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Preface

By focusing this study on Coleridge, on Wadsworth's direct
reaction o him, and on Shelley's revision of his theary amd practice,

I want to suggest that Coleridge was the most conscious and influen-
tlal expositor of the view of the magical natuare of poetry that was
proliferating in the last third of the eighteenth century. While this
view gained 'mpetus from a reappraisal of Renaissance maglcal theories
{a reappraisal which is the major concem of this work) it nevertheless
dorived its incantatory forms from a less sophisticaied and more Im-
mediately available trad tion: popular nonsensce and nursery rhymes.
While the folk frad-tion i{s too large to treat here, it is important to
note that the Renaissance celebration of magic and the mind's power
was thus embodied wvwaradoxically in !rrational and atavistic forms, so
that neoplatonic and primitive notions conbined on several levels at
once, The new respect for this folk trad tion aroses out of the new
undarstand ng of the magical power of verse,

Although t is a commonplace to say “"this poem is magical, or
enchanting ," the {ull way in which poems are magical has never been
explored, A recogaition of this may have some large application to
poetry in general. But this study does not try to exhaust these possi-
bilitles in poetry, or even in Romantic poetry in particular; it tries in-
gstead 0 show that the area of magical conjuring was fundamental to a
particular dispute between Coleridge and Wardswa'th over what a poem cal
or should do. Despite the houndaries of my own studv, the magical powe
of poetry are a major zoncern of other Romantics from Scott and Southey

to Keats, Beddnes and Darley. Indeed, even William Blakea's mighty role



as seer, and his glorification of imagination at the expense of visible
nature, shade into these notions and threaten to overshadow them, It
is hoped tha out of this discussion of magic in the nucleus of Words-
worth, Coleridge, Byron and Shelley readers will be led to perceive the
magical basis of other Romantic poetry, as magic became both an ideal
of power and a mode of attaining it,

Behind whatevear is of value in this study loom my teachers, To
Professor John Hollander {in whose saminar in lyric poetry I first hit
upon the hitherto unexplored genre of the spell) I want to extend my
thanks for a careful reading of this manuscript which suggested new and
better approaches to this material for the future. Professar Coleman O.
Parsons, who initiated me into the wonders of Shelley, has himself
written about magic in Glanvil, Shelley and particularly Scott, and has
been a meticulous and gentle critic of these pages. The generosity and
concern of Professor Allen Mandelbaum have done the hard work of sus-
taining my soulthrough graduate school. And my first guide at The
City University, and continual source of support, Professar Helaine
Newstead, has helped me immeasurably. To Professor Joseph Campbell,
my friend and teacher as an undergraduate, I owe my introductHon to
the synthesis of literature, anthropology and religion, and to magic in
particular. Professor Thomas McFarland has supervised this dissertation
with tireless care, and fought a losing battle against my style., From
his Coleridgean discourse I first began to fathom Coleridge; this essay
could never be more than a footnote to his own work, and a testament

to hls patience. Finally, my husband and son, figwes of sanity and



humor, who never objected to my months in the ltbrary or to the sound

of typing in the night, must now learn to live with my gratitude.



Tahle of Con*ents

I. Magic and Poetry: an Intreduction 1
II. Word sworth and the Ulusions of Magic 13

A. The Prelude
B, "Peter Bell"

ITT, The Trad tions 74
A, The revival of magic in the eighteenth

ceniury
B, Renaissance and neoplaton’c tradition

1. Black and natural magic

2. The sympathetic uiiverse

3. The fall

4, The poweriul majgus

5. The potent volce
V. Colerlidgz and the Magical Imagination 144
Ve Coleridjy2 and the Potent Voice 172

A. The¢e minor poems
B. The great poems

Vi, Shelley and :he Enchan“ments of Reform 226
A, Early poems

B. Prometheus Unhaund
C. "The Witch of Atias"

VI, Conclusion 283



CHAPTER I
Maglc and Poetry: An Introduction

Th2 ward "magic"” might seem, at first glance, to have
little relevance to Romantic poetry. Magic is at worst a dis~
credited prototype of more rational thinking, is commonly confined
to children's stories, and at bast is an element in anthropolegical
analyses, But in the last third of the eightecnth cemtu-y magic
appears as a metaphor for the process of inventing poems and also
for the persuasiveness of poems, The spontaneity of the poetic
impulse suggested that poems are created by a process like magic:
they arise by invisible means, like a rabbit out of a hat. Even
the poet who seems to invent the poem is pewitched, for the poam
comes upon h'm unawares. The effects of poetry seem maglical, too:
poems seemed to enchant the listener by rhythmically appealing to
a secret depth, as the smake charmer by nis music raises th2 snake,
Men hearing poems are spellboand; they are caight in the charm of
an incantation, somewhszare between statement and song, gouspel and

cam:o..l Both intransitively and transitively, thaa, poems seemed



magical, No rational accoun*t could be given of either their source
or thelr powers.

The mysteries that lay ultimately behind originality in art
could, it was felt, be comprehended under the analogy to magic.
The g=zneral mysteries {(where does the poet get power? Where does
he get material? Why does it effect men?) are supplemented by
particular ones {What is metre? Why dogs It move us? What are
words? Are they the names of things, or the names of our fealinjs
about these things? Or are they things? How do words transform
the quality of the things they name? How do they conjure up ideas
that had previously not existed?) Many related questions could be
harmonized oy reference to the vast tradition of magic texts from the
syncretic Middle East, and by their supposed validation in contemporary
primitive tribes., Both tradidons were available for the Romantics
not only in libraries and anthropological reports, but also in the
writings of the mystics, who prcvided analogies of religion to art as
both partook oI magic.

It is important to realize that “chaming,” "spell-binding,”

"enchanting,"” "incantatory," and "magical" became sigiificant in

our critical and poetic vocabulary at this time., Coleridge was the
central figure in estahlishing the magical metaphor in English
literature, His goal of magical powser dominated Shelley. It haunted

the Victorlans, evea Emersan and Emily Dickin son; and it inspired

the Symbolists, French as well as English.z



Of the occult sclences, maglc has perhaps the most natural ana-
logles with poetry because it emphasizes language and power., While
alchemy assumes the iInterchangeability of substances, it does not rely
on words to initiate changes. But the magical potion. is effectual
only when the proper spell is muttered over 1t.3 Astrology differs from
magic because it bvpasses the central factor of the human will. Tndeed,
astrology has been defined as the very reverse of magic: "magic sought
power over mature; astrology poclaimed nature’s power over men."‘t1
Through magic men controlled -he stars that once controlled them.

Magic sought power over nature by reiying on words o carry
the burden of magical power. The interest in power meshed with
Romantic Platonism and its titanic variations--Prometheanism,

S Meanwhile the stress on language as the

Satanism, Kantianism.,
aclivator of this power coincided with eighteenth century research on
the origin of.speech. Lord Monboddo added 1is speculations to
thosze of Vico, Rousseau and E*Ierdew.6 These speculations about

the magical arigin of words were encouraged by reports of the actual
power of incan‘ation ‘n primitive cultures. Coleridge was reading
such reports--Hearne's on the Copper Indians amd Bryan Edwards's

w7 Even

on Oby witchecraft--when he wrote '"The Three Graves.
Geneslis providaed examples of magical spells: God's "Let there
be light" and Adam's naming of the animals. Both confirmed the

power of language over things. Like the Cabbalists and neo-platonists,

the RomanHcs puzzied over the first Biblical spells, stressing in



addition their analogias with human creation. Falling just short
of divine creation (while aspiring to it) the artist's creation found
its closest analogy in the spells of the potent magus.

In brief, all attitudes toward magic, whether primitive, neo-
platonic or romantic, agree on the unity and vitality of the world,

All agree on the omnipotence of mind operating in a state of super-
natural power. All agree on the power «./ words to transform and
even to originate things.

The magiclan’s spells imply a magical system of the universe
as the condition of their effectiveness, At certain moments Coleridge
is the clearest exponent of this system, even though he¢ came strongly
to raject it. Such a system is in its essence a variety of pantheism.a
It sees the unity and reciprocity of all things, with spirit immanent in
all and each, The harmonies of the universe correspond to the har—-
monies within man. When the poet attunes his own aeolain harp the
universe is spontanecusly attuned, Its frequencies correspond to those
of language and feeling, The magical universe then (as it appears in
neoplatonic and in primitive philosophies)g facilitates the interchange
between incantatory wards and the things they work on, The magical
spell can function because the universe is organized magically.

While relying on a universe of carespondences, spells are

nevertheless independently complex structures. They comprise a

catalogue of the techniques of poetry. First, their images are



precise, To designate an object, the magician must distinguish its
shape and cvulor from similar objects: otherwise, the spell would
~ork on a related but peripheral on-e.10 When desigaating ingre-
dients for potions, it is lmportant to be precise. Even the order

mu st never be confused. "It is very important," writes Yomo
Kenvyatta, "to acquire the correct use 0f magical words and their
proper intonations, for thz progress of applying magjic effectively

11 Also ac-

dz2pends on uttering these wards in their ritual order,”
centuating *he specific quality of things is onomatopoeia, a tech-
nique uilversmlin spells ad poems; onomatopoeia specifies ob-
jects and fedings by approximating their natural sounds and therebw
symbolically duplicateg their presence. Then, too, verbs which
indicate ritual movement are distinct and insistent: a wrong step
wauld distort the intention of the command. These precise nouns
and verbs, morover, are often repeated <o form a refrain., Refrains
and repetition sigaify urgency, and work hypaotically to enforce
exact action, Precision, then, is one of the major legacies the
poem inherits from the spell,

The insistence uf the precise commadds is madz all the more
forceful by stroagly accentuated metre, "It is probable," says one
commentator,"” that the rhythms themselves, quite apart from their

wl2

verbal content, are felt to have magical potency. The verses,

because they are made up of commands and nouas are almost never



smooth, almost always jagged and pounding, Connectives are
minimal. Names and actions come to the fore, heavily stressed.
Spells force themselves on the consclousness as dsliberately
rhythmical speech, set off by their intensity from normal speech,
Wayne Shumaker, commenting on the primitive nature of poetry
in genaral, ventures:

Although 1t 1s difficult to be certain that rhyme

and rhythm have intrinsic power, the regularity

with which magical words are given rhythmical

form may be taken to imply that verbal f

coatributes to the charm’s effectiveness,
Magical metre often affects one as fearful, and threatening. It
is so primitive that it verges on nonsense,sc concerned with its
sound that it threatens to neglect sense, Meaning, however pre-
cise, is frequently submerged in a compelling metre.14

As a poem's precise diction and forceful metre are exaggerated

in spells, so, ton, the analogles common to poetic technique are
emphasized in the spell. Rhyme, simile, metaphor, symbol and
mythical allusion are analogles that reinforce the whole system of
analogies in the magical universe outlined above. Rhymes unite
things thought to be sympathetic and mutually influential; they
specify this relationship and intensify it. While simile suggests
the similarity of things, metaphor suggests their identity. Both
encourage the transfer of gqualities from one thing to ancther, and

encourage the tenor to simulate the fate of the vehicle. Metaphor

and simile not only unite cone thing to its corresponding thing, but



they also unite human feelings to things, with the assumption
(and intention) that when one changes the other will, too. The
personification of nature recognizes and contributes to its anima-
tion: the universe at large is endowned with the same feelings
that agitate men: trees, moun*ains, plants and rivers suffer and
rejoice in a vast analogy to human emation, and thus testify to
the power of this emoton.

Symbols, too, (like rhyme, metaphor, simile and personification)
work on this system of analogles, As fingemails stand for person-
alities and substitute for them in conjurings, so a symbol is always
part of the reality it represents., Lé&vy-Bruhl has found symbolism in
fact to bYe a unifying principle of primitive philosophy, for everywhere
he sees prevailing the intuition of pars pro toto: the part of the
chject or being serves to call into being or reproduce in miniature

the whole of which it is only a part.ls

Symbeolism sees the outer
world mirrored in the inner world; a wish accomplished symbolically
instructs the outer world on how it should act, and at the same
time releases the passions which confuse the real event, Finally
mythical allusions recall events that happened »efore, and Indicate
they could happen again. "Mythical allusions . . . when uttered,
unchain the powers of the past and cast them into the prves.(-:mt."l6
Thus, precision of imagery, f orcefulness of verbs and metre, ard

the suggestiveness of many kinds of analogy are common to spells

and poems genemally, and postulate the magical nature of all poetry.



But spells and romantic poems in »articular have another
aspect in common. They gain power not only from their conten:
and form, but also, and perhaps most importantly, from the state
of mind of the magician who utters them. In Primitive Song,

C. M. Bowra explains that "the primitive song-man feels within
himself an eruptive domineering force which he must release upon

w17 The cultivation ~f such a state of mind becomes central,

others.
So it is not only the naming of vital objects, the insistent commands
and the refrains, that transform desire inc fact, but the passion im-
pelling the wards. This unusual state of mind {("enthusiastic" for the
Greeks) appeared to be supernatural; its cultivation required magic

to perhaps an even greater degree thah devising the spells "To work
magic, toc put enchantments upon others, one has first to put enchant-
ments on oneself, ©18 This is true in primi tive cultures and in Neo-
platonic theory. Anthropologists have found elaborate rituals of puri-
fication that induce in the shaman a frenzy at once receptive and

9

se!tf-eru_:,u'asse::i.l Similarly, the Neoplatonic magus from Jamblichus

to Ficino mescribed intricate songs and ceremonies by which to draw
down upon himself demonic or planetary power.20

Three magical operations are now discernible in one: the first
is the magical summoning of psychic power from an irrational and

supematural source; the sacond is the actual construction of the

spell; and the third is the transmission of the spell onto the inert



matter without. Magic aims to draw power into the magician, and
then to impose power on the warld,

I want to suggest that spells (with thetr refrains, precision,
rhyme, symmetry and accentuated metre) can be thoug't of as para-
digms fcr poems. Not only are they the earliest kinds of poems,
but they compaat a barrage of poetic elements into a small space,
They are poems in miniature, A linguistic anthropologist, observing
the symmetries of alliteration, parallelism, and the particularity a~d
concreteness of Cheremis spells, nates "as the entangled constituents
of the verbal texture, however, thay are inheremntly untranslatable;

w2l The density of

they are, in short, the ingredienis of poetry.
spells calls attention to them as language.,
More than that, spells are poems that are designed to work,
Thelir functon is to change exisHng phenomena, to transform the
outward universe into something more nearly approximating the
landscape of the mind, Bowra elabomates: "the primitive song-
man wishes to exert an influence, to impose a special vision, to
create In others a state of mind which 1s mare than understanding
or sympathy and implies some degrec of subordination to his will."z2
Spells do not merely reflect the outer world; if they did, there would
be no point in summaming sup ernatural power to construct and impel

them. Instead, spells work on the assumption that they will work,

Alongy the continuum of the magical system of the universe, the words
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the spell (and the rhythmical souads they make) reach the things

O
[,

of this world and wrench them.

Only a bellef in an actlve universe could accommodate such
an intention. A static nsoclassical universe of watches and Watch-
makers, mechanisms and Mechanics, cannot permit the possibility or
likelihood »f instantaneous change initiated from within the links of
the great chain of beingy. Bu: the Romantic flux allows the readjust-
ment of things at the command of wards., Magic Is possible in a
system which accepts the freedom of things to chanjye their positions.23
A dynamic universe such as the primitive, the neoplatonic aad the
Romantic, allows language its metamorphic powers, Specifically,
as magical spells are constructed in order to work, so Romantic
poems, too, are constructed to have immediate and palpable effecis
on the conception of reality and on individual freedoms within it,.
Poetry is important, the Romantics declare. It finds truths. It re-
forms society. It discovers new warlds., Indeed, as we shall see,
many Romantdc poets consciocusly used the notions of magic to ax-
plain the sudden and miraculous emergence of their poems and to
anticipate the effects of these poems on the wald,

The very power of poetry to invent fabulous world and changs
the existing one 1s a distinjuishing faith of the Romantics. As

early as 1788, Richard Hurd praised the Gothic for being magical,

and explains poetry as a supernatural world that poets are free to
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invent:

A poet, they say, must follow nature; and by
nature we are to suppose can only be meant

the known and experienced course of affairs

in *hls world. Whereas the poet has a world

of his own, where exoerience has less to do,
than coasistent imagination. He has, besides,
a suypermatural warld to range in, He has Gods,
and Fairies, and Witches, at his command. This
is the poet's world, all is marvellous and extra-
ardinary; yet not unnatural in one sense, as it
agrecs to the conceptions that are readily enter-
tained 05 these magical and wanderwarking
natures. 4

A modern critic agrees:

To possess a mind ocpen to the envisagement of

the strange and differeat, to coatemplate uaknown
modes of being, dlvine and otherwise, whether God
or genii, or demons or angels or metamorphosed
humanity, to refuse to be buckled down to the
evidence of the senses, this Is the essential
Romanticism which is no mere phenomenon which
appeared towvard the end of thiseighteenth century
and died out after fifty years.

This liberation from "reality" {(through language at once transforming
and originative) continaes to be a cha acteristic of what we call
"modarn," Indesed, Ortega y Gasset sees the options in exactly
magical terms;

"Reality" coastantly waylays the artist to prevent

his flight. Much cunning is nzeded to =ffect the

sublime escape., A revarsed Odysseus, he must

free himself from his daily Penelope and zaéau

through reefs and rocks to Circe's Faery.
The Clrcean option remesents the triumph of magical language over
stolid thinys, Penelope has beea a hore only dlnce the period we

are examining., Untll then Circe and her brood were dang=srous cor-

ruptors, who led men astray. Cowting Circe, rather than Penelope,
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Romantic language celebrates the metamorphoses, Magically the
world is brought to life assuming Protean forms, A modern Romantic
asserts categorically:
And so there comes a time--I believe we are in such
a time~-when civilization has to be renewed by the
discovery of new mysteries, by the undemocratic but
sovereign power of the imagination, by the undemo-
cratic power which makes poets the unacknowledged
legislators of mankind, the power which makes all
things new.
The power which makes all things new 1is magic.
What our Eime needs is mystery: what our time needs
is maglc. 7

Invention and transformation are appropriate, then, to a dynamic
universe, New words incessantly create new worlds, Al the center
of these metamorphoses looms the Romantic maglcian—-poet, directing
the changes and conjuring the fables which seem to him entirely
new, Along *'.e strings of the world's harmonies he sends hils spells,
enchanting darmant things into motion like Prince Charming. In short,
the poet is a magician and his poems are spells.

The Romantic metaphor of magic {as it applies to the poet, his
words and his effect on the world) irradiates other important Romantic
themes, When they ransacked the Middle Ages, late eighteenth
century thinkers found Merlin., In his Letters of Chivalry and Romance
Bishop Hurd acclaims the medieval wizard., Nordic studies likewise
unearthed maglical spells and frenzied wizards; Gray's Desggent of

Odin features them. Even Romantic Hellenism, as it departed from

a view of the marbled chill to a Bacchic irratianality, discovers
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the magical origin of Greek religion.28 Euripides' Medea and
Bacchae fortified the Odyssey., So, not only in Romantic Prome-
theanism, Faustianism and primitivism, but even in Romantic
Medievalism, Scaadinavianism and Hellenism, those who were
nrepared to find elements of magic found them.,

And -he metaphor of magic illuminates specifically the rela-
tionship between the two founders of English Romanticism. In the
light of this metaphor and its assumptions about words and things
Coleridge and Wordsworth are seen to strike postures of antagonism,
The more Coleridge delved into magical tomes and the mae his poems
reproduced the forms of the spell, the more Wordsworth feared his
friend's intellectual depravity. For on the whole Wardsworth opposed
the transformations wards enacted on things: Magical illusions (in-
cluding the changes of metapha) seemed to m only to obscure hls
view of reality, and to divert his fidelity to *the inhereat life of ob-
jects. Here Coleridge mofoundly disagreed. Coleridge linked his
view of the mind's power with his notion of the mysteriousaess of
all arigination, True origination was either divine (God's) or
magical (man's), while objects were essenttally fixed and d=ad,.

He concluded that imaginaton is magical and anlmates the world.,
Behind his theories he amasses his readings; he discovers in "ima-
.gination" the root "magic,"

On the second generation of Romantics this strife between the

elders had left its scars: Shelley, in particular, took sides. He,

like Coleridge, jo'ns hls abstruse research to his belief in the power
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of poetic words. But he uses these wads for proselytizing ends.
For him, language is Prometheus' invention. Its powers, too, are
mpomethean and revolutionary. The imagination s a witch; verse
is an Incantation. It enchants mankind to beneficent action,

In brief, Wondswarth sees magical words as Circean and
ialse; Coleridge sees them as an Inage of divine origination;
Shellev sees them as Orphean, taming beascs. Magic Is for
Wardswarth distartlon, for CToleridge creation, and for Shellev
persuasion,

In this studv, *the second chapter will examine Wordsworth's
hostility to magic. The third will collect some of the vast tradition
of magic available to the late cighteenth century. Chapter four will
investigate some o the ways in which Coleridge used thils material
to develop a theory of poetry. Chapter five will show how it en-
vigorated his practice, Chapter six, postulating Coleridge’s in--
fluence on Shelley, shows how Shelley adapted Coleridge's theories
for political ends. There is unfortunately no room in this study to
estimate the mighty influence of Coleridge®s magical thearies of
poatry on Poe and Emerson; on Baudslaire through Poe; on Mallarme’
and Valdry through Baudelaire; and finally on Yeats himself through
the Symbolists and directly through Shelley, Yeats's concern, how-
ever, with the intimate connection between magic and poetry may
serve to cast a backwardes light on the period under consideration

and a forward light on our studv:



Have not poetry and music arisen, as it seems,
out of the sounds the enchanters made to help
their imagination to enchant, to charm, to bind
with a spell themselves and the passers-by?
These very words, a chief part of all praises of
music or poetry, still cry to us their origin.
And just as the musician or the poet enchants
and charms and binds with a spell his ovn mind
when he would enchant the mind of others, so
did the enchanter create or reveal for himself as
well as for otasrs the supernatu-al artist or
genlus . . .

15
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Footnotes to Introduction

lThe word zharm has roots in garmen (song); spell adapts
the Anglo~Saxon word gpel (text), which relates it to gospel,
Despite its musical arigins, charm refers in most cases to talis-
men or majical objects, whereas the informational content of the
incantation is contained in the spell, Spell, then, seems to have
its appropriate analogy in the poem, while charm branches in one
direction into music and in the other into substance, See O, E. D,

2Fc}r the influence of Coleridgean magic on these f{igures see
the conclusion,

3Brontslaw Malinowski, in Magic, Sclence aad Religion {Gardan
City, New York, 1943), p. 73, proncunces "To the natlves knowledje
of magic means knowledge of spell, andin an analysis of any act of
witchcraft it will always be found that the ritual centers round the
utterance of the spell. The formula is always the core of the magical
performance." E. E. Evans-Pritchard disagrees, however, in "The
Morphology and Punction of Magic: A Comparative Study of Trobriard
and Zands Ritual and Spells," in Magic Witchcraft and Curing, ed.
John Middleton (Garden City, N. Y., 1967), 1-23., He says that
Zande magic revolves around a magical object instead of a magical
word .

