both the lover and
the object of his love. Poet and virgins waste away both their
youth and their time in a loveless state. Ultimately, death
was the fate of the youth in Alastor, as well as of the heroes
in Prince Athanase and in @ipszchidion.

Again, what impresses me in these poems is Shelley's
insistence that an Ideal Love was an absolutely vital force
in their lives. In each of the quest poems, Shelley altered
his conception of this great love and tried to redefine it.

In Alastor, love was equated with a female poet whose themes
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were "knowledge and truth and wvirtue." But, originating as
she did in the poet's dream, she remained an extremely vague,
perhaps illusory figure throughout. When Shelley composed
Prince Athanase, he attributed more physical characteristics
to the object of the prince's love but did not conplete the
poerm. In both compositions, Shelley unsuccessfully tried to
define love in terms of a single feminine entity whom the
heroes failed to find in this world. Comsequently, each
despaired and finally died. Not until Epipsychidion, the only
quest poem in which the hero does not search anew for a femi-
nine counterpart to his own nature, does Shelley--to his own
satisfaction--have one of his heroes complete his quest. Re-
gardless of their success or failure, none of Shelley's heroes
could live in this world without the animating presence of his
life-force--the source of Love (and Life).

Commenting on the death of the youth in Alastor, Shelley
comes full circle in the elegy and tells us that Silence
succeeds the death of the poet. The speaker releases the
"mute music"6 of 8ilence and thus begins the history of the
youth.

One of the most striking aspects of his 1life is his
unique parentage. At no point does Shelley introduce any fam-
ily of the hero. From the outset the youth exists in solitude,
not as his choice but as his fate. Consequently, "his love
of nature was rather the result of his isolation from the
world of man." Within this solitude the youth experiences

a more profound sense of aloneness--imaginative isolation.
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That vision and dream nurture him suggests that initially
his solitude was a positgve force. "The mind of the poet
is formed from without," and he breathes in all that is
beautiful and excellent in existence:

By solemn vision and bright silver dream

His infancy was nurtured. Every sight

And sound from the vast earth and ambient

air

Sent to his heart its choicest impulses. 9
(11. 67-70)
Still, the youth is not totally satisfied and foresakes this
existence:

When early youth had passed,
he left
His cold fireside and alienated home
To seek strange truths in undiscovered lands.
: (11. 75-78)

Because his home life is uncongenial, he seeks new human
companionship. Being unhappy, he feels chilled for want of
sympathy and love. Without these forces, he can no longer
remain at home.

Also, the passive mature of the youth has undergone
considerable alteration. As an infant he received nourish-
ment, but when "early youth had passed," his passivity seems
of a more ominous nature. "Wide waste and tangled wilderness"
lure him into an environment certainly alien to his previous
one.

Amidst this foreboding landscape--to some extent a pro-
jection of the hero's own confused, disenchanted nature--he

experiences his first association with a different society.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



28

Although they are 'savage men," they do provide "his rest

and food":
and he has
bought
With his sweet voice and eyes, from savage
men
His rest and’food.
(11. 79-81)

To some extent "his sweet voice and eyes" humanize them, and
he socializes in their primitive society. Later, in Prince
Athznase, Shelley refined the idea of society and made it clear
that Athanase cared for his "many friends." In the 1815 work,
the youth remained unaware of or indifferent to others!' offers
of friendship, wheresas the prince did once enjoy friendships.
But the obsessive nature of their quest separated and isolated
both heroes from Man.

In Alastor, the poet's society also extends to the crea-
tures in the "lonesome vales" where the hero resides. His
presence is alluring, and Shelley may be working with mirror
images here because of his stress on the physical attractive-
ness of the youth. Both savages and animals see their own
reflections in the eyes of the youth. Shelley re-interprets
the myth of Narcissus more positively by suggesting that in
perceiving the good of the poet, men and creatures see their
own best selves:

And th? wild antelope, that starts when
The diyeieaf rustles in the brake, suspend
Her timid steps, to gaze upon a form

kore graceful than her own.
(11. 103-106)
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Prior to reaching these vales, the pcet has pursued "Nature's
most secret steps," where:
The red volcanic overcanopies
Its field of snow and pinnacles of ice
With burning smoke.l0
(11. 83-85)
But the poet is restless and commits himself to wander
) and to "seek strange truths in undiscovered lands." This
Jjourney-motif becomes one of the major themes of Alastor,
as well as of Prince Athanase and Epipsychidion--one which
undergoes extensive change until the death of the poet--his
final journey. Initially, his travels take him through a
landscape of Nature and past civilizations that reflect the
dual nature of the hero. Nature is associated with the idea
of solitude in the poem. Although the poet does interact with
"savage men" and gentle creatures, he experiences no profound
love or friendship. When the next part of the journey begins,
however, the reader's expectations are not fulfilled. This
Journey from a primitive environment to ancient civilazations
might have been used as the hero's transition from isolation
to society. Instead, he continues his quest for greater
knowledge by a systematic study of empires past. But the quest
1s really a continuation of his nurturing "by solitude and
bright silver dream" during infancy. His present search com-
pensates for the "cold fireside" that he has left. Shelley
implies that Nature and Civilization (Art) serve as his guard-
ian benefactors. Nature's relationship with him is a meternal

one since she nourishes and sustains him; Art's relationship
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with him seems more paternal since it instructs him. Thinking

ahead to Frince Athanase, we realize how much Shelley learned

from his compcsition of Alastor. He realized the limitations
of such an isolated existence, and perhaps he created Zonoras
as an acknowledgement of the necessity of human influence and
companionship. In short, man needs society.
At this point in Alastor, however, the hero clearly lacks
this perception about himself and consecrates his efforts to
11
attaining even :ore extensive learning:
His wandering step,

Obedient to high thoughts, has visited

The awful ruins of the days of old:

Athens, and Tyre, and Balbec, and the

waste

Where stood Jerusalem, the fallen towers

Of Babylon, the eternal pyramids,

Memphis and Thebes,

I.-Ie lingered, poring on memorials

0f the world's youth:

T ...but ever gazed
And gazed.
(11. 106-112, 121-122., 125-126)

The hero's perseverance in attempting to discover truth and to
resolve the mysteries of creation are analogous to the speaker's
recitation of his endeavors in which his "heart ever gazes on

the depth of thy deep mysteries." Actually, the speaker's de-
scription of his experiences and those of the youth are pro-
Jections of diverse mental activities within the same individual.
Both take place among scenes of ruin, decay, and death, and both

are solitary experiences. The youth's is described thus:
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He lingered, poring on memorials
Of the world's youth: through the long
burning day
Gazed cn those speechlass shapes;...
tesesescesiesseacas. DUt ever gazed
And gazed, till meaning on his vacant
min .
Flashed like strong inspiration.
(11. 121-123, 125-127)
In this mood he experiences a moment of epiphany in which he
sees "the thrilling secrets of the birth of time." (1. 128)
Now the consequence of this moxent, it seems, is ambivalent.
In one sense, the youth's vision has been enlarged to encompass
a much greater perception and knowledge than that of mankind
in general. This newly-acquired awarsness of truth and knowl-
edge has its precedents in the Preface:
But that Power...strikes the luminaries of the
world with sudden darkness and extinction by awakening
them to too exquisite a perception of its influences.i2
What is at work here is a dual meaning of vision. The more
introspective one becomes, and. thus more self-involved and self-
absorbed, to attain knowledge, the more blind one becomes to
the immediate world. Therefore, his intellectual nurturing
is at the expense of his humanity. For though "his vacant mind"
absorbs knowledge from his rapt contemplation, his need for
friendship and love remains unacknowledged and consequently
unsatisfied. Hence, despite her humble role, the Arab meiden
~--who functions as a part of Nature (human nature) by nourish-
ing the youth--ironically possesses greater knowledge than he.
She would sustain the hero through the power of her love, but

he remalns unaware of her. Because of his indifference to her,
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however unconscious, he has alienated the maiden from her home
and made her a wanderer like the youth who cnce forsoock "his
cold and alienated home":
then, when red
morn
Made paler the pale moon, to her ccld
home
Wildered, and wan, and panting, she returned.
(11. 136-139)
In Nature, the sun rises and the moon sets. Because the poet
has withheld his love (the Sun's warmth), the maiden's vitality
1s chilled despite the coming warmth of dawn. Her frustrations
somewhat anticipate the frustrations of Athanase's friends who
try to understand the source of his unhappiness:
none ever
learned
The cause of his disquietude.
(Part I, 11. 81-82)
Although the Arab maiden remains a stranger to the youth where-
as those concerned for the prince are his friends, both the
maiden and friends are completely barred from entering the
heroes' lives. Thus, by his insistence upon discovering a
perfect love, each hero denies himself the love and solace of
others that might have partially assuaged his suffering.

The fate of the Arab maiden mirrors the poet's own even-
tual fate when he wanders companionless and cannot find the
object of his love. But we must be careful about the reason
of that fate. For example, Frederick Jones speaks of it as
a mode ﬁf punishment sent to him by "offended sweet human

1

love." Actually, this fate 1s the inevitable consequence
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of the poet's failure to love the maiden and other persons
in the poem. BSome critiecs speak of the youth's intellectual
seli‘—absor'ption——whit-h is the reason for his failure to
reciprocate the love of others--as if he were consciocusly
rejecting human companionship. They suggest that his motives
are cruel and arrogant ones, when actually his inexperience
with and in society makes him unaware of the effects of his
acticns upon others. He is thoughtless in a childlike way,
wow ding thoughtlessly and remaining oblivious to others!
suriering because of hj.m.1
Certainly he remains unaware of this because "in joy and
exultation /he/ held his way." His quest for knowledge blurs
his awareness of the world about him, and in his travels EBast
he seeks the sources of the "fountains of divine philosophy."
These joyous travels cease when he enters the vale of Cashmire,
"the earthly paradise of that na.me."1 Upon entering it, he
isolates himself further by seeking its remotest placé, "far
within the loneliest dell." Even here--in contrast to his own
situation-~there is union "where odorous plants entwine beneath
the hollow rocks a natural bower."w(ll. 146-147)
As the poet rests,
A vision on his sleep
There came a dream of hopes that never
Had fh);:zed his cheek. He dreamed a
veiled maid
Sate near him, talking in low solemn tones.
Her voice was like tne voice of his own

soul.
(11. 149-153)
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The youth is like an Adam who_se cormpanion has been creatsd
rom a portion of himself, in this case from his imagination:
"The Poet images to himself the Being whom he loves." Shelley
endows the poetic character with divine powers through which
he creates a woman in his own image, whom he will then seek
in the physical world. The veiled maid correspcnds, only in
an idealized form, to the Arab maiden. Subconsciously, the
poet has recognized and admitted his need for love. Love of
Fature and Past civilizations has satisfied his intellectual
desires, but his emotional needs, those which make him human
and a part of mankind, must also be satisfied.

In trying to determine what Shelley meant by the veiled
mald, we will find discussing the relationship of Alastor and
"On Love" a useful approach. The maid is first described

musically:

Her voice was like the voice of his own

Heardsgn the calm of thought; its music

Like v}zgegn sounds of streams and breezes.

1i. 153-15%)

When she sings to him he is held by her song. In a sense,
she is a siren and he is lured by her song. But this exper-
ilence is not in itself threatening or evil. On the contrary,
the veiled maid sounds the themes of "Knowledge and truth and
virtue" and lofty hopes of divine liberty.n In her words
he recognizes his own lyries, and thus what he has dreamt of

1s "the ideal prototype of everything excellent or lovely
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that we are capable of concei;ring as belonging to the nature
1
of man, a soul within our soul." In this portion of Alastor
Shelley depicts the process of poetic creation. This "soul
within our soul" serves a dual purpose. First, it kindles and
re-animates the poet's mind:
Herself a poet. Soon the solzmn mood
Cf her pure mind kindled through all her
frame
A permeating fire.
(11. 161-163)
Since she exists within the poet himself, the kindling process
gradually spreads throughout his frame ("a permeating fire")
and creation begins:
her fair hands
Were bare alone, sweeping from some
strange harp
Strange symphony, and in their branching
veins
The eloquent blood told an ineffable tale.
(11. 165-168)
In creation the mind loves. But if we were to define this
love solely as an intellectual Ideal, we should misinterpret
greatly the succeeding lines. For Shelley clearly conceives
of this love in another way. As the mind creates, it be-
comes increasingly aroused by its activities. The language
corresponds to the heightened excitement of the mind's in-

tensified actions:
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Sudden she rose,
As 1f her heart impatiently endured
Its bursting burden; at the sound he turned,
And saw by the warm light of their own
life
Her glowing limbs beneath the sinuous veil

0f woven wind, her outspreaéd arms now
bare.

Her dark locks floating in the breath of
night,

Her beamy bending eyes, her parted lips
Cutstretched, and pale, and guivering
eagerly.
(1. 172-180)

The scene is an extremely erctic cne, and the herc's response

obviously contrasts with his indifference to the Arab meiden.

The images of warmi “werp light," “glowing limbs," “besmy

benéing eyes,” suggest both an intensification cf the mind's
activities and an increasing desire to experience these

activities in the physical world:

His strong heart sunk and sickened with
excess

0f icve. He reared his shuddering limbs
and guelled

His gasping breath, and spread his arms to
meet

Her panting bosom.

(1. 181-184%)

But the mind in creation has its own limitations, and the
poet fails to unite with his creation:
she drew back
. avhile,

Then, yielding to the irresistible jey,
With frantic gesture and short breathless

ery
Folded his freme in her dissolving erms.
(11, 18k-187)
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"Her dissolving arms" may be @nterpreted in two ways. One is
that the vision is disappearing: the kindling of the poetic
mind has ceased, and "blackness veiled his dizzy eyes." The
second is that the poet yearns tc be dissolved by and zbsorbed
into the dream maiden. In addition to seeking an obviocusly
sexual union, the poet seeks a fusion of their beings. It is
as if the hero were searching for his other half--his ideal-
ized feminine poetic self--and could not be complete without
her. Without this fusion, the youth's aspirations must remain
unfulfilled. Only in the dream does Shelley suggest the t:pe
of union that the idealist in Alastor desires. In Epipsy: .idion,

however, he develops this idea of Iusion more complexly.
Shelley departs from his treatment of the guest in Alastor and

Prince Athanase and clearly indicates the ncna-physical nature

of poet and beloved--even though he uses extremely erotic
language to suggest the unbearable intensity of the experience.
But in Alastor the poet falls to unite with the maiden.
Instead, the second purpose of this "soul within our soul"
becomes evident. The prototype has been expelled from the
poet's imagination, and his journey will be a search for a
ferinine embodiment of the vision. In The Mind and Heart
of Love, Martin D'Arcy makes an interesting observation that
we might apply to the general situation in the poem: "the
love,...,1is always toward an object which remains outside the
self."
The hero's situation is completely altered by the dream.

Once he has emerged from it, he begins to perceive the objective
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world much differently. For instance, Nature's bower no
longer seems to correspond positively to the poet's mind.
Instead of providing warmth, fire, and security, the atmosphere
sesms threatening to him or at least indifferent to his

presence:

The cold white light of morning, the blue
moon
Low in the west, the clear and garish hills
The distinct valley and the vacant woods,
Spread round him where he stood. Whitner
have fied
The huer of reaven that canopied his
bow
Of yest:rnight?

(11. 193-198)

This sense of alienation from a world that once seemed benign
also characterizes Prince Athanase who forsook friends and
soclety to begin his pursuit. In both works--and Epipsychidion
comments upcn this--the poet's obsession with and devotion to
the discovery of a physical embodiment of a perfect love draws
him from a relatively beneficent existence into a foreboding
one that promises the possibility of fulfiliment-—and a sub-
sequent return to his former world.

Without his dream maiden, the hero of Alaster can only
look out into a vast landscape that may contain the object
of his search. But the pnysical landscape reflects back his

existence without Love: nothingness:

His wan eyes
Gage on the empty scene as vacantly
As ocean's moon looks on the moon in
heaven.

(11. 200-202)
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Still, his irresistible desire to discover the veiled maid
impels him to plunge into the landscape.

Also, Shelley's use of narcissism is quite complex, and
he has re-interpreted it somewh:zt by utilizing another related
myth. It is important to remember that the poet has created
within his imagination the being whom he now seeks in Nature.
Although he who ignored "the spirit of sweet human love" and
who "spurned her choicest gifts" has become enamored of an
idealized feminine form who mirrors his own being, he does
seek to love another--unlike Narcissus. When he objectifies
that vision, he has fallen in love with a concept that he
now seeks outside him: "sui operis concepit amorem."21
Like a poetic Pygmalion, he has sculpted his beloved mentally,
has fallen in love with her, and now desires her human counter-
part. Consequently, love in Alastor is to be equated not with

self-absorption but with "the virtus unitiva, the power which

unites the person with an object which appears to it as beauti-
22
ful or good."
He eagerly pursues
Beyond the realms of dream that fleeting
shade;
He overleaps the bounds.
(11. 205-207)

Having forsaken the beauty and tranquility of the imagination,
he has literally passed beyond the mind's boundaries into a
world that appears both limitless and foreboding. With his
entry into the physical world, his previous knowledge no longer
nurtures him. Instead, he is beset by twin doubts. One doubt
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that assails him is whether his imagination has betrayed him.
What the poet asks himself at this point is if the mind in
creation could be capable of producing an illusory Ideal:
Alas! alas!
V:ire limbs and breath and being inter-
twined
Thus treacherously. Lost, lost forever
lost
In the wide pathless desert of dim sleep,
That beautiful shape!
(11. 207-211)
Harold Hoffman comments valuably on the poet's dilemma:
23
"With the poet, self was to be the nemesis of self." It is
from this section on that the poet is pursued and afflicted
by "the furies of an irresistible passion [Eventually7 pursu-
ing him to speedy ruin." The furies are the constant tension
between hope and despair that arises from his failure to attain
experientially what he has imaged to himself. Since he cannot
know whether his imaginings were potentially negative forces
within him, he continually falls prey to self-doubt. The con-
cluding lines of the passage quoted above are indicative of
the poet's confusion. For they function almost like a chorus
responding to his fears about whether he has lost the vision
forever:
Lost, lost forever
lost
In the wide pathless desert of dim sleep,
That beautiful shape.
(11. 209-211)
Now he must contend with a second potentially destructive

force: Nature. No longer does she nurture him as she formerly
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éid. When he has overleaped the boundaries of the mind, he
discovers himself in an equally limitless expanse that aug-
ments his growing sense of futility and hopelessness in his
quest. The "wide pathless desert of dim sleep" which has
been projected onto the natural landscape confounds him. For-
merly, the poet's pursuit of Love was a mental one, but now
"the poet of Alastor searches throughout Nature for the object
of his imagination."

During the course of his pursuit, the second of the twin
doubts arises. Already beset by self-doubt about the true
nature of the beloved shape, the poet in an equally despondent
mood despairs about ever being united with her:

Does the bright arch of rain-
bow clouds
And pendent mountains seen in the calm
lake
Lead only to a black and watery depth,
While death's blue vault with loathliest
vapors hung,
Where every shade which the foul grave
exhales
Hides its dead eye from the detested day
Conducts, O Sleep, to thy delightful realms?
%ll. 211-219)

Since the poet remains separated from his creation, he
is separated from Life itself. Without love he is isolated
from both the natural world and the source of re-entry into
it. The youth resides in limbo, denied the vision of the
velled maid. This suspension of the self between the physical
world and the Ideal world torments the hero and doubly isolates
him. As a result of his separation, he ponders whether death

may be hils means of escape. As he reflects upon the relation
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of death to his own quest, he thinks of it solely as a force
of extinction. Certainly, there is nothing to suggest that
it is anything but a cessation of life. Conversely, he
also wonders whether "rainbow clouds and pendent mountains"
reflected are illusory in the same way as the maid reflected
in the mirror of the mind might prove illusory. Because he
cannot know the answers to these questions, his will is para-

lyzed by despair:

The insatiate hope which it awakened
stung
His brain even like despair.
(11. 221-222)
The more that he hopes to attain the object of his quest, the
more his experiences seem to contradict his expectations.

It is within this scene taken as a whole that we can best
understand Shelley's speaking of "irresistible passion" in
the Preface. So obsessed is the youth with his vision of the
maiden and with a corresponding desire for a human counterpart
that he can do nothing but pursue his vision. A4 fatalism is

at work within the poem:

At night the passion
came,
Like the fierce fiend of a distempered
dream,
And shook him from his rest, and led him
forth
Into the darkness.
(11. 224-227)
Having surrendered himself to the maiden both within the dream

("her dissolving arms") and in search of her human counterpart,
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the question of free will becomes almost irrelevant. For the

youth cannot act other than he does. He must seek her if he

is to be re-united with himself and the world about this:

As an eagle, grasped
In the folds of the green serpent, feels her
breast
Burn with the poison, and precipitates
Through night and day, tempest, and calm,
and cloud,
Frantic with dizzying anguish, her blind
flight
O'er the wide aery wilderness.
(11. 227-232)

Shelley's use of the eagle-serpent imagery seems especially
apt in this situation. The eagle's "blind flight" represents
both the poet's vision of the veiled maid and his pursuit of
her. Similarly, the poet's vision is paradoxical. It is both
the force that rouses him to pursue Love and what vitiates
him during the course of that pursuit. Perhaps that is why
Shelley's serpent is green, a symol of (illusory) hope that
inevitably destroys the Imagination with increasing despair:
thus driven
By the bright shadow of that lovely dream,
Beneath the cold glare of the desolate
night
Through tangled swamps and deep preci-
pitous dells,
Startling with careless steps the moon-light
snake,
He fled.
(11. 232-237)
The physical description of the landscapes, "symbols of states
of mind," becomes increasingly more disordered and suggests
the poet's own deterioration for want of love. Despite his

steadily weakening condition, the poet cannot cease in his
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visionary pursuit. But the more that he seeks this force in
his 1ife, the more quickly his physical strength declines.
The hopelessness of Narcissus's consuming lave is also the
hero's in Alastor: "flammas moveoque feroque."27

The poet's self-destructive situation has been caused
in part by the ambiguous nature of the quest itself. "The
ambiguity of the Poet's Vision and its consummation in the
dream serve to disorient the Foet completely, for he is unable
to make reality conform to the dream and is reduced to the
itinerary." Not until Epipsychidion, when the fusion of the
poet's Reason and Imagination allowed him to redirect the
nature of his quest, does any hero succeed in his pursuit.

In Alastor, the hero is fated to continue his apparently
aimless, destructive search for the tantalizingly elusive
dream maiden:

wildly he wandered on,

Day after day, a weary waste of hours,

Bearing within his life the brooding care

That ever fed on its decaying flame.

And now his limbs were lean.

(11. 244-248)

Shelley makes the poet's vision and his hope of union with it
analogous to a destructive human gestation. The poet bears
and nurtures "the brooding care" ("insatiate hope") because
he cannot admit that his vision is either illusory or un-
attainable. As a result, hope also sustains him. "Without
knowing 1it, the Poet seeks the very thing that destroys him."
As his pursuit continues to prove futile, however, he actually

nurtures not hope but the despair that arises from his unful-
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filled expectations of union,‘ the doubt of "insatiate hope."

The more the poet and hope feed and nurture each other, the

more quickly they ensure each other's ultimate destruction.

This relationship becomes an increasingly parasitical one,

and the youth is drawn "further and more mercilessly toward
0}

psychological and physical suicide."

Another way of interpreting what is happening to the
youth is to discuss his situation once more in terms of the
Narcissus legend. Like Echo, the youth pines away under the
force of an "irresistible passion." That passion and the
hero's increasir- despair are paralleled by a stark deterio-
ration of the pc-t's cornoreal frame:

his scattered
hair,
Sered by the autumn of strange suffering,
Sung dirges in the wind; his listless hand
Hung like dead bone within its withered
skin.
(11. 248-251)

In Metamorphoses, Echo wastes away for love of Narcissus, and
she is described thus:

sed tamen haeret amor crescitque dolore repulsas

et tenuant vigiles porpus miserabile curae

adducitque cutem macies et in aera sucus

corporis omnis abit; vox tantum atque ossa super-

sunt: 31

VOX manet.
Ovid's line might be revised slightly (if unmetrically) to
read "Vox poetae manet." For the voice that remains is the
speaker's, and it echoes his lament of and tribute to himself

and the pursuit of the dream maiden throughout Alastor.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




After describing the poet's physical condition, the
poem takes an interesting turn. Until its conclusion, Alastor
will describe the youth more as a state of mind than as a
physical entity. It achieves this transition by focusing al-
most exclusively upon the hero's eyes, as if by beholding them
we are able to penetrate into his psyche.

Even when the youth is ministered to by the cottagers,
the impression upon the reader is of a being who no longer
physically exists in this world:

The cottagers,
Who ministered with human charity
His human wants, beheld with wondering
awe
Their fleeting visitant. The mountaineer,
Encountering on some dizzy precipice
That spectral form, deemed that the Spirit
of wind,
With lightning eyes, and eager breath, and
feet
Disturbing not the drifting snow, had paused
In its career; the infant would conceal
His troubled visage in his mother's robe
In terror at the glare of those wild eyes,
To remember their strange light in many a
dream
Of after times.
(11. 25%-266)
What Santayana in his brilliant Winds of Doctrine has stated
about Shelley is certainly applicable to the hero: "In him,
as in many people, too intense a need of loving excludes the
capacity for intellectual sympathy." Because his vision
has become so obsessed by a single concept of love, he blinds
himself to the love which exists about him. The cottagers,
after all, do act from a spirit of charity, and the "youthful

maidens" would offer solace and companionship. That they
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"call him with false names Brother and friend" should not
suggest that they act deceptively (as in the "blue venomed
melody" in Epipsychidion. Instead, the poet, because he can-
not respond to or reciprocate human kindness, does not justify
his being called "brother and friend." William McTaggart
makes an interesting comparison: the youth "becomes so
possessed by his own imaginings, removes himself so definitely
from the world of human intercourse, that he dooms himself,
3
like some young Werther, to death." At this point, the
poet's isolation really seems to have become alienation. In
a passage somewhat reminiscent of "Kubla Khan" or Rime of the
Ancient Mariner, "the glare of those wild eyes" passes into
the vision of others: the terrified eyes of the infant and
the sorrowing eyes of the maidens:
the infant would conceal
His troubled visage in his mother's robe 3
In terror at the glare of those wild eyes,
To remember their strange light in many a
dream
Of after times, but youthful maidens,
taught
By nature, would interpret half the woe
That wasted him, would call him with false
names
Brother and friend, would press his pallid
and
At parting, and watch, dim through tears,
the path
Of his departure from their father's door.
(11. 262-271)
His departure from the cottagers is the youth's final
separation from humanity. Throughout the remainder of the
poem he, like the other quest heroes, exists totally apart

from others. In a sense, this journey also represents his
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departure from life itself because the quest gradually becomes
a gquest for death. The poignant address to the swan as the
poet pauses "upon the lone Chorasmian shore" illustrates this.
Shelley uses the swan as a converse mirror of the poet's own
self. The swan flies to an experience which the poet has only

imagined but has since sought unceasingly:

Thou hast a
home,

Beautiful bird! thou voyagest to thine

Where 2gx;eleate will twine her downy

With tggge, and welcome thy return with

Brighteg:exsthe lustre of their(ci\lm gggfzg%r
The mutual love that is beheld through "eyes bright in the
lustre of their own fond joy" contrasts vividly with the poet's
self-consuming lustre that emanates "from his dark eyes alone."
But the swan also represents the poet's own creative imagina-
tion. Newell Ford interprets this scene somewhat differently.
In "The Symbolism of Shelley's Swans" he states that "for a
moment Shelley seems to have slipped into the 0ld legend of
the swan singing as it dies." His reading suggests that
the swan symbolizes the poet's own approaching death. Actually,
it is because the swan is so living that the poet realizes that
his own death is imminent. The swan's notes are dying not
because the swan itself nears death, but because he soars so
swiftly away from the dying poet who hears the song more faintly.
It is that moment when the poet realizes that the hope of
communion with the immediate world has already died. Not only
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man but Nature seems alien to him:

And what am I that I should linger here,

With voice far more swseter than they dying
notes,

Spirit more vast than thine, frame more
attuned

To beauty, wasting these surpassing powers

In the deaf air, to thy blind earth, and

heaven
That echoes not my thoughts.
(11. 285-290)
Again, Shelley uses the twin fury theme but for a different
purpose. The wanderer seeks not the veiled maiden in this
world but death--which may lead him to her. The poet's hope
is poisoned by his despair at nct knowing whether death,
"faithless perhaps as sleep," might prove to be an illusory
means of escape: "A shadowy lure with doubtful smile mocking
its own strange charms."