40. S. Lewis, Engligh t in the 8 s 2X-
cluding drama (New York, 1954), p. 9. Hiram Haydn, The Counter-

Renalssance (New York, 1960), p. 186,

50:1 these trends see Oskar F, Walzel, Das Prometheus symbol

m_S_hgfx.sb.ua_un__m_ (Leipzig, 1910), and Paul Hazard,
ht in the Eighteenth Cent m_Montesqui to

Lessing, trans., J. Lewis May (London, 1954),

GIn the vast subject of the histay of language beginning at this
time there were many quarrels. While James Burnett, Lord Monboddo,
tn Qf the Oxigin and Progress of Language (Edinburgh, 1773), declares
that language i1s not natural to man, Giambattista Vico, in The New
Science, trans, Thomas G. Bergin and Max Harold Fisch (Garden City,
N. Y., 1961), discovers that language, and particularly metaphor,
arise out of man's ignorance and passion, rather than out of his
rationalism, Jean-Jacques Rousseau and Johann Gottfried Herder now
share a volume: On the Origin of Language, trans, John H. Moran
and Alexander Gode {New York, 1966), In Language and Myth, trans,
Susanne K, Langer (New York, 1956), pp. 49-66, Ernst Cassirer claims
timt magical words am central to most creation myths,
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7Samuel Taylor Coleridje, Gollected Poems, ed, E. H.
Coleridge {London, 1960), p. 269,

SThe pantheist tradition is decisively examined in its large
philosophical context by Thomas McFarland in Coleridge and the

Pantheist Tradition (Oxfard, 19368).

9Claur:!e Le’vy-Bruhl, Le surnatyel et la nature dans la mentalité
primitive (Paris, 1931), p. 180,

1:]Ixflalinowslﬂ stresses the repetition of verbs in spells, ». 74,

11Yomo Kenvatta, Faging Mouynt Kenvg: The Tribal Life of the
Gikuyu (Londm, 1959}, »n. 287,

12Wayne Shumaker, Literature and_ the Irrational, 2nd ed. (New
York, 1966), ». 102,
13

Shumaker, ». 104,

14Roman Jakobson, Child ]langqugge, aphasia_and phonological
universals, trans. Allan R. Keiler (The Hague, 1968),

laLé'vy-Bruhl's formulation of pars pro tgto in mrimitive thought
("les symboles sont l'expression de participations rendues sensiblles,
objectivées, représanter des Btres ou des objets invisibles") corresponds
to Coleridge's famous definition of the symboal: The symbol "always
partakes of the reality which it rendars intelliglble; and while it
enunciates the whole, abides itself as a living part in that unity
of which it {s the representative,"

1aSee Malinowski, pp. 80-82, for his notlon of symbolic action.
Richard Chase, in Quest fa Myth (Baton Rouge, 1949), p. 144,
speculates: "Magic must have been a powerful influence in condition-
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CHAPTER II

Wordsworth and the Illusion of Magic

Where when all drownd in dead!y sleepe he findes,

He to his studie goes, and there amiddes

His magick bookes and artes of sundrie kindes,

He seekes out mighty charmes, to trouble sleepy minds.

Then choosing out few words most harrible,
(Let none them read) thereof did verses frame;
With which and other spelles like terrible,

He bad awake blacke Mutoes griesley dame,

He then devisde himselfe how to disguise;

For by his mighty science he could take

As many fams and shapes in seeming wise,

As ever Proteus to himself could make.

Sometime a fowvle, sometime a fish In lake,

Now like a foxe, now like a dragon fell,

That of himselfe he ofte for feare would quake,

And oft would fly away. O who can tell

The hidden power of herbs, and might of magick spel?

(The Faerie Queene: I:i: XONVI, XXXVIL,
Herbert Read and John Jones show the path into the dark woods

of Wardsworth criticism, Firstokared oy Beatty, that path approaches

1

Wordswarth through Hartleyan associationism, Read declares that

in Wordswarth's devel opment

19
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Hartley was superseded as time went on, bu he
is present in the background of Woardsworth's thought
right up to the completion of the first version of the
Prelude in 1805; that 1s to say, his psychology
dominates the Wérdswcrth of the great and poetically
decisive peariod.,
Jones, agreeing on the whole that Wordsworth ts not the idealist
that Stallknecht, Rader and Woodring see,-,3 opens the way further:
For Wadsworth, Poet meant Observer, His theory, and
as he at least believed, his practce, were foundad on
an assumption inherited by the eighteenth century from
Dryden, Ben Jonson, and from classical French criticism

to the effact that poetiry is in some sense an imitation
of nature,

Jones is yet more decisive when he writes of Wordsworth's concern
with things:
In The Prelude Wordsworth uses the ward "things" with
astonishing frequency . . . His search for universal
things is on the one side a search for particularity;
in his insistence upon constancy, boundedness, lrre-
ducibility, he betrays the imaginative impressim of a
traditonal English materfalism,
The tangle of critical argument as to ‘vhether Wardworth was an
idealist or an associatHonist seems cut through by these sentences,
For want of a straighter way, we can follow~ in their track., For in
his attitude toward magic, too, Wardsworth is a reactonary, fearing
lest magic compromise the frreducibility and boundedness of things~-
the things that give visible evidence of reality. His quarrel with
Coleridge over the relative mearit of things and wards, assoclationism
and idealism, finds its nexus in the question of magic.

Now, Wordsworth's trust in the autonomy of things led him
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frequently to a mistrust of wards. Things, particularly the immutable
Forms of Nature, are reality. Words, on the other hand, seem in
general to counterfeit these things, And metaphor moves even further
away from the truth. Both woards and metaphors result from the mind's
arrogance: the mind presumes to think that by changing the names
of a thing it can change the thing's nature. As in all magical theory,
to know the name of a thing is to control it, Metaphors, ranging
among discrete things with thelr indiscriminate "likes" and "as's"
yoke unlikes together, They assume that the things of this world
are interchangeable nat only with one another, but also with mental
events such as abstractions, fancies amd dreams. The world i{s all
one to the mind. Metaphors merge with their objects in a system
of "comrespondences.” A modern commentator percelves the connec-
tions among metaphor, disrespect for things, amd magic:

All aur other faculties keep us within the realm

of the real, of what is already there. The most

we can do is to combine things ar to break them

up. The metaphor alone fumishes an escape;

between the real things, it lets emerge imaginary

reefs, a crop of floating islands . . . Its efficacy

verges on magic.
It is by a process like magic, then, that words and metaphors cross
physical boundaries. Scoffing at immutable reality, words lose their
identities and claim new ones., And metaphors not only merge one
thing with another, bhut they also change the very nature of things,

As Circe changed men into pigs, the changes of metaphor are really

those of metamorphosis, They work by magic to release a hitherto
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fnvisible nature., The center of these metamorphoses is man's mind,
“the very focus of all the rays of intellect which are scattered through-
out the unlverse."7 Not content with correspondences and transforma-
tions, words imitate magic by oconjuring up forms that do not exist.
Once more, here is a fearful arrogance: the mind imagines a world,
and equates this shadow to the substance without.

To Wordsworth this promiscuity falsifies “the truth that cherishes
ouwr dalily life."8 In the {llusory realm of words, metaphors ard
dreams, the mind aspires to a false power, false both morally and
esthetically., Like Spenser's Archimage, it manipulates images rather
than truths. Wordswarth's fidelity to sensible nmature led him to
believe the mind could not derive real poamer at the expense of cut-
ward tmpressions. Such impressions meant the difference between a
mind grounded solidly in verifiable truth, and one wanderng among
"bamren intermeddling subtleties" (XI:204)., For him, things were
more permanent than the words with which we speak of them.

Here, then, the subjects of this chapter emerge. Woardswarth's
thought is not, after all, inseparable from Coleridge's. Quite the
reverse. Thoughout The Prelyde of 1805, Wardworth reveals his
opposition to Coleridge'’s thought; his tone modulates from pity to
indignation, Wuordsworth dedicates to Coleridge his poem on The
Growth of the Mind because he wants to argue with him on a num-
ber of related grounds, Fortifying his attacks on w ords with

criticism of Coleridge's wordiness, he establishes a chain of circum-
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stances that explain Coleridge's "failure": as we shall see, the
isolation of the city, the solace of books, and thence the poverty
of real Images lead to the Insubstantiality of lamguage and from
there to the instabllity of character. In Wordsworth's view,
Coleridge's life as well as his poetry betray the spell that binds
him. Waoardsworth warns Coleridge that the life of the mind is an
illusion. And this illusion has been produced by verbal magic.
Wordsworth had substantial reasons for his assoclation of
words, Magic and Coleridge. Coleridge's interest in magic
prompted Charles Lamb to call him the young Mirandula.g Even
such a remote acquaintance as Leigh Hunt satirized him as "Dr,
Paracelsus Breadhum Coleridge,"” combining in this name a recogni-
tion o £ Coleridge's magical pursuits and scorn for his 1.zt331'b':)sity.10
It was thus well known that Coleridge was interested in magic.
Ard from this knowledge it was an easy step to combine with magic
Coleridge's bellef in the supernaturalism of the will and the power
of living words over dead things. Coleridge's reading ofthe magi-
cians affirmed for him that mental changes are as valid as visible
ones, even if they seem to be phantoms, Bellieving that the will
exercises Its powers of metamorphosis on nature, Coleridge eardy
developed a theory of poems as spells and poets as magicians.
And this theory suggested that poetic origination did not derive
from mimesis~-the imitation of things--but rather from supernatural

power, Coleridge is a kind of Bacchus, invading with language
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the areas of fact, bringing news of a radical freedom. He en-
chants his listeners with the idea that the mind is free because

it 1s mysterious; that imagination, likd a god,can create something
where there was nothing before. He suggests that words are as

real as things, and that the unilverse and the mind exshange ana-
logies, 'The moaning singsong of that theosophidometaphysical
monotony," snarls Carlyle, "had a charm much more than literary,

a <harm almost religious and prophetic."” “Drowning in the tide of
ingenious vocables, the rising spirits of the young generation”
listened, For them Coleridge "had this dusky sublime character;

and sat there as a kind of Maqus, girt in mystey and enigma; his
Dodona oak-grove {Mr., Gillman's house at Highgate) whispering
strange things, uncertain whether oracles or jargon." Carlyle em-
phasized the magical powser of Coleridge's words: "He had, especially
among young inquiring men, a higher than literary, a kind of prophetic

11 But long before Carlyle made these observa-

or magician quality.”
tions, Coleridge's exotic verbiage impressed Wordswarth as a betrayal
of the austere validity of things.

The Prelyde, then, is argumentative., In it Wordsworth shapes
his poetic credo in response to Colerildge‘s thearies. As he does so,
the struggle acquires wide implications: it turns out to be a struggle
between eighteenth centuwry respect for the existence of an outwardly

verifiable trith and the re-emergence of what Socrates called "divine

madness," magically induced. In theology the arrogance of the human
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mind sets itself against the divinely established and hence perfect
ardexr; in the epistemological dispute of the late elghteenth century,
Kantians and Hartleyans also square off on this ground.

Accordingly, Coleridge's affirmation of the minds freedom
("O Lady we receive but what we give") comes face to face with
Wordswarth's "wise passiveness," The objects which were for
Coleridge "as objects ., . . essenttially fixed and dead"” were for
Wordswath the touchstones of reality, While Wardsworth succumbed
to the "absolute dominion" of the eve (IX:176), Coleridge attended
to Invisble wvoices, literary as well as theological. The credit he
gave to the invisible led him to accommodate the supernatural.

Thelr different attitudes toward the worth of words and things are
closely connected with their different attitudes toward the super-
natural .

While language for Coleridge had powe r to conjure up living
mental forms, for Wardswarth it only seems to intervene between his
experience of things and the things themselves., He secks for an
alliance "both of the ohject seen and eye that sees" (XII:379), with
no third party. "I comnversed with things that really are" (I1:412-413),
and it i3 a wordless conversation, Objects must shine through lan-
guage as through clear glass:

It isnot, then, to be supposed that any one,
who holds that sublime notion of Poetry which

I have attempted to caonvey, will break in upon
the sanctity and truth of his pictures by transitory
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and accidental ormnaments, and endeavor to
excite admiration of himself by arts, the

nacessity of which must manifestly depend
upon the assumed meanness of his subject.

Language, he writes in The Essay on Epitaphs,

If it do not uphold, and feed, and leave in
quiet, like the power of gravitation or the

air we breathe, is a goupter-spirit usremit-

tin and noiselessly at wark, to sub

to_lay waste, to vitiate and to dissolve,

David Perkins explains this anti-verbal side of Wordsworth's

12

thinking:

Wordsworth insists again and again that thought--

especlally what he called insight or vision-=can

be non-verbal and hence far more subtle, profound,

and co:nf)rehenslve that the wards found to repre-

sent lt, 4
Wordsworth's "sincerity"” is a deep distrust of language, The ex-
perience that counts for him is "far hidden from the reach of words,"
Shelley attributes this passivity to things to lack of imagination.
Wordsworth, sneers Shelley,

had as much imagination

As a pint-pot;--he never could

Fancy another situation,

From which to dart his contirgplation

Than that wherein he stood,
But in Wordsworth's opinion, to dart his contemplation away from the
spot where he stead.. would be to falsify that spot at the very
moment when he wanted to render it whale, To impose the mind on
nature (“To bend the Sabbath toZhig/ use") is heresy for Wordsworth,
whereas the refusal to impose the mind is far Colerldge an abdica-
tion of responsibility. Wordsworth's distrust of the mind‘'s manipula-

tion of things, limits his experience to "what the eye cannot choose
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but see,"” He holds "communion with the invisible" only when the
invisible is grounded in "sensible impressions" (XIII:103-105),
Things and words, eye and ear, passive mind and active,
v isible and invisible, diverge into natural and supernatural. For
Wordswarth, the mighty forms of Nature are all men can know of
permanence, To require supernatural inspiration is to neglect the
only reliable source of inspiration--the visible world men see and
“feed" on. Coleridge, on the other hand, is curlous not only
about innate Forms in inte od _non s in_sen

16 A super-

practer ipsum intellectum) but even ahout "enthusiasm."
natural authority may supply ldeas that the impressions of nature
cannot, The Will (in Coleridge's view a supernatural power) is
linked not with the matter of things but with the spirit, Its inven-
tioms thus defy sensuous proof. Against this belief in the super-
natural (which, by its very existence, suggests the insufficiency
of the natural), Wordsworth asserts, "There is no necessity to
trick out or to elevate nature.“” The question whether the mind
is passive or active--respectively the Hartleyan and Kantean posi=-
tions--has its corollary in the alternatives of "natural supernatural-
ized" and "supematural naturalized™ as subjects for poetry.

In so dividing their wark, the two poets seem to have been
consclous of their differences as early as 1797: Wardsworth was

to start with the visible and expand on it; Coleridge was to start

with the invisible and conjure it up. Although in the Preface
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Wordsworth insists all poets must deal with the natural, his in-
sistence is "an Act of Uniformity” that he must have known even
at that time did not apply to his c-::ollabosm‘:tt«:ar.18 When the formula
was adopted for The Lyrical Bgllads, Wordsworth must already then
have associated Coleridge with the supernatural, the inventions

of the mind, wads, metaphors and magic. His intense struggle
(in The Prelude and "Peter Bell") to root out the supernatural,
becomes yet ancther measure of his misunderstanding of Coleridge's
revolutionary pursuits,

Now it is important to see that Wardswarth attributes
Coleridge's interest in maglc to the urban environment of his youth,
For Wordsworth seems to helleve that environment is formative,
and that Coleridge's upbringing is an explanation of his perverse
interests,

When in Book VI of The Prelude Wordswaorth narrates his
Alpine wanderings, he thinks of Coleridge's Maltese exile.
Coleridge had gone off almost a year befare the writing of this
book to relocate his sorrows, His multiple failures (marriage,
health, will, The Watchman) had worried his friends at his depar-
ture, and now his long absence {and comparative silence) in an
outpost at once exotic and dreary, worried them still more;

Far art thou wander'd now in search of health,
And milder breezes, melancholy lot! (VI:249-50)
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Although Wordsworth's own days adrift were only memcaries,
Coleridge's were an ever-present reality, strange fa a grown
man, In an effort to understand the differences between their
exiles (one acute and past,. the other chronic), Wordsworth tries
to explore the differences between their respective "elements":

I, too, have been a wanderer; but alas!

How different is the fate of different men

Though Twins almost in genius and in mind,

Unknown unto each other, yea, and breathing

Az if in different elements, we were framed

To bend at last to the same discipline,

Predestin'd, if two Beilngs ever were,

To seek the same delights, and have one health,

One happiness. (VI:261-269.)
But Coleridge has failed to bend to the discipline. Their delights,
perhaps momentarily similar, had not gontinued to be the same;
health and happiness, likewise, {and most evidently) diverged.
Whereas their capacities were twin, it was the different elements
they breathed that divorced their fates. And Coleridge's unhealthy
"element" (since age nine) was the city, 19 Thus, the intention
of the first five books has been to "record" for Coleridge what it
was like to grow up in a favorable element--Nature,

Throughout this narrative,

Else sooner ended, I have known full well

For whom I thus record the birth and growth

Of gentleness, simplicity, and truth,

And joyous loves that hallow innocent days

Of peace and self-command, (VI:269-74.)

This element favored the development of inner peace and self-command-—

qualities that Coleridge notably lacked. With them, he might have
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been able to "bend at last to the same discipline" that now drives
Wordsworth on to write his long poem.,

S0, the major contrast that Wardsworth establishes between
Coleridge and himself is that between their urban and rural youths:
Of Rivers, Fields

And Groves, I speak to thee, my Friend; to Thee

Who, vet a liveriad School-Boy, in the depths

Of the huge City, on the leaded Roof

Of that wide Edifice, thy Home and School,

Wast used to lie and gaze upon the clouds

Moving in Heaven; or haply, tired of this,

To shut thine eyes, and by internal light

See trees, and meadows, and thy native stream

Far distant, thus beheld from year to year

Of thy long exile. (VI;274-284,)
Clause after clause and modifier within modifier separates young
Coleridge from nature, He is burled deeply in the center of the
metropolls, imprisoned In school, even in the school's clothes,
What he can see with his outer eye are the wban clouds above
the buildings; but he tires of these, elther because of his dreary
circumstances or because he has forgotten how to understand them,
He escapes into his own mind, He shuts his eyes and looks within,
where he harbors old and worn-out images of nature {(Worlsworth
supposes)_that he fingers year after year to sustain him in his exlle,

Such inward sight can be best understoad by comparing it with

a later passage of this same portrait., Coleridge is seen as older

now, and has just missed Wardsworth at Cambridge:
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I have thought

Of Thee, thy leaming, gorgeous eloquence

And all the strength and plumage oflthy Youth,

Thy subtle speculations, tolls abstruse

Among the Schoolmen, and platonic forms

of wild 1deal pageantry, shap'd out

From things well-matched, a 111, and words for things,

The self-created sustenance of a mind

Debarr'd from Nature's living images,

Compell'd to be a life unto itself, (VI:305-314)
The profusion of Wardswarth's praise In the first four and a half
lines suggests an undertone of regret, as If Coleridge's learning
had come to nothing. Even before we discover that Coleridge’s
early splendor was only a pageantry (a showy exhibition of ideas
without substance) "Youth" sets the nate of elegy, and “"plumage"
suggests that his leaming (aad learning is itself suspect for
Wordsworth) is seasonal and external., "Gorgeous" adds an impres-
sion of something overdone and gaudy, particularly in the neighbor-
hood of "plumage,” and when connected with "eloquence" (since
Wordsworth thinks of wards as “vitiating and dissolving "), the
notion of display is hard to avoid, So, the learning and eloguence
of Coleridge's youth was a show, disconnected from essential
truths, Along with these insinuations, the adjectives "subtle" and
"abstruse" add a glint of evil, When Coleridge then lumps "pla-
tonic forms" together out of unrelated things, and confuses these
things with words, he commits a central Wordsworthian sin. He
has tried to set up the mind as a power independent of Nature,

An exile from "the huge and migh!y forms of nature” since age nine,
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he presumes to think he can devise his own images in place of
natural ones, But Wordsworth does not think this can be done

at all., "Debarr'd from Nature's living lmages," there are no other
vital sources of images. Wordsworth thinks of Coleridge sHll

t umning over the few infant memgrias from Ottery St. Mary as if
treading water. For in the city the mind groves to sustain itself,
Separated from nature's living inlmages (other images being dead)

it must be its own source of life, Even for a great spirit, this
self-sustenance is {mpossible.

Wordsworth adopts this contrast later (in Book VIII): the
solid world of natural images makes urban d-eams seem like
shadows, as the mind attempts vainly to sustain itself on ex-
hausted memories, He speaks in Book VIII of the adolescent who
distorts truth, and he explains how he escapes what was another
form of "wild ideal pageantry,."

Yet in the midst
Of these vagaries, with an eye so rich
As mine was, tlrough the chance, on me not wasted
Of having been brought up in such a grand
And lovely region, I had forms distinct
To steady me; these thoughts did oft revolve
About some centre palpable, which at once
Incdted them to motion, and control'd,
And whatsoever shape the fit might take,
And whencesoever it might come, I still
At all times had a real solid world
Of images about me; did not pine
As one in cities bred might do; as Thou,
Beloved Frierd ! hast told me that thou didst,
Great Spirit as thou art, in endless dreams
Of sickliness, disjoining, joining things
Without the light of knowledge, (VIII:583-609)
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Wordsworth made the most of his happy chance. The forms that
impressed his young mind were "distinct,” “steadying," "palable,"
“real" and "solid," Thevy ordered and at the same time energized
1is mind, His eye was at all times watching them, even when it
momentarily altered them (under the influence of reading romances),
But Coleridge was not so lucky. Bred in the city withaut these
distinct and solid images {separated from what Wordsworth thinks
of as the only reality) Coleridge pines hopelessly fa some center
to steady him in his groundless speculations. The "“internal light"
by which he saw into his mind at Christ's Hospital seems to have
gone out. TFor now he is "without the light of knowledge," He

is left In a dark, dreamlike half-life in which he arbitrarily changes
counters around, He assumes thesa oounters to be things while
in reality they are only empty words,

We begin to understand that Coleridge®s Interest in magic was
already being determined by imaginary and insubstantial words and
dreams, With his whole environment an illusion, Coleridge coould
hardly help being separated from truth--the Nature that "fed" Wards-
worth's lofty speculation, No wader Coleridge did noat respect
the solidity of real things; since nine years old he had »een surrcunded
oy falsity.