This episode begins the second major journey of Alastor:
the poet's pursuit of death. Nothing dissuades the poet from
his self-imposed destruction. Shelley has been careful to
use parallel structures when he introduces each of the domi-
nant quest themes. Hence, the following line,

Startled by his own thoughts, he looked
around,
recalls in language and in syntax the poet's situation after
he has awakened from his dream of the maiden:
Roused by the shock, he started from his
trance.
Interestingly, the veiled maiden appears in neither scene, and

this prolonged separation from her leads to his longing for
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death. In this mood he fixes‘his vision upon "a little shallop
Tloating near shore," which suggests the poet's own direction-
less wanderings. But it, unlike the poet, is not moored and
thus promises an escape from the immediate world. Too, the
boat may be interpreted as a symbol of the poet himself: "its
sides/Gaped wide with many a rift, and its frail/joints" sug-
gestive of his own frailty. ¢

nce more Shelley works with the theme of an almost fatal
allurement when he speaks of the youth as subject to "a rest-
less impulse /That/ urged him to embark and meet lone Death."
For the poet, this quest is one that he expectantly undertakes.
He has now become enamcred of Death and seeks it with the same
exultation that characterized his attempted consummation with
the dream maiden (11. 181-187):

Following his eager soul, the wanderer
Leaped into the boat.
(11. 311-312)

This heightened psychological state corresponds to a change
in natural conditions, too. Specifically, the land becomes
re-animated: "the wind/Swept strongly from the shore,
blackening the waves." Of course, the "blackening" waves
suggest the poet's tomb, but more important the wind from shore
will propel him on his journey. In death the poet is returning
to Nature.

Shelley's entire description of the poet's death voyage
1s masterfully done. hgain, he works with contrasting forces.
The fierce, tempestuous blasts of Nature are expertly contrasted

with the poet's own inner tranquility. The opening seems
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reminiscent of the hero's former 1life before the twin furies
beset him:

As one that in a silver vision floats

Obedient to the sweep of odorous winds

Upon resplendent clouds.

(11. 316-318)

But the hopeful expectation of approaching death creates its
own aura of peace, and to some extent he is restored to the
innocent joy that was formerly his:

Calm and rejoicing in the fearful war

Of wave ruining on wave...

With dark obliterating course, he sate...

Holding the steady helm.

(11. 326-327, 329, 333)

Destruction in Nature can be a positive force if it serves
as a release for one "blasted by disappointment." The intensity
of the "fierce gusts, precipitating force, and the white ridges
of the chafed sea" suggests an almost-physical purgation of
the poet's psyche (now a "steady helm"). It is this sense of
purgation that is symbolized by Shelley's use once more of
the bird-serpent imagery. Significantly, the situations of
the creatures have been reversed, and a vulture has replaced
the eagle. Recalling the previous association of the "green
serpent" with illusory hope (which is ultimately despair for
the poet), it seem most useful to interpret this scene as Death
(associated with the vulture) feeding on the poet's despair,
a despair which ultimately destroys him. Only by dying can
the youth escape the furies of "insatiate hope" and despair.
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Shelley's understanding of psychology deserves further
comment. He suggests through his figure of the poet that
there is a limit to the most tormented anguish, and beyond
that, serenity must gradually displace one's suffering. Such
is certainly the hero's situation. During the length of his
day's Jjourney, he passively allows himself and his boat to
be driven through an intensifying oceanic tempest:

On every
side
More horribly the multitudinous streams
Of ocean's mountainous waste to mutual
war
Rushed in dark tumult thundering.
(11. 340-343)
Nature seems to be a mirror of the youth's past psychological
state, reflecting back the tumult of his mind during his quest
for the maiden. Perhaps Shelley intended this scene to be
read as the poet's own objective reflections on his past. The
boat's accelerated voyage could be associated with the mind's
rapid review of the many occurrences of his land Jjourney:
The boat fled on...
&nd faster still, beyond all human speed,
Suspended on the sweep of the smooth
wave
The little’boat was driven.
(11. 358, 361-363)
This swiftest of boats as last is driven into the womb-like
security of a cavern where the poet anticipates the climactic

union and end of both quests:
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"Vision and
Love!"
The poet cried aloud, "I have beheld
The path of thy departure. Sleep and
death
Shall not divide us long."
’ (11. 366-369)

Thus, the poet apparently has decided that Death can become
the passageway to a union with the dream maiden. It is clear
that for the poet, even if the speaker is not quite so certain,
Death functions as more than the mere extinction of life. But
Alestor does not offer a final statement about the role of
death in the hero's quest. Although the youth seems to equate
his anticipated death with the attainment of the vision, Shelley
himself remained very ambiguous about this. This uncertainty
created difficulties in completing Frince Athanase, and only
with Epipsychidion did he clarify the relationship of death

and love.

When the youth in Alastor is speeding toward--or so he
hopes--his "Vision an?3 Love," his boat is threatened by the
"mountains of ocean" that rise about it:

the mass
Filled with one whirlpool all that ample
chasm:

Stair above stair the eddying waters rose
Cireling immeasurably fast.
(11. 378-381)

From this fury is created "a pool of treacherous and tremendous
caim," a pool that reflects the division in the poet's mind
during the Jjourney. Wwith his resignation to death, the poet
"calm and rejoicing sate," but his inability to know whether

death will unite him with the maiden (“Reflecting yet distorting
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every cloud") may lead him again into despondency. Only
because he can cry aloud to his "Vision and Love" does his
despair subside. This is "the treacherous calm of the pool."
In addition, the poet is expelled from the cavern. He dis-
covers himself in another Edenic setting, but because he is
still alone his feelings of solitude and isolation return.

The youth in Alastor is restored to a potential paradise to
which he is indifferent until he finds love. The speaker in
Epipsychidion, on the other hand, creates his own vision of
Paradise under the guidance and inspiration of love. The

only imaginative activity in Alastor for the poet is his dream
and creation of the maiden, whereas the hero in Epipsychidion
continually creates and pushes that creativity beyond human
limitations and dies. Lethargy and passivity are as much
characteristic of the youth in Alastor as energy and activity
are characteristic of the narrator in the last quest poem.
Epipsychidion, in some ways, is as much a departure from the
experiences described in the earlier poems as it is a commentary
upon them.

In Alastor, Shelley prepares the youth's debarkation from
his frenzied water voyage with some care. For instance, just
as the pool reflected the youth's mind, so too, on a smaller
scale, do the flowers symbolize a resumption of his self-
centered quest:

the cove
Is closed by meeting banks, whose yellow
flowers
Forever gaze on their own drooping eyes.

Reflected in the crystal calm.39
(11. 405-408)
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Like Narcissus, he too peers into the pool of self-love and
sees only a presaging of his own destruction. Unlike the
flowers that "forever gaze," the poet is subject to mutability
and thus disturbs an idyllic pastoral:
His eyes beheld
Their own wan light through the reflscted
lines

Of his thin hair, distinct in the dark depth

0f that still fountain; as the human heart,

Gazing in dreams over the gloomy grave,

Sees its own treacherous likeness there.

(11. 469-L47k)

But it is not Nature that rejects the youth; instead, it is
the wanderer's obsession with the vision that precludes achiev-
ing harmony with her. Once again, Shelley stresses the twin
fates of alienation that befall such a solipsistic individual.
Permanently separated from humanity, the poet likewise

separates himself again from the natural world:

The Poet
longed
To deck with their bright hues his withered

air
But on his heart its solitude returned,
And he forebore.
(11. 412.415)

Nature, however, can offer solace even to the most tormented.

With the return of this spirit of solitude, the Alastor of the
title, the poem seems to shift again to a pre-occupation with

the theme of death:

By love, or dream, or god, or mightier
b
He sought in Nature's dearest haunt some

b
Her cradlé and his sepulchre.
(11. 428-%429)
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Again, a very crucial change in his situation occurs.
First, "Nature's dearest haunt" displaces the cavern as his
final abode. That it is "his sepulchre" suggests that
death, contrary to his-hopes, might not be the means of con-
summating his quest. Instead, it might very well extinguish
the poet and his quest. Alastor now operates on two distinet
levels. Unlike the youth who desperateiy hopes to discover
in death his "Vision and Love," the spezker equates "Nature's
dearest haunt" only with the hero's sepulchre. But the speaker
is, of course, commenting on his own quest and death (that of
one of his psychological states). Thus, this difference in
expectations between the hero and narrator underscores Shelley's
own personal dilemma throughout the poem in defining the pur-
pose of death in the quest. It is a dilemma that he failed to
resolve in the poem.

But a key phrase is the reference to Nature's “"eradle and
his sepulchre," which suggests the seasonal cycle of Nature--
birth-death-rebirth--that contrasts with the poet's impending
extinction. The youth may perceive the sepulchre as only a
temporary separation from the dream maiden; the speaker, how-
ever, seems to equate the hero's approaching death as the final
cessation of his being. Despite their different expectations,
both are aware that death must be the fate of the wanderer:
"More dark/And dark the shades accumulate." (11. 430-431)

Even amidst this Edenic tranquility that the scene promises,
the youth is possessed by his consecration to his quest and

thus cannot yet become a vital part of Nature.
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In correspondence once more with the pulse of Nature,

He
heard
The motion of the leaves--the grass that
sprung -
Startled and glanced and trembled even to
feel
An unaccustomed presence--and the sound

Of that sweet brook that rose from the secret springs
Of that dark fountain rose.

(11. L474-479)
The grass that trembles communicates to him an "unaccustomed
presence," and he sees, or thinks he sees, the Spirit of Nature
beside him. Now this Spirit may be interpreted as a force that
offers him tranquility with regard to Nature and within himself:

A Spirit
seemed
To stand beside him--clothed in no bright
robes

Of shadowy silver or enshrining light,
«..for speech

assuming
Held commune with him.
(11. 479-481, 486-487)
What the Spirit of Nature offers to the youth is an unpeopled
society, a re-entry into the natural world and into a life
without alienation.

The whole of Shelley's preceding description of the forest
serves to lure the poet back into Nature, while it also stresses
how separated from Nature he has become because of his quest.
In Nature, the poet may find the communion that he lacks
in society:
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The oak,
Expanding its immense and knotty arms
Embraces the light beech.

the parasites

Fold their beams round the hearts of those

that love.
(11. 431-433, 439, 443)

Conversely, Shelley later used a similar description of Nature
in Epipsychidion as a reflection of the poet's own bond and
communion with nis "Sweet Spirit" (11. 499-512). Also, it is
the poet himself who--as he creates "anew the universe"--sees
in Nature the mirror of his own happiness.

In Alastor, Shelley suggests that any solipsistic obsession
ultimately necessitates continued separation from Nature, one
that ends only with the poet's death. Alone, the poet seeks
union with the dream maiden. Until he succeeds, he will remain
alone in Nature as he remained alone in society. But the
"irresistible passion" does intrude upon him and the Spirit
of Nature. The youth sees, or thinks he sees, "two eyes,
two starry eyes,"ho that suggest the presence of the veiled
maiden or his own reflected in the well of the imaﬁ%nation:
"spectat humi positus geminum, sua lumina, sidus."

Although the vision may prove to be false ("two starry
eyes seemed to beckon him"), the poet believes in it and re-
sumes hls journey. In doing so, he leaves the Spirit of Nature
and becomes a wanderer once more. His situation recalls one
described in "On Love." In that essay Shelley speaks of meeting
"with an understanding capable of clearly estimating our own,"

and "to attain which, it urges forth the power of man to arrest
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the faintest shadow of that, without the possession of which
there is no rest nor respite to the heart over which it rulesJ?2
This is precisely the youth's situation in Alastor as "obedient
to the light that shone within his soul, he sent pursuing the
windings of the dell." His obedience to the "light that shone
within his soul" continues his passive acquiescence in the will
of the dream maiden. But Shelley also deals once more with the
theme of allurement. When the poet resumes his journey, he
foresakes the promised tranquility of Nature and is lured to
his death. In 1821, Shelley commented even more strikingly on
the irresistible nature of the quest when he compared the speak-
er's situation to that of a "dizzy moth" yielding to the force
of its inevitable destruction:

I flitted, like a dizzy moth, whose flight

Is as a dead leaf's in the owlet light,

When 1t would seek in Hesper's setting

A raggzgiedeath, a fiery sepulchre.

(11. 220-22%)
We could characterize both heroes' quests as almost suicidal,
but Shelley approves of their "radiant death."
To suggest how potent is the force in Alastor that leads

the poet to his destruction, Shelley strongly emphasizes the

visual:
two
eyes,
Two starry eyes, hung in the gloom of
thought,
And seemed with their serene and azure
smiles

To beckon him.
(11. %89-492)
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But the "two starry eyes...sesred to beckon him;" and thus

the reappearancs of the veiled maiden may be only another
i1llusion of the poet's mind. Shelley's use of kindling and
heat suggests a frenzied state of perception that may mislead

the youth and which vitiates his strength:

He did im-
press
On the green moss his tremulous step, that
caught
Strong shuddering from his burning limbs.
As one

Roused by some joyous madness from the
couch
0f fever, he did move.
(11. 515-519)

Kurtz observes: "Death has always been the shadow threat-
ening love."l+ He, however, apparently sees death as an obsta-
cle to the poet's realization of his quest. But while the
speaker would voice similar apprehensions, the youth would not.
He sees death not as a force antithetical to love, threatening
it, but as a force that he hopes will transport him into the
world of Ideal Love that the universe apparently cannot be.
Quite simply, he wants to believe that there is an afterlife
in which he will experience the sublime Love that eluded him
in this life. It is this belief in Death and Love as comple-
mentary forces, counteracting the destructive furies of hope
and despair, that allows him to meet death so tranquilly and
confidently. "Whether the ideal world glimpsed in the forest
is an illusion or actually awaits the poet after deatzh“m+
becomes somewhat irrelevant because he fervently believes that

his pursuit of death will be both a release from this world
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and the means of entry into the world of Ideal Love.

The question of how much the youth really knows leads
us into a consideration of the forces dominating his being.
During the course of his many Jjourneys, the poet has been
pre-occupied with attaining the greatest possible knowledge
through a study of Nature and civilization. When he dreamt
of the maiden and sought her in the immediate world, he acknowl-
edged to himself a need for love that previously he had only
felt. Throughout his entire search, he has finally learned
the importance of reciprocal human love, one that surpasses
both the speaker's and the youth's reciprocity with Nature.
Thus, the knowledge that love is essential to human existence
really becomes as strong a motivating force as the dream
maiden herself. Perhaps "his obedience to the light" signifies
his exercise of free will in choosing between two concepts of
love: love of Nature and love of a human counterpart. Since
the poet does not question the reality of the maiden, that
belief in her determines the course of his life. The question
of determinism versus free will really becomes moot then. The
poet could not have acted otherwise than he did. Shelley might
be indicating how the poet's obsession with his vision has
become inseparable from his will. The youth's every exercise
of his free will is motivated by his desire for the idealized
love that the vision seems to promise. That quest, then,
becomes his destiny and assumes an almost fatalistic control
over his life. Stated more succinctly, "the poet loves the
vision irrevocably, and devotes himself to it."
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By again admitting his nged for the maiden, the poet

has spur- 2d the "choicest gifts" of the Spirit of Nature.
Without human love the youth can experience no lasting bond
with Nature. Until he.loves and is loved, he cannot re-~
experience that total unity with Nature and himself that
characterized his childhood. For the hero, love of (wo)man
leads to a total Love of Nature. When the "vital intercourse
he seeks is denied him, Nature provides a balm for the
youth's despair:

Hence in solitude, or in that deserted state where

we are surrounded by human beings, and yet they

sympathize not with us, we love the flowers, the

grass, and the waters and the sky.46
But we misread Alastor if we suggest that the presence of
the Spirit of Nature can ever fully compensate for the absence
of human love. Shelley once lamented that "I have everywhere
sought sympathy and have found only repulse and disappointment,”
but he never ceased in his own quest. As Prince Athanase and
Epipsvchidion will show, Shelley began to explore other realms

where he could discover that essential sympathy.

Like his creator, the youth also seeks realms where he
can consummate his longing for the maiden. During this portion
of the tale, the image of the stream becomes particularly domi-
nant. Shelley uses the stream as yet another source of knowl edge,
or at least as the catalyst that activates the mind's question-
ings:
0 stream!
Whose source is inaccessibly profound,
Whither do thy mysterious waters tend?

Thou imagest my 1life.
(11. 502-506)
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At the stream, the poet, like.the speaker earlier in the
Invocation, seeks nothing less than to know what lies beyond
the grave. What he realizes is that the very profundity of
his questioning precludes its receiving an answer. The entire
catalogue of water images, "thy darksome stillness," "thy
dazzling waves," "thy loud and hollow gulfs," "thy dazzling
waves," "thy searchless fountain," and "invisible course,"
reflects his ambivalence about what death truly represents

as opposed to what he hopes it signifies. The youth admits
the futility of seeking an absolute answer to a mystery which

rust remain beyond his knowing:

'and the wide
sky
And measureless ocean may declare as soon
What oozy cavern or what wandering
cloud
Contain thy waters, as the universe
Tell where these living thoughts reside,
when stretched
Upon thy flowers my bloodless limbs shall
waste
I' the passing wind!!
(11. 508-51k)

He can only hope that the spiritual nature of man ("these
living thoughts") escapes the mutability that destroys his
body. That hope was not shared by Shelley early in his life,
and in "On a Future State" he argued:

All that we see or know perished and is changed.

Life and thought differ indeed from everything else.

But that it survives that period, beyond which we

have no experience of its existence, such distinction

and dissimilarity affords nc shadow of proof, and

nothing but our own desires could have led us to
conjecture or imagine.47
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As the hero undertakes the last phase of his travels,
Nature's landscape assumes a sparseness and somberness that
suggest that he has already descended into the sepulchre:

Gray rocks aid peep from the spare moss,
and stemmed
The struggling brook; tall spires of win-
dlestrae
Threw their thin shadows down the rugged
slope,
And nought but gnarled roots of ancient
pines
Branchless and blasted, clenched with
grasping roots
The unwilling soil.
(11. 527-532)
Interestingly, Nature responds somewhat ambivalently. In one
sense, she prepares the grave for the poet. Nature is bene-
volent because the youth as last discovers "one silent nook--
a tranquil spot that seemed to smile even in the lap of horror."
That, of course, describes exactly the poet's state when he
finally dies.

But Nature also shuns him because he exists as an alien
force within her realm. The "irresistible passion" that destroys
his own beauty of imagination and body also menaces the beau-
teous harmony cf Nature:

so from

his steps

Bright flowers departed, and the beautiful
shade

Of the green groves, with all their odorous
winds

And musical motions.

(11. 536-539)
Shelley's command of description is both impressive and

startling. Of course, he might merely wish to present the more
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savage aspects of the landscape: "struggling," “thin shadows,"
"gnarled," and "blasted." But his portrait of the hero whose
"hair grows thin and white" an@ "where irradiate dewy eyes had
shone, gleam stony orbs" suggests a fascinating possibility.

Is Shelley merely saying that the poet has become like the
"gray rocks" and like "tall spires of windlestrae." In other
words, has he become a part of this barren landscape? Or is
Shelley perhaps suggesting the more radical idea that a portion
of Nature has already been withered by the poet's passage to
death: "4 gradual change was here yet ghastly."? Has he
perhaps become a destructive force not only to himself but to
the world about him? Shelley seems to have conceived Nature
here aiobeing more than just "symbols of the poet's state of
mind." Indeed, the natural world actually appears to be in
flignt from the poet ("so from his steps/Bright flowers
departed") as he himself is altered in death. While he has
sought death, his own furies have created from him a fury

that threatens and pursues natural elements to "speedy ruin":

so from
his steps
Bright flowers departed, and the beautiful
shade

Of the green groves....
Calm he still pur-
sued
The stream.
(11. 536-539)
Despite his destructive presence, the hero serenely
continues his death voyage and encounters another minutely

detailed setting. By this time the reader's serenity may be
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considerably less than the hero's. For Shelley's audience
may also voice Blunden's complaint that "the theme is so
50
cloaked with description until it hardly moves." Not only
does Shelley present thie reader with another rather lengthy
depiction of a scene very reminiscent of the poet's earlier
trip in the shallop, but the syntax seems as entangled as
the wilderness itself. Positively, the setting neatly paral-
lels the storm scene. Here, the mountains surge in tremendous
waves of rock:
On every side now
rose
Rocks, which, in unimaginable forms,
Lifted their black and barren pinnacles
In the light of evening, and its preci-
pice
Obscuring the ravine, disclosed above,
'Mid toppling stones, black gulfs and Yawn-
ing caves,
Whose windings gave ten thousand various
tongues
To the loud stream.
(11. 543-550)
But despite the starkness of his images, Shelley's passage
does seem somewhat obscure in meaning. This section has been
dissected and interpreted by a number of crities. For those
interested in a history of their attempts to deal with these
lines, Bertram Dobell and George Woodberry offer a comprehen-
sive cataloguing of various interpretations. Although the
passage is obscure, however, it does not defy interpretation.
"Its" refers to evening and Shelley conveys the sense of
death overtaking and enclosing the hero. As the "rocks lifted

their black and barren pinnacles," they seem to meet the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



67

lengthening darkness. In that sense, the darkness would have
a preclpice which spreads (or appears to spread) over the
ravine, thus forming a symbolic natural mausoleum that recalls
"the pyramid of mouldering leaves." One obtains the impression
of a vast womb, "black gulfs and yawning caves," to which the
poet returns to die: Nature's "cradle and his sepulchre.®
However we choose to read the lines, the hero's "pursuit
of death" still dominates the latter part of the poem. Travel-
ing further amidst a cacophonous music that curiously produces
harmony (11, 564-7), he at last reaches his Eden of Death.
For Nature flourishes once more (now that the poet will soon
die), and its appearance almost denies mutability. Thus, this
cyclical aspect of the seasons, "the children of the autumnal
whirlwind" and "the pride of summer," suggests a union of death
and life in a way that the poet's own fate does not:
Ivy clasped
The fissured stones with its entwining arms,
And did embower with leaves forever
green
And berries dark the smooth and even
space
Of its inviolated floor.
(11. 578-582)

Again what must be stressed is the almost erotic unity within
Nature that contrasts with the hero's division from humanity
and from himself. For the poet, the failure to love necessi-
tates his destruction. Yet by dying he will quite literally
re-enter the landscape. Shelley's description of the nook's

very special power to harmonize the apparently discordant
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elements in the physical world anticipates the poet's approach-
ing restoration to Nature and self:
'Tis the haunt
Of every gentle wind whose breath can
teac
The wilds to love tranquillity.
(11. 586-588)

Like the haunt, the hero is also unigue. 4 sort of terrestrial
Ancient Mariner, he has undergone an experience that necessi-
tated intense suffering and alienation, but which also attested
to his uniqueness among man because of that singular experience:
he was the first whose "one step/One human step alone, has ever
broken/The stillness of its solitude; one voice/Alone inspired
its echoes" (11. 588-591). Such an experience extracted an
awesome price from the poet,--in this instance his former
idyllic tranquillity and, eventually, his life--but Shelley
clearly admires this aspect of his own poetic nature and would
not, indeed could not, settie for the banal existence that is
"life" for "those unforeseeing multitudes" of this world.

Shelley re-affirms this consecration to his poetic vision

in the subsequent quest poems: neither hero ever considers

abandoning his pursuit of love, even when that search isolates
and ultimately destroys him. It is only the direction of the
quest, never the undertaking of the quest, that undergoes any
alteration in these works.

As Alastor nears its conclusion, the poem focuses almost
exclusively on the youth's imminent death and its implications.
Shelley cannot quite assert that the poet will be reunited with
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his vision in death--as "On a Future State" makes clear--but
neither can he unequivocally accept the possibility that

death is the extinction of all life. Instead, Shelley looks
to nature as a source of some hope that life continues after
death. By dying, the wanderer might at last become a portion

of the physical world by being transformed into other natural
elements:
And to the damp leaves and blue cavern
mould,
Nurses of rainbow flowers and brarching
moss
Commit thé colors of that verying cheek,
That snowy breast, those dark and droop-

ing eyes.
(11. 598-601)

Harold Hoffman has been an extremely influential source
in interpreting this scene both in the context of the poem and
of the Narcissus myth. In an especially interesting section
of his discussion of these lines he states:

The colors of "his varying cheek," of his "snowy breast,"
and of his "dark and drooping eyes" will live again when
they have been drawn up from mold and decaying leaves
into "rainbow flowers and branching moss." Such a

transformation is most fitting for one who, though he
was for a little while a truant, has returned to nature's

breast.52
His use of "breast" is most apt because the youth indeed returns
to the source that once nursed him. The poem comes full circle.
Interestingly, the youth achieves the reciproecity, through
death, that has eluded him since he dreamed in the Vale of
Cashmire. Nature's haunt indeed becomes "his sepulchre," but

it also represents "her cradie" which creates 1life anew. In
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one way, then, the poet nurtures Nature. BEzrlier, the youth
haé@ borne within "the broodin.g care that ever fed on its de-
caying flame." Now, his death will become a part of the re-
newal of life. Also, by reaching the "silent nook" and accept-
ing his death, he ceases to be a threat to the natural world.
Instead, he will restore the "rainbow flowers" to a landscape
that he once blighted.
Before the poet finally expires, Shelley utilizes an

interesting moonscape that is actually another variation of
the stream imagery that dominates much of this poem. When he
describes the effect of the moonlight upon the entire scene,
he does so by using very liquid imagery:

The dim and horned moon hung low, and

poured

A sea of lustre on the horizon's verge

That overflowed its mountains. Yellow

Fillgcjisghe unbounded atmosphere, and

drank
Wan moonlight even to fulness.
(11. 602-606)

These lines continue the river voyage theme and all the poet's
musings on life and death that were associated with it. Here,
the moon's position corresponds to the poet's own state, which
suggests that the sinking moon and its flood of light represent
the youth's declining life. Although the “sea of lustre"
overflows, the moon itself pales in the process. As the youth's
life ebbs, so does the moon's light. The wanness of the moon
becomes a reflection of the wanderer's own pallor. Also, there

is the distinct possibility that Shelley might have intended
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"the dim and horned moon" to be read on a second level, one
associlated with the first. When the hero began his initial
quest for the veiled maiden, one aspect about him that this
study ncted was that he seemed dead physically. The poem
really seemed to be concerned with the presentation of his
various states of mind. Indeed, the physical description
focused primarily on his eyes and their multiple associations
with the imagination, the myth of Narcissus, and with pools of
the mind:

.+. and the lustre that consumed it

shone,
As in a furnace burning secretly,
From his dark eyes alone.
(11. 252-254)

As he prepares to dies in the "one silent nook," reference
is made again to his "dark and drooping eyes" before the moon's
own ebbing lustre is described. The moon might be read as the
natural symbol of the poet's eyes, i.e., his imagination. What
Shelley perhaps posits here is zn association of the imagina-
tion with the Sun-¥oon Imagery that receives its fullest explor-
ation in the final quest poem.

Because the-youth in Alastor is without the re-animating
warmth of the veiled maiden's presence (he awakens to the eold,
white light of morning and the blue moon"), death must become
his fate. Hence, the imagination dims and the "moon hung low."
Last, the absence of any other light or sound can be associated
with the poet's failing senses--recalling the swan's dying

notes on the "lone Chorasmian shore." As he dies, his own
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sight (both physical and imag;native) declines, and he awaits
only the approaching stillness of the grave:
Wnen on the threshold of the green
recess .
The wanderer's footsteps fell, he knew that
death
Was on him. Yet a little, ere it fled,
Did he resign his high and holy soul
To images of the majestic past.
(11. 625-629)

In the passage on the moon, the poem takes another of
its interesting turns. After describing the almost universal
silence that attends the youth's dying, the speaker suddenly
intrudes in a very uncharacteristic way. He speaks directly
--not through the poet. The parallel to this intrusion would
be the concluding lines of Epipsychidion when the speaker
personally comments after the poet's death. But in that poem
the tone is one of serene anticipation of death, whereas the
sﬁeaker's tone in Alastor is quite frantic and distraught.
The rationale for this desperate tone is that in the failure

of the poet's quest for love 1s a recognition of his own

failure:
0 storm
of death
Whose sightless speed divides this sullen
night!

And thou, colessal Skeleton, that, still
Guiding its irresistible career
In thy devastating impotence,
Art kigg gg this frail world! from the red

e
Of slaughter, from the reeking hospital,
The patriot's sacred couch, the snowy bed
0f innocence, the scaffold and the throne
A mighty voice invokes thee! Ruln calls
His brother Death!

(11. 609-619)
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A sense of futility permeates . this work, and Alastor concludes
with the speaker's increasing despondency. He asks if all
of the hero's nobility, idealism, and devotion (however mis-
guided in this world) are futile, and he fears that no posi-
tive response will be forthcoming. Actually, it is not until
Epipsychidion, especially its triumphant climax when the poet
dies, that any positive response is forthcoming. But Shelley
did not, at the time that he composed Alastor, perceive death
as a positive force in the quest and could do little more
than offer the poem as "the unheralded tribute of a broken
heart.”

Beneath a sinking moon, the hero prepares to die. "The
great scenes before which the Wanderer dies still his craving
and restore his peace." The sense of resignation and repose
certainly contrasts with the speaker's impassioned protest
against the inexorable laws of Necessity. Here, the youth
dies in Nature, his cradle and sepulchre:

He
did place

His pale lean hand upon the rugged trunk

Of the old pine; upon an ivied stone

Recline his languid head.

(11. 632-635)

To some extent, he finally achieves, albeit one that he never
anticipated, a union as a result of his quest. Also, Shelley
takes especial care to contrast the dying youth with the old
but still vital pine and the inanimate but ivy-covered stone.
Perhaps Shelley means that the poet existed after his death,

"no sense, no motion, no divinity," in a way similar to that

described in Wordsworth's "4 Slumber did my Spirit seal®:
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No motion has she now, no force;
She neither hears nor sees;
Rolled round in earth's diurnal course,
With rocks, and stones, and trees.54
As the poet in Alastor declines, Shelley uses stream
imagery very skillfully. First, the drinking in of knowledge
recalls the very opening of the poet's history (1l. 67-75).
Hoffman's relation of "the influxes o£ sense" to "sensation
psychology"™ and to Locke seems valid./ More fascinating,
however, is the association once more of the moon with the
poet's vision and imagination. As he dies, "his last great
sight was the great moon." To the last, Shelley employs the
myth of Narcissus innovatively:
the Poet's blood,

That ever beat in mystic sympathy
With Nature's ebb and flow, grew feebler

stills

And when two lessening points of light
alone

Gleamed through the darkness, the alter-
nate gasp

Of his faint respiration scarce did stir
The stagnate night:--till the minutest ray
Was quenched, the pulse yet lingered in
his heart.
It paused--it fluttered.
(11. 651-659)

The poet perceives the ebbing of his own mind through the

moon which mirrors him and reflects his imagination:

liceat, quod tangere non est,

adspicere et misero praebere alimenta forori
se«-ille caput viridi fessum submisit in herba,
lumina mors clausit domini mirantia formam.56

Shelley uses a technique here described earlier. He follows

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



75

up a description of the moonl;ght, "with whose dun beams
darkness/Seemed/To mingle," with a parallel description of
the poet's eyes--literal and imaginative--as "“two lessening
points of light/Alone//that/ gleamed through the darkness."
The phrase "two lessening lights" symbolizes the poet's

dual vision. In one sense, they represent the youth's weak-
ening eyesight. In another sense, he may be seeing the ex-
tinction of his imaginative vision, the gradual diminishing
of the dream maiden. For this would be consistent with the
myth of Narcissus. Ae the dying poet peered into the pool
of the imagination, the image of both beholder and beheld
would slowly fade and vanish. In another sense, Echo (the
poet) is grieving for Narcissus (the maiden) as the beloved
(or the vision of her) dies. That this scene takes place
under the moon is interesting for another reason that supports
the identification of the poet with both male and female
entities, with both Narcissus and Echo. It concerns Plato's

contention that originally there were three sexes:

We account for the production of three sexes

by supposing that, at the beginning, the male

was produced from the Sun, the femaie from the

Earth; and that sex which participated in both

sexes, from the Moon, by reason of the androgynous

nature of the Moon.57

The darkness that envelops the entire scene shuts out
the moon's waning light and seals the poet in his landscape
cerypt. Shelley almost seems to equate his death with earth's

plunging into the abysmal void or Chaos of the universe before
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its creation:

But when hea-
ven rerained
Utterly black, the murky shades involved
An image silent, cold, and motionless,
As their own voiceless earth and vacant
air.
(11. 660-662)
Against this somber backdrop, Shelley intimates that perhaps
the youth might still be in essence a part of the universe.
Although the poet's corporeal frame has been eclipsed, his
spiritual nature may still survive. These lines may be read
as a capsule of the hero's experience. His entire life has
been guided by an insatiable desire for knowledge, "fed with
golden beams that ministered on sunlight," but the cost ex-
tracted may be the almost total annihilation of his being.
At best he has become a portion of "earth's diurnal course":
ere the west

Eclipses it, was now that wondrous frame--
No sense, no motion, no divinity.
(11. 664-666)

But eventually vapors evaporate and sunlight fades, and to
assert that Alastor promises life after death would be a mis-
reading of the poem and a contradiction of Shelley's own posi-
tion. He wants to hope that the youth's being has not been
totally destroyed. Even that hope is precarious because dur—
ing this period Shelley asserted that a belief in the survival

of essence is actually a denial of 1life after death: "To say

that the principle of life may /Shelley's stress/ exist in

distribution among various forms, 1s to assert what cannot be
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proved to be either true or false, but which, were it true,
annihilates all hope of existence after death, in any sense
in which that event can belong to the hopes and fears of
men." In the end, "there is hope perhaps, but no promise
{e}

of an ideal world beyond what the poet himself creates,"
but the speaker seems to abandon even this consolation. The
beautiful, despairing lines that conclude the tale reflect
the overwhelming despondency that the narrator experiences.

The "time" words may prove to be the most valuable guides
in arriving at a clearer appreciation of Shelley's own attitude
toward death in this poem. In employing the stream motif once
more, this time as analogous to the thought that flows within
the human intellect, he finally argues that death is the ex-
tinction of life both physical and spiritual:

a bright
stream
Once fed with many-voiced waves--a
dream
0f youth, which night and time have
quenched forever--

Still, dark, and dry, and unremembered

now.
(11. 668-671)

Three key phrases deserve special consideration. First,
"quenched forever" indicates that nothing of man survives after
death. Or, as Shelley expressed it in "On a Future State,":
"the corpse at his feet is prophetic of his own destiny."

Next, this belief that death is the cessation of all 1ife is
further re-inforced by the triad "still, dark, and dry," which
parallels the "image silent, cold, and motionless." That is,
the chaos that the poet's death causes still exists. All of
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the above are associated with the absence of vitality, re-
generation, or transformation. Death is final. Last, the
phrase "unremembered now" invites a reading other than that
mankind no longer remembers the youth and his quest. What
seems closer to Shelley's meaning is that the poet's dream
has been "quenched forever" because his thoughts perished
with his bodily nature. As 8helley sensibly asks in "On a
Future State," "Why should that substance [fhough§7 be assumed
to be something essentially distinct from all others, and ex-
empt from subjection to those laws from which no other sub-
stance is exempt."60

However much he wished to believe that some portion of
the poet was transformed or changed, Shelley finally and re-
luctantly decided that only "when you can discover where the
fresh colours of the faded flowers abide, or the music of the
broken lyre, seek life among the dead."61

This concession that death may very well mean the total
extinction of being is the catalyst for the speaker's final,
poignant tribute to the poet. He stresses that the youth's
wondrous aspirations and noble failure will not be forgotten
by him. Yet, a curious irony is at work in this section. In
lamenting the destruction of the hero and the seeming injustice
of a universe that permits his death, the narrator ultimately
isolates the rest of man from his world. The situation seems
somewhat analogous to the end of Hardy's "Shelleyan" novel
Jude the Obscure62 when death releases the alienated, tormented

Jude but refuses to free his alter-ego Sue. Here, the youth
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dwells in peace (or so Shell ey would like to think). If he
can "no longer know or love the shapes of this phantasmal
scene," neither can the "Torturers Hope and Despair" re-awaken
within him. Such is not the case with the speaker. In a
sense, the poet's furies have been exorcised by death, but
they now dwell within the narrator. That is, by charting the
youth's many quests and admitting that he has succeeded in his
quest for death (which of course is a further admission of
failure since the poem does not, and cannot, promise re-union
with the veiled maiden in death), the narrator is beset by the
same contrary states that destroyed the wanderer. What the
last section should really be read as is a last desperate attempt
to demand and obtain some proof or assurance that the hero's
isolation, alienation, anguish, suffering, and death possess
value in the frame of things. Such proof or assurance is not
forthcoming from within (the poem itself) or from without
(the external world and society).

In this last section, the speaker questions the death
of the poet and attempts to reverse the natural order of things,
to reverse Necessity's rule. By appealing for those powers
which he tells us in the Invocation that he sought as a youth,
he seeks the mysterious knowledge about death. Considering
Alchemy, he recalls Medea's magical power to re-animate life:

at quacumque cavo spumas eiecit aeno

ignis et in terram guttae cecidere celentes,
vernat humus, floresque at mollia pabula surgunt 63

But he wishes to possess additional powers and restore life
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to the youth as she did to Ae;on. Next, he appeals for a

portion of the elixir that, ironically, Ahasuerus would gladly

part with:
Oh,
that God,
Profuse of poisons, would concede the
chalice

Which but one living man has drained, who

Vessel lc’:gwc’iea‘t:hless wrath, a slave that feels

No proud exemption in the blighting curse

He bears, over the world wanders for-

Lone :‘s’eir’warnate death!

(11. 675-681)

The use of the Wandering Jew theme seems appropriate here.
For the speaker, mourning the death of a part of himself, must
conceive of himself also as a "vessel of deathless wrath"
wandering "lone as incarnate death.” Like Ahasuerus, he bears
a blighting curse--the twin furies within.

Despite all of his intellectual searching, Shelley did
not accept death as a necessary experience in the quest for
an Ideal love until Epivsychidion. In the concluding lines
of Alastor, he yearms for his powers of poetry to reveal
existence beyond the grave. From within his imagination,

"his visioned cave," he desires to know that death is delusory,
that the last decay of man's frame merely creates ashes, "the
cinders of a crucible for lifeha.nd power," whence he will
emerge anew like the Phoenix.6

But Shelley really does not believe that he can peneirate
the enigma of death. The repetition of "Oh" before each address
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suggests a feeling closer to gesperate hope than to firm
optimism. Additionally, his doubts about life after death
return,--as they must--and he seems at last to resign himself,
if not to accept, the jdea that death is indeed the end of
life. By contrasting the natural world with the appearance
of things in death, Shelley's speaker receives only what
James Thomson had called "confirmation of the old despair."és
In a scene reminiscent of the end of King ngz,ss he
observes that even the basest creatures have life, while "the

child of grace and genius" lies dead:

and many
worms
And beasts and men live on, and mighty
Earth
From sea and mountains, city and wilder-
ness

In vesper low or joyous oriscn,
Lifts still its solemn voice:--but thou art

Thou canst no longer know or love the
shapes
Of this phantasmal scene, who have to thee

Been purest ministers, who are, alas!
Now thou art not!
(11. 691-699)

Thus, the speaker denies himself even the consolation that
the youth may have passed beyond death to become a portion of
Nature itself. The shapes feed upon the poet, but he is not
assimilated as a living entity into the essences which he
nurtures. Here, Shelley works against one of the conventions
of the pastoral elegy: the moment of apotheosis that allows
the poet to assert that the poet mourned is not dead.

If he is to be consoled, it can only be from the calm that
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appears to envelop the dead yquth:

Upon those paliid lips
So sweet even in their silence, on those
eyes
That image sleep in death, upon that form
Yet safe from the worm's outrage.
(11. 699-702)
The scene recalls Bion's "Elegy on the Death of Adonis," a
work which Shelley eventually translated in part:
Thy couch now let him have, let the dead one lie
upon thy couch. 6
Lovely in death is he, and like unto one asleep.

"The conclusion of Alastor is, among other things, an
elegy for the dead Poet and, like all elegies, it seeks to
express both grief and consolation." But since the work
contains no apotheosis, the conclusion, as well as the entire
composition, also departs from that tradition. This break
may be seen in the effect of the poet's death upon the speaker
and his audience. So profound is the hero's death that all
attempts to express some sense of loss are feeble. Language
is too limited to convey even a minimal idea of "a woe too
deep for tears":

Let not high verse, mourning the memory
Of that which is no more, or painting's
woe

Or sculpture, speak in feeble imagery
Their own cold powers.

(11. 707-710)

Shelley was to return to this question of the efficacy
of language in both A Defence of Poetry and Epipsychidion.
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When Shelley composed the last quest poen, however, his poet-
hero pushed language to its furthest limits trying to suggest
to his audience even "a feeble shadow" of what his imagination
envisioned and created. In that effort he could not sustain
the tension that such a great undertaking placed upon him,

and he died in a moment of mounting, almost unbearable climactic
intensity and triumph.

The conclusion of Alastor suggests no similar elation.
Actually, Shelley's grief is very embittered, and he hurls
his final words like a malediction upon the world. What occurs
in this final portion is a continuation of and transferral of
the Fury motif.

By this time in the poem, the speaker has become prey to
the same forces that tormented the hero. But it is also signi-
ficant that these vitiating forces have been projected onto
the external world. Again, the movement is a dual one. Just
as the hero seemed to be suspended between two worlds,--the
natural and the imaginative--a similar schism exists for both
narrator and Universe. The failure of the poet's quest is
equally the failure of the speaker's. Consequently, he still
yearns for the dream maiden. Conversely, this separation from
her also necessitates a continued division from the immediate
world, from human society. But Shelley maintains quite strongly
that the world also suffers, perhaps even more so.

For the Universe has been alienated from the speaker in
the process, too. Thurston has maintained that ™unlike other

elegies, however, it /Alastor/ denies itself the possibility
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of doing either"-—7oexpressing grief or consolation. This
statement should be applied to general mankind's condition

as well as to the speaker's. The conflicting furies within
the poet and speaker have become a single force plaguing the
world: Despair. Shelley once more uses light imagery to
depict the effect of the poet's death upon the physical world.
The extinction of his light (eyes and imagination) has subse-
quently extinguished a vital resource in mankind: its Hope.
Thus, the world, in Shelley's opinion, is literally plunged

into darkness and chaos:

when some surp=zssing

Spirit

Whose light adorned the world around it,
leaves

Those who remain behind, not sobs or
groans,

The passionate tumult of a clinging hope;
But pale despair and cold tranquility.
?11. 714-718)
71

"All are punished." That agony echoes throughout the final
lines of Alastor and thus recalls Shelley's observation in
the Preface that "the picture is not barren of instruction to
actual men."

Alastor concludes in a minor chord, with the last two
lines a solemn, tragic intonation of the speaker's "“lament on
the fate to which he [Ehe youtg] is doomed because of the very

2
sublimity of his mind":
Nature's vast frame, the web of human
things,
Birth and the grave, that are not as they
were.
(11. 719-720)
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When we take up Prince Athanase--the transitional roen in this

study--it is clear that Shelley has not yet escaped the haunting
tragedy of "the brave, the gentle, and the beautiful, the

child of grace and gen:fus."
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In addition to Hoffman's very comprehensive list of
sources and influences, I suggest this poem by Catullus:

Phasellus ille quem videtis, hospites,
ait fuisse navium celerimmus,

neque ullius natantis impetum trabis
nequisse prater ire...

et hoc negat minacus Hadriatici
negare litus insulasue Cyclades
Rhodumgue nobilem horridamgue Thraciam
Propontida, trucemue Ponticum Sinum,
ubl iste post phasellus antea fuit
comata silva: nam Cytorie in iuge
locuente saepe sibilum edidit coma
Amastri Pontica et Cytore buxifer
tibi haec fuisse et esse cognitissima
ait phasellus.
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0 prodigio! Il mio cor s'affida, si
consolaj

I1 sovvenir del dolor s'invola,

Il ciel pieta senti di tanto duol.

Shelley's Prince Athanase has not generally received

much critical attention. Most crities seem content to note
that it contains certain themes that Shelley developed more
fully in his greater works. For example, Carlos Baker cites

Prince Athanase in his chapter on Zpipsychidion only to ob-

serve that "the conception of the three parts of the soul or
three aspects of love, which in Epipsychidion are imaged forth
as the Comet, the Moon, and the Sun, was not any greater
novelty in Shelley's poetry than ...the intrusion of the false
lady (Prince Athanase)." Fracticing a silence characteristic
among earlier commentators about Shelley, Harold Hoffman
neglects to mention this work either in relation to Alastor

in general or to "Shelley's fresh recollection of the Alps"
described in History of a Six Weeks' Tour. That his An Odyssey
of the Soul contains no reference to this poem does seem sur-
prising because "the idea that Shelley had formed of Prince
Athanase was a good deal modelled on Alast;or."2 stili,
Hoffman's attitude is typical of Shelley criticism.

Part of this neglect undoubtedly occurs because Prince
Athanase3 is only a i‘ragmem;,l+ and what we do have cannot be
called representative of Shelley's finest or most beautiful
composition. A flatness of description pervades the work as

a whole, especially Part 1. With the introduction of Zonoras
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in Fart II, the quality of the plece definitely improves,

but the poem certainly cannot be called great. That is not

to say, however, that this poem is not important. t certain-
ly is, particularly if .we wish to obtain a clearer under-
standing of the quest poems. Most significantly, Prince
Athanase can clarify the relationship between Love and Death
that is so ambiguous in Alastor. In this work Shelley attempts
to unite his hero with the Ideal woman within a more social
framework. A4lso, despite the merest of descriptions of the
maiden, Shelley obviously conceived her as a physical counter-
part to the ncble Athanase, thus expanding upon an idea first
expressed in Alastor. That he failed to complete Prince
Athanase might suggest Shelley's continued ambivalence about
the relationship of Love and Death. At the same time, his
failure prepares us for the radical turn that Epipsychidion
takes regarding those two forces in the poet's life.

Perhaps the most instructive way to read this perplexing
fragment is to heed Mary Shelley's comparison of it to the
1815 Alastor and to interpret it as if it were an alternate
ending to the earlier poem. The two works do have numerous
points in common, and the unfinished poem might be read as
one more experience of the hero in Alastor.

As we begin Prince Athanase, a number of similarities
are immediately apparent. First, we have an unnamed narrator
who relates the tale of an unhappy hero who has died young.
Like the figure in Alastor, he seems to have been singled out
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to experience a multitude of lives within a brief time.
Typical of Shelley (and Byron) is the idea of a unique in-
dividual literally becoming old before his time. One recalls
the not yet thirty year old Byron's only semi-comic declara-
tion to a hotel owner in Switzerland that he was actually
one hundred years of age. Likewise, in the character of the
prince, we have one who "as with toil and travel/Had grown
quite weak and gray before his time." He reminds us of the
youth in Alastor whose "hair grows thin and white" and of
Shelley's own comment on himself and his premature aging:
"what if my leaves are falling like your own." But Shelley
has alsc advanced beyond Alastor in one respect: he is much
more straight-forward in his treatment of the hero and his
plight. The poem flows in a way that Alastor did not because
of its excessive description. Within two terza rima stanzas,
we knov that Athanase has been plagued by furies, "restless
griefs" that drive him "from land to land" and quite literally
wear him out. Thus, the destructive restlessness that tor-
mented the hero of Alastor is at work within the good prince.
Unlike Shelley's treatment of the 1815 poem, he does not
reveal to us early what causes the youth's suffering. But he
does provide certain clues to allow us to penetrate into his
character's mind. That he endures "restless griefs" immedi-
ately returns us to a similar situation in Alastor (11. 224-227).
In Frince Athanase Shelley qualifies this situation somewhat:

"nor could any the restless griefs unravel." By implication,
then, Shelley's hero dwells within a different type of solitude.
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Evidently, people have sought to aid the youth, who is not
without friends and companions:
Liberal he was of soul, and frank of heart,
And to his many friends--all loved him
well--
Whate'er he knew or felt he would impart
If words he found those inmost thoughts to

tell.
(11. 46-49)

Therefore, a more frightening and hopeless "fate" dominates
the hero. 1In the earlier Alastor, one could argue that be-
cause of the youth's inexperience, his only latent realization
of the need for love, and his singular devotion to the vision
that he unconsciously separated himself from humanity. Here,
however, the hero lives in society, but he may as well exist
in the wilderness. For Shelley clearly suggests that so power-
ful is this unnamed force or desire in the poet, that it con~
sequently isolates him from friends. Human intercourse--
friendship and companionship--evidently cannot compensate for
the absence of an Ideal love embodied in one woman. Both
heroes literally have their life's flame extinguished. Those
"restless griefs" burning inside Athanase have their destrue-~
tive antecedents in "the brooding care that ever fed on its
decaying flame" in the poet of Alastor. The fiends that
operate within and the failure of any to "unravel the restless
griefs that burned within him" were to be more movingly and
fully explored a year later:
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Ye few by whom my nature has been
weighed

In friendship, let me not that name de-
grade

By placing on your hearts the secret load

Which erushes mine to dust....

And we agreed his was some dreadful ill

Wrought on him boldly, yet unspeakable,

By a dear friend; some deadly change in
love

Of one vowed deeply. 6

(11. 344347, 525-528)

In the passage quoted from Julian and Maddalo, there is a

madness associated with the individual's obsession with love,
a love that alienates and destroys when not attained. In
addition, Earl Wasserman believes that "in wishing it printed

with Prince Athanase, he [ghelle:ﬂ intimated its thematic

relation to the somewhat Byronic hero of that fragment: a
noble, Manfred-like figure inspired by all virtuous principles
but goaded by the maddening fiends of an inward discontent."
But Shelley is not operating with an unqualifiedly Byronic
conception of the hero. In Athanase we do not have one who
suffers because of unspeakable deeds, of "the load of any
secret erime""
There is a power upon me which withholds,
And makes it my fatality to live;
If it be life to wear within myself
This barrenness of spirit, and to be
My soul's own sepulchre, for I have ceased
To Justify my deeds unto myself--
The last infirmity of evil.
(Manfred, I. 11. 284%-290)
We are to interpret "not his the load of any secret crime,
for nought of ill his heart could understand" and “nor evil

Joys, which fire the vulgar breast and quench in speedy smoke
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its feeble flame" as an answer to and pargial rejection of
Byron's Manfred and of his personal life. Instead, Athanase
bears a different affliction and curse. He is isolated by
a poetic sensitivity that distinguishes and separates him
from humanity:
For none than he a purer heart could have,
Or that loved good more for itself alone;
Of nought in heaven or earth was he the slave....
His soul had wedded wisdom, and her
dower
Is love and justice, clothed in which he sate
spart from men, as in a lonely tower.
(11. 16-18, 41-43)
Now these concerns meke him a very fine student of Flato

and might derive their origins from The Banouet of Plato:

But love which incites to the acquirement of its

objects accerding to virtue and wisdom, possesses the

most exclusive dominion, and prepares for his

worshippers the highest happiness through the mutual

intercourse of social kindness which it promotes

among them....9
But if he is a slave "of nought in heaven or earth," he has
certainly been enslaved by the power of love. Again, what
we have is a schism between the immediate world and Ideal
world: he is in limbo. Shelley's simile "as in a lonely tower"
is interesting because it re-inforces this idea of suspension
between the world of imagination and society. For the tower
has its foundations in earth at the same time that it is some-
what removed from it. Thus, Athanase is a part of society
because of his humanity and apart from it because of his
imagination. Like the figure in Alastor, he needs to be re-

conciled with himself and his world. Unlike that unfortunate
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youth, he has reciprocated what mankind has given to him.
In this sense, he is like, but really superior to, the nar-
rator of the Invocation. The speaker of Alastor has "still
loved and cherished these my kindred--the bright bird, insect,
or gentle beast." But the prince's charity and generosity
extend beyond the creatures in Nature's schema, and, although
the poem is not religicus in an orthodox sense, he acts in
a spirit of true Christianity:
And such a glorious consolation find
In others' joy, when all their own is dead.
He loved, and labored for his kind of grief.
(11. 24-26)
His selfless actions also recall one of the definitions of
love in Blake's "The Clod and the Febble'":
Love seeketh not itself to please,
Nor for itself hath any care,
But for another gives its ease.

Having become a "hopeless wanderer through mankind," he
seeks to serve others even though this dedication does not
assuage his own suffering:

&nd yet, unlike all others, it is saig,
That from such toil he never found relief.
(11. 27-28)
What he needs of course is to be loved, to have someone respond
to his goodness. Thus, his situation, while in many ways
analogous to that of the poet in Alastor, 1s also the reverse

of it here. Actually, he seems closer in concept to “the Arab
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maiden" or the "youthful maidens" of Alastor, each of whom
might lament "nondum amabam, et amare amabam, quaerebam quid
amarem, amans ama.re.“‘lo On the other hand, the youthful
prince does not know tkie precise cause of his sorrow and
anguish. Like the hero of Alastor, he intuits that a force
is absent from his life:

What was this grief, which ne'er in other

rinds )
A mirror found, he knew not--none could

Xnow.
(11. 75-76)

This craving for love becomes more understandable because
Athanase, "although a child of fortune and of power/0f an
ancestral name the orphan chief," has few familial bonds.

In a way, Shelley's heroes--since they do, after all, seek

a feminine alter-ego--really desire one whc is at once a

lover and a sister: "the theme of incest interested him deep-
1y, and in his poetry these parallel affections expanded a step
farther--to love between brother and sister that was no longer
wholly Pla*l:orx.’u:."]j2 One need only recall the situations in

3
Rosalind and Helen or in Laon and Cythna  to understand

more fully Shelley's concept of love and his difficulty in
attaining it:

How many a one, though none be near to
love
Loves thex’l the shade of his own sould, half
seen
In any mirror.
(II. 11. 117-119)

But no earthly lover responds to Prince Athanase.
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Shelley's portrait of him suggests a rather gentle, Christ-
like personage who secks only to share his love with others.
He is a prince, but obviously he doe not exhibit the oppres-
sivenﬁss and greed that characterized the nobility in Queen
Mab. Athanase is a just steward who dwells in and struggles
against a world of oppression that attempts to destroy, or at

least contain, his noble beneficence:

and his weak

foes

He neither spurned nor hated, though with
fell

And mortal hate their thousand voices
rose.

(11. 50-52)

This passage has distinct allusions to two incidents in Shelley's
own life. When he composed Alastor, Shelley commemorated and
immortalized his first boy friendship with the phrase "gentle,
and brave, and generous." Here he remembers less pleasant
associations with his school life. "“Their thousand voices"
represent a tyranny against Shelley that he recalled as the
tormenting schoolboys at Eton taking up their maddening chant
1
of "Shelley!" This persecution led Shelley to a truly re-
markable decision which he recorded most fully in The Revolt
of Islam:
until there
rose
From the near school-room voices that,
alas!
Were but one echo from a world of
woes—-—
The harsh and grating strife of tyrants and
of foes.

So without shame I spake:-- 'I will be

wise
And just, and free, and mild, if in me
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lies
Such power, for I grow weary to behold
The selfish and the strong still tyrannize
Without reproach or check.
(Canteo I.iii. 11. 6-9
Iv. 11. 4-8)
This occurrence in the young Shelley‘'s life has been
cited because it enables us to appreciate the problem con-
fronting the hero in the poemn. Obviously, despite his un-
ceasing benevolence, he has not been accepted totally by his
society. When one of so sensitive a nature as the Shelleyan
prince realizes that he is cast off or rejected by a portion
of his brethren, he would naturally seek sympathy to assuage
his sorrow. Since Shelley has made it clear in Alastor that
Nature alone cannot compensate for the separation from mankind,
the hero must seek solace elsewhere:
I know not the internal constitution of other men, nor
even thine, whom I now address. I see that in some
external attributes they resemble me, but when, misled
by that appearance, I have sought to appeal to something
in commen, and unburthen my inmost soul to them, I have

found my language misunderstood, like one in a distant
and savage land.l6

Understood by neither friends nor enemies, the youth in Prince

Athanase actually seeks "an understanding capable of clearly
estimating Lﬁi§7 own; an imagination which should enter into
and seize upon the subtle and delicate peculiarities which

we have delighted to cherish and unfold in secret.“1 Although
Shelley portrays the hero as less remote than the youth of
Alastor, their fates are curiously intertwined. One existed

in Nature and ignored humanity, while the other lived in society
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and gradually removed himself. from humanity--both were finally
alienated from their worlids:
And through his sleep, and o'er each wak-
ing hour,
Thoughts after thoughts, unresting multi-
tudes
Were driven within him by some secret

power.
(11. 65-67)

Although he does not spurn his friends, neither does he admit
therm into his world. The "adamantine veil between his heart
and mind," symbolic of the failure to reconcile love and the
imagination's image of love, also symbolizes the barrier that
must separate him from others until he is loved wholly. That
his friends cannot offer him that unigque lcve is apparent from
the fact that they lack the intellectual sympathy or "under-
standing" so necessary for him:

What was this grief, which ne'er in other

minds
A mirror found, he knew not--none could

oW,
(11. 75-76)

Shelley of course demands more of any one person than most of
us could give to another. Yet, he cannot demand less. This
idea of totality in love becomes an all-consuming one for him
and for his poetic creations, assuming considerable importance
in his prose also. For instance, in "On the Manners of the
Ancient Greeks," he attempts to expand upon his concept of love

in language that recalls "On Love" and the quest poems:
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Let it not be imagined that because the Greeks were
deprived of its legitimate object, they were incapable
of sentimental love; and that this passion is the mere
child of chivalry and the literature of modern times.
This object of its archetype for ever exists in the mind,
which selects among those who resemble that which most
resembles it.18 ’
But the youth's friends cannot respond totally to his desires
and imaginings. For Shelley suggests that even when he tries
to communicate some explanation of the origins of his suf-
ferings, others do not comprehend. He "...spoke words from
which none ever learned the cause of his disquietude." He
has failed to find the one individual who is "not only the
portrait of his external being, but an assemblage of the
minutest particles of which his nature is composed."1 He
has not yet discovered a sympathetic and corresponding intel-
lect, and thus "the grief within still burned."

Athanase's friends realize that he suffers and try to
discover the cause. As they speculate, the poem makes cer-
tain allusions to its generic twin of 1815. This seems to be
a technique used by Shelley in both Prince Athanase and in
Epipsychidion. His works are commentaries not only on the
individual hero's experiences, but they also serve as com-
mentaries on the quest poems that preceded them. In Prince
Athanase this method was still experimental. When Shelley
composed Epipsychidion, however, he devoted nearly a third
of that poem to re-examining the quest in Alastor.