When Wardsworth himself came to London, however, he was too

old for the city to have any formative offect:
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By influence habitual to the mind

The mountain's outline and its steady form
Gives a pure grandewr, and its presence shapes
The measwure and the prospect of the soul

To majesty, (VII:721-725)

"The encreasing accumulation of men iIn citles" is one of the causes
that are "now acting with a combined force to hunt the discriminating
powers of the mind, and unfitting it for all voluntary exertion to re-
duce it to a state of almost savage torpc::r."20 Coleridge’s dreams

of sickliness are examples far Wordswath of the torpor the city
breeds., Without the mountain‘'s steady farm, men cannot learn to
discriminate, For Wadsworth, the Spirit of Nature was upon him
even in London, It “"diffused,"

Through meagre lines aad colows, and the press
0f self-destroying, transitory things
Composure and ennobling Harmony. (VII:738-40)

Because Wordsworth communed

Not with the mean and wvulgar waks of Man,
But with high objects, with enduring things,

with life and nature (1:435-437)
Nis feelings are pure. He can see the world in the perspective of

wholeness:

Living amid the same perpetual flow

Of irvial dbjects . . .« &

Oppression under which even highest minds
Must labour, whence the strongest are not free;
But though the picture weary out the eye,

By nature an unmanageahble sight,

It 1s nat wholly so to him who looks

ine -]
An _undersenge of greatest: sees the parts
As parts, but with a feeling of the whole. (VII:701-2;
705-12)
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The eye and the great things of Nature conspire to save Wordsworth
from the trivial things of men,

The conditloning has worked inexorably, The attitudes of the
two friends, one troubled, the other pleased with himself, are in
Wordsworth's view the inmevitable results of their different environ-
ments. It is too late to change them.

A city upbringing has inescapable consequences. Offering
no abiding forms to impress the mind with majesty, the city turns
the mind inward on its own devices. Reading, talking, and dreaming
are the poor substitutes for truth the urban mind may gnaw on,
Though many critics have tried to modify the impression of Words-
worth's hostility to books, it is hard to deny that in general he was

in "revolt against literamre."21

Books! ‘'tis a dull and endless si:rife.22
They indeed convey "the spirit breathed from dead men to their
kind," from dead men to other dead men. While the warks of Homer,
Shakespeare and Milton are "powers only less than nature's self,"
Wordwarth's mi nd "hath look'd Upon the speaking face of earth and

heaven As her prime Teacher" (V:11-13),

Come forth into the light of things,
Let Nature by your Teacher,

It is hard not to suppose that the "good friend Matthew” of "Ex-
postulation and Reply" and "Tables Turned" is indeed Coleridge.
With whom else would Wordsworth be resting by the side of

Esthwaite lake, in a mood of easy jocularity, bringing up as if
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for the hundredth time thelr habitual quarrel over the relative merit
of books and Nature?

Our meddling intellect

Mis-shapes the beauteous forms of things:--

We murder to dissect.

We cannot fail to connect the lines

Enough of Science and of Art;
Close up those barmen leaves

with the passages in The Preluds which criticize Coleridge's depen-
dence on books.

Maeover, books of any rank lower than Shakespeare and
Milton~~particularly from "the hemisphere of magic ficion" (VI:102-3)}--
only "defraud the day." They are dreams of sickliness, manipulated
and switched around without reference to a steady whole. For ex-
ample, Wardswarth reads The Arablan Nights while fishing on the
Derwent, and feels he must apologize to the river:

For a whole day together, 1T have lain
Down by thy side, O Derwent, murmuring Stream,

On the hot stones and in the glaring sun,
And there have read, devouring as I read,

Defrauding the day's dlary, despergte!

Till, with a sudden bound of smart reproach,
Such as an Idler deals with in his shame,
I to the sport betook myself again, (V:508-515)

He castigates the fanciful Osslan for not accurately reproducing
nature, for substituiing dead words for living things:
From my very childhood I have felt the falsehoaod that
pervades the volumes imposed upon the Warld under

the name of Ossian, From what I saw with my own
eyes, I knew that the imagery was spurious, In
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nature every thing is distinct, yet nothing
defined imto absolute independent singleness,

In Macpherson's work it is exactly the reverse;
every thing (that is not stolen) is in this manmer
defined, insulated, dislocated, deadened--yet

nothing distinct. It will always !ae so when

words are substituted for things.

Magic ficHon, by exaggerating, suppresses natural feelings, A
dead man is fished up, but Wordsworth (an adolescent now dallying
with The Arahian Nights} cannot respond to this real "“spectre
shape":

for my inner eye had seen
Such sights before, among the shining streams
Of Fair land, the Farests of Romance,

The wrlters of Romances ("Who care not, know not, think not what
they do") gratify bizarre needs:

A graclious Spirit o'‘er this earth presides,

And o'er the heart of man: invisibly

It comes, directing those to works of love

Who care not, know not, think not what they do:
The Tales that charm away the wakeful night

In Araby, Romances, Legends, penn'd

For eolace, by the light of monkish Lamps;
Fictions for Ladies, (V:516-523)

When men feel “"uneasy, unsettled," they have "cravings for the
marvellous,” then they praise the "dreamers, Forgers of lawless
tales":

we bless you then,
Imposters, drivellers, dotards, as the ape
Philosophy will call you: then we feel
With what, and how great might we are in league,
Who make our wish our power, our thought a deed,
An empire, a pmeession; Ye whom Time
And Seasons serve; all Faculties; to whom
Earth crouches, th'elements are potter's clay.

(V:547-555)
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The ironies of thlis passage must be read in the comtext of Words~

)
worth's views about words and things: here romances are wish-
fulfilling mechanisms that give men the sense of being powerful just
when they are really impotent. The illusion of power is what men
want; wishes accomplished; thoughts automatically enacted; great
countries within grasp; time, change, the mightyelements subservient
to the merest whimsy. This 1s the false illusion that literature gives,
by presuming that words can b%e substituted far things and get the
same results,

The point is central: literature presume s that the earth is
crouching before it, waiting to be transformed, It presumes that
earth {s passive material which language brings to lifz, This pre-
sumption to Wardsworth seems the most fearful distortion of reality.
Instead of crouching befoare men, the earth 1s immutable and awe-
inspirimg. The human urge to transform what is permanently true
1s to him madness. Men impose the laws of dream onto reality.
Although at thirteen Wordswarth became momentarily interested in

“words for thelr own sakes, a passion and a power," and was

"lifted above the ground by airy fancies" (V:530), these attitudes
were for him transitional, Aftar this brief flurry of imterest in the
power of wards, he devoted himself to affirming the greater power

of "things forever speaking,”

Woxrds and airy fancles cannot appoximate the truth. The
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work of earth is magical enough:

A single Tree
There was, no doubt yet standing there, an Ash
With sinuous trunk, boaghs exquisitely wreath'd:
Up from the ground and almost to the top
The trunk and master branches everywhere
Were green with ivy; and the lightsome twigs
And outer spray mofusely tipp'd with seeds
That hung in yellow tassels and festoons,
Moving or still, a Favourite trimm'd out
By Winter for himself, as if in pride,
And with outlandish grace. Oft have I stood
Foot-bound, uplocking at this lovely Tree
Beneath a frosty moon. The hemisphere
Qf magic fiction, verse of mine perhaps
May never tread; but scarcely Spenser's self
Could have more tranquil visions in his youth,
More bright appearances could scarcely see
Of human Forms with superhuman powers,
Than I beheld, standing on winter nights
Alone, beneath this falry work of earth, (VI:90-109)

This "single tree" is a Ding an Sich: Wordsworth presents it care-
fully and respects its identity. He uses only the copula, until the
ona stark metaphor that suggests the Ash {s a mistress to Winter,
Looking at this immu*able Thing is wonder enough for him. All the
romances and extravagant fantasies of supernatural beings merealy
avoid truths which can be stranger than fiction. Fiction, because
it transforms reality, is magical, The mind's extravagant inventions
hide the thing itself, and disquise its natural growth with words,
Beings from othar warlds are not better than beings from our own,
For no human imagination has ever devised by its mental magic a

supernatural world than can rival the truths of natwre.

A single real image outshines all imagiary paradises:
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Beauteous the domain

Where to the sense of beauty first my heart
Was open'd, tract mae exquisitely fair

Than 1is that Paradise of ten thousand Trees,
Or Gehol's famous Gardens, in a Clime
Chosen from widest empire, far delight

Of the Tartarlan Dynasty composed; . « « «
Scene link'd to scene, an ever growing change,
Soft, grand, or gay! with Palaces ani Domes
Of Pleasure spangled over, shady Dells

Tor Eastern Monasteries, sunny Mounds
With Temples crested, Bridges, Gondolas,
Rocks, Dens, and Groves of follage taught to melt
Into each other their obsequious hues

Going and gone again, in subtile chace,

Too fine to be pursued; a standing forth

In a0 discordant opposition, strong

And gorgeous as the colours side by side
Bedded among rich plumes of Tropic Birds;
And mountains over all embracing all;

And all the landscape endlessly enrich'd
With waters running, falling, a asleep.

But lovelier far than this the Paradise

Where I was rear'd; in Nature's primitive gifts

Favor'd no less. (VIII;:119-125; 123-146)

Thase unsarthly paradises, these Pleasure Domes and Shady

dells, so reminiscent of'Kubla Khan," are the products of dream,
not "things oracular." The questing after the strange and artificial,
is once mare an escape from the real abiding paradise here on
earth.24 As with the Coleridgean eloquence of Book V, the gorgeous-
ness of these Colerldgean paradises 1s suspiclous; it is "subtile,"
"obsequious," and replete with "plumage," The images melt into
one another, "going and gone again" like illusions or like the

fabrications of magic. They show a "dream-like inconsequence,"

as Wordswarth said of the"Rime of the Anclent Mariner; they do not
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follow each other consecutively, and they are inccm.&:.eq‘.lential.25

Wardsworth follows his attack on magical paradises with a
defense of the dramatis_personae of the Lyrical Ballads, He uses
the arguments of the Prefaces, and contrasts his own true shesphards
with the artificlal ones of Shakespearian and Spenserian pastaral,
Once more, reality and romance are opposed. He describes the
shepherds he has seen and then defles his major critics: Coleridge

26 Wordsworth's rage against these disloyal friends is

and Hazlitt,
almost Mosalc. He {s the spokesman of God, they are idolators:
Call ye these appearances
Which I beheld of Shepherds in my youth,
This sanctity of Nature given to Man
A shadow, a delusion, ye who are fed
By t d 1 iss the spirit of things

Whose truth is not a motHon or a shape
Instinct with vital functions, but a Block

Of waxen Image which yourselves have made
And ve adore, (VIO:427-435)

Coleridge and Hazlitt criticised his humble characters for bypassing
truths of the intelligence, In turn, Wordsworth <laims that their
notion of truth is i{nert and dead. He accuses them of idolatry,
warshipping of false gods ar golden calves. They call the spirit
of things a shadow a delusion, because they themselves (city
boys) had been fed only on surrogates,

In his attacks on the hemisphere ¢f magic fiction, on imaginary
changeful paradises, on pastorals and on the literary tradition in
general~--the "dead letter," "the waxen Image which yoursedves have

made And ye adore,"--Wordswarth seems to be camrying on a long
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discussion with Coleridge about the relative powers of things and
words, and about the exactlocation of truth, He is arguing with
Coleridge about the power of the mind to invent its own truths
to replace outer ones; he is arguing about the metamorphosis of
things by words trying to equal them. In disparaging works of

"magic fiction" such as The_ Arabian Nights he is quarrelling

directly with Coleridge, who often averred the importance of The

27 Wordswarth

Arabian Nights fa "accustoming him to the vast,”
was even, as we saw, directly ridiculing the extravagance of
"Kubla Khan." Men like Coleridge imagine supernatural paradises
and then set them up as gcals. The mind produces words and then
seeks its own productions, This is true sickliness, disjoining,
joining things, without the light of knowledge, Far true knowledge
is to be found without., It is not to be found in man-made solip~
sisms and self-reference,

Wordsworth is led to examine the dangers of fictional extra-
vagance to the farmation of a child's mind, and he sees the ex-
cesses of metaphor as ane of the many willful indulgences of
adolesmnce. I-_Ie eventually uses this theary of education to ex-~
plain what he thinks of as Coleridge's failure to move out of
adoleaence, Reading of supernatural scenes leaves the mind
torpid, seeking ever more extravagance:

Yea, doubtless, at an age when but a glimpse

Of these resplendent Gardens, with their frame
Imperial, and elabarate ornamernts,
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Would to a child be transport over-great,

When but a half-hour's roam through such a place
Would leave behind a dance of images

That shall break in upon his sleep for weeks;
Even t hen the common haunts of the green earth,
With the ordinary human interests

Which they embosom, all without regard

As both may seem, are fastening on the heart
Insensibly. (VII:159-170)

Wondsworth sees no need toindulge In exotic stimuli. They only
exhaust the mind and make it unfit for true feeling. Instead, the
"common earth” will form the soul without human intervention: the
dance of imagés will wark insenasibly, helow the level of conscious
choice.,

Indeed, the entire ascription of metaphar appears to Wards -
worth to be pesverse, It is one of the excesses of adolescence and
understandable at that changeful time d life; but at "a time of
greater dignity" the poet must cast off foolish things., Wardswarth is
proud to have done so himself, Enchanted by books, his adolescent
imagination had bheen "enflamed®:

There came among those shapes o human life

A willfulness of fancy and conceit

Which gave them new importance to the mind;

And Nature and her objects beautified

These fictions, as in some sort in their turn

They burnish'd her, From touch of this new power
Nothing was safe: the Elder-tree that grew

Beside e well-known Charmel-house had then

A dismal look; the Yew=tree had its Ghost,

That took its station there for ornament:

Then common death was none, common mishap,
But matter for this humour everywhere,

The tragic super-tragic, else left short. (VIII:519-31)
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The touch of this new power is metamarphic anxl magical, instan-
taneous ard distorting. Its effect may be compared with what
Coleridge praises as “the Midas touch of life and joy." Willfulness,
fancy and conceit try to force nature into the mind's categaries,
eilther ornamernting common i things or using common things as mere
matter for exaggerations. Natural sorrow, unless transformed by
literature, seems insignificant,
In transforming the real world, the adolescent Wordsworth
wrote In the manner of Coleridge's romance, "Love':
Beside our Cottage hearth,

Sitting with open door, a hundred times

Upon this lustre have I gaz'd that seemed

To have some meaning which I could not find;

And now It was a burnish'd shield, T fancied,

Suspended over a Knight's Tomb, who lay

Inglorious, buried in the dusky wood;

And 2ntrance now into some magic cave

Or palace for a Fairy of the rock., (VIII:S68-576)
Wordsworth mocks this style, that Coleridge in his maturity stll
adopts. But Wordsworth has come in his wisdom to a surer uader-
standing of the location of reality, Any adult poet who still trans-
forms a rock into a shield or magic cave must be an extravagant
adolescent at heart, still enchanted with "wards for their own sakes,”
still victimizing nature with "the touch of this new powwer," Imagina-
tion percelves truths and feelings, whereas this adulterate power is
the faculty of Fancy. Fancy is metamorphosis effective only in

words and mind, never effective on the permanent truths of nature

bensath these 1illusory changes. It seems possible that Wordsworth
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believes Coleridge's main poetic fatlure was in uszing Fancy instead

of Imagination, as Wordsworth saw these terms..28

Incapable of moving on to "a time of greater dignity," such
a poet wauld be stunted in adolescent verbosity. He is a prodigy.
In Book V the prodigy acaumulates book-learning, without the
light of knowledge:

His discourse moves slow,
Massy and pordercus as a prison door,
Tremendously emboss'd with terms of art;
Rank growth of propositions overruns
The Stripling's brain; the path in which he treads
Is chok'd with grammars; cushion of Divine
Was never such a type of thought profound
As 1s the pillow where he rests his head.,
The Ensigns of the Empire which he holds,
The globe and sceptre of his royalties
Are telescopes, and crucibles, and maps,
Ships he can guide across the pathless sa,
aAnd tell you all their cunning; he can read
The inside of the earth, and spell the stars;
Be knows the policies of faeign Lands;
Can string you names of districts, clties, towns,
The whole world over, tight as beads of dew
Upon a gossamer thread; he sifts, he weighas;
Takes nothing upon trust. His Teachers stare,
The Country People pray for God's good grace,
And tremble at His deep experiments,
All things are put to question; he must live
Knowing that he grows wiser every day,
Or else not live at all; and seeing, too,
Each little drop of wisdom as it falls
Into the dimpling cistem of his heart., (V:320-345)

The qualities of the prodigy {and the bittemess behind them) arise
from exaggerating the flaws Wardsworth sees in his frlend Coleridge,
Eloquence; vartety of learning (divinity, grammar, politics, astrono-

my, travel); the continual accumulation of wisdom; the staring
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teachers; the exposure of traditionally inviolable secrets: these
are all attributes of the mrematurely learmned man, bred in the city,
nurtured on books, and separated from a vision of the whole,
Wordswarth ends his portrait of the prodigy with a call back to
earth; this corresponds to the message of "Peter Bell," also almed
at correcting Coleridge's deviations from Nature:zg
Meanwhile old Grandame Earth is grieved toc find
The playthings, which her love designed for him,
Unthought of; in their woodland beds the flowers
Weep, and the river sides are all forlam,
As hooks and clties detach themselves from the abiding continuum
of nature, the prodigy dissociates himself from the larger view

that Nature givaes., The world is merely an object on which he

exercises his mind,

Any attempt to intellectualize experience is Coleridgean.
Describing the race on the beach in Book I, Wordsworth remind s
himself that it is impossible to divide the stages of the mind into
categories:

But who shall parcel out
His intellsct, by goometric rules,
Split like a province, Into round and square?

Who knows the individual hour in which
His habits were first sown, even as a seed,

Who that shall point, as with 3 wand, and say,

"This partion of the river of my mind

Came from yon fountain?" (11:208-215)
Wordswoarth uses the image of the magic wand to describe the
working of the intellect, The wand has the effect of stopping
process or natural growath--the river or the seed, It violates the

inner laws of nature, The analytic mind is like magic because



47

it invents its own laws; the wand "murders to dissect." Like magic
fiction and transforming metaphor, it describes obliquities and vagaries
that stand obliquely to the right angles of truth, are vagrants from
realit:y..30
In fact, Wordswarth answers his own question, "Who shall

point, as with a wand, and say, "This portion of the river of my
mind Came from yon fountaln?" The answer is "Thou, my Friend,
art one," Having thought of the magically powerful mind, Words-
worth thinks of Coleridge. He begins a strangely backhanded ex-
planation of why the image does not apply to Coleridge. He wants
to explain that Coleridge is not a slave--or at least not exactly
a slave--of that "false secondary power, by which,"

In weakness we create distinctias, then

Deem that our puny boundaries are things

Which we perceive, and not which we have made,

(I1:220-224)

In a passage remarkable in Wordsworth for its ambiguities of syntax,
Wordsworth cannot bring himself to understand how Colerildge escapes
this charge. He calls Coleridge into his own camp, and yet knows
he does not belong there:

And thou wilt doubt with me, less aptly skill'd

Than many are to class the cabinet

Of their sensations, and, in voluble pirase,

Run through the history and birth of each,

As of a single independent thing., (I1:227-231)
For Wordsworth, too much talk is magic; it imposes its artifice on

reality.
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Wordsworth stops his own thought from straying into magical
excesses, thinking as he does so of Coleridge's errors in this
direction, Wardsworth compares his own adolescent obsesston with
metaphor and wards and magical romances with Coleridge's mature
interests. In Book XI he comes to compare his own years in France
with Coleridje's years as "a rigorous student." He 1s struck by his
own momentary res emblance to Coleridge. Wadsworth as Man of
Reason is very much like Coleridge in his subtle speculations:

both are caught up in "toils abstruse, " unsteadled by the permanence
of nature, Both are 'debarr'd from natwe's living images,"

When Wordswarth himself returned from France after two years
of "man's perverseness," he found himself "dead to deeper hope"
(XI:23-5). His long scjourn in the realms of pure reason (Godwinian
and Voltarlan) was like Odysseus' enforced sall, Odysseus smelled
“"the fragrance which did ever Give notice of the Shore," and Wards-
worth returns to rediscover “the breezes and soft airs that breathe/
The breath of Paradise and find a way/ To the recesses of the soul.”
The power that kept Odysseus out on the barren sea, unable to go
to the harbours of "blessed sentiment and fearless love" was a
maglic power:

What avall'd,
When Spells forbade the Voyager to land? (XI:48-9)

As a magic power, it was an evil one, keeping the Voyager, (at

once the legendary Odysseus and the real Wardswarth) apart from
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true feelings and making true feelings appear to be "Perfidious,"
This magic power was Reason. It "promised to abstract the hopes
of man/ Out of his feelings" (X:809-811) .,

Wordsworth begins his long description of the effect of the
exclusive life of the mind on the totality of life. Again Reason
1s a power that cuts men off from Paradise:

Thus strangely did I war against myself;

A Blgot to a new Idolatry

Did like a Monk who hath forsworn the world
Zealously labour to cut my heart

From all the sources of her former strength;

And, as by simple waving of a wand
The wizard instantaneously dissolves
Palace or grove, even so did I unsoul
As readily by syllogistic words

Some charm of Logic, ever within reach,

Those mysterles of passion which have made. . .
One brotherhood of all the human race. (XI:74-88)

Reason, divided from the whole self, creates unnatural strife, In

its devotion to an other-worldly life of ideas, it is ascetic and
hence life-denying. Sickly, in being cut off from natural sources

of strength, it 1s ldolatrous as Coleridge and Hazlitt were, adoring
the waxen image they themselves had made, Above all, this self-
sufficlent life of the mind is llke a wizard, for whom the only reali-
ties are words, The wizard's wards seem to have power to change
reality by the very redefinitions of their own self-reflexive terms.
Whatever the wizard does, he does instantaneously, not gradually
and steadily. He can never sustain his act because words can

change though things are permanent; and the wizard's effect is



50

always to unsoul, as the prodigy was without feelings, and as
the elaborations of metaphor kept the common earth from fastening
on the heart of the child who reads romances. The "plumage" of
Coleridge's youth (the "gorgeous eloquence” aad “subtle specula-
tions") was a wizard's "charm of Logic.” His eloquence was a
pageantry of ideas shap‘'d out

From things well-match'd, or ill, and words for things.
Those who belteve in the self-created sustenance of the mind are
in an eclipse where even the books with which they live lose theilr
meaning, In this eclipse they forget that things defy words.
They forget

the laws of things which lie
Beyond the reach of human will or power. (X1:97-98)

The willful fancy, the adulterate power (as he calls the activities
of the mind elsewhere) are transient pretensions (like the city
itself) on the truth of nature. The wizard- does not know that his
words only seem to have power over things, and that his books
only seem to have insights into reality.