As Pert I nears its conclusion, Shelley uses a sort of

dramatic irony here. That is, the friends' speculations do
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answer in part the guestions f'zbout the cause of his grief and
sorrow. Of course, they never learn the reason, nor does the
prince. But the audience of Alastor, to whom "the picture
was not barren of instruction," would gradually know more

than the hero and his friends. For each of the reasons cor-
responds in some way to the experiences of the poet in Alastor.
That the obsession with Love is a kind of madness (I. 1. 90)
could be read as a gloss on all of Alastor itself. We have
only to remember the description of the youth as one roused
by "the fierce fiend of a distempered dream," or later "as
one roused by some joyous madness" to have a realization of
the forces at work within both of the doomed, driven heroes.
More specific is the suggestion "that memories of an antenatal
life made this, where he now dwelt, a penal hell." For that
describes very closely the gulf between an infancy "by solemn
vision and bright silver dream nurtured” and an existence in
which the torturers Hope and Despair slept only when death
ended the hero's earthly hell. As each of the four possible
explanations is offered, each becomes more fully developed,
and the poet's dilemma more comprehensibie.

Without this implicit interpretation, Prince Athanase

may seem so remote and obscure as to preclude the reader's
sympathy and interest. With the third suggestion, we have our

" clearest reference to the situation in Alastor:
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And others said that such mysterious grief
From God's displeasure, like a darkness,
fell
On souls like his which owned no higher iaw
Than love; love calm, steadfast, invincible
By mortal fear or supernatural awe.
- (11. 93-97)
We are once more directed to the Preface of Alastor: "the
Poet's self-centred seclusion was avenged by the furies of an
irresistible passion pursuing him to speedy ruin." This is
not to suggest that the pursuit of the vision is a punitive
fate. Although the phrase "God's displeasure" could support
that reading, a more useful approach would be to refer to these
lines from Alastor:
The spirit of sweet human love has sent
A vision to the sleep of him who spurned
Her choicest gifts.
(11. 203-205)
In Shelley's quest poems, love serves a double role as
20
daimon. If the poet can love an Ideal woman, their love can
bridge the gulf between poet and Ideal Love. But that love
can also bridge another guif that has resulted because of the
hero's relentless search for the maiden. One of the more
intriguing characteristics about both heroes is that neither
seeks her within his own society. In a sense, both spurn
"the choicest gifts" of love when they reject the companionship
and generosity of others. Although the prince does have
friends, his unfulfilled yearning for an idealized woman
isolates and destroys him. Were he to unite with her, love

would then become his means of re-entry into society, of bridg-
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ing the gulf between man and society. It is not so much that
Athanase rejects society, but that his quest forces him to
foresake mankind until its completion, for love is sought to
complement and complete the poet's self. Once he has united
with his feminine alter-ego, he can then re-unite with mankind.
Finally, the last suggestion recalls the youth's rather
heedless, frenzied voyage in the shallop when he sought to
unite himself with Death and Love:
'Tis the shadow of a
dream
Which veiled eye of memory never saw,
But through the soul's abyss, like some
dark stream
Through shattered mines and caverns
underground,
Rolls, shaking its foundations.
(11. 98-102)
Here the last surmise not only reads as the last phase of the
poet's attempt in Alastor to meet the veiled maiden, but it
also functions as our introduction to Athanase and his dilemma.
Although Shelley never described the quest in this poem, he
does suggest that he was pursuing a fuller exploration of Love
and Death:
and no
beam
Of joy may rise but it is quenched and
drowned
In the dim whirlpools of this dream ob-

scure.
(11. 102-104)

In Prince Athanase, Shelley evidently believed that the hero
would suffer the same fate as the youth of Alastor if he sought

his Idealized Love in the physical world. Words like "beams,*
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"quenched," and "drowned" echp those used in key lines from
Alastor:
e ee==a
dream -
Of youth, which night and time have
quenched forever--
Still, dark, and dry, and unremembered

now.
(11. 669-671)

Also, the lines "soon its exhausted waters will have found/A
lair of rest beneath thy spirit pure,/O Athanase!" are to be
read ironically. His friends, of course, believe that gradu-
ally the torments of Athanase--his furies--will subside and
sleep. But if we read this poem as an extension of the
Alastorian motif, we would interpret those lines as meaning
that the "lair of rest beneath thy spirit pure" symbolizes the
mutual extinction of vision and visionary. The exhausted waters
find rest when Athanase finds rest in death, when his eyes
"image sleep in death." Again, the speaker possesses greater
knowledge than his creations, and he comments upon that dis-
tinction:

So spake they--idly of another's state

Babbling vain words and fond philosophy.

(11. 109-110)
Furthermore, Shelley seems to introduce one more example of
irony, this time at his own expense:
nor did he,
Like one who labors with a human woe,
Decline this talk; as if its theme might be

Another, not himself,
(11. 112-115)
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He seems to be commenting on both the youth in Alastor and
Prince Athanase as extensions of his own mind and of his own
attempts to distance himself from them--"as if its theme might
be another, not himself."

Whatever the actual relationship of Shelley to his poetic
creation, there can be little doubt about the relaztionship of
Prince Athanase to Alastor. The conclusion of Part I of Prince
Athanase certainly makes this clear:

For like an eyeless nightmare grief did sit

Upon his being; a snake which fold by fold

Fressed out the life of life, a clinging fiend

Which clenched him if he stirred with

Deadlier hold.

(11. 120-123)

We are reminded of the scene in Alastor in which the hero
has been roused from his dream of the dream-maiden. Like
Athanase, he too was beset by a "fierce fiend" that relent-
lessly vitiated his strength. In additicn, the snake's
"deadlier hold" reminds one of Shelley's comparison of the
youth in Alastor to an "eagle grasped in folds of the green
serpent" (11l. 227-228) that constricted his hopes of achieving
the quest. By recognizing the relationship between the poems,
we gain an understanding and appreclation of the quest theme
that extend beyond the tantalizing, but fragmentary Prince
Athanase.

The opening of Part II parallels the commencement of the
poet's history in Alastor--with a number of significant dif-

ferences. Both poems depict heroes isolated in the world.
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In Alastor few references to the youth's parents or family
are made, while in Prince Athanase only the briefest allusion

to parents occurs:

And as the lady locked with faithful grief

From her high lzttice o'er the rugged path

And Athanase, her child, who must have
been

Then three years old, sate opposite and
gazed

In patient silence (at Zonoras).

(11. 25-26, 37-39)

The orphan in Alastor receives nurturing from Nature and
instruction from ancient civilizations; Frince Athanase, having
lost his father--the honored chief who fell in "Byzant"--
receives instruction from Zonoras. What Shelley attempts in
Part II is a portrait of a more humanized, less remote hero.
Although Part I stresses that the prince did have many friends,
the rather extensive description of Zonoras would suggest that
he alone constitutes Athanase's society. Once more we have

an individual whose intellectual excellence and curiosity iso-
late and distinguish him from mankind.

The Athanase-Zonoras episode represents the first profound
interaction between individuals in the quest poems. Shelley
does not imply that Zonoras could equal the importance of Love
in the hero's life. Love is all-sufficing to the poet, and
when he partakes of it, then he can love "the deep heart of
man." Instead, the function of their relationship is really
one of student and teacher. But even here Shelley alters that
somewhat. That Zonoras is a beneficent, educational influence

upon the impressionable youth is indisputable:
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Thus through his agé, dark, cold, and tem-
pest-teossed;

Shone truth upon Zonoras; and he filled

From fountains pure, nigh overgrown and

The spiri% of Prince Athanase.

(11. 43-46)

The child receives impulses from his "one beloved friend";
the knowledge of the old man is impressed upon him. Although
Athanase does have a living biological mother, Zonoras seems
to be something of a dual guardian for the youth. He func-
tions as Nature did in Alastor in the sense that he nurtures
intellectual curiosity and questioning:

The fountains of divine philosophy

Fled not his thirsting lips, and all of great,

Or good, or lovely, which the sacred past

In truth or fable consecrates, he felt

And knew.
(11. 71-7%)

But he also tutors the prince, and here his purpose reminds
one of the way in which the ancient civilizations had done so
in Alastor. In the later quest poem, Shelley has humanized
the hero's instructor. By these devices Shelley gives the
fragment a focus that contrasts rather markedly with the more
episodic, impressionistic Alastor. The character of Zonoras
looks both forward and backward. Not only does he bear some
some similarity in function to the Nature of the 1815 poem,
but he is another example of Shelley's immortalizing those
individuals whom he had loved in his youth. As the youth in
Alastor was (most probably) a minor tribute to his first friend

at Sion House Academy, so too is Zonoras a tribute to the old

21
friend, savior, and solace of his youth, Doctor Lind.
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But Zonoras and Frince Athanase in general look ahead
and anticipate some of the concerns which Shelley explored
in one of his essays of that period, "On the Manners of the
incient Greeks." The concept of "fountains of philosophy...
filled from fountains pure," recurring in the essay, allows
us to draw a useful parallel to the wise tutor:
It can scarcely be said that they (modern nations) have
vet equalled them,--to what is called the revival of
learning; that is, the study of writers of the age
which preceded and immediately followed the government
of Pericles, or of subsequent writers, who were, so to
speak, the rivers flowing from those immortal fountains.22
The figure of Zonoras is a tributary of the stream-of-life
motif that underwent so many variations in Alastor. Through
his Socratic-like teachings, this tutor may help the tormented
prince to discover the source and cure of his anguish: Love.
In this capacity, he might function as an intermediary
between Athanase and an Ideal Love, a sort of modern daimon:
Prince Athanase had one beloved friend,
An old, old man, with hair of silver white,
And lips where heavenly smiles would hand and blend
With his wise words; and eyes whose arrowy light
Shone like the reflex of a thousand minds.
(Part II, 11. 1-5)
His arrowy eyes penetrate into the mind which reflects back
to him its thoughts. Shelley pursues the idea further when
he speaks of him thus:

so

he

With soul-sustaining songs, and sweet de-
bates

Of ancient lore there fed his lonely being,

'The mind becomes that which it contem-
plates, '--
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£nd thus Zoncras, by forever seeing
Their bright creations, grew like wisest
e (11. 12-17)

A number of ideas warrant some discussion. That Shelley
should describe him as a "lonely being" suggests that he, too,
has been alienated or at least separated from society. Thus
we have another wanderer in the quest poems: "many weary

years he wandered." Zonoras' fate is an alternative one to

that which befalls the heroes in Alastor and Prince Athanase.

Beholding him is like peering into a mirror which reflects not
the present but the future. When Athanase sits opposite his
teacher, he sees an aspect of himself--the arrowy light being
a mutual reflection. This idea of mutuality is important
because it represents a continuation of and an advance on the
idea of reciprocity introduced in the earlier guest poem.
For while Zonoras teaches the young prince, he also learns
from him:
The youth, as shadows on a grassy hill
Outrun the winds that chase them, soon
outran
His teacher, and did teach with native
skill
Strange truths and new to that experienced
man.23
(11. 52-55)

In Alastor, the poet "left his cold fireside and alienated

home/To seek strange truths in undiscovered lands." Shelley
altered the learning process somewhat in Prince Athanase by
developing the relationship between the youthful student and

elder teacher. Athanase reciprocates the kindness and love
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of his tutor, just as the speaker in Alastor tried to re-
ciprocate Nature's love, by allowing Zonoras tc partake of
a unique knowledge. Both are "the fountains of divine
philosophy," partaking -of and replenishing their source.

Their mutual learning and knowledge have profound im-
plications for man as a whole--if he would only use them.
As Zonoras and Athanase speculate and debate far into the
night, their lamp shines forth from "Laian's turret." The
fishermen at sea use that beacon to find their way home as
they are "hanging upon the peaked waves afar." But the lamp
assumes additional importance in the poem. Shelley also wants
this lamp or beacon to symbolize the truth, beauty, and light
that flash across and pierce the darkness of human ignorance
and corruption. The beacon could save the "unforeseeing
multitudes" from themselves, but the turret can also symbolize
the poet-philosopher's division from mankind. The poet is
simultaneously the source of others!' salvation and of his own
isolation. The situation reminds one of a scene described--in
different imagery--by Shelley in A Defence of Poetry, when
he compares the poet to a nightingale whose "auditors are as
men entranced by the melody of an unseen musician, who feel |
that they are moved and softened, yet know not whence or why.“2
Interestingly, as Athanase muses gloomily on his fate, he

thinks of a comparable situation:

How many a
spasm
Of fevered brains, oppressed with grief
and madness,
Were lulled by thee, delightful nightin-

gale!
(11. 78-80)
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But "no human ear heard his lament," which underscores the
sense of total isolation that engulfs the prince. Although
Zonoras obviocusly sympathizes with the unfortunate youth,

all he can offer is reminiscences of their long talks together.
That, of course, is insufficient for Athanase, and emphasizes
the limitations of Zonoras just as Alastor stressed the in-
adequacy of Nature in the poet!s life.

What Zonoras refers to in the talks is Flato's Bancuet,
especially a key episode that was to have been the source of
a similar idea in Shelley's poesm. One of the concepts that
he intended to explore was the two natures of love that
Plato discusses:

...but since there are two Venuses, of necessity

also must there be two Loves. For assuredly are there

two Venuses; one, the eldest, the daughter of

Uranus, born without a mother, whom we call the
Uranian; the younger, the daughter of Jupiter and

Dione, whom we call the Fandemian.25
Although the prince's disillusionment with Pandemos and his
subsequent deathbed meeting with Urania were never depicted
in this poem, the description of the youth's hand as a "cold,
lean" one recalls the "listless hand /That/ hung like dead bone
within its withered skin" of the poet in Alastor. In short,
Athanase needs love, and his desire is destroying him. In a
section not included in the text by Mary Shelley, Zonoras
apprehends the source of his young student's anguish:

'My friend, one grief alone can wean

A gentle mind from all that once delighted:—-

Thou lovest, and thy secret heart is laden

With feelings which should not be unrequited.’
And Athanase...then smiled....26
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The old friend can offer only philcosophical discourses
and speculations on the nature of love. But Athanase must
seek and discover love in the immediate world. Only by find-
ing "the lady who can really reply to his soul" could he be
released "from death and dark forgetfulness," from that total
extinction of being thzt seemed to be the fate of his poetic
twin in Alastor.

That may be the significance of the sage's beginning
his recollections in spring. For Shelley, just as he did in
the 1815 poem (with its associations of love with sun, heat,
light, and summer), suggests that here too Love is a life-
giving and life-sustaining force. The movement begins in
Nature and ends in Mankind. First, Zonoras relates how Earth
is drawn toward the Sun for its strength and rebirth:

So stood before the sun, which shone and

smiled
To see it rise thus Joyous from its dreams
The fresh and radiant Earth.
(11. 111-113)

But Shelley is not content with mere decorative imagery
in this section of the poem. Instead, he compares the Sun
to a soul in love with its mirror-image. That is, the poet
is drawn to that force which he reccgnizes and then seeks
as a complement to his: own nature:

How many a one, though none be near to

love,
Lovesszgzn the shade of his own soul, half

In any mirror....
(11. 117-119)
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Shelley may have been influenced somewhat by a similar passage
in his friend's poem Rhododaphne:

Many, lone admidst mankind,

Claim from Love's unpitying power

The kindred heart they ne'er shall find.27
Just as Thomas Love Peacock played a role in Alastor by
suggesting the title of the poem, here his poem, which Shelley

had read during the period in which Prince Athanase was com-

posed, seems a possible source of language, if not ideas.

Returning to Shelley's work, we note that the hero must
remain content with love's shade, its image within, until he
arranges to find and to unite with the object of his quest.
What is disturbing, however, is the phrase "though none be
near to love," because it suggests the immense difficulty of
reconciling the mind's imaginings and a female counterpart
in this world. Quite simply, none may be near to love because
no mortal could embody the intellectual, physiesl, and moral
perfection that the poet envisions. No human is perfect,
but the poet can be satisfied with no one less. The idea
derives somewhat from the scene in The Banguet in which
Diotima and Socrates ponder the nature of Love:

It is asserted by some, that they love, who are

seeking the lost half of their divided being. But

I assert, that Love is neither of the half nor of

the whole, unless, my friend, it meets with that

which is good.28
But as Shelley discussed earlier in "On Love," his concept

of love must necessarily be associated with good, beauty, and
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excellence. Indeed, in a later passage of The Banquet,
Diotima describes how the mind creates, in a manner that could
serve as a gloss on the first two quest poems:

Think you not that to him alone is accorded the

prerogative of bringing forth, not images and

shadows of virtue, for he is in contact not with a

shadow but with reality.29
Although Prince Athanase never actually undergces an experi-
ence similar to the youth's in Alastor, the notes by Shelley
and his wife and the slight physical description of the woman
in the poem would strongly indicate that these concepts and
speculations would not have been alien to Shelley's inten-
tions--had he completed the poem. As Zonoras continues his
remembrances, he comments on those who dwell in the world of
the imagination. Certainly, the following lines are applicable
to the situation of Athanase, as well as of the youths in

Alastor and Epipsychidion:

How many a spirit then puts on the pin-
ions

Of fancy, and outstrips the lagging blast,

Sweeps in his dream-drawn chariot, far

and fast.
(11. 121-122, 124%)

Zonoras chooses to deal with the universe on its own terms,
but the more impassioned, inexperienced Athanase wishes to
transcend it in his "dream-drawn chariot" and seek solace in
the imagination. In this process, "the wide world sinks below,"
and thus it seems that Athanase seeks a world of solipsism—-

something which Shelley had warned against in his Preface to
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Alastor.

Having made this decision, the unfortunate youth isolates
himself somewhat from the companionship and guidance of Zonoras.
Because Zonoras cannot enter totally into Athanase's world,--
(that "divine o0ld man/Beheld his mystic friend's whole being/
Shake"), but the poet revealed nothing about the cause of his
unhappiness--the isolation of Athanase is complete. It is in
this mood that the prince undertakes a journey, not in the
season of hope and generation but in the winter that mirrors
his own state of being. Everything is in stasis now, "the
white Alps," "shrouds of snow,” and "mines of sunless crystal."
Only 4thanase himself moves amidst the natural landscape. But
whereas the coming movement in Nature--the spring thawing of
winter's grip--heralds renewed life, Athanase's movement can
mean only a gquickening destruction and vitiating restlessness.

Evidently Shelley intended to describe the journey as
a quest similar to that undertaken by the wanderer in Alastor.
It is interesting that having left Zonoras, the source of his
intellectual and emotional nurturing, he should have beheld
a world of ancient civilizations. For it suggests that Shelley
was attempting to resolve some of the difficulties encountered
in his 1815 treatment of the quest theme. Thus, we can assume
that "many a town circled with antique towers and walls" would
be scenes of great introspective contemplation by the prince,

as they had been by the figures in Alastor and in The Ruins.

Also, Shelley's use of "image /Teflected/ in the lucid streams
below" might have been useful in exploring the hero's
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psychological states and the stream-of-life motif.

Because of the poem's fragmentary nature, we can only
surmise what Prince Athanase would have meant had Shelley
been able to complete it. What may have been one reading of
the poem would have invoived a definition of love somewhat
like that still to be developed in Epipsychidion and A Defence
of Poetry. For example, although the speaker's paean to Love
does begin rather abruptly, there are several implicit themes
that warrant at least passing considerztion:

Thou art the wine whose drunkenness is all

We can desire, 0 Love! and happy souls,

Ere from thy vine the leaves of autumn fall,

Catch thee, and feed from their o'erflowing bowls

Thousands who thirst for thine ambrosial dew.

(11. 136-140)

Love is here equated with the highest level of knowledge.
The "o'erflowing bowls" are, in actuality, a variant of the
fountain imagery described earlier in Alastor and this work.
Love itself is infinite in supply, but man must will himself
to partake of it. The more individuals drink from those
"o'erflowing bowls," the more they can nourish others. Shelley
presents to his readers his re-working of the miracle of the
loaves and fishes. Man cannot exhaust love, but paradoxically
he seems to increase it by using it. To an extent, Shelley
says here about love what he was to repeat, in a different form,
about high poetry in A Defence of Poetry:

All high poetry is infinite; it is as the first acorn,

which contained all oaks potentially. Veil after veil

may be undrawn, and the inmost naked beauty of the meaning

never exposed. A great poem is a fountain for ever over-
flowing with the waters of wisdom and delight.30
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Similarly, this section of Frince Athanase and the passage
from the essay might serve as helpful guidelines in inter-
preting the following lines from Epipsychidion:
True Love in this differs from gold and
clg
That to divide is not to take away.
(11. 160-161)
In Prince Athanase, the division of love by the "happy souls*
will quench the longings of other "thousands who thirst for
thy ambrosial dew!™ But the effects of love are not limited
to man. Love's infinite supply extends to Nature and restores
and beautifies her:
Thou art the radiance which where ocean
rolls
Investest it; and when the heavens are
lue
Thou fillest them; and when the earth is
air
The shadow of thy moving wings imbue
Its deserts and the mountains, till they
wear
Beauty like some bright robe.
(11. 141-146)
One thinks ahead once more to A Defence of Poetr , where Shelley
says that "poetry 1ifts the veil from the hidden beauty of the
world. and makes familiar objects be as if they were not
familiar-- "till they wear/Beauty like some bright robe."
Finally, the force of love is a re-animating one. To
enable us to understand this more clearly, Shelley compares
1t to the "soft air in spring which moves the unawakened forest."
Hence, we can appreciate the significance of Athanase's pro-

posed journey, which was to begin amidst the "white Alps,"
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because without love he is entombed in "shrouds of snow."
He can arise only when love resurrects him. Unloved, he must
die.

The concluding lines also look back to Alastor. Although
the extent of the relationship between its Invocation and
"Hymn to Intellectual Beauty" is highly debatable, here Shelley
seems to conceive love as an aspect of the force of
"Intellectual Beauty." The shadow of thy moving wings" and
"thou Tloatest among men" read like drafts from the 1816
"Hymn. "

Shelley also refers again to the discord that he perceives
in a world seemingly bereft of love--a world eventually little
changed from that described in the Preface to Alastor:

the weak
Alone kneel to thee, offering up the
hearts
The strong have broken.
(11. 152-153)
Shelley's association of love with the "soft air of spring"
as an animating force might have been expanded and diversified
in the deathbed scene that was to have concluded the poem.
In this work, Shelley clearly conceived of the poet's beloved
as a mortal figure and therein lay the problem. When he des-
cribed the woman who would have appeared to Athanase, he went
beyond the suggestion of a physical being envisioned in a

dream. As I noticed earlier, Prince Athanase was meant to be

a more intimate, more personal rendering of the themes pur-

sued in Alastor. 1In describing the woman, Shelley once more
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found it helpful to utilize lunar imagery:

Her hair was brown, her sphered eyes were
brown,
And in their darkx and liguid moisture
swan N
Like the dim orb of the eclipsed moon.
(11. 155-157)
By doing that, however, he became prey to the same doubts about
the validity of his concept that beset the hero of Alastor.
In addition to his difficulties with the concept of love that
he explored in the quest poems, Shelley's own experiences and
subsequent disillusionments with the women in his 1life had
to undermine his confidence and hope that "the lady who (could)
really reply to his soul" would ever appear and remain with
him. Lacking that belief, he could no longer pursue "a fuller
development of the ideal character of Athanase.® As a con-
sequence, Frince Athanase, like its 1815 antecedent, remains
thematically incomplete in its exploration of the triad of
Poet, Love, and Death that so obsessed and frustrated its

author.
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Chapter IV. ZEpivosychidion: The Triumph
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o+

L tutto asscrto
In cuel leggizrdre ispetto, un altro cielo
Lirar credetti, un altro cielo in 1ei

Eripsychidion, the last of the three cuest poems, invites
more autobiographical feading than any other of Shelley's works.
That he calls his beloved "Brily" undoubtedly encourages this .
approach. Among many critics, Kenneth Cameron and Kewman ‘w'nit-;
have been major forces stressing the close relationship between
Shelley's personal life and his work. While this approach does
clarify some of the difficulties of Zpipsychidion, it should
not be considered the only valid method. Rather, one would dc
well to remember that "Emilia Viviani was only the occasion
and not the -:ause“2 of the composition. We must not forget
that this poem is Shelley's most profound and mature treatment
of a theme that had obsessed him during his life. In other
words, even without Emilia Viviani and her influence, Shelley
might also have composed an Epipsychidion of some sort. The
fact that a full third of the poem comments on his previous
exploration of the quest theme should be helpful in establish-
ing a relationship among Alastor, Frince Athanase and
Epipsychidion. 1In addition, the same triad of poet, Love, and
Death exists, a triad which Shelley explores more definitively
than he had in the earlier poems. The focus of this section
of the study, therefore, will be to show how Shelley finally
resolved for himself the roles of Love and Death in the poet's

life.

Before considering the text itself, it is necessary to
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note a few characteristics of Shelley's Advertisement to his
poeri. For example, we are introduced to the poem by a speaker
whe irforzs us of the death of the hero. Thus, Epipsychidion,
like its predecessors, -begins with the death of a poet. 1In
deseribing the poet's life, the speaker refers to some of the
youth's attributes, which are similar to those of the youtn
in Alastor and the good prince. We know that he was unigue
among mankind and that "his life was singular.” But the hero,
like the previous heroes, remained apart from this world:

it was his hope to have reslized a scheme of life,

suited perhaps to that happier and better world of

which he is now an inhabitant, but hardly practicable

in this.k
If we did not know the source of this quotation, we might spec-
ulate that it referred to the "child of genius” or Athanase--
with one significant qualification. The speaker himself refers
to "that happier and better world of which he is now an in-
habitant." Thus, he begins to dispel the arbiguity about an
after 1life that had made interpreting the earlier quest poems
so difficult. Also, the speaker's belief that death was a
benevolent force in the hero's life would suggest that the poet
had lived as a solitary among men. Once again, the themes of
isolation and separation emerge as dominant concerns of Shelley.
As we have noted previously in both Alastor and Prince Athanase,
the speaker also comments on other poets and their works. Here,
the Advertisement specifically refers to Dante's Il Convivo,

but the poem also recalls other works by Dante and some by
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Petrarca.6 In addition, Shel}ey's separation of himself from
the poet figure parallels a similar technigue used in the
Freface ané opening of Alastor. His appeal for "a smile not
of contempt, but pity: .for this "unfortunate friend" reninds
us of the speaker's lamentations for the herc of the 1815 poen.

Like Alastor, Epipsychidion begins with an invocation.
But it is the differences between the two openings that should
especially interest us. One essential difference is that the
poet, although dead, speaks directly to us at the outset.
Shelley has dispensed with the convention of the speaker in
Alastor appealing for inspiration and then narrating the tale
of the youth. Instead, we are much more involved with the
poet's tale in Epipsychidion because he personally narrates it.
Second, the poet, by directly addressing his Ideal, places the
entire situation in a more social context: speaker, beloved,
and audience. The remoteness from humanity that characterized
the situations of the other heroes seems less prevalent here.
The key to this last distinction would seem to be the overall
tone of Epipsychidion. No longer do we have the autumnal
somberness of Alastorj in Epipsychidion we have a poem of
warmth, growth, fruition, and fullness. For Epipsychidion's
unique quality is its triumphal ascent beyond mutability and
Death.

One way that Shelley's triumphant spirit manifests itself
is through his extensive use of exclamations. This is evident

in the opening direct address:
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Sweet Spirit! sister of that orphan one,
Whose empire is the name thou weepest
on,
In my heart's temple I suspend to thee
These votive wreaths of withered memory.
(11. 1-Y%)
A number of interesting possibilities emerge from these lines.
That Shelley addresses her as a "Sweet Spirit" suggests the
influence of the Italian Renaissance poets whom Shelley had
read, assimilated, and on occasion translated. In particuler,
Fetrarca's "Gentil mia Donna, i'veggilo" (72) seems a likely
source for Shelley:
¥y noble Lady, I see in the moving of your eyes
a sweet light that shows me the way that leads to
Heaven; and through long habit, there within where

with Love I sit, almost visibly your heart shines
through.9
(11. 1-6)

What is essential to a correct reading of Epipsychidion is
the realization that the "Sweet Spirit" should not be equated
solely with Emilia Viviani. Shelley's "Emily" is not ex-
clusively a human counterpart like Dante's Beatrice or
Petrarca's Laura. The first twelve lines can clarify this.
After hailing his "Sweet Spirit," the poet calls her "sister
of that orphan one." Now, it would be natural to assume that
Shelley refers to Mary Godwin. One can argue that Shelley
was proposing the same type of domestic arrangement--Mary
(sister)~Shelley-Emilia(lover) that he had unsuccessfully
suggested to the young Harriet Westbrook before he deserted

her for Mary. But something more subtle occurs in these lines.
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The "orphan one" is actually Shelley speaking of himself in
the third person:
The orphan one is not Mary, but Shelley himself, or
better. the spirit-of Shelley, who, by the way, was
as much an orphan as Mary and was called Emilia's
brother as Mary was called Bmilia's sister.ll
This is cruclal in understanding the relationship of
Epipsychidion to the other quest poems. For Shelley con-
ceives of his beloved as a twin force and part of himself.
Once again, he explores the possibility of uniting with a
force that he imagines. Unlike Alastor in which the poet then
sought a human counterpart cf the dream maiden, Epipsychidicn
does not really deal with any new quest here. Those lines
describing the hero's search in this world comment on that
theme as Shelley developed it in the earlier works. Thus,
although Epipsychidion is certainly autobiographical, it is
primarily his spiritual or imaginative history. The following
lines are useful in this respect:
Poor captive bird! who from thy narrow
cage
Pourest such music that it might assuage
The rugged hearts of those who prisoned
thee,
Were they not deaf to all sweet melody.
This song shall be thy rose; its petals pale
Are dead, indeed, my adored nightin%ale!
11. 5-10)
Of course one can argue that Shelley refers to Emilia secluded
in her convent school. But another, more kelpful interpreta-

tion can be advanced. If we recall a passage from A Defence

of Foetry already cited in the discussion of Prince Athanase,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



133

a reading that underscores the thematic unity of the three
quest poems becomes our focus. That passage describes the
poet as "a nightingale, who sits in darkness and sings to
cheer its own solitude -with sweet scunds; his auditors are
as men entranced by the melcdy of an unseen musician."
In the opening lines of the poem, Shelley addresses his
feminized poetic self, and Emily symbolizes the poet's crea-
tive faculty. Such a reading would be quite consistent with
key lines Trom ilastor, in which the narrator relates the
poet's dream thus:
Her voice was like the voice of his own
soul
Heard in the calm of thought;
«..Herself a poet.
(11. 153-4, 181)
4lso, an equation of Emily with the more idealizing tendencies
of the poet's being recalls a similar idea developed in Shelley's
~On Love:
We dimly see within our intellectual nature a miniature
as it were of our entire self, yet deprived of all that
we condemn or despise, the ideal prototype of everything
excellent or lovely that we are capable of conceiving
as belonging to the nature of man.l3
The problematic title of Epipsychidion might then be trans-
lated as a work about or in the soul. Finally, we ought not
to overlook the incestuous element that so often fascinated
Shelley. In this work, for example, he exultantly calis
Emily his "Spouse," "Sister," "Angel." The incest theme is

mentioned not to suggest any type of sexual aberration on
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Shelley's part, but to indicate how intimate a part of him-
seif--because his concept of iove was begotten of himself--
this feminine complement actually was. Shelley recognized
the difficulties in deciding whether that complement was
both Ideal and human when he commented that:

I think one is always in love with something or other;

the error, and I confess it is not easy for spirits
cased in flesh and blood to avoid it, consists in

seeking in a mortal image the likeness of what is,

perhaps, eternal.ll
Epipsychidion is Shnelley's rectification of that error in the
quest poems.