Wordswarth began his portrait of Coleridge with the idea of
wandering, Here, with the figure of the Wanderer Odysseus escap~
ing the magic falsity of Circe's island, he sees his own life turn
away from all wandering, He abandons man-made dilemmas and
retums to Nature. Nature, like Penelope, has been faithfully

waiting, Because he had been first molded by nature, Wordsworth



51

is able to resume his fructifying life with her. But Coleridge is

not so fortunate. He had been forced to leave for the city before

the huge and mighty Forms of Nature had enacted their "severe
ministrations on him," giving him the stability to stand alone.

Under the circumstances, it is no wonder that Coleridge should

be sick, indolent and sad, his "ten thousand hopes For ever wither'd."”
The forms that impressed his young mind were mean and wvulgar; he
was doomed from the start.

For Wardsworth, words like ghosts and spirits are spectacles
or pageants the wizard makes appear by trickery and illusion. They
do not correspond to a substance. When Wordsworth wants to speak
of superficial change (as when he got himself to look and act: like

a Cambridge scholar) he says

Strange trangformation for a mountain Youth,
A northern villager, As if by word
Qf Magic or some fairy's power, at _once.

Behold me rich in monies, and attir'd
In splendid clothes, with hose of silk and hair

Glittering like rimy trees when frost is keen,
(T1:33-37)

Here a metamorphosts (like the literary metamorphoses of his fitful
youth) is imposed by rules of human civilization which are extraneous
to his own arganic growth, Farced to partake of frivolous school
soci ety and defraud the time, he finds the interruption a sleight

of magic, like the wand that interrupted the river to analyse the
fountain. Money and dress are glittering swfaces of the true Words-

worth (steadied by the early impressions of Nature) who preserves

himself halow,
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When Wordsworth writes in the same book of the "vague and
loose indifference" of his days at Cambridge, he again attributes
his changes to magic, He sees his separation from truth as the
work of an outside power, not a choice he would have made from
his own heart:

Rotted as by a cham, my life became
A floating island, an amphibious thing,
Unsound, of spongy texture, yet withal,
Not wanting a falr face of water-weeds
And pleasant flowers. (II1:339-~-343)

Once more he is adrift, divided, sickly, superficial--merely a face,
and that, weedy. Some insidious charm has bewitched him, loosed
him from even an island's hidden connection to earth.

London, too, is just such a surface interruption. In describ-
ing the spectacle or pageant--here again are the words with which
Wordsworth describes the play of ideas--he says

As when a Traveller hath from open day
With torches pass'd into some Vault of Earth,
The Grotto of Antiparos, o the Den
Of Yordas among Craven's mountain tracts;
He looks and sees the cavemn spread and grow,
Widening itself on all sides, sees, or thinks
He sees, erelong, the roof above his head,
Which iggtantly uagettles and recedes
h light ark ) 1

Commingled, making up a Canopy

a F and T Shape
That shift and vanish, change and interchange

Like Specires, ferment quiet and sublime., . .
The senseless mass,

In its projections, wrinkles, cavities,

Through all its surface, with all colours streaming,
Like a magiclan's airy pageant, parts,

Unites, embodying everywhere some pressure,

Or image, recognis8:'d or new, some type

Or picture of the woarld. (VIII:710-722; 730-736)
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Here, then, in London, is a magician's airy pageant, with its
elaborately shifting farms, shadows and mists, disembodied figures;
they are merely pictures of the world, not substantial realities,

Thus, for Wardsworth, evanescent spectacles, fancles, elaborate
metaphors, hooks, dreams, trivial forms that pass and dissolve,
words that flow out volubly from a mind supercharged with thoughts—-
can all be ascribed to magic., For magic trades in appearances and
artifice, It tries to change the facts by devious sleights-of-hand;
it tries to trick the eye with illusions of the brain, Above all, it
tries to impose verbal categories on an objective flux.

And Coleridge figures almost invariably in the context of
Wordswoarth's attacks on illusion, particularly as this illusion is
magical. In failing to distinguish between true and false, Coleridge
grafted the shapes of Fancy upon the feelings of Imagination. He is
left joining and disjoining dreams, while Wordsworth "“speaks no
dreams, but things oracular.” The notion of the wizard comes for
Wordswarth as an important metaphor of man setting himself against
wholeness, adrift in a mental woarld not ballasted by Nature, The
wizard is a Wanderer. The wizard employs the mind to fragment
the fundamental totality. He separates words from the things to which
they ultimately refer. The products of the wizard mind (words, dreams,
books, the city) are a coastellation of falseness., This constellation

ends by being a rebuke to Coleridge's whole system of thinking, and
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to Coleridge's life as a liveried London schoolboy, Cambridge
scholar, endless conversationalist, and opium dreamer., Although
Coleridge began with a great spirit, he had no forms on which to
axercise it, He is forced into a purely mental world of dreams,
cut off from experience, to juggle the ideas of things without re-
ference to a center, Wondsworth acknowledges the great spirit
thwarted >y circumstance, but his disapproval extends to Coleridge's
moral as well as aesthetic sickliness.

As Wordsworth's Preface avers that purifying language will
ourify the heart, he connects Coleridge's lack of center in language
to his lack of center in life:31

Neither his talents nor his genius, migi§fas they
are, nor his vast information will avail him anything;
they are all frustrated by a derangement in his in-
tellectual and moral constitution., In fact, he has
nof voluntary power of mind whatsoever, nor is he
capable of acting under any constraint of duty or
maral ci:)ligat.it::on.:‘]2
The ovarweening disdain evident in this letter to Pocle culminated
in the great quarrel of 1810, Already in the first drafts of The Prelude,
however, these feelilngs emerge and seem to rankle in Wordsworth's

heart.33

The suspicion that Coleridge's ways were not his crops up
in the passages we havae seen. That their collaboration was without
straln cannot be saild, even at the beginning; for pity, rage and in-
dignation mingle in Wardsworth's tone, as he links Coleridge to the

heresies of language,
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Wordsworth makes it clear he never forgot to whom he was
addressing his poem. In the sections on Lon&cn and on l.iterature,
and also on childhood, he seems especilally argumentative since it
was In these aspects that the twe men's formative lives had been
most different. Why should Wordsworth have felt so strongly about
the careful elaboration of his life, if he did not suddenly see his
life as opposed to anather life and its consequences? He may have
felt his environment and the way it formed him to strength was
timely since Coleridge’s weakness showed itself more and more be-
fore his departure for Malta. As marriagg health and poetic powers
were breaking down for his friend, Wordsworth saw more and more
reason far investigating why sorrows were nat also affecting his own
strength.34 His Investigations led Wordsworth to discover a kind of
determinism. Because of the importance of impressions on young
sensibilities the city molds unstable minds; Nature molds stable
ones. This determinism seems to be one of the strongest proofs that
Wordsworth was an associationist. The youthful mind cannot trans-
cend its environment.

For Coleridge was the shadow figure against whom Wordsworth
defined himself. He was the Conradian “double.” Knowing him in-
timately, Wadsworth can say "There,but for the grace of God, go I."
Twin spirits, their minds had been nourished differently, and their
fates diverged accordingly, Because Coleridge*s mind was molded

by man-made forms and man-made fantasies, he was conditioned
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to think men could impose their metamorphic wills on immutable
reality. Thus deluded, Coleridge could not help his aesthetic
and moral decline. And no one should have expected him to do
otherwise, given his early circumstances, and the introversion to
which they inevitably led.

We have seen how pervasive in The Prelude is Wordsworth's
“one-versation" with Coleridge about the validity of the mind's
magical powver. So, we should not be surprised to see shorter
poems also developing this argument. "Lines Written in a pocket
copy of Thomson's Castle of Indolence,” "The Tables Turned,"
"Expostulation and Reply,”" "Eve with Cold Beads of Midnight Dew,"
and even "The Idiot Boy" take up the theme., But the poem that
most exclusively examines their different views about reality and
the supernatural is "Peter Bell.” For "Peter Bell," a deliberately
corrective parody of The Rime of the Ancient Mariner, announces
its purpose in its preface:

The Pcem of Peter Bell, as the Prologue will show,
was composed under a belilef that the Imagination not
only does not require for its exercise the intervention
of supernatural agency, but that, though such agency
be excluded, the faculty may be called forth as im-
periously and for kindred results of pleasure, by inci-
dents within the compass of poetic :gobability, in the
humblest departments of dally life.

This purpose corresponds to Wordsworth's well-know condescension

toward the Rime of the Ancient Mariper and his exclusion of it
from later editions of The Lyrical Ballads, His judgment of its
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"dream-~like inconsequence" and lack of motivation expands intc a
theory in Peter Bell, and this theory--a closely argued brief against
the magical transformations of the Coleridgean supernatural--depends
for its sharpness on the connection of magic and the solipsism of
mind extending over a large area of human concern in The Prelude.
Where The Prelude decried magic in cities, books, fancy, metaphors,
words for things and other falsities, Peter Bell has only one ad-
versary: the magical Rime.

Peter Bell's prologue 1s aplemic on the true subject of poetry;
the tale itself is an argument for the moral dangers of magic to men,
not only poets, and an object lesson on the way to write about
motivation in human acts,

The prologue to "Peter Bell" explains a number of things;
first, that Wordswarth, too, was tempted by heresies against
nature {(as we saw in his remarks about adolescent metaphor) but
spurned them in his maturity; that all the mysterles are for him
either idle curiosity or artificial fancies by which the irresponsible
mind populates the natural world! and that indulgence in these
fancies is solipsism and a betrawl of the poet's function of en-
larging the sympathies of men.

In the prologue a magic moon-shaped boat shanghais the
poet, deserts the earth and goes among the stars. There the post
sees melancholy spectres, The boat refuses to belleve he can be

homesick for the commonplace green earth. Returning from the stars,
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the boat takes him to distarmt regions of the earth--to Siberia,
Africa and the realms of Faery--hoping to enchant him

Among the lovely shades of Things;

The shadowy forms of mountains bare,

The streams and bowers, and ladies fair,

The shades of palaces and kings! 9102-105)
The magic boat diverts the poet to places that are not only un-
common but also insubstantial, apart from real men. The poet,
howvever, refuses to countenance this falsity. While the boat

offers to "reveal

How earth and heaven are taught to feel
The might of magic lore!

(the feeling is artificially instilled), the poet dismisses it in
lines that are significant for the Coleridge quarrel:
Temptation lurks among your words,
But, while these pleasures you're pursuing
Without impediment or let,
No wondar if you quite forget
What on earth is doing. (116-120)

Pursuing these spectres was appropriate for a mythological
age ("when all mankind Did listen with a faith sincere To tuneful
tongues In mystery versed")., But now that these mysteries have
been discredited, there is no further need for supernatural fabrica-
tions. The poet should cultivate and heal "the humblest mirth
and tears":

The dragon's wing, the magic ring,
I shall not cover fa my dower,
if I along that lowly way

With sympathetic heart may stray,
And with a soul of power.
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These glven, what more need I desire

To stir, to soothe, or elevate?

What ncbler marvels than the mind

May in life's daily prospect find,

May find or there create? (136-145)
Believers in the supernatural invent out of their own minds what
they pretend to find. They exist in a closed circuit of the mind
without reference to the solid things of reality. All the magic that
poetry needs is in the natural feelings the common earth has bullt
up in the heart:

A potent wand doth Sorrow wield,

What spell so strong as guilty Fear!

Repentance is a tender Sprite;

If aught on earth have heavenly might,

Tis lodged within her tear, (146-159)

The poet prefers his "two poor legs" to the indignant magic
boat, and is set down in the homely atmosphere of his neighbors
who are waiting to hear a stcﬁry.3"3 The poet is a social belng a
man speaking to men about common concerns, not regaling them
with private delusions about magic boats and magic lore. The
problem for the poet of making the important transition from his super-
natural dream life to the natural life of his audience is agalin per-
tinent to the satire on Coleridge’s Rime, Rather than returning
from supernatural experiences maddened and wild, the poet must
proceed according to the "rules of common sense,” Like the mariner
with glittering eve, the poet of "Peter Bell” makes a false start by
beginning in medias res without a natural history of the hero as a

context, In this false start
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I spake with faltering volce, like one

Not wholly rescued from the pale

Of a wild dream, o worse illusio;

But straight, to cover my confusion,

Began the promised Tale,
Unlike the Wedding Guest, these neighbors are not spell-bound;
they force him to start over from the beginning.

The Tale, then, is to mroceed in a natural way, placing
Peter in his environment and explaining its effect on him, but the
Tale and Coleridge’s Rime have paralle! plots. Each hero {victim)
commits an offense against nature (shooting an albatross; whipping
the mourning ass; each animal has Christian overtones); each
sinner endures a kind of hell {one apparently, if only symbolically,

outsid2; the other deliberately insida); on= is savad by the grace

of a saint (The Rime of the Ancien: Mariner, 286-287); the other

by the grace of natural farms; each repents and does long and
melancholy penance., Hell and grace--two pivotal subjects in any
argument about the supernatural--are carefully established in "Peter
Bell" as psychological, not magical, conditions.

Peter's character, too, is in its broadest oulines vaguely
familiar, Like the magic boat (a "restless Wanderer" 1, 129)
Peter trmvels, But his traygls in nature do not improve his heart,
For his heart was already formed in the cruel city (1. 300), As
the Pralude explained, the city leads to inwardness for want of

cutward farms:
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He had a dark and sidelong walk,
And long and slouching was his gait;
Beneath his looks so bare and bold,
You might perceive, his spirit cold
Was playing with some inward bait.

Thus, city-bred and inward, Peter is also a believer in supernatural
beings, His credulity arises from paranoia:
‘There 15 some plot against me laid'
Though Peter, ‘What can mean all this?...
'Some ugly witchcraft must be here!
Suspicion ripened into dread.
His paranoia swells into a wild mixture of gothic elemen:s
(11. 591-515) when Peter discermms the corpse of the ass's master,
His guilt makes him see
The rocks that tower on either side
Build up a wild fantastic scene;
Temples like those among the Hindoos,
And mosques, and splres, and abbey-windows,
And castles all with 1vy green (681-685),
Spinning these mirages, macabre as well as magical and exotic,
Wordsworth 1illustrates the theory he explains in his note to "The
Thom":
Superstitious men are almost always men of slow
facultles and deep feelings; their minds are nct
loose but adnesive; they mave a reasonable share
of imagination, by which word [ mean the faaulty
which produces impressive effects out of simple
elements; but they are utterly destitute of fancy,
the power by which pleasure and sugprise are
excited by sudden varieties of situation and by
accumulated imagery.
To his theory of superstitious men who project the supernatural out
of their own fears and guilts, Wardswarth joins what seems to be

another rebuke to Coleridge; this time, a revarsal of the relative

importance Coleridge assigned to the Imagination and Fancy. Un-
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clear as this passage from "The Thom" is, it seems that Imagina-
tion here (despite the elevation of it in the 1805 Preface) 1s the
unhealthy faculty of making a mountain out of a mole hill, not as
for Coleridge, the Esemplastic Power which creates, while Tancy
only arranges.

Peter*s paranoid lmagination prevents him from judging the
corg se far what It is; he believes it to be a fiend, ghost, o
idol. So blzarre are his distortions 1t 1s as if he reads from a
book~--"a book that is enchanted":

He looks, he cannot choose but look;

Like some one read:ng in a book--

A bLook that is enchanted,
Here is the central theme once more: Only literature can approxi-
mate the paranoid's vision, Like the credulous paranoid, literature
will not leave reality alone.37

Suspicious of nature, fearful of universal vengeance, Peter's
very paranoia is his own salvation., For it seems to him the world
s animated against him, His gullty imagination enacts its own
punishment.

Wordswarth in Part Third applies this analysis to a literary
friend of his (perhaps Coleridge himself) whom a word on a page
roused to obsessive penitence. This "gentle soul,” struck, by a
miracle of books (mresumably invented in his mind), suffered more

for sins he imagined at the bhottom of his heart, than Peter did for

his real sin. While the imagined spirits of vengeance in nature
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are necessary to a hard-hearted Peter Bell, this "good man's gentle
soul" need not be s¢ “perplexed":

Dread Spirits! to confound the meek
Why wander from your course so far,
Disordering colour, form, and stature!
-=Let good men fea the soul of natue,

And see things as they really are, (761-765)

Wordsworth implores the spirits who metamorphose and distort to
exampt gentle souls who read too much {"a book that is enchanted!")
from their torments; Such men are sensitive enough to laarn when
they "see things as they are":

Yet, potent Spirits! well I know,

How ye, that play with soul and sense,

Are not unused to trouble friends

Of goodness, for most gracious ends--

And this I speak in reverence!

But might I give advice to yau,

Whom in my fear I love so well;

From men of pensive virtue go,

Dread Beings! and your empire show

On hearts like that of Peter Bell.

As far Peter, when his evil rises up his superstition finds
all of nature rumbling. Without reference to the '"rights of visual
sense," his mind (s remaking a warld ¢of magical animate venge=ance:

And now the Spirits of the Mind

Are busy with poor Peter Bdll;

Up the rights of visual sense

Usurping, with a prevalence

Maoare terrible than magic spell,
Men who respect "the rights of visual sense," "fesl the soul of
nature, And see things as they are,” are not susceptible to
"disordaring colour, form and stature," to seeing ghosts and

miracles under every bush, But other men, gemerally city-bred
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and bookish, credulous and imaginative, are either real sinners
like Peter (and therefore deserve what their Imaginations fear)

o~ gentle souls like Coleridge (who do not deserve the spectres
they call up, but suffer from them nevertheless), Had thev per-
mitted thelr minds to receive the truthful and mighty impressioms
of nature in youth, their minds would not have been forced *o rely
on images of their own making or on images from books, Thus
the Spirits of the Mind would not cast their magic spell on the
Mind. And the mind would nat distort nature with the touch of
this transforming power.

What emerges in Peter Bell as distinctly as it ever would is
Wardswarth®s hostility to the supernatural, as it is imagined in the
exotlc and themagical., Related to this also is his hostility to
what Warren first adbserved as the intentionally unmotivated act
of the Ancient Mariner's mlnd.38 An act whichis nct carefully
founded on associative causation is for Wardsworth unreal; it must
be grounded in the Impression which farmed it, and here he links
himself, despite counterclaims for his transcendentalism, with the
eighteenth century mechanists, and particularly with Godwin's
Caleb Williams, villain by circumstance. An act or idea cannot
arise out of anothing; it is to some degree at least always the
product of an environment, But for Coleridge, as Warren explains,

an unmotivated act is the proof of the mind's freedom from circum-
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stance, This freedom is the basis for his faith in thes aul, and
proof also of the original sin he explains much later in Aids to Re-
fection as the power to originate evil, and hence, by insisting
on an originating power, however negative, reinforcing the power
of man's will,

wWhat is important for Coleridge (in a phrase he picks up
from Schelling because it caresponds to concerns which had long
been vital to him) is "a translation of man into nature, a substi-
tuion of the visible for the audible,” He goes on: "poetry also
is purely human; for all its materials are from the mind, and all
its products are for the mind. . . . Poetry can only act through
the intervention of articulate speach, which is so peculilarly human,
that in all languages it constitutes the ordinary phrase by which
man and nature are corrtradistinguished."39 In saying "not the
thing presented, but that which {s re-presented by the thing, shall
be the source of the pleasure," Coleridge {s as unlike Wordswarth
as possible, for whom the written experience was always a pale
reflection of an actual experience inexpressibly fundamental to it,

Coleridge's stress on the power of the mind and the symbols
it creates to manipulate and weld into living wholes disparate
aspects of a previously fragmernted perceptual universe--"a universe
of little things"~~is anathema to Wordsworth, for whom the universe
is already a coherent whole, Here 1s the source of the urgency

just below the surface of The Prelude's magic passages., The

notion of a heresy--setting up waxen images to adore in place of
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true ones--informs Wordsworth's thrusts at Coleridgean magic in
“Peter Bell” and The Prelude, This heresy undermines what
Wordsworth had planned for the purification of all poetry; the

revolt against eighteenth century artifice and the return teo the

contemplation of stark 1:mth.40

Wordsworth's horror of magic (of the mind transforming reality
with its imagined powers) brings him curiously close to Godwin,
Godwin's Lives the Necgrom ers (1830), culminating forty years
of influential skepticism, sees man imagining magic and then
worshipping his own invention, 3Such solipsism leads men on to
error and thence to violence amd war, For the religions that have
developed from magic have separated men from each other and
from reference to truths visible to all: Man, Godwin says,

peoples all the elements from the world of his
imagination, It is here that he is most extra-
ordinarilyvwonderful,. . « « If we wauld know
man in all his subtleties, we must deviate into
the world of miracles and sorcery. To know the
things that are not, and cannot be, but have
been imagined and beliesved, is the most curious
chapter in the annals ¢f man . . . But the work
I have written 1s not a treatise of natural magic,
It rather proposes tc display the immense wealth
of the faculty of imagination, and to shew the
extravagances of which the man may be gullty
who surrenders himself to its guidance.

So like Godwin, Wardworth believes magic is dangerous for
one's view of the world, and hence for one's possible actions in

it. Therefore Wadswarth uses The Prelyde in part to criticize
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Coleridge's views about wards and the power of the mind, and to
pity Coleridge's personal fallures, tracing these faillures bhack to
his unfortunate urban youth, Both Coleridge's intellectual opinions
and private sorrows result from his heretical manipulations of natural
things., Wordsworth applies his criticism specifically in The Prelude
to the kind of supernatural literature that Coleridge preferred. Roman-
ces and extravagant paradises came In for his attacks. (Learned al-
lusions, diffused the intensity of the thing in itself.,) Fundamentally,
the transfigurations of metaphoar were the source of all distorted vision,
Like the city, the manipulations of the mind squat blackly on the
fields of truth. Disgusted by verbal excess, then, Wordsworth dis-
misses all this, seemingly sneering: "c'est de la litbrature."42

Wordsworth then narrows his criticism in "Peter Bell” to a
single adversary: the very "Rime of the Anciert Mariner"” that es-
tablished Coleridge's wizardly reputation., In a reversed plot, its
supernaturalisms are turned to naturalisms, the poet avows the realm
of maglc and shadow, and finally begs Colerldge directly to abandon
his bock=--a book that is enchanted, Coleridge tries to be exotic
{in Wardsworth's view) and ends up beirg supersttious and blind.
By 1826 Wordsworth’s attacks have become scorchingly ad hominem,
as witnessed by his poem "Ere with cald beads of midnight dew":

Ere with cold beads of midnight dew
Had mingled tears of thine,

I grieved, ford Youth! that thou shouldst sue
To haughty Geraldine.
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Immoveable by generous sighs,
She glories in a train
Who drag, beneath ocur native skies,
An Driental chain,
Pine not like them with arms across,
Forgetting in thy care
How the fast-rooted trees can toss
Their branches in mid air,
The humblest rivulet will take
Its own wild liberties;
And every day the imprisoned lake
Is flowing in the breeze,
Then crouch no more on suppliant knee,
But scorn with scorn outbrave;
A Briton, even in love, should »e
A subject, not a slave!
The now-familiar argument that truth is stranger than fiction is sup-
plemented by an appeal to patriotism,., Stanzas three and four have
parallels in The Prelude and in "Peter Bell," where Wordsworth urges
Coleridge to see "what on earth is doing." But stanzas one, two
and five suggest that in still striving to finish "Christabel" Coleridgye
is not only wasting his time hut betraying his country as well. This
attack on Coleridge for being exotic represents a decline of Wards-
worth's important (if reactionary) view of the heresies implicit In the
wand, the assertive mind, the showy words which transform the
surface but not the substance of experience, and hide the truth of
nature by imposing hyperbolic metaphars on it, Magic is Circean:
It is false not because it is not English, but because it presumes to
substitute words for things, and the power of the creative mind for
a propar humility to the truth of nature., We will see in the next

chapter that Wardsworth, still Hartle;an and mimetic, is resisting
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a revival of the poet as magiclan that his subversive friend
Cokidge was elabarating, Coleridge had extensive precedents,
- English as well as Alexandrian and German. But then Words~
worth had precedents, too. And enly agatnst the background of
their respective traditions with regard to magic can the full depth

of the two friends' opposition be understood.
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of those objects,

The Letters of Willign ang Dorothy Wordsworth,

od, Emest deSelincourt (Oxford, 1967), p. 25S.