Returning to the opening lines, we need to expand upon
several ideas. While the passage from A Defence of FPoetry
proves helpful for comparative purposes, a crucial distinetion
between the concept of the poet in the poem and the essay nust
be stressed. In the essay, Shelley states that the roet's
"auditors are as men entranced." Thus the poet's scng pro-
duces positive effects upon the world despite the singer's own
basic solltude. The situation in Epipsychidion is different:
those who have isolated or rejected the poet remain "deaf to
all sweet melody" (1. 8). But why do the situations of the
two poets differ so greatly? When Shelley wrote the essay,
he was defining his general concept of what he hoped it meant
to be a poet. When he composed Epipsychidion, however, he was
narrating his actual experiences of what it meant to be a
poet.ls His own experiences could not allow him to delude

himself into believing that "his auditors were as men entranced."
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Lather, he felt too acutely the hostility or bewilderment
with which others reacted to him. Hence, a growing sense
of remoteness and separation from man led him to think of
himself as "that crphag one." All of his heroes in the
Guest poems--the youth in Alastor, Athanase "of an ancestral
name the orphan chief" and the hero in Epipsychidion--were
also alone in their worlds.

In the opening lines Shelley also concerns himself with
Images of decay and deterioration. For instance, he speaks
of "these votive wreaths of withered memory," "petals pale,"
and a "faded blossom." Woodberry suggests that "the idea of

the captive bird leads at once to Shelley's imaging his rela-

tion as that of the rose to the nightingale, but a rose with-
out mortal life or passion, a dead and thornless rose; and,
directly, in lines 13-18, the image of the bird and the cage
loses touch with Emilia and becomes the metaphor for the
spirit in the body.“l That is, Emilia has been displaced

as a central image in the poem--at least temporarily. Were
Emilia to be identified solely with La Viviani, this certainly
would seem to be so. But Woodberry could have extended the
imagery to include the "Sweet Spirit." Read in this way,

the opening lines maintain a unity that critics are sometimes
reluctant to concede to the poem. What Shelley achieves here
is a tribute to his own poetic nature in a manner somewhat
reminiscent of the speaker's tribute to the poet in Alastor.
Within his tribute is a lament for a part of his nature

already dead. He conveys this sense of personal loss through
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the imagery of decay:

This scng shall be thy rose; its petals pale
hAre dead, indeed, my adored nightingale!
But soft and fragrant is the faded blos-
ind it had no thorn left to wound they
bosom.
(11. 9-12)

The poem itself will remain a lasting tribute to his
idealistic hopes and aspirations, even if his actual exper-
iences preclude their fuifillment here. For instance, when
he promises to the "Sweet Spirit" that his song shall be thy
rose" he offers his poem as a chivalric tribute to his lady.
Though ther physical characteristics of the poet in the guest
are subject to alteration--"its petals pale/ire dead, indeed,
my adored nightingale!"--his essence remains. That the faded
blossoms remain "soft and fragrant" suggests that something
of the poet remains (i.e., his work) in a world of mutability.
In Epipsychidion the poet's belief in and devotion to his
vision, even when he cannot attain it here, gives this poem
its impetus. The poet cannot prove the existence of an ideal-
ized Love, but his belief in its existence remains firm.
Since he has not yet succeeded in uniting with the woman who
embodies this love, the poet shifts the locus of that union:
he desires to transcend the world.l It is this undercurrent
of transcendence, which finally becomes the raison d'€tre of
this composition, that finally distinguishes Epipsychidion
from 1ts predecessors.

Shelley's tenacious adherence to a belief in the possi-

bility of discovering an Ideal Love receives comment threugh-
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out the poem:

High, spirit-winged Heart! who dost
forever
Beat thine unfeeling bars with vain en-
deavor .
Till those bright plumes of thought, in
which arrayed
It over-spared this low and worldly shade.
(11. 13-16)
These lines honor both the poet and his beloved, for ideally
they should remain one and inseparable. Here, Shelley bears
eloguent and moving testimony to his own sense of failure.
ike a poetic Icarus, he has soared too high to attain a
vision which the physical world cannot contain: “those bright
plumes of thought, in which arrayed/It over-soared this low
and worldly shade,/Lie shattered."
Shelley achieves a fascinating comparison of opposites.
In thought he has been able to soar beyond the confines of the
world, but that does not compensate for isolation from humanity.
Neither, however, does life in the world which is experienced
as "this low and worldly shade." By imprisoning the poet and
frustrating his efforts, he becomes totally alone--being an
inhabitant of neither this nor the Ideal world. Yet,
Epipsychidion is not pessimistic. True, it concerns itself
with the failure of poetic aspirations, but in charting that
failure Shelley does achieve a resolution of confiicts. This
accounts for the adamance of his assertion that the "High,
spirit-winged Heart forever beats thine unfeeling bars with

vain endeavor."
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Within his adamance is Spelley's sense of inevitable
triumph. "Thine unfeeling bars" (like the "narrow cage")
should be interpreted as the physical limitations which the
werld attempls to impose upon poetic natures. According to
the poem, this cannot happen.

We realize this when we are introduced to an astonishing

list of metaphors:

Seraph of Heaven! too gentle to be
human,
Veiling beneath that radiant form of Wo-
man
All that is insupportable in thee
Of light, and love, and immortality!
(11.7 21-24)
When reading this opening hymn, it is best not to identify
Shelley's "Seraph" with any particular person. Instead, we
20
should identify the "Seraph" with the Idea of Woman, an
idealized concept that embodies all intellectual, imaginative,
emotional, and physical capacities. Emily, though, remains
relatively abstract. A helpful analogy would be to compare
Emily to the Blessed Virgin whom many Catholics revere more
as a symbol of purity, love, and kindness than as an actual
personage. Petrarca's "Vergine Bella" seems helpful in ex-
panding upon this concept:
Beautiful Virgin who, clothed with the sun and
crowned with stars, so pleased the highest Sun that
in you He hid His light: love drives me to speak
words of you.21

Not only is the description reminiscent of that of Shelley's
Emily, but it enables us to perceive how the poetic/religious
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inteilect can trznsforrm a mortal entity into a divine one.
4 particular woman becomes the symbol of Woman. In this way,
Shelley began to resclve one of the major dilemmas in ilastor
and Prince Aithanase: the desire of "meeting an understanding
capable of clearly estimating /the poet's/ own."22 Shelley
realized that his concept of love could not be incarnate.
Instead, he conceived love in the vision which his Imagination
recreated, but he no longer sought in this world a human counter-
part to himself and to his vision. As Shelley continues to
praise Imily, his poetry utilizes extensive astronomiczl imagery.
That he had to use this type of description indicates that the
“"Seraph" really cannot be adeguately deseribed even in poetry.
For, at best, it can only suggest rather than define the nature
of Shelley's inspiration:

Veiled glory of this lampless Universe!

Thou Moon beyond the clouds! thou living

;",xnongFttjzgne1 Dead! thou Star above the

Storm!
(11. 26-28)

He views her through a scrim, suggestive of her spiritual,

other worldly nature: she is veiled, beyond the clouds, and
above the storm. Thus, we have another poem dealing with
Intellectual Beauty.2 Is not Shelley extending his ideas

in the 1816 "Hymn" in a more elaborate form? For example,

her veiled nature recalls the description of Intellectual Beauty
as "the awful shadow of some unseen Fower/Floats though unseen

among us/...Like clouds in starlight widely spread." When
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Shelley refers to the "veiled, glory of this lampless Universe,"
he echoes Stanza IV of the "Eymn":
Thou, that to human thought art nourish-
ment, .
Like darkness to a dying flame,
Depart not as thy shadow came!
(IvV. 11. 8-10)
But man does not have to be abandoned to "a dark reality"
~-as the following lines in Epipsychidion make explicit:
Thou Wonder, and thou Beauty, and thou
Terror.
Thou Harmony of Nature's art. Thou Mir-
ror
In whom, as in the splendor of the Sun,

411 shapes look glorious which thou gazest
on.

(11. 29-32)

Shelley stresses his conception of the "Seraph of Heaven"
as a moral, animating force. The significance of these lines
is at least threefold. First, in looking upon the poetic
presence, the spectator glimpses what he himself might be under
the perpetual influence of poetry. As Shelley declared in
A Defence of Poetry, "Poetry is a mirror which makes beautiful
that which is distorted."zq‘ By peering into the pool of "a
soul within our soul," the poet beholds himself reflected in
his purest, brightest light, in "a mirror whose surface re-
flects only the forms of purity and brightness.“2

A second way of understanding these lines is to say that
this Force could restore us to an Edenic state of innocence.

Before any restoration is possible, however, a serious problem
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must be confronted: we must ayait the moment when the "Seraph"
chooses to visit us. Fart of the difficulty occurs because
our linguistic faculties, as Shelley suggests, are limited

in their range. Foetic language can only approximate the ex-
tent of the "Seraph's" glory. By extension, the other facul-
ties are likewise limited, and thus the poet depends upon the
radiance of Emily to effect his transformation. The situation
is analogous to one's looking at the sun in its fullest
intensity. Eventually, the individual can no longer stand
its brilliance, but its warmth continues to penetrate him.
Likewise, the poet cannot completely pierce the veil between
this world and the Ideal one which obscures his animating
force, but when Erily's shining gaze does at times pierce the
veil, then his vision is strengthened.

Last, the entire situation and process are somewhat
Dantean in concept, and Joseph Mazzeo's commentary on Beatrice
in Il Convivio seems especially helpful. He observes that
"her beauty has not only a revealing power but a saving power
in that it can make a new nature in those who gaze upon it":

thou Mirror

In whom, as in the splendor of the Sun,

All shapes look glorious which thou %ii?sgoggé)
Continuing the discussion of Dante and his work, we ought also
to consider Shelley's associatlon of his "Seraph" with light
imagery: she is radiant, a light, a Star, a Mirror. She

radiates amidst a universe cast into gloom, doubt, and despair
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("veiled glory of the lampless Universe"), and here her pur-
pose has a definite affinity with the Beatrice of Il Convivio
who "gives light to those who are in darkness and in gloom."
Although Dante certainly influenced Shelley, we must not
equate Emilia Viviani with Beatrice. For Dante, Beatrice re-
mained an inspiration both as the actual woman whom he loved

and as la divina creature whom he imaged. But in Shelley's

case, it would be erroneous to think that Emilia exerted, or
could ever have exerted, a similar power over the poet. Whereas
Dante devoted his entire being and genius to Beatrice,28
Shelley proved himself incapable of a similar devotion to a
single woman. Instead, he ultimately conceived a feminine
Ideal who symbolized all qualities of the various women whom
he had loved.
As the poet concludes the first of many hymns to Emily,
she has gazed on him and inspired him: "ay, even the dim
words which obscure thee now/Flash lightning-like with unac-
customed glow." The poetic imagination has begun to create.
To relate this unique experience, the speaker uses reii-
gious imagery. Again, his language can only suggest the ex-
perience, for language is, after all, limited in its power.
But the importance of the moment cannot be denied:
I pray thee that thou blot from this sad
Aigngf its much mortality and wrong,
With those clear drops, which start like
sacred dew

From the twin lights thy sweet soul dark-
ens through.
(11. 35-38)
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By creating poeiry, the post J:.mmcrtalizes Emily and himself:
"Then smile on it, so that it might not die."29

vWhat is most fascinating about this sesction is Shelley's
interesting variation on his use of "twin" imagery. First,
he rather conventionally refers to Emily's eyes "twin lights,"
but he brilliantly expands his conception in a crueial line:
"I thought before my death to see/Youth's vision thus never
made perfect." (11l. 41-42) Shelley seems to mean vision in
two ways. First, he has imaged the woman of the Ideal Woman.
Thus, the powers of his poetic intellect have allowed him to
glimpse a vision in this world. But Emily is not merely poetic
inspiration. More importantly, she is eguated with Love.
Nowhere in the previous quest poems has a speaker been embold-
ened to declare his love: "Emily, I love thee." The love
that he declares is one that Shelley had elaborated upon in
A Defence of Poetry. For him, poetry is always a moral force
which can guide man to achieve his divine potentiality. Vhat
Shelley means by love in his declaration to Emily could cer-
tainly include the sexual element, but he also sees love as a
force emanating from poetry which can redeem the fallen world:
"The great secret of morals is love! or a going out of our
own nature, and an identification of ourselves with the beau-
tiful which exists in thought, action, person, not our own....
The great instrument of morszl good is the imagination; and
poetry administers to the effect by acting upon the cause.“30
To understand this more fully, we must read ahead to the con-

cluding lines of this section: "I am not thine--I am part of

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



i
31

thee.® This desire for absorption into another (and for
Shelley higher) entity had also appeared in Alastor: "With
frantic gesture and short breathless cry/Folded his frame in
her dissolving arms." .In Epipsychidion, this fusion is a
spiritual experience: the force of Emily has descended upon
the speaker and.he is transformed into a poet. Through that
"great instrument of moral good," he has gone out of his own
nature and identified his being with Bmily. When we under-
stand how Emily complements his being, we understand the need
of Shelley to use "twin" imagery. He still yearns for an
"incestuous" union with one who co-responds fully to his own
nature: "Would we two had been twins of the same mother!®
But Shelley's lin= is both conditional and plaintive because
such has not been his experience. Realizing this, he suggests
znother relationship: "Or that the name my heart lent to
another/Could be a sister's bond for her and thee." 2

What he hoped was that both women--Emilia Viviani and
Mary Shelley--might inspire him by "blending two beams of one
eternity." They would then by supplementary forces of each
other and symbolize his complete feminine (poetic) nature.
That Shelley conceived of two women embodying that portion of
his being of course underscores his doubts that this Love could
ever be embodied in a single person. Certainly the fact that
he suggests the "sister's bond" as an alternative to one
antitype seems to be an admission that the expectations of
realizing his guest had modified even if his aspirations had not.

Shelley admits as much:
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These names, though dear, could paint not,
as is due,
How beyond refuge I am thine. Ah me!
I am not thine--I am a part of thee.
(11. 50-52)

The spezker's exclamation "I am part of thee" transports
him beyond earthly attachments, and he now cherishes Emily
for what she symbolizes poetically. If she has transformed
hinm into a poet, he has certainly transformed her into a
divinity in the poem. The process is a reciprocal one. Ry
peering into her "twin lights," he begins to see imaginatively
about and beyond him. Thus, we now have the second reading
of "I never thought before my death to see/Youth's vision
thus made perfect."

During the composition of his tale, the speaker constantly
reminds his audience of the burden that he feels as a poet.
Throughout Epipsychidion this recognition of the difficulty
of creating poetry becomes one of its signatures:

I measure
The world of fancies, seeking one like thee,
And find--alss! mine own infirmity.
(11. 69-71)
Later, he becomes almost desperate about the poetic task that
he has delegated to himself and agonizes "Ah! woe is me!/What
have I dared? where am I lifted?" His admission of vulner-
ability creates a greater sympathy for him from his audience
and, conseguently, a greater intimacy between them. The poet

is more recognizably human and frail. His use of the first

person also makes Epipsychidion the most personal of the three
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quest poems. .
This personal element is especially evident when the poet

narrates his tale. His audience is more closely engaged in
his history because he ‘directly relates his experiences to
his readers. A4s his audience, we realize through the exper-
ience of reading the poem that Epipsychidion at its conclusion
celebrates the union of Love and Death. The opening of the
tale begins the poem's movement toward ultimate affirmation
anidst doubt, and permanence despite mutabiiity:

She met me, Stranger, upon life's rough way,

And lured me towards sweet Death; as Night by Day,

Winter by Spring, or Sorrow by swift Hope,

Led into light, life, peace.

(11. 72-75)
The tone here is one of acceptance and joy. To understand this,
we should focus upon "sweet death." Death is not "sweet"
because it is the final escape from this world--the total ex-
tinction of being. Instead, Death is, for the speaker, his
means of attaining Life, of escape to the world of Love.
This gradual shift in the speaker's relationship to Death

becomes a very positive relationship. The "Sorrow" that the

heroes of Alastor and Prince Athanase bore until death now

yields to the "swift Hope" of attaining Love through Emily.
Under her guidance and inspiration, the poet composes another

hymn of praise to her:

the brightness
Of her divinest presence trembles through
Her limbs...
And from her lips, as from a hyacinth full
Of honey-dew, a liquid murmur drops,
Killing the sense with passion.
(11. 77-79, 83-85)
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These liness certainly echo descriptions of the veil€d-maiden
of Alastor and the brown-heired, brown-eyed woman of Prince
Athenase. But to identify Emily solely with Emilia Viviani

is a mistake--despite the physical attributes of the beloved
in Epipsychidion. This poem is Shelley's tribute to Emily

as Woran--as the perfected feminine half of the poet's self.
She complements him in a way that no individual ever could.
This is evident from the description of Emily in Epipsychidion.

In Prince Athanase, for instance, Shelley assigned specific

physical qualities to his dream maiden; in this work his
physical description of her quickly fuses into his vision of
her. In this section (1l. 77-123), she is described more as
a disembodied eniity than as a human cne. Although man is
subject to mutability, Shelley wants to believe that Emily
will undergo no such change. She is compared to the
"inextinguishably beautiful" Moon, to the sunbeams "which
ever leap." Emily is all sources and reflections of light
and shines eternally:
one intense
Diffusion, one serene Omnipresence,
Whose flowing outlines mingle in their flowing....
...ending never,

Till they are lost, and in that Beauty furled

Which penetrates and clasps and fills the world;

Scarce visible from extreme loveliness.

...2nd in the soul a wild odour is felt,

Beyond the sense, like fiery dews that melt

Into the bosom of a frozen bud.
(11. 9%-96, 101-103,
109-111)

Gradually, Bmily assumes the role that Shelley assigns to

poetry in A Defence of Poetry: "It is the perfect and consum-

mate surface and bloom of all thingsj...a word, a trait in the
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representation of a scene or & passion, will touch the en-
chanted cord, and reznimate, in those who have ever experienced
these emotiﬁns, the sleeping, the cold, the buried image of

the past.“j Both Zrily and poetry can be placed in a clearer
context by recalling the discussion of love in The Bancuet.
Shelley's identification in Epipsychidion of love with re-
animation and vitality derives to some extent from a discus-

sion between Diotima and Socrates:

Leve, then, O Socrates, is not as you imagine the

love of the beautiful.'..'What then?!'--'0f generation
and production in the beautiful.'--'Why then of
generation?'--'Generation is something eternal and

immortal in mortality.35

What Emily becomes for Shelley is a union of love and poetry.
Her generative and regenerative powers--the "fiery dews that
melt into the bosom of a frozen bud"--kindle Shelley's imagin-
ative processes and by implication man's. Just as spring con-
vinces man that death is not a permanent force in the natural
world, but a temporary one, so too does the composition of
poetry allow him to be reborn spiritually and imaginatively.
Death thus becomes a necessary experience through which one
can be regenerated eternally.

By appreciating Shelley's conception of Emily, we can
better comprehend what Shelley thought that man might become.
She is a mirror image of his potential divinity. Locking into
the pool of Narcissus, man is enamoured not of what he is but

of what he might become:
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a mortal shape indued
With love and life and light and deity,
And motion which may change but cannot die;36
An image of some bright Bternity;
4 shadow of some golden dream; a Splendour
Leaving the third sphere pilotless;37 a tender
Reflection of the eternal Moon of Love
- ..4 Netaphor of Spring and Youth and Morning.

(11. 112-118,
120)

In this section Shelley expands upon his concept of the dream-
maiden and assigns her an importance that far exceeds any
suggested in the earlier quest poems. He conceives her as
a spiritual deity whose love can re-animate the world. Like
a somewhat Christlike figure, Emily--so Shelley hgped-—could
3
redeem the world "from its visitations of decay" through the
penetrating force of her love. He also had hoped that Emily,
like Christ, would appear as the Incarnation of Love:
a mortal shape in-
dued

With love and 1ife and light and deity,

.+.A vision like incarnate April, warning,

With smiles and tears, Frost the Anatomy

Into his summer grave.

(11. 112-113, 121-123)

To some extent, Shelley reworks the Christian myth of resur-
rection here. Just as the souls of the dead are believed to
arise at the time of death and again at the time of the Last
Judgment, a similar event is suggested here. According to
these lines, much of the world's good impulse has died, or at
least lies dormant (to use a secular comparison). Yet under
the radiating influenee of Emily, that good, and indeed the

universe as a whole, can be regenerated. This is why Shelley
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has expanded the sphere of Ezxily's force from "fiery dews
that melt/Into the boscm of a frozen bud" to a salutation of
her as z more extended "Metaphor of Spring and Youth and
Morning."

The presence of Emily can nurture the world as Nature
nurtured the youth in Alastor. To convey this idea, Shelley
relies very much upon a description of her in terms of Spring
imagery. He has departed from the more limited conception
of Emily as any particular woman. As Alastor and Prince
Athanase had indicated to him, such a concept was too unsatis-
factory. But by ascribing to Emily the powers of April which
warn "Frost the Anatomy/Into his summer grave," Shelley is
finally assigning an identity to this "Sweet Spirit" that
transcends the limitations of mutability. Also, he uses the
interaction of this Spring deity and Frost to prepare us for
his own salvation and resurrection by the powers of his Vision
(11. 300-3%4). Here, Frost descends into its grave, but it
is a "summer grave." Thus, there is the promise of renewed
life and fruition. Likewise, the poet constantly fears his
destructicn (of his imaginative powers),

Ah! woe is me!
What have I dared? where am I 1ifted?
Shall ?wdescend and perish not?
(11. 123-12%)
but hopes that the force of Love will renew him and inspire

his efforts:
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Lady mine,
Scorn not these flowers of thought, the
fading birth,
wWnich from its heart of hearts that plant
puts forth,
Whose fruit, made perfect by thy sunny
eyes,
Will be as the trees of Faradise.
(11. 383-387)
"Ah! woe is me!/Vhat have I dared? where am I 1ifted?/how/
Shall I descend and perish not?" indicates Shelley's continu-
ing awareness of the chasm between an Ideal Love and his
realization of It here." How shall I descend and perish not?"
goes to the very center of the quest poems. How, indeed, can
Shelley reconcile his imaginative aspirations of ang vearning
for this Love with the frailties that he perceives throughout
mankind? Alastor and Prince Athanase both suggest a negative
response.
The speaker's vulnerability and doubts continue into the
next section:
Spouse! Sister! Angel! Pilot of the
PFate
Whose course has been so starless!
(11. 130-131)-
His addressing Emily as "Spouse!" "Sister!" and “Angel!" reveals
the extent of his own dependence upon her and of her importance
in his life. Obviously, few, if any, women would have been
able to fulfill Shelley's expectations. While he does call
Emily "Spouse," we must not forget that she is also his "Sister"
and "Angel." Remembering her various roles allows a proper

perspective on the section dealing with the poet's definition

of "True Love." Although one can assume that Shelley's union
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here with the embodiment of the vision would have been of a
sexual nature, it would be wrong to define that union solely

in terms of sexuality. As this study has shown, Shelley
gradually realized the-futility of seeking his feminine counter-
part here, and the element of sexual _ove does not receive the
zttention in this work that Shelley had accorded it in the
poet's dream in Alastor.39 Instead, weushould focus more on
the spiritual element in Epipsychidion. 0 For example, although
Shelley identifies Emily with his sister, he is not proposing
an incestuous physical relationship. On the contrary, it is
evidence of how deeply he longed for a woman who was a pcetic
twin, who was his feminine self. The term "Sister" recalls

his earlier ardency when he exclaimed, "Would we two had been
twins of the same mother!" To refer to Alastor, we might sug-
gest that he still yearns for a woman, "herself a poet," who
complements and comprehends his aspirations and imaginings.
That he yearned for such a woman does not mean that Shelley
still believed that he would find her. Although Epipsychidion
considers Emily's influence upon the world in general, the

poem really remains very much a private statement. The work
does not expand to a celebration of the new world that poetry
can effect. Epipsychidion lacks the Act IV of Promethus
Unbound in which "poetry creates anew the universe" for mankind.
Instead, Shelley is more interested in setting forth his
personzal intellectual history and its relationship with Emily.
In that sense, Epipsychidion's hero is closer to the solip-
sistic youth of Alastor than te the social poet of Erince
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Athanase. Despite his stated, passion for reforming the world,
a2 more urgent desire for experiencing Love dominates
Epipsychidion.

Shelley's realization that he was not destined to succeed
in finding a co-respondent woman could have led to & para-
lyzing despeir sirilar to that of the youth in Alastor. But
Epipsychidion is a poem of hope, and Shslley can hope because
he found consolation in the conception of HEmily as the power
of Love, his "virtus unitiva." More than "Spouse" or "Sister,"
Emily is Shelley's, and the world's, "Angel" who will guide
him to EBternal Love.

To stress his conception of Emily as his "Guardian Angel,"
Shelley resorts to religious language in this address to her:

Oh, too soon adored by me!
For in the fields of immortality
My spi;:‘;gn:hould at first have worshipped

A divine presence in a place divine.
(11. 132-135)

Shelley worships at the altar of his beloved goddess:

I love thee; yes I feel

That on the fountain of my heart a seal

Is set, to keep its waters pure and bright

For thee.

(11. 138-141)

It is useful to equate Emily with a basically divine force in
order to prepare for the direction that the remainder of the
poem tekes. Stated briefly, its concerns become increasingly

less mundane and more other worldly. There is an earth to
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"heaven" movement that conﬁiasts markedly with the decidedly
physical locus of Zilastor.

Shelley makes this distinction in this portion of
Epipsychidion. As an &lternative to adoring Emily "in the
fields of immortality," Shelley states that he "should have
moved beside it (her spirit) on this earth,/A shadow of its
substance from its birth." But he has done neither and re-
mains dissatisfied with his present state: "But not as now."
Thus, he seeks some way of uniting with the eternal world of
Love, and he looks to his "Pilot of the Fate/Whose course has
been so starless" to lead him. The role that she will assume
is that of a mediator between mortal and the Divine ("some
bright Eternity"), a mediator "between what is divine and what
is mortal."

In this section, an increasing sense of intimacy between
speaker and Emily emerges. This intimacy is conveyed simply
and aptly by the use of the personal "we" and in connection
with a musical analogy. The "we" has the effect of uniting
them in spirit, if not in body, and Shelley uses the concept
of combining notes of music to produce harmony to establish
his feeling gf oneness with Emily. "It is not melody alone
but harmony" that has been created here:

We--are we not formed, as notes of music
For i;:’another, though dissimilar;
Such gggerence without discord as can

Those sweetest sounds...?
(11. 142-145)
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The speaker becomes the instrument of poetic inspirastion
through whom Emily speasks. This episode is another variation
cn the Pentecostal theme that we observed in the Invocation

of Alastor: "I wait thy breath, Great Parent":

Thy wisdom speaks in me, and bids me
are
Beacon the rocks on which high hearts are

wrecked.
(11. 146-147)

Shelley's description of himself as a beacon helps us to
understand better his role as a vessel of Poetry. He hopes
that the Splendor of Emily will guide others and that her
Splendor will be diffused through his poetry. In a way, he
takes up the concerns that he explored in the Freface to
Alastor. The "high hearts" whom he now wishes to instruct
would correspond to the "luminaries of the world" whom he
mentioned in the Preface. This image of the poet as a
beacon of truth ("thy wisdom speaks in me") in a world of

ignorance also recalls the lines in Prince Athanase in which

Laian's turret lighted the way of the fichermen to safety.

In addition, the poet is a beacon to himself. His
composition will assuage the feelings of disillusionment and
futility which have beset him during the course of his quest.
The speaker in Epipsychidion is the only one of the three
heroes who actuzlly composes poetry, and that process affords
him a certain consolatiofi. It accounts for the tonal dif-
ference that distinguishes Epipsychidion from the earlier

quest poems, because through the writing of his poetry the
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speaker believed that he was also achieving 2 permanent
union with Eternal lLove. The dissatisfaction expressed
as "But not as now" will gradually yield to a serenity and
acceptance that are the direct conseguence of the salutory
powers of poetry:
Vhat were virtue, love, patriotism, friendship--what were
he scenery of this beautiful universe which we inhabit;
what were our consolations on this side of the grave--
and what were our aspirations beyond it, if poetry
did not ascend to bring light and fire from those
eternal regions where the owl-winged faculty of
calculation dare not ever soar?l
The speaker communicates these powers of poetry directly
when he discourses on the nature of Love toc mankind. In the
opening lines of this revelation, he takes care to separate
himself from general mankind which he believes to be in error

about Love:

I never was attached to that great sect,
Whose doctrine is, that each should
select
Out of the crowd a mistress or a friend,
And all the rest, though fair and wise,
commend
To cold oblivion.... .
(11. 149-153)
He assumes the role of teacher and sage here. The speaker is
like Zonoras when he tries to impart some of his knowledge
to man. In this situstion, the poet functions almost like
a religious leader who wishes to convert/through Love/
others to his beliefs, thus allowing them to be redeemed.
It is necessary to place this entire section in a religious

context because Shelley's famous pronouncements on Love have
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often been misinterpreted and misunderstood. The standard
reading by some critics is that Shelley is advocating Free
Love.)+ That is true, but it is how they define Free Love
that distorts its meaning in Epipsychidion.

Shelley's concept of Free Love should not be associated
with promiscuity and licentiousness. This is a common ten-
dency of those who read too much autobiography into this poem.
Certainly Shelley was attracted to and attractive to a nucber
of women during his lifetime. Whether or not these mutual
attractions developed into sexual relationships should not
really be a key consideration for a proper understanding of
these lines. Instead, we are better critics of Shelley if
we grasp that his concept of Free Love is one associated with
generosity and selflessness, one associated with caritas. For
example, when Shelley argues against selecting "out of the
crawd a mistress or a friend," he is consciously rejecting
the exclusively egocentric concerns that characterized the
youth in Alastor. In Epipsychidion the speaker is very careful
to inform us that the rest are "fair and wise." In other
words, they too should be cherished. When an individual fails
to extend his love to others, he dooms them, and by implication
himself, to "cold oblivion.":

«..and the beaten road
Which those poor slaves with weary foot-
steps tread
Who travel to their home among the dead

By the broad highway of the world.
(11. 15%-157)
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"The broad highway of the world" indicates how pervasive this
seif-inflicted bondage has become in the universe. This is
the real message of Shelley's doctrine of Free Love: Love
can become the liberating force through which "those poor
slaves" are freed from isolation and ignorance. To place this
doctrine in even sharper focus, we should recall these lines
from Alastor:
If no bird, insect, or gentle beast
I consciously have injured, but still loved
And cherished these my kindred.
(11. 13-15)
That is Shelley's primary concern, that we learn to cherish
and love our "fair and wise" brethren. In Alastor, Shelley
restricted this interaction to the youth and Naturej in
Epipsychidion, he hopes to extend that interaction first to
poet and society and then ultimately to each person and his
society. Unless he heeds this message, man will continue on
the treadmill of enslavement in marriage and other relation=
ships:
and so
With one chained friend, perhaps a jealous
The er:x,'iest and longest journey go.
(11. 157-159)
This consideration of Free Love versus bondage is

something that Shelley takes up in A Defence of Poetry, too:
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The great secret of morals is love; or a going out
cf our own nature, and an identification of our-
selves with the beautiful which exists in thought,
action, or person not our own. A man, to be greatly
good, must imagine himself in the place of another
and of many others; the pazins and pleasures of his
species must become his own.L47

"4 going out of our own n=zture" is precisely what the heroes

of Alastor ari Prince Athanese failed to do. 4s a result,

they died in despair. Indeesd, in Epipsychidion Shelley
comrents upon the futility of anyone attempting to realize
their limited concept of love:
Narrow
The heart that loves, the brain that con-
templates,
The 1ife that wears, the spirit that creates
One object, and one form, and builds
thereby
A sepulchre for its eternity.
(11. 169-173)

In the process of composition, he also reveals the extent to
which he has learned from his past history. Hence, Epipsychi-
dion may be interpreted in part as Shelley's own admission
and recognition of his own error and as his expression of a
hope that his experiences--which have taught him--will not
be "barren of instruction to other men." Cne could not find
a better commentary upon and summation of the youth's dilemma
and tragedy in Alastor than the lines quoted above. In them
Shelley has recognized the noble aspirations and inevitable
failure of anyone "that creates/One object, and one form,

and builds/Thereby/A sepulchre for its eternity.”
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Shelley's commentary on True ‘Love is also related to a crucial
observation about the gquest for Love that he had made in the

Preface to Epipsychidion:

I think one is always in love with something or other;
the error, and I confess it is not easy for spirits
casad in flesh and blood to avoid it, consists in
seeking in a mortal image the likeness of what is, per-
haps, eternal.48

Interpreted in this context, the following lines reveal the
magnitude of Love's function (through Emily's power) in the
poem:
True Love in this differs from gold and
clay
That to &ivide is not to take away.
Love is like understanding that grows
bright

Gazing on many truths; 'tis like thy light,
Imagination....
(11. 160-16Mk)

To identify Love's mediator with Emilia Viviani would
have been another instance of a Shelleyan spirit building
"A sepulchre for its eternity." Rather, the comparison of
True Love to the Imagination seems helpful in further identi-
fying Emily as a spiritual vessel of all that is fair and wise
and beautiful in the world. For Love, like the Imagination,
from earth and sky,
And from the depths of human fantasy,
As from a thousand prisms and mirrors,
fills
The Universe with gloricus beams, and
kiils
Error, the worm, with many a sun-like
arrow

0f its reverberated lightning. X
(11. 16%-169)
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This is similar to the process by which Poetry acts upon the
Imagination (as the cause of moral good):

roetry enlarges the circumference of the imagination

by replenishing it with thoughts of ever new delight,

which have the power of attracting and assimilating

to their own nature all other thoughts....roetry is a

mirror which makeés bezutiful that which is distorted.k4g
The spheres of Love and the Imagination are enlarged by their
abscrbing moral good from the universe and reflacting back
upon the world even more Good. The Imagination, the instru-
ment of Love, constantly radiates that Good through the
efficacy of Foetry. Thus, the Imagination remains a constant
central force of morzl good at the same time that it expands
the boundaries of its effluence. It is not unlike the sun
whose..rays extend their warmth further over the earth as the
sun ascends higher in the sky:

It is at once the centre and circumference of knowledges;

It is at the same time the root and bloom of all other

systems of thought....It is the perfect and consummate

surface and bloom of all things.50

The diffusion and the radiance that emanate from the
Imagination correspond to an extension of an earlier des-
cription of Emily whose Beauty "penetrates and clasps and
fills the world." Emily, the animating force of the poet,
inspires the poet who first receives the effluences of her
rays and then composes. He is the vessel through which she
speaks, just as the Imagination is the instrument of her love,

which spane the chasm between mortzl and Divine:
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and if she finds one worthy to behold her,
that man will feel her power for salvation
when she accords to him her sazlutation,
which humbles him till he forgets all wrongs.
God has graced her with an even greater gift:
whoever spesaks with her shall speak with Him.51
After attempting to define the nature of True Love,
the speaker begins the major porticn of his quest history.
This section of Zpipsychidion reads like an elaboration of
the experiences already described in the two other quest
poems, especially Alastor. For instance, when he mentions
"a Being" whom he had sought earlier in his life, the nar-
rator makes it clear that he first "imaged to himself"
the vision and then sought a feminine embodiment of it.
In this he differs from Dante and Fetrarca who each loved
a woman whom he elevated to a position of reverence. Shellgy
has reversed the process, and this may very well account
for the apparent aimlessness of his search, first in Alastor,
then in Prince Athanase, and finally his recollection of it
in Epipsvchidion and later his subsequent collapse:
There was a Being whom my spirit oft 52
Met on its visioned wanderings, far aloft,
In the clear golden prime of my youth's
dawn,
Upon the fairy isles of sunny lawn,
Amid the enchanted mountains, and the
caves

Of divine sleep, and on air-like waves
Of wonder-level dream.
(11. 190-196)

Shelley's use of fantastical description serves for

more than decoration. In his poetry, he tries to convey the

vision of "this Elysian earth" which he one day hoped to effect
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through his works. He dedicated himself to "create anew the
universe," a commitment which he mentions in his discussion
of the nature and power of Love:
the eternal law
By which those live, to whom this world of
life
Is as a garden ravaged, and whose strife
Tills for the promise of a later birth
The wilderness of this Zlysian earth.
(11. 185-189)
Although the poet is conscious of his potential role as a
reformer of mankind, he really focuses his energies on the
more individualized aspect of his history. That is,
Epipsychidion becomes increasingly more personalized, almost
solipsistic, until the poet's sole concern is his imagined
flight with Emily away from this world.
We glimpse something of the narrator's exceedingly private

nature in the following lines:

She met me, robed in such exceeding glory

That I beheld her not. In solitudes

Her voice came to me through the whis-
pering woods,

And from the fountains of the odors deep

Of flowers, which, like lips murmuring in
their sieep

Of the sweet kisses which had lulled them
there

Breathed bu% of her to the enamoured air.

(11. 199-205)

From the moment that the narrator beheld his beloved, Love
became his Fate. Love's force compelled him to undertake

a lifelong pursuit of the feminine Ideal that he celebrated
in high verse. Shelley's inability to look directly upon his
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vision ("She met me, robed in such exceeding glory that I
beheld her not/") may have been influenced by a similar event
in Dante's Faradiso:

ma quella foigro nel mie squardo

si che da prima il viso non sofferse.

(III. 11,
128-129)

But on mine eyes her light at first so blazed,
They could not bear the beauty and the burning. 53
(III. 11. 128-129)

The important distinction that must be made is that Dante
celebrated an actual person while Shelley beheld his "Being
on an imagined shore."

From Alastor to Zpipsychidion, the spiritual nature of
this "Being" has been acknowledged, but only in the last of
the poems does Shelley admit the futility of ever finding its
mortal counterpart. Instead, Shelley transfigures his con-
ception of the "Being" ("such exceeding glory") and also de-
picts its omnipresence in Nature: "In solitudes/Her voice
came to me through the whispering woods,/A nd from the
fountains and odors deep/Of fiowers." We are once more in
a world resembling the youth's in Alastor and recalling the
situation in On Love:

Hence in solitude, or in that deserted state when we

are surrounded by human beings, and yet they sympa-

thize not with us, we love the flowers, the grass, and

the waters, and the sky. There is eloguence in the
tongueless wind, and a melody in the flowing brooks

and the rustling of the reeds beside them, which by

their inconceivable relation to something within the

soul, awakens the spirits to a dance of breathless
rapture, and bring tears to the eyes, like the enthusi-

asm of patriotic excess, or the voice of one beloved
singing to you alone.5k
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In the essay, the experience seems to be an antidote to the
speaker's feelings of isolation and loneliness, but in
Epipsychidion the episode moves the hero to seek the
Incarnation of the "Being" whom he loves:
Then from the caverns of my dreamy
youth
I sprang as one sandalled with plumes of
Andfig:;rds the lodestar of my one desire
I flitted, like a dizzy moth,55 whose flight
Is as a dead leaf's in the owlet flight.
(11. 217-221)
The speaker's comparison of himself to "a dizzy moth®
is cne that places this entire episode in a clearer perspec-
tive. Shelley realizes that any attempt to pursue his vision
in this world must ultimately fail. But he also suggests
how inextricable from his own destiny is the pursuit of that
"Being." For once he has imagined her, he mist seek her.
Because, according to Shelley, "a poem is the very image of
life expressed in its eternal truth," what the poet sees in
his vision must be true. That is, it must exist. The entire
thrust of these lines and the next one hundréd indicates
Shelley's recognition that while he still believes in the
reality of the Being, his belief that she was embodied in one
woman was erroneous. We might expect the speaker to become
despondent about the futility of his past quests. Instead,
his Epipsychidion is ultimately a poem about triumph over
mortality and its limitations. All the images of conflagra-
tion--"plumes of fire," "radiant death," and "fiery sepulchre"

--will recur in the conclusion when Shelley redefines the role

of Death and its relationship to Love and himself.
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4s he relates his past quests, however, it is clear that
he still hed not--at that time in his life--resolved this
dilemma of where he could unite with the vision. He tells us
that like a "dizzy moth" he sought his dream-maiden everywhere.
In this portion of the composition, he describes her as being
"like a god throned on a winged planet/Whose burning plumes
to tenfold swiftness fan it." But he continues to think of
her in terms of a mortal being. Rather than being identified
with any particular woman, "her burning plumes" should be
associated with the poet "sandalled with plumes of fire."
That her plumes fan the "winged planet to tenfold swiftness"
suggests the visitation of Intellectual Beauty into this "vale
of tezrs," the "dreary cone of our life's shade." Under her
presence and influence, the poet springs into intellectual
activity: Her fire has kindled his. The "Being's association
with Poetry and with the inspiration of its composion has
already been suggested earlier when the narrator defines

"Her spirit" as "the harmony of truth."

In the
words
Of antique verse and high romance, in
form

Sound, color, in whatever checks that Storm
Which with the shattered present chokes

the past,
And in that best philosophy, whose taste
Makes this cold common hell, our life, a

doom
As glorious as a fiery martyrdom.

(11. 20%-215)

Having undertaken this quest, the poet speaks of his

obsession in a highly revealing line: "I would have followed,

though the grave between/Yawned 1like a gulf whose spectres
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are unseen." At the time thgt Alastor was composed, Shelley's
own armblguity about Death left its role in the guest unclear.
As my discussion of that poem showed, he certainly equivocated
about Death and feared that it might indeed be the gulf--the
force of extinction--that would permanantly separate hinm from
the object of his relentless searching.

The irony is that Shelley gradually realized that Deazth
might be his only means of attaining a permanent union with
Eternal Love. Until then, he had to content himself with the
inrvonstant visitation of his "Being." That may be the signi-
ficance of the voice who teils the poet "0 thou of hearts/
the weakest,/The phantom is beside thee whom thou seekest."

The force exists about the poet--at least on occasion--btut he
micsinterprets that presence to be a physical one:

Then I--'VWhere?'--the world‘'s echo answered my 'where?!'

And in that silence, and in my despair,

I guestioned every tongueless wind that flew

Over my tower of mourning, if it knew

Whither 'twas fled, this soul out of my soulj;

(11. 23%-238)

The passage reveals the fatalistic control that the vision
assumes over the poet's life. Having envisioned "the ideal
prototype of everything excellent or lovely that we are capable
of conceiming as belonging to the nature of man," the poet
cannot cease in his pursuit of the vision. This is despite
his recognition that this pursuit "is the invisible and un-
attainable point to which Love tends." This is crucial because
if the poet cannot discover the antitype of his vision

but also cannot bear to be separated at any time from the

vision, then obviously he must evolve an alternative means
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of attaining his union. He alludes to his situation in the
following lines:
But neither prayers nor verse could dissipate
The night which closed on her; nor uncreate
That world within this Chacs, mine and
me
0f which she was the veiled Divinity.
(11. 241-2u4h)
The poet's imagination is powerless to prevent the
occasional departure from this world of the dream-maiden.
At the same time, so strong are those powers that the vision
within the poet cannot be entirely ertinguished. Without
her imminence, though, the Imagination does wane and she ap-
pears as a "veiled Divinity" (as opposed to one "robed in
exceeding glory"). But the poet still perceives her in his
mind, however dimly.
The poet confronts the same type of situation that the
youth of Alastor encountered:
And therefore I went forth, with hope and
fear
And every gentle passion sick to death,
Feeding my course with expectation's
breath,
Into the wintry forest of our life;
Se:eking among those untaught foresters
If I could find one form remembling hers,
In which she might have masked herself

from me.
(11. 246-249, 253-255)

These lines recapitulate that part of the hero's search for
the veiled maid in Alastor when he was beset by the twin furies
of hope and fear and later when he forsook "the cottagers, the

mountaineer, and the youthful maiden" who tried to nourish and
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befriend him. 4s he struggles through life, the poet likewise
comprehends his own errors. In that sense he is still untaught.
Only when he passes through a state in which he "was not alive
nor dead" does he begin to dispel his ignorance and to perceive
the vision correctly--youth's vision is thus made perfect.
Before he can do that, however, he plunges even more
deeply into an experiential world. One of his experiences is
an encounter with a force that envelops the poet with her
pestilence and nearly destroys him:
There,--One whose voice was venomed
relody
Sate by a well, under blue night-shade
bowers;
The breath of her false mough was like
faint flowers;
Her touch was an electric poison,--flame
Out of her iooks into my vitals came,
and from her living cheeks and bosom flew
A killing air, which pierced like honey-dew
Into the core of my green heart, and lay
Upon its leaves; until, as hair grown gray
O'er a young brow, they hid its unblown
prime
With ruins of unseasonable time.
(11. 256-266)
Attempting to identify this "One" proves to be very difficult.
ritics have suggested interpretations that range from Shelley's
having contracted venereal disease at Oxford to a particular
woman in his life. Another possible interpretation of this
perplexing event in the speaker's life is that the "One"
represents the delusory nature of life in this world. Speci-
fically, Shelley may suggest that during his youth, Life
seemed to promise him the fulfillment of his quest. This situ-

atlon recalls the experience of Prince Athanase when he

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



"meets in the ship, in which he is embarked, a lady who
appears to him to embody his ideal of love and beauty."

In EZpipsychidion, the "One whose voice was venomed melody"
can be compared to a Siren who is beautiful, but who actually
beckons the naive youth to his destruction. After all, the
speaker does tell us that she sings to him ("venomed melody")
and lures him with sweetness ("faint flowers and honey-deuw").
He is, of course, speaking in retrospect and thus can realize
how poisonous her presence really was, but in his youth such
knowledge was wanting. 4lso, a similar incident in Una

Favolse, composed at the time of Epipsychidion, may be helpful

for us to use in our interpretation of the "venomed melody":

“..Life...had the fame of a potent enchantress. She
was tall of person and beautiful, cheerful and easy
in her manners, and richly adorned, and, as it seemed
from her ready unveiling of herself, she wished well to
this youth. But he soon gerceived that she was more
false than any Siren....5
Ife to both youths seemed to promise attainment of union with
the Ideal ("e siccome dal suo svelarsi voleva bene a questo
giovane"), but for each it would eventually offer only despair
and disillusionment in their quests. Shelley comments on the
false expectations of his youth:
In many mortal forms I rashly sought
The shadow of that idol of my thought.
(11. 267-268)
Life had led him to believe that he could discover the one who
embodied the feminine nature of the poet's idealized self.

Instead, his actual experiences would suggest that life betrayed
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hin in his expectations:

4nd some fair--but beauty dies

aways;

Others were wise--but honeyed words
betray -

And one was true--oh! why not true to
me?

(11. 269-271)

This sense of betrayal that the poet experiences finds an echo
in an incident in Una Favola in which Life has persuaded Love
to abandon the youth:

And for many days these figures danced around himg

whithersoever he went, alternately mocking and

threatening himj...the fair heaven, covered with that

shadow, clothed itself in -louds before his eyes;

and he wept so much that the herbs upon his path, fed

with tears intead of dew, became pale and bowed like

himself.59
In both works, too, the speaker's suffering is reflected in
Nature. In Epipsychidion, the "cold day/Trembled for pity
of my strife and pain," while in Una Favola "The fair heaven,
covered with that shadow, clothed itself in clouds before his
eyes."

When the narrator of Epipsychidion has become separated
from his vision, he becomes more frenzied in his search.
He suffers the same anguish that the youth of Alastor
was subject to in his quest:

As one
Roused by some joyous madness from the
couch

Of fever, he did move.
(11. 518-519)
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In Epipsychidion, given the "irrestible passion" which impels
him, the speaker at last experiences a period during which he
is nearly destroyed by the ceaseless intensity of his quest
for Love:

Then, as a hunted deer that could not flee,

I turnfd upon my thoughts, and stood at

WOundeEazéd weak and panting....

(11. 272-27%)
At this moment, the hero seems in danger of becoming totally
separated fror his own imaginative creation. That is, we have
already seen in Alastor and Prince Athanase how the heroes'
obsession with their vision alienated them from their fellow
men. Now, however, the poet's failure to £ind the beloved
very nearly results in his alienation from his imagination.
When he says that "I turned upon my thoughts, and stood at
bay," he suggests that the vision and the quest for it have
begun to seem like his nemeses. "At bay" implies that the
wanderer now perceives the mind's activities as potentially
destructive to him. Should he doubt the validity of his
quest, he is damned because he has despaired. Here the poet
undergoes a spiritual erisis,--a loss of Faith--but he is
finally saved:
shone
«...ylike a noonday dawn, there
again
Del iverance.
(11. 276-277)

60
The scurce of his salvation resembles the object of his quest:

"seemed/As like the glorious shape.” Unlike "the glorious
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shape," his deliverance does not kindle his poetic imagination:
it 1s not a source of inspiration for the poet. Instead, the
speaker tells us that
«..I was laid asle'ep, spirit and limb,
And all my being became bright or dim
As the Moon's image in a summer sea,
According as she smiled or frowned on mej
And there I lay, within a chaste cold bed
Alas, I then was nor alive nor dead.
(11. 295-300)
This state partially restores the weakened poet and allows him
a temporary respite from the fervid intensity of his own
creative powers. It also allows him an equally necessary
relief from the pursuit of those powers' creation in this
world--~a pursuit that destroyed the poets in the earlier quest
poems. His deliverance functions somewhat like the faculty
of Reason. Its illuminating powers allow him to analyze
the poet's role in creating the Ideal form and then objectify-
ing it. During the course of him imaginative convalescence
under the guidance of this force, the poet undergoes two
crucial experiences. First, order is restored to his being
and the division between his imaginative and physical selves
ceases:
She hid me, as the Moon may hide the
night
From its own darkness, until all was bright
Between the Heaven and Barth of my

calm ming.
(11. 287-289)

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



VWhen the Vision does finally arrive in the poet's life
("at length into the obscure forest came/The Vision I had
sought through grief and shame"), both his imaginative and
physical natures become complementary ferces united in the
ultimate quest of Eternal Love. No longer will the human
nature of the poet ("Earth") seek a physical exbodiment of
the mind's creation ("Heaven"). But Reason's powers are
not limitless. Thus, although the hero realizes that he
cannot succeed in his earthly quest, he cannot yet redirect
the nature of that quest. Consequently, the Imagination
ceases to recreate for the poet his vision:

What storms then shook the ocean of my

sleep,

Blotting that Moon, whose pale and waning

Then shragi as the sickness of eclipse;

And how my soul was as a lampless sea.62

(11. 308-311)
Having realized the futility of pursuing his vision here,
the here is now afflicted by another illness. His Reason
has shown him why he has failed in the quest sc far, but
it seems powerless ("that Moon whose pale and waning lips")
to guide him further. He is in danger of despairing once
more because he cannot see rightly: %And how my soul was as
a lampless sea." He too may be imprisoned on "the rocks on
which high hearts are wrecked":
till from coast to
coast
The moving billows of my being fell

Into a death of ice, immovable.
(11. 314-316)
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The poet suffers in this Dantean hell because at the moment
he cannot conceive of an alternate means of discovering Love:
Alas, I then was nor alive nor dead;
For at her silver voice came Death and
Life,
Unmindful of their accustomed strife,
4nd through the cavern without wings they
flew
And cried,"Awayl he is not of our crew.'
I wept, and though it be a dream, I weep.
(11. 300-302
306-308)
This ambiguous relationship with Life and Death is also
explored in Una Favola. In that work, the youth has made
the mistake of rejecting Life and loving Dealth solely for

its own sake:

...and passion so overcame him, that upon his

knees he prayed Death to love him as he loved her, and
consent to do his pleasure. But Death said, "Audacious
that thou art, with whose desire has Death ever complied?
If thou lovest me not, perchance I might love thee-—
beloved by thee, I hate thee and I fly thee." Thus saying,
she went forth from the cavern, and her dusky and ethereal
form was soon lost amid the interwoven boughs of the
forest....He cast himself upon the grass and wept for many

hours....63
Thehero has lost sight of his original objective: he has, in-
stead, relegated Love to a position secondary to Life and
Death. "At bay with his thoughts" in Epipsychidion and too
enamored of Death (as a force of extinction) in Una Favola,
he is once more alone and isolated.

Having mistekenly assumed that Life and Death are contrary
forces, the speaker in Epipsychidion resides in limbo: "Alas,

I was nor alive nor dead." Although his Reason has shown him
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the errors in his conception of Love,

In meny mortal forms I rashly sought

The shadow of that idol of my thought,
the Imagination through the power of love will relume the
path of his journey to‘it, which is at present only a journey

in la selva oscura.

In contrast to others who exist in limbo, however, the

poet's Beatific Vision is restored to him:

At length, into the obscure forest came
The Vision I had sought through grief and
shame.

And from her presence life was radiated
Through the gray earth and branches bare

and dead;

this glorious
One
Floated into the cavern where I lay,
And called my Spirit.6h
(11. 321-322, 325-326, 336-338)

This restoration assumes great importance in the poem for a
number of reasons. irst, the work itself achieves a fine
circular motion because the radiating presence of the Vision
is yet another elaboration upon the Emily described earlier
as "a Metaphor of Spring and Youth and Morning." In this
context, the speaker's portrayal of himself in the following
lines suggests that the poet is now a metaphor of life also:

and the dreaming
clay
Was 1lifted by the thing that dreamed be-
low

As smoke by fire.
(11. 338-34+0) 65

He is like a winged seed, "like a corpse within its grave,"
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that bursts with life: "I stpod, and felt the dawn of my
long night/Was penetrating me with living light."

The effects of this restoration are felt throughout the
earth and within the poet. 4t first, the Vision--like "a
¥etaphor of Spring and Youth and korning"--renews life in a
wintry, barren world:

And from her presence life was radiated

Through the gray earth and branches bare
and dead:

So that her way was paved and roofed
above

With flowers as soft as thoughts of budding
love.
(11. 325-328)

What is especially striking about these lines is that 'her

way was paved and roofed above/With flowers." For Shelley
demonstrates the pervasiveness of Emily's effluence "One
intense diffusion, One serene Omnipresence,"--that penetrates
beneath the surface, toc. In addition, the flowers that
Shelley speaks of may be interpreted in two ways. First, as
the"Metaphor of Spring," Emily--through the poet's composition
--does re-animate the dormant earth. But we must not overlook
the compariscn of these flowers to "thoughts of budding love."
Here, the narrator alludes to the re-animation of his own
poetical powers through the inspiration of Emily--Pthese
flowers of thought" as he called them later. Like "a winged
seed," the poet rises from his "chaste cold bed." Once he

has been restored, he begins again the process of composition.
Thus it is particularly sppropriate that Emily's path should
be "roofed above with flowers" because it suggests her fusion

with both the earth and the poet below. She assumes a salu-
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tary function here. 1In the presence of her radiance, the
speaker's death-like state yields to Life. Vhen Emily
penetrates his being and revives him, he pulsates with re-
newed 1life: "the dawn-of my long night/Was penetrating me
with living light." Emily's way 1s thus doubly paved. 1In
one sense, the world is covered with a profusion of blosscms
and buds. But more important, the poet sends forth his own
"flowers of thought." The poetic imagination has been re-
kindled, his love for Emily regenerated, and his quest for her
resumed:
I knew it was the Vision veiled from me
So many years--that it was Emily.