31
In the Preface of 1800 Woardsworth says he cannot describe the

depraved state of taste in the country without “pointing out in what
manner language and the human mind act and react on esach otheg and



without retracing the revolutions not of literature alone but likewise
of society itself" (Zall, p. 17). By using the "real language of men
poets can reach their real passions,.

32Wordsworth, letter to Thomas Poole, May 31 or June, 1808,

33In The Collected Letters of Samuel Taylor Coleridge {Oxford,
1956 ff.) I E. L. Griggs devotes the second half of volume two

almost entirely to the quarrel that began with Wordsworth's interven-
tion Yetween Coleridge and the Montagues, Pages 309-310 and
404-410 have notes of en-aging relevance,

34Wa-d-sworth's own somrows, in particular the dz2aths of his
brother aad daughter, seemed to strengthen, rather than weaken, him.

30_[’_9_et1ga] Works, ». 188,

36'I‘he similarity between the visionary vovage of "Peter Bell"

and that of Chaucer's "House of Famd' is noteworthy., Both poets,

granted supernatural favors in the poems, spurn *them for the real

warld, Wordswarth was reading Chaucer at the tHime of the writing

of "Peter Bell," and he was also haphazardly "translating" his tales,
3?See Sigmund Freud's thearies of omnipotence of mind, converging

on the magical, the psychotic and the poetic sensibilities, below,

pagelZ3.

SBRDbeI‘t Permn Warren, "A Poem of Pure Imagination,” in Coleridge,

The Rime of the Ancient Mariner (New York, 1946),
3

YColeridge, “On Poesy and Art," p. 2035.

4OIn Wordsworth {London, 1936) Peter Burra explains that Words~-
worth's hostility in"Peter Bell" to the supernatural is part of his re-
volt against eighteenth century figuares of speech, In particular,
personifications,

4']‘William Godwin, Lives of the Necromancers or An Acgount of
the Most Eminent Persons in Successive Ages, Whao Mgve Clajmed iar

Themselyes, or to Whom has becn Imputed by Others, the Execcise of
Magical Powers {London, 1834), pp. vii-xii.




CHAPTER III

The Traditions

Wordsworth feared magic as Homer, Spenser, Milton and
Pope did. He saw the deviations of Coleridge's career in clas-
sical and Christian terms: while Coleridge lolled oa Circe’s isle,
Wordsworth kept his course so magic with its metamarphoses
would not waylay him. The magical island was a place of exlle;
its music was illusory; its joys wasteful; its suggestions of power,
impotent and heretical, Wuardsworth assoclated magic with the
promiscuous fancies of the mind, persisting in its verbal play at
the expense of truth., In these associatons of magic with moral
as well as aesthetic ind.ulgence, he was faithful to the past: his
wizard stood in a line with Circe herself, Canidia, Medea, Comus,
Dr. Faustus and the witches of Jonsan's Masque of Queenes. Such
magical baeings lured men to error--error that begins in mistaking
the locus of reality and ends with the damnation of the soul and
even the disintegration of soclety. Wadsworth, in short, parti-

cipates in a venerable anti-magical tradition,

74
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In spite of his maral indignaHon, however, many elghteenth
century thinkers began tc find reasons for elevating this once
loathsome magic., WIith the discovery of a pro-magical tradition,
magic began to emerge as a metaphar for creativity in general. In
the course of the eighteenth century, it increasingly signified potent
art and imaginatve vision; the magical universe was projected (in
England as well as in Germany) as a paradigm for aesthetic organicism.
By means of the imagination--which more and mae took on the conno-
tations of its root magigc--the human mind was empowered to recreate
its warld and discover its own truths,

This change in the legitimacy of magic and the magician may be

ascribed to a number of possible factors. ©One was the influence of

Shakespeare in general, and of his Tempest, Magbeth, and Midsummer
Night's Dream in particular, In 1777 Maurice Morgann, for example,
extolls Shakespeare's genius as magical:l

This same genius pervades and is equally admirable

in all. Or, is a character to be shewn in progres-
sive change, and the events of years commi ed

within the hour;—-with what a Magic hand does he
prepare and scatter his spells!| The Understanding
myst, in the first place, be subdued; and lol how

the rooted prejudices of the child spring up to con-
found the man! The Welird sisters rise, and order is
extinguished. JThe lawsg of nature give way, and
leave nothing in our minds but wildness and horror,
No pause 1s allowed us for reflection: Hormrid senti-
ment, furious gullt and compunction, air-drawn daggers,
murders, ghosts, and inchantment, shake and possegs

us_wholly,

The instantaneous changes, the archetypal fears, and the speed of

events enchant the audience to "a willing suspension of di sbelief!’
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The effect of a Shakespearean play 1s one of being possessed or
bewitched, Shakespeare's devices are spells. For Shakespeare is
a magician, working by rules of his own making:

On such an occaslon, a fellow, like Rymer, waking
from his trance, shall lift up his Constable’s staff,
and charge this great Magician,, this daring practicer
of arts inhibited /Shakespeare is the world's seductive
Othellg/ in the name of Aristotle to surrender; whilst
Aristotle, himself, disowning his wretched Officer,
would fall prostrate at his feet and acknowledge his
supremacy.

This magical poaser is Platonic and ideal. By means of his own
magic, Shakespeare bypasses the regular cause and effect of ob-
served nature, Indeed, Poetry In general escapes this predictability:

Poetry delights in surprise, conceals her steps,

seizes at once upon the heart, axxd obtains the

Sublime things without betpaying the rounds of

har ascent: True Poesy 1s magic, not nahrge:

an effect from causes hidden or unknown. To

the Magician I prescribe no laws; his law and

his power is one; his power is his law., Him,

who neither imitates, nor is within the reach of

imitation, no precedent can or ought to bind,

no limits to contain,
With the example of Shakespeare before him, Morgann finds that
all of poetry is maglc, and he emphasizes that magic does not par-
take of the realm of nature.k Poetry derives from a power outsida of
nature, Shakespeare became the Prosperc of his own workas.2 With
this paragon in mind, artists came to imagine themselves in this
enticing role: each was the Prospero of his own imaginary warld,

Though Shakespeare is enormously irlnportant as a background

figure In the Romantic consciousness, almost equally impartant is



77

a quite dissimilar figure: Plotinus, And however unlike one another
Shakespeare and Plotinus may seem to be In most respects, in at
least one respect~-and that one crucial for Romantic practice--they
were very much alike, That is to say, they were alike in their
emphasis upon magic,

Through Shakespeare and the magical controvearsies of the
Renaissance, the Preromantics were led to Plotinus, who inspired
the reemergence of magic in the Renaissance, anmd who, along with
Shakespeare, was a majar impetus toward the Romantic interest in
magic, Plotilnus was one of the first to link magic and art in a
complex theory of creativity and pantheism, Marlowe and Henry
Vaughan took after Pico, Brunc and Flcmo.3 And Romantics of a
later century saw themselves as heirs to the magical tradition begun
with Plotinus in second century Alexandria and first resurrected in
fourteenth century Florence., A veritable "Rage for Plotinus"”
daveloped.4 This rage for Plotinus was fanned y Thomas Taylor,
whose zeal in translating Alexandrian neoplatonists such as
Jamblichus and Proclus made these writings available from 1797 on.>
Indeed, the Romantic interest in Alexandrian magic hints at latent
similarities between the two eclectic eras: in the view of E, R,
Dodds, the neoplatonic ferment in second century Alexandria finds
its "closest historical analogue" in the "romantic reactia .against

6

rationalist 'natural theclogy.'" A suspicion that their own revolt

against rationalism comesponded to the secret irrationality of the
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Greeks may have helped inspire Romantic interest in this late and
magical perlod., The search for the je _ne sais guoi, the unpredictable
element that would rescue disordered genius from their strictures of
Gallic rule, led to an apotheosis of the irrational Odyssey: Medeg
and The Bacchae supported this claim.7

Plotinus and the Renaissance magiclans--even {(as they fre-
quently remind us) Plato himself--locked to the half-mythical
Persian Magi who later invaded Christianity as "“the Three Wise
Men," Both Christian and Greek thought attest to their reputation
for powver and vision. The Italian neoplatonists modelled themselves
on these august figures, and the English Cambridge Platonists
narrowed their search for the source of disparate creeds to the
earliest and therefare seminal religion--that of the ancient Persian
Magi. The religion of the Magl suggested that a sober and pan=-
thetsdc magic was the universal rgligion of the ancient world,
And the recognition of the universality of magic in antiquity could
only have been reinforced by the travel books coming out of the
explorations of Africa and the remote regions of the Americas.
Here, too, it was discovered that a belief in vital sympathies cur-
rent throughout nature prevailed. It seemed, then, from the evidence
presented by both Romantic primitivism and orientalism, that magic
was in several senses a “natural religion.”

Out of the admiration for the complex language of the savage,
arose speculations on the origins of language in general. Vico,

Herder, Rousseau and Lard Monboddo saw language originating in
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the magical naming of things for purposes of coatrolling them,8

So, as the first religions were magical, so too, the first language
originated in the aspirations of the primitive magicians, In our
day, this belief in the magical origin of language is still con~
sidered, Kenneth Burke asserts, for instance, that
The magical decree is implicit in all language;
for the mere act of naming an object or
situation decrees that it is to be singled out
as such and such rather than as something other,?
Thus, the interest in the beginnings of culture that motivated the
late eighteenth century founders of the disciplines of anthropology
and mythology led inevitably back to the touchstone of magic,
to 'which Shakespeare and Plotinus had first led them.
The influence of Germany in fostering these interests and
relating them to magic cannot be dismissed.
In eighteenth century German duchies, the rela-
tions of paganism to Christian revelation, the
nature of the ancient mysteries, above all the
character of the early history of mankind--its
primitive language and religion--were earnestlg
debated among small groups of intellectuals, !
(Frank E, Manuel, p. 284)
In this country where Plotinus and Shakespeare reigned supreme,
Goethe had resurrected Faust from medleval traditions of magic,
Wieland (starting from Shakespeare's Midsummer Night's Dream)
amassed magical materials for his long narrative ngm.u

Perhaps more decisive yet, however, for the development of

theories of magic, were the warks of Hamann and Novalis,
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Manuel relates Hamann's thought to the eighteenth century German
reli glous ferment he described above:

Sneering at current mechanistic sclutions to
problems of the origin of speech and writing
and religious mystery, the Magus of the North
/Bamman/ reaffirmed divine creation. With
bitter irony and consummate logic he demolished
the whole slew of popular hypothesés of the En-
lightenment which found the drivintfzforces of
mankind in 3sensation and utility.

Acclaimed as "The Magqus of the North,"” Hamann combines language
with divine creation and magic, and opposes his recognition of their
mystery to mechanistic and associationist theories. Contemporaneous
' et mnaram

with Hamman, Novalis likewise protected himself from mechanism
under the cloak of magic, Walzel explains that Novalis was
strengthened

in his tendency to make ecstasy the measure of

human strength and of the efficacy of the human

will. He became a magician in the strict sense

of the ward and at the same time derived support

from the idealistic philosophy of his “T’S: hence

he called his system 'magic idealism',
In believing that the poet possesses the secret of the universe and
the route to its interlor and exterior correspondences, Novalis (as
Albert Béguin indicates) sees the poet as "mage ou magi.ctan."14
The manifestations of spirit invade things and control them, Béguin

decisively elaborates Novalis' interestin the intimate connection of

magic and poetry:
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The poet is then a sorcerer who evokes interior
shadows and summons them to a mysterious con-
frontation, Poetry, howeéver, 1s the opposite of
everything that is vague and imprecise, "The
more a poem 1s personal, local and temporal and
particular, the nearer it is to the center of all
poetry., A poem must be absolutely inexhaustible."
It 1s inexhaustible to the extent that it is precise,
Such precision is part of every magical act, For
nothing 1s mare exact and minute than the rites of
sorcery and of the evocation of spirits., The poet's

words are like these rites: They are sanctified by
a marvellous tradition like the reliques of saints,

surrounded by presences.

German theories of the incantatory poem, the analogous universe,
anxd the magician poet (with their related notions of sorcery, evoca-
Hon and ecstagy) were exemplified not only in Novalis, but also
(as Béguin shows) in Troxler, Carus, Brentano, Holderlin, Arnim

and Tiecl-:.l‘3

The Germans, then, had discovered early the fruitful
implications of the magical nature of poetry.

While their influence may have reached England already in
the late eighteenth century, it did not penetrate France until the
1830's when Nodier and Nerval leamed of it from Hoffmam, Baudelaire
softened the ground for the adaptation of these themes among the

17 It is noteworthy that in France the late eighteenth

symbolists,
century vogue for magic and the occult first arose unrelated to the
theory and practice of poetry. The fashion manifested itself less
in the search for the origins of all knowledge (as in Germany) than
in the cultivation of occult mannetisms, As Jacques Roos and

Auguste Viatte have demonstrated in different ways, Cagliostro and
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Eliphas Levi became cultural heroes who transformed the salons into
seance parlo::u's.18 They did not extend their meditations to the realm
of art. Martinisme and Mesmerisme established sociétes mystiques,
including "“des societes des mages”; Martines de Pasqually, synthe-

sized in his Lr_e_lité d2 la réintegration the notions of Paracelsus,
19

Agrippa, Reuchlin , Pico, and Fludd, While these figures
were discussed in "la maison d= la marquise d'Urf&," not until
Baud=lalire did readings of the magicians Inform the practice of poetry.
Only in the writings of Bawudelaire (inspired, I believe, by Poe, as
Poe was by Coleridge) did French poetry begin to assume its
"maqgical powers.” Béguin, too, points to Baudelaire's discovery in
France of "la volonté magique"; proclaims Baudelaire: "I faut
voulolr rever et savolr rever, Evocation de l'inspiration, Art
Magique."20 Baudelaire, then, introduced into France as late as
1860 the connection bétween magic and poetry. Even though he

despaired of accomplishing his "magle poetique,"'il n'en reste pas

moins l'initiateur de cetter tentative magique qu'aprés lui d‘'autres

reprendront,"21 (381) Huysmans, Mallarmé, and Valé&ry followed
him in their quest of incantation in verse.zz
In England, however, the union between magic and pcoetry had
been establishing itself since 1747. A full sixty years before
Baudelaire made his pronouncements, Coleridge was already elabo-
rating and disseminating the complex magical theory that his English

and German mredecessors had first broached. The change in attitude



83

from dread of magic (as exemplified in Comyg) to the glorification

of it is clearly visible. The increasing tcolerance toward the magi-
cian as the eighteenth century moves from Pope to Collins is a
miniature index of those changes from neoclassicism to romanticism
documented by Lovejoy, Peckham and Bate.zo Magic may be seen

as emblematic of the animation of the great chaln of being {an ani-
mation on which the magical view of the universe depended)., The
flux and vitality of this new view, as Lovejoy and Peckham imply,
allows for the interchange ©of magical potencies, and passage from
nature t¢ man and back of inspiration and animation, respectively,
Concepts of metamarphosis and vitality underlie both the magical

view of the universe {as it has always existed) and the novel ferment
the romantic view of the world introduced., As the universe ceased
to be a static arder, the imitation of it, likewlse, became prohlematic.
An intemal flux corresponded to the external one, and the outpourings
of the mind flooded its environmernt., The Plotinian fountain was
freed, on the inside and without. In short the philosophical change
which allowed for Romanticism in England allowed likewise (on a
lower level) for the invasion of magical theory.

Accordingly, mimesis transfarms itself into expression by means
of the magician-artist's "potent voice."23 The unification of spirit
and matter central to the magical doctrine serves likewise to accentuate
the unity of head and heart. The exclusive emphasis on reason was

supplanted by an acknowledgement of the need to integrate with it the
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latent force of frrationality. The new entity became a dynamic
whole, an assoclated sensibility in the same way that magic sees
the invisible within the visible and captures essence in phenomena,
The organic onen=2ss of life, its dynamism and its wholeness, are
beliefs, then, that underld® both the magical and the romantic view
of the universe, and explain the attraction many romantics will be
shown to have felt toward magic. Maglc's own transformation, in
line with these large historical shifts in emphasis, was to move
from an i nitial fear of chaos to a belief that chaos is the material
on which the imagination is free to work. The magician or artist
becomes an aiginator, like God,

Four significant mid-century statements show how dacisive
these changes were. In the course of sixteen years (from 1743 to
1759) the basic assumptions have been entirely reversed,

First, in The Dunciad (Book IV) when the Magus offers the
magic cup to the assembled Dunces, he ushers in the reign of
chaos,

Then take them all, oh take them to thy breast!
Thy Magus, Goddess! shall perform the rest.,”

With that, a WIZARD OLD his Cup exterds;
Which whoso tastes, forgets his former friends,
Sire, Ancestors, Himself, One casts his eyes
Up to a Star, and like Endymion dies:

A Feather, shooting from another's head,
Extracts his brain; and Principle is fled;
Lost is his God, his Country, everything;
And nothing left but Homage to a King!
The wvulgar herd turmn off to roll with Hogs,
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To run with Horses, or to hunt with Dogs;
But sad example! never to escape
Their Infamy, still keep the human shape.

24
The Magus enchants men from a correct view of reality, He begins
by manipulating the false powers of rhetoric., His rhetoric, unlike
Comus’', is hypnotically dull, Instead of ravishing his victims with
art, he puts them to sleep with drivel. In destroying thus the order
of woards, he likewise destroys the order among things. Identifted
politically with Walpole, the Magus {s the high-priest of Dulness.l
And in his campaign to disrupt the hierarchy of reality and language,
he teaches men to imitate Endymion by attaching their hearts to stars.
To the extent that words lose their places, the things of the universe
forget where they belong, The mind is transformed while the body
keeps its shape, reversing Milton's change; verbal disorder leads
to soclal disorder, as all values are uptumed oy false and magical
words:

Make God Man's Image, Man the final Cause,

Find Virtue local, all Relation scorn,

See all in Self, and but for self be born, (478-480)
Chaos and irrationality are the ingredients of Pope’s magical cup.,
Virtue depends on Reason, and Reason demands the right use of
words. In corrupting the use of words, Magic corrupts the nation.

Moral life and art are intimately related, The hypnoses of

magic have wide ramifications:
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the sable Throne behold
Of Night Primeval, and of Chaos old!
Before her Fancy's gilded clouds decay
And all its varying Rainbows die away.
Wit shoots in vain its momentary fires,
The meteor drops, and in a flash expires.

As one by one, at dread Medea's strain,.
The sick'ning stars fade off th'ethereal plain,

As Argus' eyes by Hermes' wand opprest,

Clos'd one by one to everlasting rest,

Thus at her felt approach, and secret might

Art after Art goes out, and all is Night, (IV:629-640)
Image after image witnesses the end of light and clarity. Art is
the very opposite of magic., The universe collapses before the
"uncreating word" (654). Medea's potlon and Hermes' wand officiate
at the darkening of the neoclassical world: the fall of sense and
the rise of mere language is signalled by the accession of magic
to the corridars of power.

This image of the Magus that climaxes the Hermetic and
Medean night of Chaos correspords to Wardsworth's horror of magic
that we examined in the last chapter. For Wordsworth the wizard
represents too much concentration on ideas about truths, rather
than on the wordless truths themselves., For Pcope, the magic cup
releases words without the support of a larger frame of reference.

In each case, "to be enchanted" means to bhe under a wicked speill,

Nevertheless, in the decades between the publication of the
last book of the Dungiad and the publication of the Lyrical Ballads.,
the reputation of magic was undergoing a metamarphosis of its own

in the work of Thomson, Collins and Young, In the fermemt sur—

rounding the study of Shakespeare, the mystics, oriental and
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primitive religion described above, these three writers were revising
the aesthetlc possibilities ¢f the wizard, so that he was concelived
no longer as a harbinger of Chaos and Disorder, but as an original
creator out of disorder.

Thomson's YCastle of Indolence {(1749) displays an ambivalence
toward magical enchantments. Pope's distrust and Young's praise
mingle in one work, For Tiomson appreciates the wizard's castle
as a utopia conducive to poetry, and at the same time recognizes
that this utopia is "soul-dissolving.” ©On the one hand, his
pilgrims are welcomed into a country of peace and tolerance, where
the wizard "Indolence" plays the lute, composes songs, and asks
“What, What is virtue but repose of mind?" The wizard's magical
castle is paradise. On the other hand, the pillgrims are reproached
for staying In paradise and missing the foartunate fall. Magic pre~
valls befare the fall, but prodices neither permanent art nor war,
The wizard warns men of "Iinterest, envy, pride and strife,"” arguing
(again like Comus) for a return to life and natural experience; but
he adds to Comus® hedonism the recoguition that the lust for gain
often goes hand in hamd with toil, In the Castle,

all is calm as would delight the heart 25
Of Sybarite of old, all nature and all art,

There is a "magic power in the deep vibrations of /The wizard's/
witching song," Indeed, the dream of paradise enchants us all,

but in this magical place where everything was instantaneously
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granted, we would produce no lasting work. The wizard Indolence
offers a life that is not only selfish amd soul-dissolving, but ul-
timately despairing, Without the will to work, “their only labour
was to kill the time." The victims become pleasantly bestial;

Their joints unknit, their sinews melt apace:

As lithe they grow as any willow-wand,

And of their vanished foarce remains no ‘race.

But the Castle of Indolence is a Palace of potential art. It
is full of music and poetry, the walls covered with paintings., It is
important that the castie houses an Acolian Harp, passive lke the
w,tzard's victims, but for poets a generation later the perfect symbol
of the universality of sound. Muslic rises in the Harp as the winds
of nature touch it. Thraugh it the outcast of nature can reattune
himself; fa human emotions correspond to *the wind's sounds. In
Thomson's Castle its music is "a certain music never known before,"”
its sounds will become ircreasingly familiar in the magical age this
poem heralds,

A certAin music never known before,

Here lulled the pensive melancholy mind;
Full easlly obtained, Behoves no more,
But sidelong to the gently=-waving wind

To lay the well-tuned instrument reclined;
From which, with airy flying fingers light,
Beyond each mortal touch the most refined,

The gods of winds drew sounds of deep delight,
Whence with just cause, The Harp of Aeolus it hight.
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Ah me! what hand can touch the strings so fine?

Who up the lofty diapasm roll

Such sweet, such sad, such solemn airs divine,

Then let them down again into the soul?

Now rising love they fanned; now pleasing dole

They breathed, in tender musings, through the heart;

And now a graver sacred strain they stole,

As when seraphic hands an hymn impart:

Wild warbling nature all, above the reach of art.

This automatic, pervasive music shares the magic of the music of
Prospero's island. It represents the harmonies of the universe,
the music of the sphares made terrestrial, It testifies to the
presence in nature of all the eamotions of which the poet is only
the mouthpiece, The sounds produce emotions and rise from emotions
spontaneously, defiant of strategy: "above the reach of art.” Much
of Coleridge's understanding of the Eolian Harp seems to darive
directly from these stanzas by Thomson, Coleridge's Eolian Harp
18 nit only the coy maiden half yiilding to her lover, the thoughts
that traverse his own indolent and passive brain, but all of animated
nature swept by one intellectual breeze, It iz the instrument that
pernits the mute still air to become music, We will suggest {n
chapter four that other ideas on the nature of indolence, snchantment

and creativity make up his further legacy from Thomson,
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Effortlessly, heavenly music wafts through the Castle of
Indolence; however, its enchanted denizens are so indolent that
they cannot work out their visions in artistic foom. They are
graced with spontaneity, but they do not have the energy to recad
their moments of vision, Not having participated in the {ortunate
fall they do not recognize that art is work. For instance:

Of all the gentle tenants of the place,

There was a man of special grave remark:

A certain *ender gloom o'erspread his face,

Pensive, not sad; in thoughtinvolved, not dark:

As soote this man could sing as moming-lark,

And teach the noblest marals of the heart;

But these his talents were yburied stark;

Of the flne stores he nothing would impart,
Which or boon Nature gave or Nature~painting Art.

All his prolects are still-bom in his mind:
Ten thousand glorious systems would he build,

Then thousand great ideas fill his mird,
But with the clouds they fled, and left no trace behind.

This would=be poet has a silent compan.ion who often walked in

pine groves:

There, inly thrilled, he wandered all alone,
And on himself his pensive fury wroke,
Ne ever uttered word,

A fat bard pours forth his unpremeditated strain, without bothering to

write it down:

more fat than bard beseems,
Who, void of envy, gulle and lust of gain,
On virtue still, and nature’s pleasing themes,
Poured forth his unpremeditated strain,



91

The world forsaking with a oalm disdain:

Here laughed he careless in his easy seat;

Here quaffed, encircled with the joyous train:

Oft moralizing sage; his ditty sweet

He 1 ed h to write, ne cared re
These would=be poets have the inspiration but not the will to craft.
They are not lascivious or ignorant like the wassailers of Comus;
on the contrary, they are virtuous, But their poetry is unuttered,
and thus doomed to impermanence. The implication is that while
song in its spontaneity is magical, poetic fame (and permanence
through form) requires toil and thereby partakes of "the sad sentence
of an ancient date." The unpremeditated strain "needs further medi-
tation: for poetic fame requires “interest, envy, pride and strife";
to the visions of repose it adds the drudgery of worldly vanity in
order finally to transcend that vanity with permanence, 7The wizard
who lures the poet with his "siren melody," "enfeehing lute," and
“"tempting verses," to stay in a land of dream is a false enchanter,
because he makes them forget to work out their visions, not because
the vislions themselves are false, As the castle's tenants, for all
their virtue, shrink from encountering vice in action, the poets among
them refrain from struggling with their medium, andll__theneby embodying
thelr dreams, Without this struggle their poetry is oaly "a mode
of hedonism."zs
In 1749, a year after Tnomson made his comcessia to magic

in The Castle of Indolenge, and six years after Pope added the
fourth book of his Dyncilad to the existent three, Collins addressed
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to John Home his last poem, "The Ode on the Popular Superstitions
of Scotland, considered as a subject for poetry."” 1In this ode, he
urges his Scottish friend to take up the native themes of his couatry,
He suggests that the popular superstitions of Scotland, rather than
being bizarre, extravagant and local, are fit subjects for poetry.
Resldence in Scotland should nat discourage Home from writing,
but instead, shauld inspire him with an abundance of new material,
Collins contrasts the artificiality of his friend*s life along the
Thames with the opportunities for tragic song in Scotland "whose
every vale shall prompt the poet.”
Tis Fancy's land to which thou sett'st thy feet‘.28
The superstitions of Scotland are not just embellishments, but mat-
ters of belief, "themes of simple, sure effect,"” They "add new
conguests to /the Muse'_§7 boundless reign,” Scotland is a rugged
tribal country where oral poetry has been passed from father to
son; these “strange lays" of orgiastic death rites, internecine wars,
struggles with sea monsters and ghostly visitations will supply
subject matter:
At every pause before thy mind possessed,
Cld Runic Bards shall seem to rise around,
With uncouth lyres, in many coloured vest,
Their matted hair with boughs fantastic crowned;
Whether thou biddest the well-taught hind repeat
The choaral dirge that mourns same chieftan brave,
When every shrieking maid her bosom beat,
And strewed with cholcest herbs his scented grave.

"Decorum" does not worry Collins here; he is cancerned with
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savage passions that will move his friend to write tragic song with
" mind possessed,”" Thesa passions are roused by music as if by
magics
When music, heavenly maid, was young,
While yet in early Greece she sung,
The passions oft, to hear her shell,
Thronged around her magic cell,
Exalting, trembling, raging, fainting.
("The Passions, An Ode for Music, ")
Scotland indeed “ecame the locale of the primitive, Its archaic
verse forms and vialent superstitions suggested to the Romantics after
Collins a new realm for poetry. Burns® fidelity to simple Ayrshire life
led him perforce to fill his poems with popular beliefs on magic and
witcheraft, Scott, the wizard of the North, made abundant use of
maglc rhymes and themes in the spells of Meqg Merilies and :n his
longer lays. Wild Scotland was to Coleridge and Wordsworth what the
Germanic past was to Grimm and other German folklorists: a source of
atavistic truths. Providing both the themes of unreason and its forms
( the ballad, the riddle, the rune, and the charm}, Scotland was at
once anclent and popular, As the eighteenth century tired of the Thames,
it directed its sights toward the northern borders. The folktale, fairy
tale, narsery rhyme, and romance of the popular chapboocks more and
more made use of Scottish magical themes, and thus nourished a hidden
desire for shthraliment. Popular taste was apparently seeking refuge
from reason, For those who now believed that the function of poetry
was not to organize but to heal the ssasibility by unifying it,
t 1y material of childhood was available, So, too, were country

folklore and the remains of the Anglo-~Saxon tribal past. This popular
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magical tradition must not be forgotten. Its significance increased in
the light of contemparary studies of aboriginal maglc, oriental and
Greek magic, Renaissance and seventeenth century magic, and the
discovery that magic and creative language were kin,

Amid this dfay of new subjects--passionate, vioclent and primitive--
Collins proposed the gifted wizard seer. The wizard is a visionary
who "commands the viewless forms of air." His wizard, less
dangerous to human effort than Thomsorf s, attained, by his
immediate contact with life and death, an ideal " divine excess';

'Tis thine to sing how framing hideous spells,
In 3ky' s lone isle, the gifted wizard seer,
Lodged in the wintry cave with/ /
Or in the depth of Ulst*s dark forests dwells:
How they whose sight such dreary dreams eng®oss,
With their own visions oft astonished droop,
When, o'er the watery strath of quaggy moss
They see the gliding ghosts unbodied troop;
Or, 1f in sports, or on the festive green,
Their destin*d glance some fated youth descry,
Who now perhaps in lusty vigour seen,
And rosy health, shall soon lamented d‘s,
For them the viewless forms of air obey,
Their bidding heed, and at their beck repair;
They know what spirit brews the stormful day,
And heartless, oft like moody madness stare
To see the phantom train their secret work prepare,

The wizards see fate and death; they see the supermatural center of
storms, They understand that spirits are behind events, and they

controj these "viewless forms of air"; their visions and their powers
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drive.them almost mad, These passions and powers should be
subjects for John Home's poetry. Nor shauld Home or critics “"blush”
at "such false themes." The emphasis is important for the change
of eighteenth century sensibility., The themes of the seers and of
Scottish aal tmadition, like the themes of fairles and fiends, are no
less true, says Collins, for being imprrbable and invisible: they
are not just village themes, but historical ones that Shakespeare and
Tasso used., The finest example of the use of popular Scottish
themes is Macgbeth; its forcefulness and bold colors should teach
Home to reproduce the Macbethian terror. The native Scottish
themes, "daring to depart from sober truth, are still to nature true."
In this central way Collins makeg a distinction between sober
truth~~visible, verifiable fact--and a new kind of nature, by which
he seems to imply an inner nature that need not carrespord to ap-
pearance, as the witches of Machbheth are fantastic emblems of an
essential passion.

In the very words of Magbeth, then, Collins ends his plea
for an expanded notion of what fit subjects for poery are.

All hail, ye scenes that o'er my soul prevail!

Collins conjures the Scottish scenes he has been suggesting to his
friend as possible subject matter. In suggesting them to Home he
has already used them himself; and realized by his imagination, he

has called them into being like magic forms. They parade befare
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him now that his imagination has made them, Thus, Collins® last
Ode 1s one of the first Romantic meta-poems which is really talking
about the creation of itself, The poem, while arquing for an ac-
ceptance of the invisible as nevertheless true, insists that the
impassioned vision of the wizaml, seeing into the heart of fate
and d=ath, is akin to the magic Shakespeare and Tasso depict,
Collins himself "commands the viewless forms of air,” and can by
writing this poem prophesy the poetic career of his friend, even
as he usurps this friend*s potential topics.
Nor is Collins' moposal of magical subject matter unigue
among the poets of mid-centwry, Gray in his 'Descent of Odin
summons mythical figures with Macbethian spells, And Bishop
Hurd, in his Lefters gn Chivalry and Romance, judges the Gothic
superior to the Greek by virtue of its suparior use of magical
themes,
For the mare solemn fancies of witchcraft and
incantation, the Gothic {s above measure striking
and terrible. . . . All the prodigles of Lucan's
Thessallan Cparms fall short of the Gothic.

His reason is that the Gothic magic synthesizes many magical

traditions:
For to the frightful forms of ancient necromancy
(which easily travelled down to us, when the
fairer offspring of pagan intervention lost its way,
a was swallowed up in the general darkness of
the barbarous ages) were now joined the hideous
phantasms which had terrified the northern nations;
and, to complete the harrid group, with these were

incoarporated the still more tremendous spectres of
Christian superstition. {(p. 255)
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Hurd's major example is Magbeth, which he sees as an aggregate of
Danish, Northern, Greek and Roman and Christian magic., Trying to
convince his friend of the superiarity of medieval (i.e,, "modemn")
over classical literature, he perorates:

We are upon enchanted ground, my friend; and you

are to think yourself well used, that I detain you

no longear in this fearful circle. The glympse, you

have had of it, will help your imagination to con-

celve the rest, And without more words, you will

readily apprehend that the fancies of our modern

bards are not only more gallant, but, on a change

of the scene, more sublime, more terrible, more
alarming than those of the classical fablers. (p. 260)

Without magic, The Faerie Quecne , Jerusalem Deliyered, and the
epic as a whole would 2e impossible. Hurd laments that his own
age has betrayed the "charmed spirit" (p. 325); it has lost a world
of fine fabling by being rational and skeptical.

What Collins adds is not only the lofty subject of the wizard
and his spells, but also the view of him as a visionary who sees
into the center of reality. With Thomson (who suggested that the
sources of poetic vision--though not of active creation--are magical),
Collins prepares us for Edward Young's bold identification of ariginality
with magic, Despite these two precedents, the Conjectwres on
QOriginal Composition (1759) seems to arise full blown, replete with
images of vegetable growth and the divinity of Genius. The metaphor
of the magician is already firmly and assuredly accepted as a

description of genius--a metaphor Maurice Morgann adopted later
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Imitators only give us a sort of Duplicate of what
we had, possibly much better before; increasing
the mere drug of books while all that makes them
valuable, knowledge ardGenlus, are at a stand.

The pen of an Original writer, like Armida's wapd,

ot of @ barren waste calls a blooming spring,

Tasso's Armida is the deceitful analogue of Comus and the Dunciad's
Magus. As the daughter of a Persian magician in Jerusalem Delivered
she represents the lure of the exotic, magical and insidious east,
a pagan danger to the Christian Knights. But, without flinching,
Young turns these temptations into virtues, He sees her as an
image of fecundity; she makes the desert bloom. Armida‘'s wand
creates where there were no visible materials to wak with; her
spring arises ex nihilo, by magical means.
The idea of the wand as pen emerges even more clearly a

few pages later:

an ariginal, by being as excellent as new, adds

admiration to swprise; then are we at the writer's

mercy: on the strong wind of his imagination, we

are snatched from Britain to Italy, from climate to

climate, from pleasure to pleasure, we have no home,

no thought, of ocur own, till magici drops his

pen. And then falling down into ourselves, we awake

to flat realities, lamenting the change, like the beggar

who dreamt himself a prince.
The imagination not only transforms the material it works with,
metamorphising a desert into a spring, but it also transforms {(and
transpcarts) the reader. It transports him out of himself, giving

him a new life. The imagination is already
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the strong wind that will blow so ceaselessly through Romantic
poems; it is the wind that blew over the Harp of Aeolus in Thomson's
Castle of Indolence, but here, eleven years later, it is attached
to a poet's own powers: his imagination itself is a wind; it is not
passively attending to a wind outside. And then, too, the magician’'s
imagination occupies or arises from a woarld of dream--the willing
suspension of dishellef, not the flat waking realities of the beggar
or the barren waste, Thus, the magiclia n, the imagination, dream
and original organic creativity are linked as if inevitably, as early
as 1759,

Furthermore, Young goes on to oppese the work of the magician
to merely mechanical and associative creation:

Genius is a Master warkman, leaming is but an

Instrument, . . « Nor is it strange; for what,
for the most part, mean we by genius, but the

pover of accomplishing great things withoyt the
means generally reputed necessary to that end?
A genius d:ffer om a good u ding as

a magician from a _good architect: that raises
hig s re_by means invisible; thi the
skillful uses of common tools, Thus genius
has even been supposed to partake of something
divine.

The power of the Genius 1s like a magician's in being instantaneous
and whole; it does not juggle a mass of little things according to
rules; it does not laboridusly erect a structure. Rather, the means
and methods of the Genlus are invisible and magical; this magical
power deltves from God, who warks in the same effortless fashion,

Both magical and vegetable vitality are opposed to deliberate skill

and in this oppositictn show themselves to be related. As the
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magician of the last passage is contrasted to an architect, so the

vital root of Genius is contrasted with Mechanics:

An Original may be said to be of a yegetable nature;
it rises spontaneously from the vital root of Genius;

it grows; it is not made: Imitations are often a sort
of Manufacture wrought up by those Mechanics, Art
and Labour, out of pre-existent materials not their
own,
Magical criticism of art follows the lines of organic criticism;
both remark the transformation and origination of wholes, instead
of the coordination of meexistent parts., The wak of Genlus is
magical, and hence related to divine creation.

The magical genius is the god that overtakes the man; from
maglical comparisons, the search for understanding the work of the
artist moves Iinto a study ofreligion, Just how divine Young sees
the Genlus to be appears in a later section; the genius is a genle.

Contract full intimacy with the Stranger within

thee--Let thy Genius rise (if a Genius thou hast)

as the Sun from Chans; amd if I should then say,

like an Indian, warship it, (though too bold) yet

should [ say little more than my second rule enjoins,

(viz.,) Reverence thyself,
The Genlus within is the first result if not the cause of creation out
of Chaos; as in Hinduism, this Genlus is the God in each man on
whom he must concentrate in order to diw.inize himself., Young has
replaced orthodox Christianity with the worship of a human power
which he has three times compared to a magician's. This human

power--what is divine in each man--is capable of original creation

ex nihilo, when it permits its own sun to shine on the chaos of the
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world and by invisible means make {t bloom.

The extent to which human originality (a ward of paramount
importance far Coleridge) has replaced God's originality even in
God's own sphere is evident in a later, more strictly literary, reli-
glous comparison. Against the Divinely Inspired Enthuslast' who
has learned to "Reverence Himself," stands 'the well-accomplished
scholar,” This worthy,

up to the knees in Antiquity, is treading the

sacred footsteps of great examples, with the

blind veneration of a bigot salu:ing the papa!

toe; comfortably hoping full absolu :tion for the

sins of his own understanding, from the powerful

charm of touching his idol's Infallibllity,
Sunk in idolatry, he fargets to worship the true Divinity within him-
self, that works with a magiclan's invisible powers to lifé a beggar
into a prince.

Thus, the power to create original art by instantaneous and
invisible means is already in 1759 compared to religions, and reli-
gions other than Christianity. We shall see that magical power and
the magic view of the universe which these exotic religions offered
could easily provide ways of looking at art, which were less here~
tical than Christian metaphors for creativity, though they were often
combined with these. Chaos no longer trailed at the heels of magical
transformations; magic no longer threatened loss of virtue and national

collapse., In the place of indolence, magic conveyed a new power as

of the sun out of Chaos, and opened up inner, darker and more vital
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sphres of arganization in which passion and imagination joined., It
is important now to turn from an examination of the ferment surround-
ing the eighteenth century rediscovery of magic to the sources of
this rediscovery.
A study of the carrespondences hetween expressive organic
art and magic must rest on an tmportant distinction: that between
black magic and natural magic. (As we shall see in the next
chapter, it was one Coleridge was always careful tomake,) Whereas
primitive cultures distinguish the two by their constructive or de-
structive effects, Christianity in:roduced the criterion of intermediary
powers, The magician who contracts with a demon is a black
magician {even if he works for benevolent purposes); that magician
who investigates the hidden wisdom of nature for the greater glory
of God, 1s a natural magician--the highest form of philosopher,
He tries to penetrate nature's truths without changing them in the
process, In fifteenth century Italy the prablem of definition became
acute as the practice of magic proliferated., The philosophers
vehemently denled any intercourse with demons, and proudly claimed
to derive their powers from God himself. Foar example, Glovanni
Batista Porta (who seemed to exercise his power for remarkably
trivial ends) declared:
What 1is the Nature of Magick: T'!j:ere are two sarts of
Magick: the one is infamous, and unhappie, because

it hath to do with foul spirits, and consists of In-
chantments and wicked curiosity; and this is called
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Sorcery, an art which all leamed and good men
detest, nelther is it able to vield any truth of
Reason or Nature, but stands merely upon fancies
and imaginations, such as vanish presently away,
and leave nothing behind them.. . . The cther
Magick is natural; which all excellent wise men
do admit and embrace, and worship with great ap-
plause, nothing is there any thing mare highly
esteemed, or bhetter thought of by men of learning.,
o » » the Aegyptians name Nature her self a
magician, because she hath the alluring power to
draw like things by their likes, and this power,
say they, consists in love; and the things that were
s0 drawn and brought together by the affinity of
Nature, those (they said) were drawn by Maglck,
But I think Magick is nothing eﬁe than a survey
of the whole caurse of Nature.

Natural magic is nature herself; to study magic 1s to study nature.
Wherefore, as many of you as come to behold
Magic, must be persuaded that the warks of

magick are nothing else but the works of

Nature; whose dutiful hand-maid Magick 15.3"Z

Now of many avowals of natural maglc and disavowals of black,
perhaps the clearest distinction, Plco camposed his Oration to initiate
what he hoped would be a d:spute on his 900 theses, Twenty~-six

of these theses were conclusiones magicae which attempted to integrate

into Christian theology a universal magical religion, thus universalizing
Christianity itself to approximate the ideal eclectic region o second
century Alexandrian,

So imbued with Pico’s thinking was Coleridge hy his seventeenth
year, that Lamb conflated the two, calling Coleridge, "“the yaung
Mirandula.” Pico's magical aspirations famed part of Colerldge's youth,

and thus his distinctions between natural and black magic were certainly

familiar to him. Here is how Pico separates the two kimds of magic:
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I have also proposed certain theses concerning
magic, in which I have indicated that magic has
two forms, On:e consists wholly in the operations
and powers of demons, and this consequently ap-
pears to me, as God is my witness, an execrable
and monstrous thing. The other proves, when
thoroughly investigated, to be nothing elsﬁ but the
highest realization of naturat philosophy.

He cites Plato as having recognized that "the magic of Zoroaster is
nothing else than that 'science of divine things,'" and that the
magic of Zamolxis is "the medicine of the saul®; Pico then con-
tinues to contrast black and natural magic:

Just as that first form of magic makes man a slave

and pawn of evil powers, the latter makes him their

lord and master, That first form of maglic cannot

justify any claim tob aing either an art or a science
while the latter, fillled as it is with mysterles, embraces
the most profound comtemplation of the deepest secrets
of things and finally the knowledge of the whole of
nature,

That maglc which is the highest realization of natural philosophy
gives man powver over evil, It is an art or a science, It penetrates
to the deepest secrets of things, "This beneficient magic" Pico

praises at length: Natural magic,

in calling forth, as it were, from their hiding places

intc the light the powers which the largess of God

has sown and planted in the wald, does not itself

work miracles, so much as sedulously serve nature

as she works her wonders. Scrutinizing, with greater
penetration, that harmony of the universe which the _
Greeks with greater aptness of terms called Gvp TagG€ 1o
and grasping the mutual affinity of things, she ap-

plies to each thing those inducements (called the .vyvy€s
of the magician), most suited to its nature. Thus

it draws forth into public notice the miracles which
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lie hidden in the recesses of the world, in

the womb of nature, in the storehouses and

secret vaults of God, as though she herself

were their artificer., As the farmer weds his

elms to the vines, #othe magus unites earth

to heaven, that is, the lower orders to th§4

endowments and the powers of the higher,
By seeing deeply into the secret relations among things which God
has hidden at the center of nature, beneficient magic is able to
activate those harmonies. So intimate is this magic with the
secret vaults of God that it seems as if magic itself may nave been
the originator of these secret affinities; in other words, as if God
2lmself worked through magic. The magus, venetrating all these
truths, '"unites earth tc heaven" by being the center of reconciliation
and interpretation. In this function again the magus unleashes his
power, not by working private mirables exactly, but by revealing
Nature's natural ones, In word at least, the magus humbly serves
God by bringing his miracles to light:

But the deepest reason far the difference/between

the two magics/ is the fact that the first magic,

delivering man over to the enemies of God, alienates

him from God, while the second, beneficent magic,

excites in him an admiration for the works of God
which flowers naturally intco charity, faith and hope.