(11. 3%3-344)
When Emily enters into the poet's psycne ("the cavern where
I lay"), he immediately recognizes her. He has begun to
perceive his relationship with the Vision correctly. That is
the significance of "I knew it was the Vision veiled from
me/So many years." Shelley is not saying only that as a mortal
he has been separated from his Love. More significantly, he
also comments on what he has learned from the quests of his
own life and in his poetry. Speéifically, the Vision has
been veiled in the sense that the means of uniting with it
formerly seemed obscured or hidden. Now, however, Emily has
returned to him, and his completion of Epipsychidion will
Teveal the ultimate direction of his quest and its completion.
With the return of Emily the poet's vision has been restored.
He begins to see imaginatively again through "Twin spheres of
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light.” This concept bears some relationship to Shelley's
comparing himself to a beacon through which Emily's wisdom
speaks. Here, the poet's mind will illumine the world through
Emily's light. Under her influence, Shelley's poetry will en-
lighten the world and create within it a universe of love.
Some of that good has already occurred because Shelley identi-
fies himself with Earth. For the first time in the quest
poems, a hero is united with rather than alienated from the
physical world: "This passive Earth,/This world of love,
this me." The speaker also identifies himself with both of
his mental faculties: Imagination and Reason. He does this
because he can now perceive the relative importance of each
to his quest:
So ye, bright regents, with alternate sway
Govern my sphere of being, night and day!
(11. 360-361)

Of course he needs the Imagination to inspire the composition
of poetry and the recreation of his vision. But without Reason
he might have continued to err in his conception of Love--an
error that would have frustrated his composition and further
veiled the Vision from him. Reason illumines the poet's
relationship with his Imaginative creation. Shelley seems to
assume that this sway of Imagination and Reason functions as
a natural law, in much the same way that the Sun and Moon

control the elements in the universe:

and guide
By everlasting laws, each wind and tide
To its fit cloud, and its appointed cave.
(11. 349-351)
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Shelley's concept of the mu?ual attraction of elements in
Nature complements somewhat his belief in the poet's "soul-
mate" as his other half. To some extent, he saw in Nature
a mirrer of the relationship betweeg the lover and his be-
loved, "this soul out of my soul.“6‘ Hence, his use of double
imagery--"Twin Spheres"--fuses very effectively the two forces
of Imagination and Reason whose powers are actually comple-
mentary rather than contrary. It anticipates Shelley's final
decision on the proper relationship between Life and Death--
two forces that at first may appear to be antithetical.
Shelley indicates something of this change in attitude when
he discusses the effects of the twin spheres upon the seasons:

And, through the shadows of the §easons three,

From Spring to Autumn's sere maturity,

Light it into the Winter of the tomb,

VWhere it may ripen to a brighter bloom.

(11. 364-367)

His "brighter bloom" may refer to his belief that his poetry
will be greater under the continued influence of Emily. But
"bloom" also seems to be analogous to his comparison of
"flowers as soft as thoughts of budding love." The cessation
of his physical being may really be the prelude to union with
Eternal Love. His use of "ripen" suggests an organic process
in which death becomes his source of Life Eternal.

The serene, confident, loving mood of the speazker after
the reappearance of Emily is sustained through the remainder
of Epipsychidion. In this mood, he ecnntinues the process of
healing the self-division that once threatened the fulfillment
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cof his quest. Now that he has understood the importance of
both Imagination and Reason, he appeals to another poetic
faculty to enter this aura of calm unity:
. 68

Thou too, O Comet beautiful and fierce,

Whno drew the heart of this frzil Universe

Towards thine ownj; till, wrecked in that convulsion,

Alternating attraction and repulsion,

Thine went astray and that was rent in twaing

Oh, float into our azure heaven again.

(11. 368-373)

These lines are difficult to interpret. Shelley may be com-
menting on the despair and destruction that overtook the heroes
of Alastor and Prince Athenase. Because of their youthful
inexperience, they believed that the embodiment of the Vision
could be found in this world. What the poet createsd in his
mind he sought here: "Who drew the heart of this frail Universe
/Towards thine own." Instead of consummating his quest, he
became the haunted wanderer of Alastor who never returned to
the happy world of his childhood and never entered the world
of his vision: "Thine went astray, and that was rent in twain."
The Comet, then, is to be associated with the Imagination,
but its potentially destructive nature. In his innocence the
poet misjudged his relationship with the vision and this world.
e erred because the Imagination isolated him through the in-
tensity of its powers. But the intensity isolated him from
his mankind and absorbed him into the "self-centered seclusion"
of the Imagination. When this occurred and he failed to find
the object of his quest, his 1life went ocut of control, "rent

in twain" between the world of Ideal Love and this.

Because the Imagination could so dazzle the poet and
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blind his perception of whatlhe created, Reason must return
and restore, at least partially, the poet's vision. Once
the vision has been fully restored--under the influence of
Emily--the poet can recognize and thus control the more
solipsistic tendencies of his creative nature: "Oh, flcat
into our azure heaven again."
With the balance among his faculties restored, the poet
resunes the task of being a poet:
Lady mine,
Scorn not these flowers of thought, the
...fading birth
Whose fruit, made perfect by thy sunny
eyes, 6
Will be as the trees of Faradise.

(11. 383-38%
386-387)

7

Besides their echoes of Il Paradiso and his own Prometheus
Unbound in particular, these lines find a complement in 4 D

Defence of Poetry. "The fading birth" is the poet's reali-

zation that the resumption of composition simultaneously hastens
its end: "for the mind in creation is as a fading coal, which
some invisible influence, like an inconstant wind, awakens

to transitory brightness. Shelley's reference to "transitory
brightness" seems especially applicable to the situation in
Epipsychidion. Inspired once more by Emily, the poet reflects
her "exceeding glory"™ onto an imaginative universe. In the
process of creating perfect poetry,--"whose fruit made perfect
by thy sunny eyes/Will be as the trees of Faradise"--the poet

himself attzins a state of perfection, if only &emporarily:

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




183

...but when composition begins, inspiration is
already on the decline, and the most glorious
poetry that has ever been communicateéd to the
world is probably a feeble shadow of the origi-
nal conceptions of the poet.71
But Shelley demands more from the experience and can no longer
be content with having his mind awakened "to transitory bright-
ness." Instead, he desires to unite with Love permanently.
The last section of Zpipsychidion charts the poet's ultimate
resolution of his guest for Eternal Love:
The day is come, and thou wilt fly with me.
To whatsoe'er of dull mortality
Is mine, remain a vestal sister stillj;
To the intense, the deep the imperishable,
Not mine but me, henceforth be thou united
(11. 388-352)
It is essential thet we understand completely the shift th
occurs in this last section of the poem. Not until the con-
cluding thirteen lines does Shelley concern himself again with
tie immediate world. And when he does, it is to serve as a
contrast between his present state and the poet's in
Epipsychidion. Here, however, it seems clear that theltype
of unlon that the poet seeks cannot be a physical one. He
no longer seeks a human counterpart to the dream-maiden. For
the poet because he learned that he must find' her elsewhere:
To whatsoe'er of dull mortality
Is mine remain a vestal sister still.
Unlike the heroes in the earlier guest poems, the speaker
perceives an alternative to his death. That Emily will

"remain a vestal sister still" reveals just how radically
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Evipsychidion departs from ips predecessors in its treatment
of the search for Love. For in this poer the spezker per-
ceives a means of uniting with his vision, a means that
utilizes the force of -death that seemed@ so much a nenesis
earlier. What he proposes to Emily is a spirituwal fusion
of the poet and love, a resurrection of his spirit to his
Life-source:

To the intense, the deep, the imperishatle

Nct mine but me, henceforth be thou

united.

Death for the poet ceases to be 2 negating force, and
Shelley's previous ambivalence about its role in the quest
is completely absent here. Indeed, Death in Epipsychidion
can be a force of absolute liberation from "dull mortality"
tc Eternity. Shelley makes this very clear when he compares
true love--another liberating force--to Death:

but true Love never yet
Was thus constrained: it overleaps all fence:
Like lightning, with invisible violence
Fiercing its continents; like Heaven's free breath,
Which he who grasps can hold notj; like Dezth
Who rides upon a thought, and makes his way
Through temple, tower, and palace, and the array

Of arms.
(11. 397-L0O%)

Once more, Shelley elaborates upon his doctrine of "True
Love." What he stresses is the contrast between those chained
in this world "who travel to thelr homes amont the dead" and
himself who loves Love. Those others are confined to the

"vacant prison" of Earth and are truly dead:
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. ¥e decay

Like corpses in a charnel; fear and grief

Convulse us and consume us day by day,

4nd cold hopes swarm like worms within our

living clay.
(Adonais, XXXIX, 348-351)
But for the poet the "painted veil" is about to be torn
72
asunder . He realizes that the power of Love transcends
time and mutability, and it is through Love that he can pass
beyond Death to Zternal Life:
more strength has Love than he or they;

For it can burst his charnel, and make free

The limbs in chains, the heart in agony,

The soul in dust and chaos.73

(11. 404-407)

Thus a dual liberation is at work within the poem's narration
of the hero's history. First, Death--like Love~--releases
man from earthly bondage. But Shelley does not perceive
the role of Death merely as a means of escape from this
world. Second, and more important then, Death releases the
poet to a realm of Eternal Love. The poet will die, Death

will die, and he will be reborn in Eternity:

He has outsoared the shadocw of our night;
é;.lives, he wakes--'tis Death is dead, not he.
(adonais. XL. 352,
XLI. 361)
Once the poet has united with Emily (by dying), he will stand
among the Elect and dwell in Eternal Love.
With Love as his guide, the poet prepares for his imag-

inary embarkation from earth. His moment of liberation nears,

and all in Nature harmoniously propels him on his journey.
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In marked contrast to the wild voyage described in Alastor,
the scene here is best described as one of trancuility and
serenity:
Emily,
4 ship is floating in the harbour now,
A wind is hovering o'er the mountain's brow;
There is a path on the sea's asure fiocr,
No keel has ever ploughed that path before.
(11. 4o7-410)
It is fitting that Shelley should echo Coleridge's Fime (o4
the Ancient Mariner about the unigueness oﬁ his voyage: '"no
keel has ever ploughed that path before." Both poems are
works about the liberating powers of the Imagination and its
ability to transport certain individuals to worlds experienced
by very few. Here, Shelley's hero anticipates in narrating
7
his imminent death and his "journey through the unapparent.”
During this section of the composition, the poet seems more
like an energy diffused throughout the universe than as a
mortal on a journey. His seeing a "path on the sea's azure
floor" reminds us of the omnipresence of Emily whose "way was
paved and roofed above/With flowers as soft as thoughts of
budding love." The poet also seems to be everywhere and en-
lists a number of opposing elements in Nature tc unite to
accelerate his voyage:
And we between her wings will sit, while Night,
4And Day, and Storm, and C=lm, pursue their flight,
Our ministers, along the boundless Sea,

Treading each other's heels unheededly.
(11. 418-421)
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Whereas the poets in Alastor and Prince Athanase were weakened

and finally destroyed by contrary elements within their
natures, here the poet seems to have succeeded in harnessing
and fusing all potential energies (within and without) for his
union with the Eternal. Eaving united his Imagination and
Feason to consummate his quest, he now imaginatively commands
Nature's forces to help him to complete that gquest.

The fulfillment of that aspiration would evidently be
achieved by re-experiencing in Eternity some typs of Eden and
the Golden Age of Greece together. Thus, the best of Nature

€

and of Civilization is joined and enjoyed by the poet:

This land would have remained a solitude

But for some pastoral people native there,

Who from the Elysian, clear, and golden air

Draw the last spirit of the age of gold,

Simple and spirited; innocent and beld.

'il:lére are thick woods where sylvan forms abide;

And many a fountain, rivulet, and pond,

As clear as elemental diamond,

Or serene morning iar; and far beyond,

The mossy tracks made by the goats and deer

Which the rough shepherd treads but once a year.

(11. 425-%29, 435-440)

Amidst all this pastoral splendor which the poet now imagines,
music is heard. Youth's vision has now been made perfect,
and his union with all in Nature produces a universal harmony
that exists everywhere in his visionary Eden: "And all the
place is peopled with sweet airs." But it is music, though
existing everywhere, that few hear. Shelley is very careful
to stress the solitary aspects of this realm and, most im-
portant, of his experience with Emily in this newly created

Paradise:
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This lané would have remained a solitude
But for some pastoral people native there.

In this, Epipsychidion differs considerably from Erometheus
Unbound with its apocalyptic ending and rebirth of the

universe for all menkind:

This is the day, which down the void abysm

At the Earth-born's spell yawns for Heaven's despotism,
and Concuest 1s dragged captive through the deep:

Love...

...~nr1ng=
4nd folds over the world its healing wings

iﬁis, like thy glory, Titan, is to be
Good, great and joyous, beautiful and freej;
This is alone Life, Joy, Enuirg,hand Vlctory.
S4-556,
560-561, 576 578)

By the time that he composed Epipsychidion, Shelley's poetic
Apocalypse had become very much a private experience.

During this experience, the poet's imaginative scope is
considerably enlarged and clarified. For example, in the act
of composing he begins to pierce the veil that separates him
from his vision:

The light clear element which the isle
wears

Is heavy with the scent of lemon-flowers,

Wnich floats like mist laden with unseen
showers,

And falls upon the eyelids like faint sleeps;

And every motion, odor, beam, and tone,
With that deep music is in unison.
(11. 4h6- N—LE
453-45%]

Again, what Shelley emphasizes is the impending final

union of the poet with his beloved. Every element in Nature--

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




1&3

described by the senses of touch, smell, sight, and sound-—-
becores a portion of the "deep music" that is Emily (Foetry

znd Love). At the same time, the poet is also a part of _
Bmily. She is the music anc he the instrument, the 1yre,7/
upon which the beautiful music is played. In one sense, this
idea i1s a variaticn upon the concept of poet as beacon--the
instrument through which Poetry speaks: "thy wisdom speaks
in me." But this idea alsc has its source in 4 Defence of

Foetry, particularly the early discussion of poetry and poet:

Poetry, in a general sense, may be defined to be "the
expression of the imagination": and poetry is connate
with the origin of man. FNan is an instrument o¥er which
a2 series of external and internal impressions are
driven, like the alternations of an ever-changing wind
over an Aeolian lyre, which move it by their motion to
ever-changing melody. But there is a principle within
the human being, and perhaps within all sentient beings,
which act otherwise than the lyre, and produces not
melody alone, but harmony ("in unison")eeeeecececesecse
Every man in the infancy of art observes an order which
approximates more or less closely to that from which the
highest delight results: but the diversity is not
sufficiently marked, as that its gradations should be
sensible, except in those instances where the predominance
of this faculty of approximation to the beautiful...

is very great. Those in whom it exists in excess are
poets....78

The distinction between the essay and the poem that must be
made once more is that Epipsychidion is primarily concerned
with the successful attainment of the poet's quest for love

and not the consequences of that union upon this world:

It is an isle 'twixt Heaven, Air, Earth, and

Sea
Cradled and’hung in clear tranquillity;
Bright as that wandering Eden, Lucifer,
Washed by the soft blue Oceans of young
air.
It is a favored place.
(11. 457-461)
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"Dans les oeuvres plus purement idealistes, dont Epipsychidion
est le meilleur exemple, ce n'est plus dans la sein de la Terre
qu'il imaginera le bonheur, mais dans 1a transcendence de ses
regions inferieures."- The phrase "ce n'est plus* is im-
portant to a correct understanding of Epipsychidion and the
ways that it differs from slastor and Frince Athanase. TWo
longer does the poet seek an actual woman as his poetic alter-
ego and no longer does he pursue his quest in the physical
world. Both the object and the world of his quest are now
decidedly non-thysical--a concept totally unlike that of the
earlier works. Indeed, Shelley seems to assert that nothing
hermful can any longer threaten the roet's realm or his serene
anticipation of success in his quest:
Famine or Blight,

Pestilenge, War, and Earthquake, never

Upon iﬁilggzntain—peaks; blind vultures

Sail ggsZrd far upon their fatal ways;

The winged storms, chanting their thunder-

psalm

To other lands, leave azure chasms of calm
Over this isle.
(11. 461-467)

In absolute contrast to the "blind vultures,/ /who/ sail
far upon their fatal way," the poet experiences moments of re-
markably intense vision. Unlike the heroes in Alastor and
Prince Athanase who seemed always to be groping in search of
their beloved, the youth in Epipsychidion has his passageway

to the Eternal revealed. At the same time, under the influence

of Emily, he is the beacon of that light. For it is his Poetry
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that "strips the veil of familiarity from the world, and lays
bare the nakgd and sleeping beauty, which is the spirit of
¢}
its forms.":
81

Veil after veil, each hiding some delight,

Which Sun or Moon or zephyr draw aside,

Till the isle's beauty, iike a naked bride

Glowing at once with love and loveliness,

Blushes and trembles at its own excess.82
Through the fucion of all of his imaginative faculties, here
classified under images of "Sun or loon or zephyr," the poet
plerces the veil cf mystery about the Eternal and imparts his
knowledge to his fellow man. As their beacon of "Knowledge
and truth andé virtue" (ilastor 1.158), he can guide "all else,
selfish, blind, and torpid...those unforeseeing multitudes who
constitute together with their own, the lasting misery and

3

loneliness of the world." That is, even though the poet
himself and his poem focus primarily on the union of lover and
Emily in an imaginative realm, the mere existence of
Epipsychidion could conceivably raise man to a greater ap-~
preciation of and understanding of both himself and this world:

Poetry redeems from decay the visitations of the

divinity in man. Poetry turns all things to loveli-

ness; it exalts the beauty of that which is most

beautiful, and it adds beauty to that which is most

deformed. 8%
Nowhere in the earlier quest poems does so much poetic activity
occur, and certainly it is only in Epipsychidion that this

activity "creates anew the universe." If the poet is the

beacon for mankind who "“strips away the veil of familiarity
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from the world," Exily most assuredly is the poet's. For
she leads him (lures him) away from his world to one that
promises him Eternal Love. FHis imaginative vision allows him
alone to see Emily clearly as she lights his path to Eternity:

Yet, like a buried lamp, a Soul no less

Burns in the heart of this delicious isle,

An atom of the Eternal, whose own smile 65

Unfolds itself, and may be felt, not seen,

O'er the gray rocks, blue waves, and forests

green.
(11. 477-481)

This earth to sky movement is one of the poem's unigque charac-
teristics and clearly differentiates the entire concept of the

fulfilled quest from the quest-motif that Shelley explored

in Alastor and Erince aAthanase. Not all crities, though,
choose to read Epipsychidion this way. For instance,
D. J. Hughes argues that the poet's creation of the enchanted
isle "is to be identified as an earthly, not a heavenly,
paradise...."86

But Shelley's very important identification of this
Soul of Beauty as "a buried lamp" and as "Ain atom of the
Eternal” would certainly seem to suggest that Emily should be
equated with Poetry and Love as a means of attaining Eternity
rather than with the elusive maiden of the earlier quest boems.
The entire idea of Emily as a Beacon of Eternity so clearly
anticipates Shelley's portrait of Keats as the symbol of Poet
(rather than as an actual man) at the conclusion of Adonais,
that it is very difficult to accept the argument that in
Epipsychidion Shelley was describing a proposed physical union
with Emilia Viviani in an "earthly paradise":
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I am borne darkly, fearfully, afar;
Whilst, burning the inmost veil
of Heaven,
The scul of Adonais, like a star,
Beacons from the zbode where the Eternal
are.
(Adonais, LV. 11. 6-9)

Regardless of whether Emily is physical or spiritual, the poet
certainly conceives of his dwelling with and union with her

as a very private, isolated existence. Vhereas the veiled

maid of Alastor and the brown-eyed, brown-haired beloved of

Prince Athanase would have enabled the poets to experience
additional friendship and love in society, nowhere does Shelley
ever really suggest that the poet and Emily would eventually
dwell amidst mankind, not even among “the rustic- island-people":
But the chief marvel of the wilderness
Is a lone dwelling, built by whom or how

None of the rustic island-people know.
(11. 483-485)

A little later, the poem again stresses this theme of isolation:

This isle and house are mine, and I have
vowed
thee to be lady of the solitude.
(11. 513-514%)

In some ways--despite the possibilities of a finer world that
the poem offers--Epipsychidion returns once more to the "self-
centered seclusion" of the youth in Alastor. In Epipsychidion,.
only Nature seems a part of this imaginative Paradise. Shelley
uses a technigue that we have already seen in Alastor: the

depiction of inter-relationships among even the simplest

elements in Nature. But in Alastor those relationships
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contrasted with the poet's fzilure to experience any type of
relationship with the dream maiden. Here, in Zpipsychidion,
the description of the intricate, complex unity in Nature
mirrors the poet's own anticipated bliss and intimacy with
Imily:
87

The ivy and the wild vine interknit

The volumes of their many-twining stems;

Farasite flowers illume with dewy gems

The lampless halls, and, when they fade,

the sky

reeps through their winter-woof of tracery

With moonlight patches, or star-atoms keen,

Or fragments of the day's intense serene,

Working mosaic on the Farian floors.

(11. 500-507)
In contrast to the somber, darkened wilderness world of Alastor,
the abode of the poet and his lady is one of perpetual illum-
ination. Although the halls are lampless, the dwelling is
not plunged into darkness. Instead, in lines of exquisite
delicacy, Shelley tells how "Farasite flowers illume with
dewy gems/The lampless halls," and later in the day how
"Moonlight patches" or "star-atoms keen" disperse the darkness.
The poet of Epipsychidion will dwell forever (so Shelley hopes)
in a world of radiance.. The experiences of this poet are guite
unlike those of the youth in Alastor whose "fierce fiend of
a distempered/Dream...led him forth/Into the darkness" and
whose "dream/Of youth...night and time have/Quenched forever--
/Still, dark, and dry, and unremembered/now."
Shelley begins the final movement of Epipsychidion with

a scene Sf domestic tranquility. Despite the poet's concerns
with proper furnishings, books, and music, he is not describing

a "bower of bliss" in this world. He uses concrete language,
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Jjust as he will use erotic language later, to allow his
audience to comprehend--at least partially--something of the
Joyous existence that the speaker envisions and anticipates.
But "the Ionian isle and all else are meant to be impalpable,
images of an immaterial world." Yore important is this
sectlon's exploration of Poetry and its powers:
I have sent books and music there, and all
Those instruments with which high spirits
call
The futuce from its cradle, and the past
Out of its grave, and meke the present last
In thoughts and joys which sleep, but can-
not die,
Fclded within their own eternity.
(11. 519-52%)
The speaker claims for the poet some of those powers that
Justify his being called poet. That is, the voet is both
rooted in time (he is mortal) and exists beyond time--looking
back to the past and ahead to the future. Perhaps Shelley
concelved of the poet as a daimon, an intermediary between
Time and Eternity:
For he not only beholds intensely the present as it
is, and discovers those laws according to which pre-
sent things ought to be ordered, but he beholds the
future in the present, and his thoughts are the germs
of the flowers and the fruit of latest time.... A poet
participates in the eternal, the infinite, and the one...89
Shelley believed that man did not understand that the banality
and hollowness of this existence--which most call life--is
actually a sentence of death. It is the poet, participating
as he does "in the eternal, the infinite, and the one," who

instructs man on how to rectify his error:
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Death is the veil which those who live call
life;
They sleep, and it is lifted.

Tnbound,
.113)

Through the efficacy of his poetry, the poet allows man a
giimpse of Life, of an Eternal Love, Beauty, and Goodness:
"Poetry is a mirror which makes beautiful that which is
¢0

n

distorted.
Something of Life can be glimpsed in-the Edenic setting
that the poet creates. Except for himself and Emily, no cther
person shares their Jjoy. Instead, their companions will be
Nature's creatures:
The ring-dove, in the embowering ivy, yet
Xeeps up her love-lament, and the owls flit
Round the evening tower, and the young
stars glance
Between the guick bats in their twilight
dance;
The spotted deer bask in.the fresh moon-
light
Before our gate, and the slow silent night
Is measured by the pants of their calm

sleep.
(11. 529-535)

Shelley's Zden is a very exclusive one, and Epipsychidion

no longer concerns itself directly with the relationship

of poet and society. What the poet imagines is a life in
which he would remain under the inspiration of Emily and
continue to create pcetry--as he does now. But the theme of
discovering Love in a world other than this--which critics
like Shealy and Lemaitre have noted--dominates thié poen and
distinguishes it from both ilastor and Prince Athanase.

Whereas neither of the earlier works ever successfully resoived
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the question of DJeath's function in the guest or its relation-
ship to Love, Zpipsychidion makes it guite clear thet the
poet's unicn with Exily will not be transitory. It will not
be governed by laws of rutability in which Death will separate
poet and Love:

Be this our home in life, and when years

heap g1
Their withered hours, like leaves, on our
decay,

Let us become the overhanging day,

The living soul of this Elysian isle,

Conscious, inseparable, one.

(11. 536-54%0)

In a sense, the union of poet and Emily in this worlé is only
a prelude to their permanent union beyond the grave. Though
the body may decay, the essence of the Doet cannct be destroyed.
In losing his physical entitly, he becomes a portion of the
ternal: "the living soul of this Elysian isle/Conscious,
inseparable one." Shelley's insistence upon a conscious
existence after death is a clear departure from his ambiguous
treatment of Death in the earlier quest poems. However much
he had wanted to hope that the youth of Alastor or the poet
in Prince Athanase would discover his vision after Death, his
own skepticism about an afterlife precluded such an unegquivocal
assertion in his poetry. But in Epipsychidion such skepticism
no longer prevailed, and his belief in the conscious survival
of the poet after death makes the poem the only celebratory
work among the three. We need only refer to "On a Future State,"
one of the prose companion pleces to Alastor, to appreciate

how radically Epipsychidion differs in its treatment of Death.
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In contrast to his poet who triumphantly exhorts Emily
to become with hir "the living soul of this Elysian isle,/
Conscious, inseparable, one," Shelley had solemnly intoned
in 1815 a different attitude about an afterlife:

Life and thought differ indeed from everything else.
But that it survives that period /of death/ beyond which
we have no experience of its existence, slch distinction
and dissimilarity affords no shadow of proof, and nothing
but our own desires could have led us to conjecture or
imagine.92
0f course, Shelley could offer no actual proof in 1821, but
he certainly believed that "Life and thought 1337 survives
that period," and that belief makes Epipsychidion his defini-
tive treatment of the quest theme.

This belief that the poet may be permanently united with
Emily creates the almost unbearable tension and intensity of
his concluding lines. PFart of that tension arises from the
poet's mortality. Initially, he perceives time as a potential
ally because its passing, and hence the passing of his own
earthly life, brings him thaﬁ much closer to death and Eternity:
"We bsar Time to his tomb in Bternity." Because he does
evaluate time, at first, in this way, his tone remains one
of tranguil expectation and contemplation:

Meanwhile
We two will rise, and sit, and walk together

Under the roof of blue Ionian weather,
4nd wander in the meadows....

(11. 540-544)

But in surveying his visionary Eden, the poet also beholds

the intimacy that exists amongst the elements in Nature:
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...the tlue hea-
vens bend

With lightest winds, to touch their para-
mour;
:r linger, where the pebble-paven shore,
Under the quick faint kisses of the sea
Trembles and sparkles as with ecstasy,--
rossessing and possessed by 211 that is
Within that calm circumference of bliss,
and by each other, till to love and live

Be one.
(11. 545-552)

What he perceives in this Eden re-awakens and excites his

own yearnings for Emily. Until now, the poet has only been
preparing his abode for Zmily. Now he desires to consurmate
his relationship with an Ideal Love, to become one with and
inseparable from his "soul within the soul." To convey this
ardor, he proposes an intensely erotic experisnce to Emily. N
But that experisnce 1s not sexual since Emily is not physica1.9
Shelley must rely upon such strong eroticism, however, because
the sexual experience--the most mysterious, profound, and
intense human experience--is the only one that could even
begin to zpproximate the type of union that the poet desires
with Emily.

‘ The final movement of Epipsychidion now begins. It is

a movement which begins quietly, almost sotto voce, and which
gradually builds into a climactic intensity that is both the
culmination and destruction of the poet's quest in this world.
In the first section of this movement, the means of communi-
cation between poet and Emily becomes increasingiy more
Gifficult to describe linguistically. Indeed, they co-respond
profoundly through a silence that underscores the limitations

of poetic language:
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ind we will talk, wntil thought's melody

Become teoo sweet for utterance, and it die

In words, to live again in ladéks, which dart

wWith thrilling tone into the voiceless heart,

Hermonizing silence without a sound.

(11. 560-56k)
Gradually, language ceaces betwsen them; instead they share
an experience much like the moment of silence in Tristan und
Isolde when the two lovers behold one another and realize
their mutual destinies.
The analogy to Iristan und Isolde seems extremely helpful

for an understanding of the direction that Epipsychidion takes

in its concluding lines. Like the final music of that grest

o
work, a poetic Liebestod concludes Egiggzggigigg.g)

With its ever mounting eroticism and passion, the last
scene of the poem is like the consummation of the poet's
dram in Alastor. That 1s, the union which he sought physically
in the earlier poem is achieved imaginatively and spiritually
in Epipsychidion--despite the obviously sexual imagery of the
scene. Instead, the movement is one of a river (the poet)
surging into Ocean (Emily in Bternity), in which it is no
longer possible to separate the poet's essence from his Ideal
Love. Such a negation of self is necessary for him to become
a portion of the "white radiance of Eternity"97 through Emily.
More important, what we must also recognize is that, unlike
the meeting of two bodies of water, the movement within
Eplpsvchidion is ultimately from the physical realm to the
final transcendence of all mutability.

At the outset of the poet's final earthly experience,

we have a scene of undenlable sexuality:
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Our breath shall intermix, our bosoms
bound, .

And our veins beat together; and our lips,

With other eloguence than words, eclipse

The soul that burns between ther.

(11. 565-568)
But the poet's quest is.no longer for a morial dream maiden
and what is "vital to the present discussion is the lifelong
pursuit of an ideal which expressed itself in terms of
interpenstration, mutual absorption, ané assimilation."
Shelley's usage of words like "intermix," "bound," "eclipse,"
and, finally, "confused" is suggestive of both the poet's
el
"vearning for what lies beyond embodied forms" and the
satisfaction of that yearning through the dissolution of his
own physical bging into Eternity:
and the
wells

¥hich boil under our being's inmost calls,

The fountains of our deepest life, shall be

Confused in passion's golden purity,

As mountain-springs under the morning

Sun.
(11. 568-572)

Although the consummation of the poet's quest is still
to occur, he remeins unwavering in his confident anticipation
of that experience. First of all, unlike the other heroes,
he stresses his identification with, not his separation from,

his Love:

We shall become the same, we shall be one

Spirit within two frames.
(11. 573-57%)

In these lines, he asserts the indissolubility of his

bord with Imily. Put they azre not yet one, for the speaker
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sees their "Spirii" existing. "within two framess,” ¥hat

still separates them, then, is the poet's own

Consequently, the poet aspires to and strives
cf his soul from kis physical nature. At this moment, he
must not experience less if he is to succeed in his quest:
oh! wherefore
two?