35
Because of the magus'’ potent services, man is all the mare apt to
worship God's works,

That this crucial distinction between natural and black magic
was still being made two hundred years later witnesses to the con-

tinuity of the magical tradidon, In 1678, Ralph Cudworth's True

Intellectual Svstem of the Unjlverse uses many of the same argu-



105

ments to similar purposes,

The importance of this tome for the Romamtics should not be
underestimated, Coleridge's interest in the Cambridge Platonists
focussed as much on Cudworth to judge from his Ngebobks, as on
Henry More (whose magical faith he later ciet'ided.3b Cudworth
attempts to prove that ancient religions worshipped one god beneath
the many and therefore contemporary atheists who claim the various
gods to be imaginary are freaks in the history of the world's religions.
He explains that "pagan theologers ., . . supposed the whole world
0 be an animal," and bhelieved that "all created things were in the
deity before they were made." To these pantheilstic premises he as-
similates natural magic., Like Pico, he too learns about magic from
Plato's Alcibigdes:

Whence by the way we leam also, that the word

Mayeia, o Magick, was first taken in a good

sense, which is confirmed by Porphyrius (De, Abst,

l, 4, p. 165), Among the Persians, those who

were skillful in the knowledge of the Deity, and

religious worshiopers of the same, were called

"Magi," And as magick is commonly conceived

to be founded in a certain vital sympathy that is

in the universe, so did these anciemt Persian

Magi and Chaldeans (as Psellus tells us) . , .

suppose "that there was a symeg,&hy betwixt

the superior and inferiar beings.
Magic, once more, ts the knowledge of the Inner workings of nature;
it is (as Jane Harrison insits) "no hole and corner affair," but a

_ 38 _

realization < the highest earthly wladom., Cudworth immedi ately

contrasts this natural magic with black:
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but this divine magick of Zoroaster, shortly
after degenerated in many of his followers into
the theurgical magick, and at length into
yonleia, dowrmright sorcery and witchcraft, the
only thing which i3 nawv wulgarly called magick,
'
The idealization of the Magi, as representative of this pefound
magical wisdom and of a uaivarsal magical religion, continues in‘o
the Romantic era. For in 1781 Kleuker writes in the Zend-Avesta
that all religions are magical, and the Persian religion, voresided
over by Magl, is the culminatlon of them all:
In the true sense, all relig'ons have had a
Magic, But men have coasidared the Pa sian
religion to be the best and the wisest,39
It is therefore central to see that natural magic was a way of looking
at the unlverse, It was not, at its highest point, a corrudt body
of practical techniques and formulae for perverting the exdsting natural
onrder, Nor did natural magic in genaral commun'cate with demons,
since every part of nature was responsively allve, Natural magic
was a vision of a universe of animated sympathies which the knowing
magus could reconclle and attuae,
Behind this Renaissance and Romantic acceptance of natural
magic lay the influential philosophy of Plotinus. The Iimportance
of Plotinus far Shaftsbury and Spinoza, and als consequent importance
for Coleridge and Romanticism in ganeral can oanly be glimpsed above
the surface of late eighteenth century intellectual trends. Pico ls

conscientieus in citing Plotinus as an authority for his approval of

natural over black magic:
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Plotinus also gives signs that he was aware of
Jfhe difference/ in the passage in which he shows
that the magician is the minister of nature and not
merely its artful imitator, This very wise man ap-
proves and maintains this magic, whle . . .
abhorring that other,
According to Pico, Plotinus scorns active theurgy, in which men
attempt to coerce delities and things, but sees that natural magic
ils divine.

However, Plotinus' section on magic presents certain problems
which complicate Pico's use of him as a support. Plotinus leads
away from the contemplation of the deepest secrets of things into
a clear recognition of the limitations of magic, Many poblems he
introduced his followers ignored, For this reason, and not only
because he is the authority for Florentine neoplatonic interest in
magic, his remarks must be examined In detail,

In Enneads IV: 3-4, Plotinus analyses the problems of the
soul, inzluding what it remembers, what it feels, how it links to
the body in which it finds itself, whether there are souls in stars,
and whether these can be contrclled, These guestions devolve for
him on one central inquiry which leads him from the relation of the
living All and its members to the problem of magical spells:
Plotinus determines "to see, as far as discussion can exhibit it, the
method by which action takes pleuc:e."41

Plotinus first establishes his vision of the universe as a living

organic whole, an animal whose members contribute to the unity,
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while they are at the same time variously imbued with life:

This All is one universally comprehensive living being,
encircling all the living beings within it and having a

saul, one soul, which extends to all its members 122

the degree of participant membership held by each.

Each part reacts to the changes in other parts as the members of

a body do:

as things change their relations, and as any one thing
changes place, there is a change of power.

As these transfers of power and rlace form pattermms within patterns,

Plotinus compares the sensitive motlions of the vital universe to a

dance44

lute--

and then, significantly, to the interacting strings of a

The prayer 1s answered by the mere fact that part
and other part are wrought to ane tone like a
musical string which plucked at one end, vibrates
at the other also. Often, too, the sounding of

ore string awakens what might pass for a percep-
tion in another, the result of their being in harmony
and huned to one musical scale; now 1f the vibration
in a lyre alters another by virtue of the sympathy
existing between them, then certairilly the All--even
though 1t is constituted in contraries--there must be
ae melodic system.45

As Plotinus' use of metaphors of art inllcates the natural and the

artificial often affect each othe in the same way that natural parts

affect each other. This human art participates in nature's sympathies

and can change them:

Our problam embraces all act and all experience
throughout the entire kosmos=-whether due to mture,
in the curremt phrase, of effected by art, The
natural proceeds, we must hold, from the All towards
its members and from the members to the All, or from
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member to otha member: the artificial either
remains, as it began, within the limit of the
art--attaining finality in the artificial product

alone--gor is the expression of an art which calls
to_its aid natural forces and agencles, and so

sets up agt _and experience_ within the sphere of
the natural

e A e

Thus, Plotinus established a univarse of cormresponding parts, some
natural and some artificial; each thing has sympathies or antipathies
to those other things to which it inclines, For there are passions
in this living ailverse. These inherent sympathies and inclinations
Plotinus calls magic. He explains (IV: 4:4)) that when men enchant
the stars (and he implies they do) they do so not because of their
songs or words bhut because they are momentarily in accord with
these stars. Their influence causes the patterns of power in the
animate uaiverse to shift:
The charm which takes place by touch and the ward
which he speaks is a trick of his so that the beholder
may Imagine that that action is his action, whereas
it 1s not his actlon, but is the action of those things
which he uses., Things have nmatures that join some
things to other things and attract some things to cther
t:h.tng's.."‘7
The point is important: the magician affects the stars because of
the inherent sympathy of thing to thing, nat because of the tricks
of his words. He woarks by attuning his understanding to the
natural harmony; he does not on his own accaunt actually create
this harmony. The good magician, Plotinus says, will affect the

universe by knowing its secret ways and putting himself in accord

with them:
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The wise magician is the one who assimilates

himself to the universe and practices his works

in accordance with his capablility, for he makes

use of love in one place Eﬁ‘d makes use of

mastery In another place,
Because natural things possess wonderful powers arxd because the
magician knows what they are and which things obey other things,

he can sometimes influence the stars:

It is no wonder that he who prays should sometimes
be hearkened to, for he is no stranger in this world , 49

The stars obey him because he, too, 1s part of the life of the wald.
In this Plotinian system, love is the principle of accord; it is the
first wizard and enchanter”; and the magician Influences things by
loving them, These sympathies and inclinations proclaim him part
of the unlverse, This is not artificlal magic, but "the magic of
the universe, which is love and mastery.” As Dean Inge explains:
All the attractions and repulsions that pervade
Nature are far /Plotinys/ a kind of magic; the
true magic 1s the friendship and strife that
exist in the great All, S0
Plotinus' insight into the deep secrets of the universe resembles
Pico's natural magic, "the most profound contemplation of the deepest
secrets of things and finally the knowledge of the whole of nature,”
The only difference is Love: the magician harmonizes his own love
with the love running throughout the warld.
A disturbing question arises, however; and Plotinus is forced

to change the entire drift of his argument and turn from nature to a

transcendent power, "What if an evil man exploits the magic in
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things for evil effect? How is the virtuous man to defend himself?"
(IV: 4:44). The answer lies in transcendence:

The man who {s not led by earthly things and does

not yearn toward them and says that the beautiful

and the good are not in them, he alone is the one

who is not enchanted amd on whom sorcery and

tricks have no effect because he knows the lasting

thing and éii is that that he inclines towards and

longs for.,
Whereas he had previously observed that "existence carries with it
either acting or answering to action, some beings have action alone,
others both," and that the nature of the universe is love, Plotinus
n o~ proposes that the man of contemplation, to free himself from
the universal animal, must live as if he were in the world alone
and there were no thing else beside him,., "Every man inclining
towards something other than himself recaives thz affections of
magic.” The only escape is not to incline toward natural things.
"To escape from the maglc that belongs to nature," a man must
refrain from seeing *“the cutside of the earthly natural things to he
beautiful and splendid, ">

Since nature is entirely magical, to escape it the contempla-

tive man must see it as "transiemt" and "specious.” Otherwise,
nature will "enchant him by reason of the outward beauty of it,"
and thereby lead him to believe it is al#® the highest good, Only
by keeping the highest good constantly in mind can this exceptional
man escape from the sympathies and passions which are the tempta-

tions of any action he might take up. The life of this sphere is a
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"bewitchment.” It bewitches us below the level of Reason. Its
spell works not through Reason, but through "the brute soul," as
music does. Maglc only operates in nature, and it only operates
on the brute soul by virtue of which men are part of nature, respond-
ing with sympathy to its beauty and music, When Reason rules, this
music can no longer affect men, so they are free to contemplate a
higher reality, Plotinus thus suggests that an 2antirely rational man
is not susceptible to art, as he 1s not susceptible to nature.

Nevertheless, as lony as men are part of the living whole
they are susceptible, like the snake to the snake charmer, to a
muslic that reaches their brute soul regardless of their Reason.

This is because the brute soul responds to natural magical sympa-
thies like any other part of nature.

Music, the dance, beauty, loving and acting are all in the
province of magic. This magic works by itself, and can also he
activated by the wise magician who knows how to "assimilate him-
self to the universe,” All part of irrational nature, they work

t hrough the passions and do not affect the man who is ruled oy
reason, Hence, for Plottnus, magie is not "the sclence of divine
things" as Pico claims. Rather, it is the sum of the sympathetic
interrelationships of fallen nature that temg® men away from higher
truths. Plotinus' view of the place of magic in nature is in its
essence different from Pico's later view, and critical in a way that

permits a reconciliation with Christianity. For Plotinus praises
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the magic of things and passions, but he insists that natural
magic functions for men only in the realm of the senses. Con-
sequently, while Plotinus fully defines for the first time sympathies
in the "“great chain of being" (and does so here in magical terms),
he himself introduces in speaking of it the dualism whereby magic
is applicable only to irrational men.

Magic then develops out of the separation of nature from God
and out of the subsequent need to retriew a paradisal ilmmediacy.
It is therefore not so much an affirmation of pantheistic unity as
of the Fall, Because of the Fall magic is necessary. It is man's
effort to recreate ou* of strife that harmony which no longer exists,
The separation of the Absolute from the non-absolute that Coleridge
declared was the greatest even: in moral history was incidentally
the occasion for the development of magic.54

Plotinus' idea that magic operates not in ultimate unity but
aly in fallen nature, has appealed to later theorists, including
Coleridge. In 1689, Balthazar Bekker (one of many theological
opponents of magic) explains that magic is an e xample na only
of the way human beliefs arise without evidence bu* also of idolatry.
For men, following their imaginations, propitiated inferior powers
and in this way concurred in manicheanism,.%> The tradition is
again caonsistent. In 1830 Joseph Gorres (in his five volume Der

Chrigtlicher Mystik) traces the development of magic out of

Manicheanism:
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Observing that manicheanism 1is the source of magic, Gorres
sees magic as the survival of pagan nature worship within
Christianity. He sees it in Judalsm as well as in the perennial
obsession with the sun and moon:

Evil is by no means accident, but rather coequal
with good in its substantiality; for good and evil,
while opposites are yet equally real. Their opposi-
tion reaches to the innermmost core of all Being, to
the eternal substance; indeed, ultimately even God
Himself is divided . . . Just as in early heathelsm
all belief was naturalistic, so also was mysticism
bound to nature and magic. Just as one did not
know how to sever the concrete yet universal Divinity
from the matter that was its wark, so did one not
know how to separate Nature's Evil from ethical evil
in clear and preci se ways. ’l'gyéav both were accepted
equally as products of nature.

Gorres concern with the separation of God from nature was paralleled

by Sir Walter Scott, whose Letters on D emonology and Witchcraft

(1830) categorized the magic so prevalent in s novels. The
second letter to Lockhardt proposes to discuss the "consequences
of the Fall on the Communication between men and the Spiritual
Worid,"” This letter begins:

What degree of communications might hawve existed
between the human race and the inhabitants of the

other world, had our first parents kept the commands

of the creator, can only be the subject of unavailing
speculadton, We do not, perhaps, presume too much
when we suppose, with Miiton, that one necessary
consequence of eating the “"fruit of that farbidden tree,"
was removing to a wider distance from celestial essences
the beings, who, although originally but a little lower
than the angels, had, by their own crime, farfeited

the gift of immortality, and degraded themselves into

a inferior rank of creation,

The Fall, then, is the premise on which the development of magic

depends,
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For Paracelsus, after the Fall "then only did the inner man,
the man of the second creatlon came into being."58 This man
"born to be awake," is "so created that through him the miracles
of nature are made visible and given fam." To praise God, man
must reveal god's secrets; "maglc is the most secret of the arts and
the highest wisdom concemirg the supeenatural on earth." Fallen
man, under the divine commandment of toll, is obliged to seek out
the mysterlies hidden !n his world:

As God awakens the dead © new life, so the
'natural saints,”" who are called magi, are given
power over the energies and faculties of nature,
For there are holy men in God who serve the
beatific life, they are called saints, But there
are also holy men in God who sergs the forces of
nature, and they are called magi,

The view that magic pervades fallen nature only aml 1is its
organizing and creating principle 1s purged of its dsmonlc aspects
in the "vorticism" of Jakob Boehme. Separation ceases to be
damnadon. It is,rather, a requirement of motion. This creative
strife of opposites Boehme calls Magia. Wn his Six Theosophical
Points he coancludes that there is both magic that connects the
mind with nature as mysticism connects the soul with God, and
a higher magic that is God's imaginative creation of the world:

Magic is the matha of eternity, of the being
of all beings; for it %r?ates itself, and is
understood in desire.
Here Boehme cannects magic with the dark fiery vortex which is
his undarstanding of God's external, desiring being, but nat of

His internal, still being. God creates out of desire and imagination,
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Magic is thus creative, as Boehme obscurely explains:

/Magis/ is itself nothing but a will, and this
will is the great mystery of all wonders and
secrets, but brings itself by th%oimagination of
the d=asireful hunger into being,

Magic 1s the power that works imaginatively on nothingness:
It is the ariginal state of Nature. Its daosire
makes an imagination (Ejpbildung} and imagination
of figuration is only the will of desire. But

deslre makes in the will such a being as the
will itself.is,

True maglc, he goes on,
is not a being, but the desiring spirit of the
being. It is a matrix without substance, but
manlifests itself in the substantial being.61
Like Imagination, divine Magia creates ou* of nothing. As
Coleridge observes "the eternal act of creation Joccurs/ in the
infinite I AM," Boehme becomes momentarily lucid:
Magic is spirit, and being is its body, and yet

the two are but one, as body and soul is but
aie person.
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Magic is then the saul of its own form that creates and pervades

with itself. That magic is akin to grace in Boehme's system can

be glimpsed in the following complicated statements:

Magic is the greatest secrecy, for it is above
nature, and makes nature after the form of its

will , . « It iz the formative power in the etemal
wisdom, as a desire in the Ternary, in which the
eternal wonder of the Ternary desires to manifest
itself in cooperation with Nature. It is the desire
which introduces itself into the dark Nature, and
through Nature into fire, and through fire through
death or fierceness, into the light of Majesty, . .
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It is not God's Almightiness, but the directrix
in God's power and might, The heart of God ts
the powarsaand the Holy Spirit is the revelation
of power.

Not only is magic the soul, the spirit, a matrix, the imagination,
desire and grace, but it is also love, In the Dialogues on the
Supersensual Life, Boehme adds this postulate to the others:

The virtue of Love is Nothing and All, or that

Nothing visible out of which all things proceed., . . .
Love, being the greatest Majesty is the Power of all
Powers, from whence they severally operate. And it

is the Holy Magical Root, a Ghostly Power from whence
all the wondars of God have been wrought,

Bishop Martensen, a Danish commentator on Boehme,, pataphrases
Boehme's impressions of the magical way God creates:

The generation of the eternal nature depends upon

the maglc of the desire, and is the power of sum-
moning non-existence into existence, without the
use of material means, A}l effective magic depends

upon desire and imagination; and whatever is barn
and comes into being arisessiglthe last resort,

from desire and imaginatdon.

And yet, even while God Himself works by this divine imagina-
tive magic, maglc is also {as for Plotinus) the principle of nature,
and thus a subsidiary power, Martensen clarifies it in this way:

Magic ts a Nature-Mysticism in which man places
himself in immediate relation with the spirit in
Nature.
Arid most pertinently:
By magic man i3 enabled partially to reqain
@ whi was 1 e
Fall,

God works by magic in continuously creating the world; natual
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magic is man's attampt to approximate divine power in the fallen
warld. Martensen continues his paraphrase:
a universal subjective life is diffused throughout
nature. Will apd Imaginalign are evexrvwhere at

work The whol f Natyre is vade

Magic. The higher seeks the lower, in order to

impart itself to it, . . Theosophical Natural

Philosophy recognizes that a disturbance has

entered Nature, in consequen€7e of the revolt

of the creation against God,
In this system of Plotinian sympathies and correspondences, Will,
Imagination and Magic appear as one and the same power, respon-
sible for the animation of nature.

The power which God gave magic in creating by means of it,
does not seem to apply to the magic that runs through nature,
Rather, this magic of nature is quite opposite to God's, In the
Dialogues of the Supersensual Life, the novice realizes he is in
nature "and thus bound as with my own chains." He wishes to
learn how he may "come through nature into the Supersensual
Ground, without the destroying of nature. .68 And yet, even with
this realization of the "torments of plurality” in fallen nature, "by
magic everything is accomplished"; it "is the best theology.”" "He
is a fool that reviles it."

So Boehme recognizes not only a divine formative magic, but
also a magic in nature which 1s part of the trammels of natural,
fallen existence but is, paradaxically, the only way of getting

beyond “hese trammels.

There is one further distinction, which Alexandre Koyré has
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discovered in his discussions of creativity fn La Philosophie de
Jakob Boehme. Koyré explains that in God's mind magic is the
conception of what He wants to create, nat the actual enactment
of creation. A3 unrealized conception, magic 1s dreamlike and
shadowy, though it 1s a source of origination:
Thils, however, is not the realized world; God
has not yet created. Besides, is {t nat necessary
for God to imagine the world to himself before he
creates it, as the artisan o artist forms first of
all in his spirit and imagination an id=a and an
image of the work he wants to realise? This
magical world 1s not yet %l'ge finished reality. In
itself, it does not exist,
But God (Ko'ré says) in expressing himself first in an imaginary
world, begins to know himself, because he resembles what he
imagines and also because he d:ffers from it, In imagining,
God becomes self-conscious. Thus, while on a natural plane
magic is the one way of human knowing, on the divine plan God
~s enabled by magic to know Himself:
Now within God arises a new act: God imagines in
his wisdom, and his imagination, by an act eminently
magical and mysterious, accomplishes the mystery of
expressing a% translating into finite images the infinite
idea of God.
Finally, we may see how Kowr€ formulates the central intuition of
Boehme's view of magical creation, In Boehme he finds
The warld is God's opposite, and at the same
time, it is ma?hlly and organically the expres-
sion of God.’

By magic God makes something else, that is nevertheless still

part of Himself,
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Boehme's most important expositor, Franz von Baader (whom
Coleridge mentions in a letter of 1818) is seen to move from a
view of magic as midway between idea and realizaton, to one in
which magic 1s immediate ecstatic apprehension, In Baader's

Three Treatises_on_ Ecstagy (writes Eugene Susini)

magic {s thus that which is opposed to the

cancrete, that which has only a virtual and

spiritual existence, detached from external

modalities .72
Connecting the terms maglc, magnet and image, Baader approaches
Boehme's view o magic as a matrix and of magical words as a

birth:

The idea moves out of its magical and symbolig,
being in order to become corporeal and lifting.