One passion in twin-hearts, which grows
and grew,
S

Tizl meteors of sxpanding flame

Those spheres instinct with it becorme the
sane,

Touch, mingle, are transfigured; ever still

Burning, yet ever inconsumable.l10l
(11. 574-579)

It is & éistinct characteristic of Epinsychidion that so
much of the action of its final scene looks forward. The
poet's experience is a timeless one, as if by the "one passion
in twin-hearts" the poet and Emily become the heartbeats of
an Eternal present.

Shelley's use of conflagration seems especially appropriate
for his poetic purposes here. The poet's mortal nature is
like a contaminant that must be purified so that his spirit-
uality may shine forth. That is, his mortal self is like an
impurity that obscures his brightness and "stains the white
radiance of Eternity.®

In zddition, Shelley's use of conflagration is a useful
simile for the imaginative activity that now occurs in the poem.
Beholding EBwily, the poet's imagination is inspired to its
most intense moment of composition. Emily's presence kindles

his creativity mand, under the influence of her presance, he
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begins to expand the boundaries of poetic vision. The
"expanding flame" burns away the veil that dims his image

of the Zternal and creates within

Even though Shell
is dazzling, he gives very little specific description of

what ths poet now sees. This vagueness is intentional. Despite
the poet's straining to re-crezte his vision of Zternity, his

poetry wust ultimately fail beczuse "the most glorious postry

that hzs ever been communicated to the world is probal
102

feeble shadow of /hig/ original conception.™

But the poet's passion for ZEmily (and thus for Eternity)
can no longer be guelled nor can the act of consummating that
passion be reversed:

yet ever inconsumablej

..

iike flemes too pure and light znd unim-
bued

ich point to Heaven and cannot pass

away.103
) (11. 572, 581, 583)

"Love, therefore,...is the infinite yearning of the soul for
its antitype, a yearning that cannot be fulfiiled in the

relztionship between man and woman, and must, as a result,
104
find its visionary fulfillment in the ideal worid of poetry.™

Emily's radiance lights the poet's way to Ideal Love and guides
him to 3ternity. It is now that the poet's lifelong pursuit
of Leve will be triumphant. The experience of Zwily's presence

arouses within th

poet such unbearable, irrssistible longing
for her, that he struggles against the bonds of his own morta-

Iity to unite with her. In ztruggling to plerce the veil
-3 ¥
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Cne hope within two wills, one will beneath

Two overshadowing rinds, one life, one
death,

One Eeaven,

one immortality,
4nd one annit

He nears the climax of his own poetic and perscnal

in which Time and Sternity, bos

, and the very failure of his linguistic
ebilities assures his triumph in the guest. For he passes
beyond a worid of limitations to one of Beauty, Truth, and
Love, the glory of which the human mind has only the faintest
concept:
Woe is me!
The winged words on which my soul would
pierce
Into the height of love's rare Universe,

‘e chains of lead sround ite flight of fire.
(11. 587-590)

.

Though the poet's "winged words" are insufficient to create

anew "love's rare Universe"

ured.
Through his self-willed destruction, "I pant, I sink, I iremble,
T expire,"--the recording of his own physical death--the poet

has surged forth on an effulgence of light to that realm of
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T

. of the preceding lines, Shelley quietly

n by re-introducing the speaker of

vertisement to cowment upon the pcet's history. If
we have lezrned scmething from it, so too has the speaker.

He elone zmong the three spezkers of the quest poems, as dis-

three dezd poets ne longer mpourns the
F 3 £
t

)

ead, he envies that fate and awaits a
similar one for himself. The mood is one of serene acceptance

and anticipation:

Weak Verses, go, mneel at your Sover-
elgn's feet,108
And say:--'We are the masters of thy-
slave;
Wnat wouldst thou with us and curs znd
thine?!
(11. 592-55%)

All of the lines in the coneclusion contra

0

t the poet's situation
with the speaker's. To understand this, we must focus on the
central gquestion of the entire quest theme: "What wouldst thou
with us and ours and/thine?" Quite simply, having attained

his gquest, does the poet have any more association with this
worid? Certainly, as the speaker's words make clear, we are
not to lament the poet's passing beyond this universe. In

hat sense, we (like the speaker) would not want him to have

remained a portion of this mertal world because he now dwells
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in Eternity. But that dces ndt rean that the poet must remain

forever separate from us. For, if we chocse to learn from his

tribute to the poet's gdeatn is = celetration rather than a

dirge--unlike the speaker's reaction to the youth's death in

H o oo
ot ot o
)

@

)

*y

] a
o
o
=1
g
o
3
o
)
=
.

t
Understood in this context, we can comprehend better the
other sense of the spesker's question "What wouldst thou with

us and ours and/thine?" Even though he can nsvermore return

.11y to this earth, the poet can still guide us to becon
a portion of the One with him. Physically he no longer exists,
but his presence and influsnce are immutable. For through the
efficacy of his poetry, the dead poet here participates "in %he
infinite, the eternsl, andé the one":
'Love's very pein is
sweet,
But ite reward is in the world éivine,
Which, if not here, it buildes beyond the
grave. .
1 e m
(31. 556-558)
Nowhere in the other quest poesms does Shelley state so unegui-

vocally that we will not experisnce and Ideal Love in this realm

His phrase "Love's vary pain is swset" suggests the martyr's
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ecstasy in no longer fearing suffering, anguish, and

because he believes that thrcugh ther he shall attzin Eternal
'if not here" has a dual meaning.
discover Ideal Love in this world,

107
afterlife. Thus, Sripsve

rrin sthanase of both the poet's
t

the implications of that death in the guest mo

be the passageway to Eternity, and

that necessity involves the second reading of "if not here,

it builds deyond the/grave." Shelley also meant that because

(if) Love cannot be discovered here, it must be found after
death., Without this belief in an afterlife, the speaker wouid
have concluded Zpipsychidion in despondency. Instead, he asserts
his faith in the existence of an Ideal Love that is Eternal:

"So shall ye live when I am tmer-e."lo8 At this pecint, he
clearly believes, or npust belleve (since he cannot prove it),
that he too will attain Eternity.

5 o

Also, Shelley achieves a very fine thematic continuity

in these Tinal lines. When the speaker invites poetry to

‘"meet Marina, Vanna, Primus, and the rest," he has btecome a
beacon of truth to his friends, just as Emily and the poet are
beacons. This entire moverment suggests a procession of Olympiads,

each of whonm bears the torch of "Knowledze and truth

(4lastor, 1. 158) to rzceptive hearts. In bisding
10
Venna, rrimue, and the rest" to depart from ¥the treop which

errs," the speaker returns us to the concerns of poetiry as ex-
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pressed in the Preface to M in whieh Shelley distinguished
between the "luminaries of the world" who receive the Power's
grace and "those unforeseeing multitudes® who reject salva-
tion,

In its peaceful, confident conclusion, Epipsvehidion
leaves us with the portrait of a speeker, himself a poet, who
has been receptive to Poetry and to Love (®for I am Love's")

and wro would shortly beacon "from the abode where the Eternal/
are."
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Notes

1

See Newman, I. White, Portrait of Shelley (Mew York:
Alfred A. Knopf, 1945), pp. 387-398, Kennetn N. Cameron, "The
Planst-Tempest f’assage in Epipsychidion," PMLA, 63, nc. 3
(Sept., 1948), 950-972, and Richard Holmes, m
Pursuit (Bew York: E. ¥. Dutton & Coo, Inc,, 1975), pp. 632ff,

2

lsworth Barnard, Shelleyv's B (Minneapolis:
The University of Minneapolis Press, 1937), D. 80.

3

Shelley, The Poeme, p. 298, Consult Shelley's descrip-
tion of the youth in A;gg{;g: (Prelzace) end 11, 67=75 for a
similar eonception of the hero,

4y
Ibid.

Shelley had done his own transiation and cites Dante's
poem in the Advertisement to Epipsvchidion.

6
Dante's La Diving %mgg;g especially Paradiso, would
be an obvious influence, But Lg Vitg Nuoyg, the Somnet *To

Guido Cavalecanti," and Ballata 9 are also likel influences,
Among Petrarca's works, I would eite Poems 19, is, 55, 72,
122, 141, 359, and 366. Guido Cavalcanti's Ballata 5 is aiso a
likely influence,

7

See Adolfo de Bosis, "On the first two lines of
Epipsychigion,” E&%M%%ﬂwuwgﬁbgm
femorial, 1-2, no, 2 (1913), 14-19,

8
Ibid., pp. 16-18,

9
See Poem 53.
10
See Morris Bishop, Petrﬁggh gg% Big World (Bloomington:
LIxaxdiana University Press, 1963), pp. 2-70, on the identity of
ura,
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idclfo de Bosis, p. 15.

Clark, & Defence of Foetry, p.282.

W

Clark, "On Love," p. 170.
14

Shelley, The Foems, p. 298.

Shel

ley's sense of isclation to these lines in
it fitted to sustain such procf,

rec wrough its tend have every
sought «\-;mp t'"y and 'oqn" cnly repul ppOin tment."

X}
®

I
ise;

(p. 170).
16
Cf, Adopais XL{I. 11. 1-b, XOII. 11.
11. 8-9.
17
Shelley, The Foems, p. 632.
18
Shelley suggests something similar in The Sensitive
Plant:
That garden sweel, that lady air,
And all sweet shapes ané odcrs there,
In truth haV\: never passed awayj
'Tis we, ‘tis ours, are changed; not they.
For lcve, and beauty, and delight,
There is no death nor change: thneir might
exczeds our organs, which endure
No light, being themselves obscure.
(Conclusion, il. 130-138)
19

tnn Shealy expresses a similar idea when she states
that "In Prince Athanase and Epipsychidion his desire to
reform the worid is aiwzys crossed by a desire to transcend
it." The quotation occurs in Journey th through the Unapparent
(Hicksville: Exposition Fress, 1G74), P. %7.

e
s

20
Cf. Paradiso, XVIIT, 11 8-21., XXXI. 11. 79-93.
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suggests a triad of

32
_or. volz: "and he besought her to tell him her
cwn /name/, and she said, with & faint but eet voice,

'Death' (CGarnett translation).

VII, 206.

36
Cf. "The Cloud," 1. 76 znd Death's farew
the youth in Una Favola beginning "You suspect me,
you...they love eternally." See Benjamin Kurtz's The
of Death (Few York: Octesgon Books, 1$70), pp. 252-253.

37
Shelley, The Pcams, p. 633. 4lso, the quobation cited
from Ung Favola (footnote #36) seems helpful here beczuse of
the union of Iove =znd eternity that both works suggest.

38
Ciark, 4 Defencs of Foetry, p. 295. The full gquotation
reads, "roeiry redeems irom decay the visitations of the
divinity in man."

39
Cf. aAlzstor, 11. 176-1€5.

Lo
Fer an entirely Gifferent emphasis than mine, the
reader is directed to Neman I. White and Kenneth N. Cameron
who are foremost in interpreting Evipsychidion very
zutobiographically.

L1
Shelley's own personal disillusionment with La V
after numérous disappointments with Har-iet Grove, EI
Hichener, and ¥ary Shelley--could hardly have encour
belief that any woman could be the emboliment of an
Love. Shelley's basically optimistic nsturé remainas
pesitive zbout the world in general (see fets TIT
thsus Unbound), but he found little to susta
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42
Shelley, The Banguet of Plato, in The Complete Works,
VII, 197.

43
Clark, A Defence of Poetry, DPe 277.

Ibids, Ope 293-294.
45

Ellsworth Bernard's Shelley's Religion (Minneapolis:
The University of Minnesota Press, 1937) contains a fine
chapter on the nature of Shelleyan love, One of Barnard‘'s
emphases is thet his analysis is offered to eounterbalance
those critics who maintain that by "True Love® Shelley
meant *free love in the vulgar sense," (p. 282) He also
rightly stresses how little Shelley dealt with the sexual
aspects of love, Certainly, "On Love" defines a spiritual,
non-phvsieal econcept of love, a concept that we ought to

associate with Shelley's treatment of love in Epipsychi-
dion,

6
Cf, Blake's "Poison Tree,"

47
Clark, A Defence of Poetry, pp. 282-283.

48
Shelley, The Poems, p. 298,

&9

Clark, A Defsnce of FPoetry, p. 283; the last sentence
appears on p. 281,

50
Ibide, Po 293.

51
La Vita Nuova, XIX. 11. 37-42,

52
The opening of La Vita Nuova seems to have been an
influence upon this portion of the poem: "Nine times
already since my birth the heaven of light had circled back
to almost the same point, when there appeared before my
eyes the glorious lady of my mind...., Let me say that, from
that time on, Love governed my soul,” pp. 3 & 4 of the Musa

translation,
53
Dante, The COme%x of Dante Alighieri, Cantico III
Tra:;z. Dorothy Sayers (New York: Basic Books Inc., 1962),
Pe °
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Clark, "On Love," pp. 170-171.

Cf. Petrarca's Poems 19 "Son animali al mondc,®
11, 12-1% and 151 "Come talora al caldo tempo sole."
56 .
Cf. Alastor, 1l. 225-227.
57

Consult Edmund Blunden's Shelley and Keats: As they
struck their contervoraries, (Londen: C. W. Beaumecnd, 1¢:
op. 30- LL Fenneth W. Cameron's Shelley: The Golden
(Ca . Harvard University Press, 197+), p. 2c0, and

har!’ s' _hellev: The Fursuit, (New York: E. F. Dutlon
& Co., Inc., 1575), pp. 637-638.

Una Favels, p. 298.

9
Ibia.

60
For a likely influence on the poet's delirium in
Epipeychidion, see La Vita Nuova, XIITI. Shelley's source
of deliverance allows him to sse more correctly, more
imaginatively, ard this passage may be indebted to Paradiso,
EXVI. 1. 76-81.

61
See Shelley's discussion on Reason ané Imagination
in 4 Defence of ¥oetry, pp. 276-277.

2 2eIelCE Ol FOeLI

62

Compare with the plight of the "The Balearic fisher"
in Prince Athanase, Fart II, 11l. 63-67.

Clark, Una Favola, p. 299.

el

See Dante's drsam in La Vita Nuova, XXIII and the
appearance of "il scave mio fido conforto" in Petrarca's
Canzone 359%.

5
"0ode to the West Wind," 1. 8.

66
See Baker, Shelley's Najor Poetry, pp. 235-236.

~

7
Cf. Petrarca's Poem 48:

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




215

Also, = portion of Una Favola,' not translated by Garnett,

has & similar theme: "And there are some that say the sculs
of all pairs were marked, before being born in the world, so
that each may be happy with the other.* (Notebooks, III. 167=
168). The translation is mine,

68
See Cameron, "The Planet-Tempest Passage in Epipsychi-
dion," pp. 950-9?2: and Holmes, Shelley: The Pursuit, p. 630.
69

Cf. Prometheus Unbound, IV. 11, 126-128 and Paradiso,
XVIII, 11, 13-21.

70
Clark, A Defence of Poetry, p. 254,

71
Ibid,

72
See Promethens Unbound, IV. 11, 190-204 and "Lift not

the painted veil.® The latter reads like a capsule history of
the quest poems.

3

Perhaps Shelley varied the Pury motif in Alastvor. His
reference to the "limbs in chains® and the "scul in chaos®
without the power of Love might represent man's physical and
Esychological enslavement--the result of his separation from
ove,

74
Cf, The Rime of the Ancient Mariner: "We were the
first that ever burst/Into that silent sea,” 11l. 105-106.
5
Ann Shealy's term,
76
Epivsvchidion returns us to the worlds of the youth
in Alastor, but the poet dwells in both harmoniously.
7?7
Cf, Alastor, 11. 165-168,
8
Clark, Defence of Poetry, ppe 277-278.

Helene Lemaitre, Shelley: Poete des Elements (Paris:
Didier, 1962), p. 56,
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80

Clark, A Defence of Poétry, Pe 295
81

See Prometheus Unbound, III. iii, 11. 54=62,
82

Cry A Defence of Poetry: "Veil after veil may be
undrawn and the inmost beauty of the meaning never exposed."

(p. 291)

83
Shelley, The Poems, Pe 33e

84

Clark, A Defence of Poetry, Pe 295

85
Cf, Epipsychidion, 11, 325-328,

86

D, J. Hughes, "Coherence and Collapse in Shelley,
with particular reference to Epipsychidion," English.
Literary History, 28 (1961), 276,

7
Cf. The Sensitive Plant, Part Pirst, 11, 66-69,

88
Stopford A. Brooke, Studies in Poetry (London: Duck-
vorth & Gor: U1907; by 15107 ety .

89

Clark, A Defence of Poetry, p. 279.
90

Ibid., p. 281.

91
Cf. Alastor, 11, 50-54,.
2
Clark, "On a Future State," p. 177+

93
Prometheus Unbound, IV. 1. 14,

In Shelley: The Golden Years, Kemneth N. Cameron
argues for a completely different interpretation: "It
almost passes comprehension that some commentators have
considered this passage as purely spiritu&l for the sexual
imagery is obvious and intentional,® p, 2
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95
In "Shelley's Urn of Bitter Prophecy,® Keats-Shelley
Jou:'nal‘ 21 (1972¥, George Richards mekes a similar observa=-
tion: Shelley begins to use the imagery of liebestod, of
passion culminating in deathes.." (p. 122)

96
See Alastor, 11, 181-185,

97
Adonats, LII. 1, 4.

98
Oscar W, Pirkins, Power and Elusiveness in Shelle:
(Minmmeapolis: The University of Minnesota Press, 1937),
Po 1550
99

Denis de Rougemont, Love and Death in the Western

World, Trans, Montgomery Belgion (New York: Pantheon, 1956),
Fo

100
Cf. Rosalind and Hellen:

We lay, till new emotions came,

Which seemed to make each mortal frame
One soul of interwoven flame,

A life in 1life, a second birth

In worlds diviner far than earth,

(11, 977-981)

101
Clark, A Defence of Poetry, p. 294,

102
s The imagery recalls Jupiter's speech in Prometheus
bound $

alone
The soul of man, like unextinguished fire,
Yet burns toward heaven with fierce re-

proach....
(III. i, 11, 4<6)
103
oss Grieg Woodman, The Apocalyptie Vision in the

Ry
Poet;%-x of Shelley (Toronto: University of Toronto Press, 1964),
P. .

104

The Italian version of the Liebest. translates
Wagner's "unbewusst® as "me smarrir® ("to lose myself)e. The
gtiléanh:oziweys the exact sense of the poet's experience in
pipsychidion. - : .
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105
See The Third Treatise. of I Convitos

If my Song fail, blame:wit and words » whose force
Fails to tell all I hear im Love's discoursei )
11, 11-12

106
Emilia Viviani's words, which are quoted in the beginning
of the poem, sum: up the central theme of Epipsychidion: "L'anima
amante si slancia fuori del creato, e si crea nell¥infinito un
mondo tutto per essa, diverso assai da questo oscuro e paurosc
baratro.” In imagining the union between Emily and himself, the
poet "creates in the infinite a world completely his own."

107
Of Hellas, 11. 795-797.

108
Dante's Sonnet. to Guido. Cavalcanti "Guido, Vorrei che. tu
e Lapo ed io" is the accepted source of these final lines, A
passage from Lg Vita Nuova seems an even likelier source:

and saw there Lady Joan and Lady Bice
coming toward the place where I was standing:
a mirgcle that led a miracle,
and as my- memory: recalls the scene,
Love said to me, "The first to come is Spring;
the one who is my image is called Love,*
(XXLV. 11, 9-14)

The translation is Mark Musa's, p. 53.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




Bibliography

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



<V

Selected Bibliography

Allsup, James; The Magie Cirele: A Study of Shellev's

Coneept of Love. rort Washingtom, N.Y.: Kennikat

e85, 1976,
Baker, Carlos, Shelley's Msjor Foetry: The Fabric of ﬁ
hg__m. Princston: Princeton University Press, 19

Barnard, Ellsworth, Shellev's Beligion, Minneapolis: The
University of Minnesota FPress, 1936.
Bean, John. *The Poet Borne Darkly. The Dz.-gam-‘loyage
" Kegts-Shelley

llegory in Shelley's sto;
23 (1974), 60-76, '

Bishop, Morris, Petrarch and His World, Bloonmington:
University of Indiana Fress, 1963

Bloom, Herold., The Ringers in the Tower: Studies in Bomantic
B radition. Chicago: University of Chicago Press, 1971.

Blunden, Edmund, Shelley. New York: The Viking Press, 1347,

......... -o Shelleyv end Keats: As They Struek Their
Contemporaries. MNew York: Haskell House Publishers,
Ltd., 1971,

Bradley, A. C. "Shelley's View of Poetry." In Oxford Lectures
on Poetry, 2nd ed. London: Maemillan & Co., 1950.

Brooke, Stopford. mmun_fge_h:! London: Duekworth & Co.,
1907; rpt., 1910,

Cameron, Kermeth N. ®"The Planet-Tempest Passage in Epipsychi-
dion," PMLA, 63 (1948), 950-972.

[P -=o Shellev: The Golden Years. Cambridge: Harvard
University Press, 1974,

Catullus, Catullus, Tibullus, and Pervigilium Venerig.
T. E. Page et al. London: William Heinemann, Ltd., 1913.

Ceoper, B‘ym "Shelley's Alastopr: The Quest for a Vision,"
Keats-Shelley Journal, 19 (1970), 63-77.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Dante%r'l‘ne Banquet of Dante Alighieri., Trans Elizabeth

iece Sayer, London: George Routledge and Sons, 1887,

————————— o The Cozedy of Dante Alighierj, Cantico III

Trans, Dorothy Sayers., New York: mSacie Books Inc,, 1962,

.......... e Dante's Vita Nuova, Trans. Mark Musa. Bloominge

ton: Indiana University Press, 1973,

D'Arcy, Martin Cyril. The Mind and Heart of Love, Cleveland:
World Publishing Co., 1956,

De Bosis, Adolfo, "Cn the first two lines of Epipsychidion,"
Bulletin and Esview of the Keats-Shelley Memorial, 1-2,
ro. 2z (1913), 1415,

De Rougemont, Denis. Love and Death in the Western World,
Trans, Montgomery Belgion. New York: Pantheon Books >
Ltd., 1956,

Ford, Newell, "The Symbolism of Shelley's Swans," Studies
in Homanticism, 1 (1961-1962), 175-183,

Foscolo, Ugo, A Parallel between Dante and Petrarch: Essays
on Fetrarch. London: John Murry, 182z,

Foster, Peter, The Icy Fire: Five Studies in Petrarchism,
Cambridge: The University Press, 1969,

Gerard, Albert, "Alast r, or the Spirit of Solipsism,®
Philological Quarterly, 33, no. 1 (1954), 164177,

Gibson, E, K. "Alastor: & Reinterpretation,® PMLA, 62, no. &4
pt. 1 (1947), 1022-1045, ’ T e e

Hevers, g.. D.6'Shelley"s Alestor,” PiLA, 45, no. & (1930),
1098-1116,

Hildebrand, William H. "Shelley*s Early Vision Poems,*
Studies in Romanticism, 8, no, 4 (1569), 198-215,

Hoffman, Harold L. An Odyssey of the Soul: Shelley's Alastor,
New York: Columbia University Press, 1933,

Holmes, Richard, Shelley: The Pursuit, New York: E. P.
Dutton & Co., 1975.

Horace, The Odes and Epodes. Trans, C. E. Bennett, Cambridge,
Ma,, Harvard University Press, 1968,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Hough, Graham. The Komantic Poets. London: Hutchinson &
&o., Lta., 1953,

Hughes, Ao M. "Alastor or the Spirit of Solitude," Modern
& Lénguage Revie , 43, no. & (1548), 465-471,°

---------- » The Nascent Mind of Shelley., Oxford: The

Clarendon Press, 1947,

Hughes, D.. Je "Coherence and Collapse in Shelley, with
Particular Reference to Epipsyeh dion,* is
Literary History, 28 (1961), 260-283,

Jones, Frederick L. "Inconsistencies of Shelley's Alastor,”
Sngligh Litérary History, 13, no. 4 (1946), 291-296,

---------- e« "The Visionary Theme in Shelleﬁ‘s stor and
Related Works," Studies in Philol (1947), 108-
12

Keach, William, "Reflective Imagery in Shelley's Poetry,®
l’(eatséhellex dournal, 24 (1970), 49-70,

Kurtz, Benjamin, The Pursuit of Death. New York: Oxford

ﬁniver-sity Press, 1933,

Lemaitre, Helene. Shelley: poete des eleme. « Paris:
Didier, 1962,

McConrell, Frank D. "Shelleyan Allegory: Epipsyehidion,®
Keats-Shelley Journal, 20 (1971), 100-113,

MeTaggart, William, "The Design and Unity of Shelley's

Alastor volume,® Keats-Shelley Memertal Bulletin, 23
11972’. 10-29,

Maddox, Donald, "Shelley's Alastor and the Legacy of

gguggeau,' Studies in Bomantieism, 9, no, 2 (1970),
-98¢

Mazzeo, Joseph, Structure Thought_in the Pargdiso.
New York: Greenwood Press, Publishers, 1968,
Mueschke, Paul and Barl Griggs, "Wordsworth as the Proto-

type of the Poet in Shelley*s Alastor," PMLA, 49
(1934), 229-245, ’ '

Murphy, John, The Dsrk :_Gothie Elements in. Shelley*
Works. Lewisburg, Pa,,: Bueknell University Press, 1975,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



223

Ovids Metemorphoses. Trans, Frank Justus Miller, Vol I.
London: William Heinemann, 1960; Vol., Ii. London:
William Heinemann, 1964,

Parks, C. Hunter, "Textual Differences in the Drafts of
éhelley's Ung Favola," Studies jn Bomanticism, 6, no, 1
(1966), 58-64.

Peacock, Thomas Love, The Works of Thomas Love Peacocke
8 vols, Bis., H. F. B. Brett-Smith and C. E. dones.
Kew York: ANS Press, 1967.

Petrarch, Madrigals and Odes from Pstrarch. Trans. Helen
Lee Peabody. New York: Loker Raley, 1940.

---------- o Petrarch's Lyric Poems: The Rime Sparse ang
Other Lyries., Trans, Robert Durling, Cambridge, Ma.:
Harvard University Press, 1976,

Plato, The Bepublie, Trans, Philip Shorey. 1930; rrpte.
Cambridge, Ma.: Harvard University Press, 1963,

Pulos, C. E. The Deep Truth: A Study of Shelley's
écegtic;gm. Lincoln: University of Nebraska Press, 1962.

Railo, Eilo,; The Haunted Castle: A Study of the Elements of

the English Romanticism. New York: Humanities Press,
1964,

Richards, George D. "Shelley's Urn of Bitter Prophecy,"”
Keats-Shelley dJournal, 21-22 (1972-1973), 112-125,

Santayana, George. "Shelley,* In Winds of Doctrine.
New York: Charles Scribner's Sons, 1913.

Shealy, Ann, Journey through the Unapparent. Hicksville,
N.Y.: Exposition Press, 1974.

Shelley, Percy Bysshe, The Complete Poetical Works of
Percy Bysshe Shelley. Vol. 1I. kd, Neville Rogers.
Oxford: The Clarendon Press, 1975.

~=eeve-w--, The Complete Poetical Works of Shelley. Bd

George Woodberry, Cambridge, Ma: The Riverside Px"ess »
1901,
.......... o The Complete Works of Shelley. 10 vols, Eds.

Boger Ingpen and Walter E. Peck. New York: Gordian
Press, 1965,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



224

———————— o Shelley's Frose: Or the Trumpet of a Prophecy.
Ei, D

avid Lee Clark, Albuquerque: The University of
New Mexico Fress, 1954,

Solve, Melvin. Shelley: His Theory of Poetry. New York:
Bussell & Russell, 1964,

Theocritus, The Idvlils .of Theocritus with the fragments
Bion and Hoschus. Irans. J. h. Haliard. London}
George Boutledee & Sons, Ltd., 4th ed., 1924,

Thurston, Norman. “Author, Narrator, and Hero in Shelley's
Alastor," Studies in Homanticism, 14, no. 2 (1975),
119-131,

Volney, Constantine Francois Chasseboeuf s comte de, The

Buins; or, Meditations on the Ruins of Empi es. New
York: Calvin Blamchars na — o0l ipires
ork:

Calvin Blanchard, n.d.

Wagner, Richard., ZIristan und Isolde. New York: G. Schirmer,
Inc., 1934,

White, Newman I. Portrait of Shellev. New York: Alfred 4.
Knopf, 1945,

---------- o IThe Unex:inguished Hearth: Shellev and his

Contemsorary Critics, New York: Cctagon Books, 1972,

Woodman, Ross Greig. The Apocalyptic Vision in the Poetry of
Shelley, Toronto: University of Toronto Press, 1969,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