"Magique et arganique" and "Magique et symbolique”: these pairs
suggest how closely magic played in with other terms congenial to
Romantic theories of the imagination, As symbols, magical ideas
have existed whole in the mind before galning a temporat life,
The maglcal state of an idea is the state before the actual existence,
when presumably, it is only being imagined:

Le magique ne représente pas le contraire de la

réalité, . . Le magique est l'etat de 1*Idée qui

n'a pas encare Q}assé a l'acte, qui ne s'est pas

encore realise.’?
Magic is not unreal. But it is potential reality, as yet unrealized,
To exist in this essentially imaginative, symbolic way, the idea

does not need the mediation of the senses or of form, but flashes

instantaneously on the mind:
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Magic is that which, to be gealized, does not
need help from the senses.7
Baader, in Susini's words, extends this understanding of magical
perception o ecstatic vision that bypasses customary bodily sight:
The man who knows magically is "outside of him-
self," Ecstasy is a state of magical kmowing, a
state in which the subject i1s "outside of his bodily
mode of krmc;uz\rin;;’.'76
This ecstatic vision--la vislon magique~--is organic and total as.
symbolic., It sees things whole, as in an origlnal state of unity,
thus recreating the state of perception before the separation of the

corporeal and spritual modes at the Fall:

Magical correspondance is to -corporalit; what
organic unity is to a simple @mgate.7

In sum, we have so far seen the careful separation between
hlack magic and natural magic-~the understanding of the deepest
forces in nature-~and the way in which the beneficent magic only
appears to arise from the unity of the warld, but in fact arises in
the separation of the wald from God, as an effort of fallen nature
to approximate the unity it lost, or of the artist-god o express
himself in his opposite,

While beginning with a vislon of the world’s unity, magic
asks itself why magic should be necessary. It is necessary
because there has been a Fall~--a separation between matter and
spirit--and men skilled in magic alone can simulate the original

unity., Automatically, then, man arrogates power, And he derives
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this power, in particular, from his unique mastery of things by

means of words. h he cent of ma nd the

importance of language are the four central points ground which a

theory of magic revolves,

The Plotinian magician is a wise man who attunes himself to
existing harmonies in nature, and sometimes influences them by his
power. The Paracelsan magician pries into the secrets of nature,
thereby glorifying God., The Boehmean magician imitates God Him-
self, for God is a magician., By any definition, the magician
aspires to a certain powver over the processes of nature, if not
by his actions, at least by his undarstandings. Indeed, the pro-
liferation of magic has been seen as both cause and effect of
Renalssance humanism, as well as the immediate reason for new
definitions of heresy. In commenting on the Renaissance, F. A.
Yates postulates that "ther eal function of the Renalssance magus
in relation to the modern period is that it changed the will,"78
C. S. Lewis and Hiram Haydn likewise see the importance of magic

as a spur to human initiative, "The magiclans," says Haydn,
"believing nature to be full of miracles and mysteries, hope to
be able to learn how to control these by aproper manipulation of
natural sympathies and antipathies, and thus to exercise an almost
godlike individualistic power."79

That magic i3 a human power paralleling divine power is a

corollary of the idea that magic began with the Fall, Magic warks
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in the human (and thus partially irrational) sphere, separated from
the divine since the Fall. In this sphere, man sees himself as
central in nature, and as midpoint, reconciler and interpreter of
heaven to sarth. In nature he can function as God does on the
world, because mature and God are separate,

A modern analyst of the perennial phenomenon of magic
locates the essentlal nature of magic in "the excessive valuation

of thought,” In Totem and Taboo, Freud declares:

We may now say that the principle which controls
magic, and the techniques of the animistic method
of thought, is "Omnipotence of Thought."80

Assuming falsely that the conanections of the outer world resemble

the connections within the mind, the man who believes in magic

"believes he can change the outer warld by a mere thought of his,
Freud describes the magical application of the rules of the mind
to the woarkings of the world:

Objects as such are overshadowed by the idsas
representing them; what takes place in the latter
must also happen to the former, and the relations
which exist between ldeas are also postulated as

to things. As thought does nat recognize distances
and easily brings together in on-.e act of consclous-
ness things spatially and temporally far removed,
the magic waorld also puts itself above spatial dis-
tance by telepathy, and treats a past association
as if it were a present one,81

Simultaneity, instantaneaus perception, the immediate transference
of the idea of a thing into the realization of the thing without

visible means and without the need of toil, the recovery of lost
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time by memory and of lost space by vision--these are the wak
of magic and of the imagination., Freud climaxes his analysis of
magic by applying it to art:

Only in one fleld has the omnipotence of
thought been retained in owr own civilization,
namely in art, In art alone it still happens
that man, consumed by his wisus, produces
something similar to the gratification of these
wishes, and this playing, thanks to artistic
illusion, calls for the effects as if it were
something real. We rightly speak of the
magic of «BEI: and compare the artist with the
magician,

Only since the Romantic era has this comparison of art and magic
been commonplace. Two modern commentators become rapturous

when they consider it, In Sacred and Profane: The Holy in Art

Gerardus van der Leeuw deems artistic expression to be "“a holy
act of a magico-religious nature."83 And Denis Saurat is extra-
vagant in proclaiming that "the poets* minds work like that of
the savage: they are looking beyond the physical fact for the
spirit which has caused it." Saurat continues: "The poet then
feals nature in the same way as did the primitive: he lets it,
so to speak, exjxess itself in hirn."84
The Renaissance maglicians formulated specific ways iIn

which the Omnipotence of Thought imposed power on the world.
Not only does it contract space and time and find mertal analogies
for physical things, but magic also mediates between heaven and

earth, The magician sees himself as the central figure in a land-

scape, holding up the sky. Ficino and Bruno, Agrippa and
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Reuchlin, for instance, interpret their important roles variously,
but always assume for themselves a sublime impatance. Ficino
and Brunc strengthen human powers through Orphic song; Agrippa
and Reuchlin stress the importance of human language--understood
as incantatory--for reconciling fallen with paradisial nature,

In Spiritual and Demonic Magic From Ficino to Campanella,

D. P, Walka links Ficino's translation of the Hermetic Books

The Pimander and The Asclepius) and his secret practice of Orphic
singing, This orphic singing is a device to ready the singer's
soul to receive astral influenzes. "The main emphasis of the
De Vita Ccelil Comparandi is on the condittoning of the operator's
body, spirit and imagination, so that they are in a state peculiarly
receptive to celestial influxes."8% Ficino's maglc singing was not
directed at operating on the warld outside, (or, he says, on spirits)
but rather was "subjective," The "invocati s were directed to the
operator's intelligence and lmagination, not to an intelligeitia
separata,” By magical invocations the Ficinian magus calls down
upon himself not knowledge itself but a readiness to know and
perceive, and this readied spirit (by virtue of subjective magic) is
more capable of perceiving the underlying unities of the universe
than the average man:

Thus the priestly Magus plays a semi-divine

role, maintaining by his understanding of the

use of images the circuit which unites the

highest divine world witB the socul of the world
and the warld of sense. 6
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In "marrying higher things to lower things," the magus enters
into "an erotic relation to nature /which/ is fundamental for
sympathetic magic,” writes Frances Yates in Girodano Bruno and
the Hermetic Tradition. In this erotic reladon, "the Magus
emters with loving sympathy into the sympathies which bind earth
to heaven, and the emotional relationship is one of the chief

187
sources of his power, Yates goes on to translate a decisively
relevant section of Ficino's commentary on the Symposium:
Why is Love called a Magus? Because all the
faace of Magic consists in Love, The work of
Magic is a certain drawing of one thing to another
by similitude. The parts of this warld, like mem-
bers of one animal, depend all on one Love, and
are connected together by natural communion . . .
From this community of relationship is born the com-
munal Love: from which Love 1s borm the common
drawing-together: and this 1s the true Magic.88
When Ficino calls for this read:ed state of mind, this heightened
feeling of Love, he seems to derive his stress on the passions
from Jamblichus., For Jamblichus, a frenzied state is the only way

83 The passions

of appealing to demons and then commanding them.
of the Magus were already important to Plotinus with his interest
on universal love, and to Boehme, whe connected God's creative
Magia with imaginative desire,

Yates sees Bruno 1bsisting not only on love, but also on
knowledge. Seeing the "universe as vitalistic and magical, Bruno

envigsions it as "a new revelation of God the magician, informing

innumerable worlds with magical animation, a vision to receive which
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that great miracle, the Magus man, must expand himself to an

infinite extent so that he may reflect it within."go

Brunco moposes
a method for this expansion in his Art of Memory. The method uses,
Yates explains, magic talilsmans or memory—-images that produce "a
maglcal organizaton of the imagination and a magically-powerful
personality, tuned-in as it were, to the powers of the cosmos,"

In sum, then, two important Renaissance magicians, Ficino
and Bruno, were concerned with expanding their minds and hearts
to receive universal power, which they, in turn, could exercise,

The sensitized imagination is capable, finally of a new and
powerful use of language. Hermes, the legendary magician, is
supposed to have invented Language., (The honor is elsewhere
given to Prometheus, who, as we shall suggest, was also a
magical figure,) In the Hermés Trismegistus he is addressed in

a chant:

Herme&s, Souverain maitre du monde, tol qui est
dans le coeur, cercle de la Lune, toi qul est

rond et carr€, archegdte de la parole articulée,

plaidant la cause de la justice, toi qul portes
la Chlamvde, dieux aux sandales ailéﬁs, veillant
sur la parole qul peut tout exprimer.

G oy ,

Magic and language are intimately connected from the first, The
belief in the magical power of language, indeed, has an ancient
histary. While some felt the Hebrew language was magical be-
cause Adam had first named the creatures in Hebrew, others felt

that the Egyptian hieroglyphs were '"the language of the Gods."92
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Both the Hebrew and Egyptian languages were inherently magical
because they were close to the divine source. Even Ficino calls
the "si fas est,” the formula of consecration, as an example of
the magical power of words, And among Renaissance magictans,
again, Lazarelll (says Walker)
holds a magical theory of language, that he
baelieves that wards have a real, not conventional
connexion with things and can exert power over
them. « « + Moreover, the wad is not merely
like a quality of the thing it designates, s uch as
its colour or welight; it Is, ar exactly reresents,
its essence or substance., A farmula of words,

therefore, may not only be an adequate substitute
for the things denoted, but may even be more powerful,

93
"That the potency of the real thing is contained in the mame~-this is
one of the fundamental assumptions of the mythmaking consciousness
itself," says Cr—.‘ssirtar:-...g4
Unlike the original languages, Hebrew and Egyptian, secondary
languages were obliged to attract maglcal power either by their ar-
rangement or by the psychic power of their user, Nevertheless,
words in all languages have power, independeatly of their meaning.'
This i1s the well-known view of Origen: "not what is signified sy
the words, but the qualities and pecullarities of the woards them-
selves, are potent for this o that effect.” "Some of the barbarians,"”
Origen tells us, ‘are admired for their mm‘velqus powers of incanta-

w35 It is by means of language, that the magus can ultimately

tion,
“marry” heaven and earth. The parallel of human words with the

Divine Ward suggested to Reuchlin a notion of the unifying function
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of all language. In the Liber Secundys of De Verbo Mirifico he

writes of grammatical forms as magical forces:

Aptissime igitur notula fit coeil & terrae, id

est omnium ex materia & farma coniunctord
copulat enlm vau & partes orationis conluagit,
unde cdlunctio dicta est. Deinde verbis etia
tempora tradsmutat, ut natura rebus. Quid est
quo fuit {inquit Ecclesiastes) ipsun quod futuram
est, Quid est quod factum est, ipsun quod
faciendum est, Temporis ergo mutationi sulacent
quaecung carporalia tam % colla q in terra,
horumc} med:is sita sunt,

By far the most persistent commentator on the subject of

language as magic was Henry Camnelius Agrippa, who devotes a

great deal of his first of Tlhyee Books of Ogcult Philosophy to the

relation of language to the passions, He declares that words them-
selves have power, particularly in sentences, and that they derive
power also from the emotional state of thelr speaker,

It being shown that there is a great power in the
affections of the soul, you must know, moreover,
that there is no less virtue in words and the names
of thing&, and greatest of .all in s peaeches and
motion.

Words uttered "couple the corporeal voice and speech to the mind

and understanding." But they operate not only on the impetus of

mind out also of the heilghtened sensitivity:

Words carry with them not only the conception of
the mind but also the virtue of the speaker , . .
and this oftentimes with so great a power, that
often they change nat only the hearers but also
other bodtes and things that have no life, Now
those wards are of greater efficacy than cothers
which represent greater thing s--as intellectual,
celestial and supernatural; as more expressly, 80
mare mysteriously, gﬁglso those that come from a
more warthy tongue,
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Agrippa traces the maglcal power of language back to God:
far hence volce and wards have efficacy in magical
works, because that in which nature st exerciseth
magical efficacy is the volice of God,
Because God created with language, the words for things occur in
the mind through a sort of birth:
The Platonists therefore say that in this very volice,
or ward, a name framed, with its article, that the
power of the thing, as i1t were some kind of life, lies
under the form of the signification. First, conceived
in the mind, as it were through certain seeds of things,
then by valces or w':)rds.l as a birth brought forth; and
lastly, kept in writings,
Sentences have mare power than single words, says Agrippa, because
they are capable of conveyiny truths, Examples of powerful sentences
are “"verses, enchantments, imprecatdons, depecations, orations, in-
vocations, obtestations, adjurations, conjurations and such like."
The verses he particularly has in mind are the Orphic hymns, and
these get power not merely irom being sentences that convey high
truths but also from being impelled by passion and imagination, Of
these hymns he says:
such like verses made according to the Rule of
the Stars, full of signification and meaning, and
opportunely proncunced with vehement affection and
by the violence of imaginaton, do confer a great
power in the enchanter, a%lsomtims transfers it
upon the thing enchanted.
Thus, along with the inherent power of wards, "the instrument of

the enchanters is a most pure harmonical spirit--warm, breathing,

living, bringing with it motion, affection and signification.” '
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To be powerful, the enchanter's verses must be imbued with this
spirit:

And, therefore, magicians enchanting things are
wont to blow and breathe upon them the wards of
the verse, or to breathe in the virtue with the
spirit, that so the whole virtue of the soul be
directed to the thing enchanted, being d:isposed
for the recelving of sald virtue,

Agrippa's understanding of the spirit behind words and the
words themselves is later nearly paraphrased in the writing of a

curious London occultist, Francis Barrett, whose The Magus or

The Celestial Intelligencer of 1803 is a compendium of thearies of

natural magic and of recipes for black magic. It is hence an in-
dex of the availability of theze theaties fa Coleridge and his con-
temporaries. Here is how Barrett adapts Agrippa’s theories of magical
langquages:

The instrument of enchanters is a pure, living,
breathing spirit of the blood, whereby we bind,

or attract those things which we desire or delight

in . . + Indeed the virtue of man's words are so
great, that when mponounced with a fervent con-
stancy of the mind, they are able to subvert Nature,
+« » o Almost all charms are impotent withouwt words,
because wards are the speech of the speaker and
the image of ihe thing signified o spoken of; there-~
fore, whatever wonderful effect is intended, let the
same be perfarmed with the addition of the operator;
for words are a kind of ocault vehicle of the soul;
therefore, all the farcible power of the spirit oujht
to be breathed out vaoty vehemency, and an arduous
and intense desire,

Barretitis frequently garbled, often even parvearse, bu: he summarizes

centuries of thought about magic in a popular mode of 18303, He
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stressed that in order to enchant, an enchanter requires vitality

of spirit, Impelled by this spirit, his wards take on power., But
at the same time these wards carry power with them because they
are the image of the thing they name, Woaords therefore partake of
the enchanter's own ardor, are conceived and begotten in his soul,
but are symbols, too, of the coacrete tH ng, Language is, then,
essentially magical, and also magical in being imbued with the
emotions of a magically readied personality. And this personality
is readied because invocations have put the magician in touch with
the sympathies=--themselves magical of the universe, The process
is clircular,

Barrett not only learns from Agrippa but also from other
magicians and thearists whose biographies he appends to his book.
Thus, The Magus, or Celestial Intelligenger suggests that many
thearies of magic were available in London in the 1790's when
Barrett was writing, and that therefoare Coleridge's later lectures,
and the possible intentions of his art, were not unique in their use
of what now seem to us tc be arcane and heretical sources. Indeed,
Hamann and Novalis (as we suggested at the beginning of this
chapter) had anticipated the English revival of magical tradidos.,
Furthermore, it is nmot clear whether Collins and Young had read the
mass of material on magic. But it is clear that in some way by

1749 and 1759 respectively, they had both come upon a notion of
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magic as a way o explaining the passion and originality of artistic
genius, Barrett's work may thus have popularized what was already
current among the elite.

To sum up: we have seen that the theory of magic from
Plotinus to Baader offers speculation on nature, human emotion,
human imagination and language. Much of this speculation is
remarkably cangruent with what we now think of as the Romantic
theory of the poet and his 1mag1nat1q1. Plotinus, some of whose
wark Thomas Taylor made available in 1797, offers us a theory
of nature as the realm of magical sympathies, All but the totally
rattonal man are susceptible to 1t, The love of the magician and
the love that runs through nature enchant and bewitch. Magic is
the temptation of the natural weorld; and music and other arts, like
emotion, are partly irrational since they are part of irrational
nature. Plotinus suggests to us that the brute soul is to some
extent responsible for man's creative impulses; he leads us to ap~
preciate a positive irrationality (unlike Pope's view that irration-
ality leads only to chaos) by which men are susceptible to emotion,
beauty and art. However much this susceptibility deflects him
from contemplation, it nevertheless affirms man's participation
in the universal system of love and strife.

Boehme extends these magical sympathies to God himself,
Postulating God as a creator who works by magic through desire

and will, he gives the magician not just Plotinus' natural realm to
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work in, but the supernatural realm as well, The magician is nat
just natural man working with the imational susceptibilities of fallen
nature, but the magician is also (as Young suggests) God Himself,
God's magical creation of the world is imaginative, By means of
magic, God imagines existence in a dream before He actually gives
it 1life; and here Thomson's perceptions about creative indolence
concur, Imagination is not form, but the desire and will to form;
hence even God is not above emotion in warking his magic., Magic
is then irrational and emotional, but exactly from this irrationality
and emotion arises imagination and thus origination.

Part of the meaning of the irrationality of magic goes beyond
mere susceptibility to natural sympathies, Baader suggests another
meaning of "“irrational”: "not explicable by Reason." "La vision
magique” is immediate, instantaneous, arganic and whole; it does
not operate in rational stages, It does not follow corporeal proofs
or visible means (a3 Young also perceives), La vision magigue is
the vision of the ecstatic (and here we use Collins' term} who has
transcended his own bodily form through the cultivation of feeling,
This is the ardor which then for Ficino and Agrippa gives power to
the magician's words and allows him, “reconciling heaven and
earth," to influence the stars, as language reconciles mind and
things., The new powerful language exmesses the inner magician,
harmonizes with the magical connections of the outer world, and is

in itself an approximation of the first act of divine imagination,
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We find the words “symbol," "image,"” "organicism,"”
"imagination," "emotion" and "nature" recurring in these passages
on magic, as they recur, too, in Young and later in Coleridge.

In all magic theory the mind is permitted to impose itself on
nature, not because it is arrogant, but because it possesses the
language which sets in motlon the inherent sympathies in nature,
As Paracelsus insists, natural magic serves God by revealing His
mysterles, The mind and its forms--language, art, sympathy--
have been obliged to be the link between “eaven and earth since
the two split aparts. And we shall see in the next chapter that the
meaning of the Fall was comeeied in Coleridge's thought, too, with

maglic, the ilmagination and the power to cariginate,
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CHAPTER IV
Coleridge and the Magical Imagination

Coleridge gives evidence of knowing directly or indirectly
most or all of the commentators on the tradition of magic discussed
in the last chapter., In deciding against Locke that "human nature
itself fought up against the resignation of intellect,"” Coleridge
was supported by
the early study of Plato and Plotinus, with the
commentaries and the Theologia Platonia of the
{llustrious Florentine /Ficing/; of Proclus, and
Gemisthus Pletho; and at a later period of the
"De Immenso et Innumerabili" and the "De la
causa, principio ed uno," of the philosopher
of Nola [Emng?.l

These "had all contributed to prepare my mind for the reception

and welcaming of the 'Cogita qula sum, et sum quia cogito."'2

Jakob Boehme could not be considered a magician to the
extent that Bruno was, but his works (as we saw) abound with
magical commentary of an extremaly original kind, Coleridge is

perhaps more grateful to Boehme than to any other magicians,
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mystics or neoplatonists, as chapter nine of the Bi hi
Literaria attests. In Coleridge's view (adopted from Schelling),
Boehme in his simple way took over where the sclentists left off:
Therefare the true depth of science, and the pene-
tration to the inmost centre, from which all the lines
of knowledge diverge to their ever distant circum-
ference, was abandoned to the {lliterate and the
simple, whom unstilled yeaming and an ariginal
ebulliency of spirit had urged to the investigation
of the indwelling and living ground of all things.
Boehme, "an enthusiast in the strictest sense," had ~ome upon
"a new and vital truth.” He had seen the connection of the imagina-
tion and the will with magic and creativity; and Coleridge feels a
debt not only to Boehme's ideas but also to the spirit with which
he undertook them: a spirit which "acted in no slight degree to
prevent my mind from being imprisoned within the outline of any

single dogmatic system," 3

Although Coleridge had many plans for works abaut Bruno
and Boehme in particular, he waited untll the Philozophical
Lectures of 1817 to divulge in print his knowledge of all the
magical traditions. Long after the flowering of his poetic life,
he devotes much of these lectures to a refutation of magic as a
viable religion. In these lectures he demaonstrates a striking
familiarity with the magician. A statistical view would reveal
that one third deal in whole or in part with Bruno, Paracelsus,
Boehme and their like; their theological errors, sometimes attrac-

tive and minar, seem to Coleridge central enouh to justify his
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own and his audience's Hime., To the reader's surprise, magical
interpretations of the universe are not cast aside as trivial and
pointless, but are exhaustively explained and finally r efuted. These,
his “"darling studles,"” had occupied his mind durling his poetic period;
nowv, In 13115 theological perliod, we infer he had somehow to wark
them out of his thinking. But this intensive refutaticn of maglc as

a religlon only affirms its value for a theory of art. For in his
poetic perlod he had used magical thearies and forms to enhance

his criticism and lnvigorate his poems. Indeed, Coleridge®s

theory of poetry seems virtually synonymous with a theory of magic.
Scattered as his prose deflnitions of poetry are, his acknowledgement
of “the magical power . . . of the imagination” in The Biographia
XIV informs his early verse, while in his major poems lavish use

of magical techniques justify the critics in calling the effects of
these poems "magical,"”

Coleridge's intuitions about the reladon between magic and
poetry are bound up with his thoughts about the power of the mind
to make true beginnings, and about the power of words to transform
things. In his Aids to Reflection (as we shall see) he asgserts
that on earth only human beings make true beginnings, The mind
is above nature--that is, supernaniral, In poetry, particularly, it
exercises its supernatursl power, because "poetry is purely human,”

not drawing its effects from nature but imposing its language on
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nature.4 For poems to command nature, Coleridge would “endeavor
to destroy the old antithesis of Words and Thipngs, elevating, as it

wd Overtuming

were, wads Into Things, & living Things, too,
Wordsworth's hierarchy, Coleridge declares "Words are Things.
They are the great and mighty instruments by which thoughts are
excited and by which alone they can be expressed in a rememberable
form.“s Introducing the vision of Kubla Khan, he says the spon-
taneous "“images rose up before him as _;_h_i,r;l_g_;}."7 T'he supernatural
action of the imagination Coleridge opposes to the imitation of the
thin gs of nature: "a poet ought not to pick Nature's pocket . . .
trust more to your imagination than to your memory.."8
Words become powerful through a process that seems to have
been clear to Coleridge in his very earliest poems. The process
depends upon the theories oI Plotinus, Jamblichus, Ficino, Agrippa,
Bruno, Paracelsus and Boehme described in the preceding chapter.
It can be summarized as follows: In a Plotinian universe of
magical sympathies and antipathies, the poet submits to Indolence,

The indolence is a state of “somiwmal maglc suparinduced on, with-

out suspending, the active powers of the mind."9 In his "somnial

magic," he is attuned to the interrelationships around him, He is
invaded by a passionate receptivity--the "divine madness" of both
the Greek and primitive wizard. In his mind wards rise wp

spontaneously, suddenly, without cause., These words are original,

and prove the mind's indggendence, Arising by magic, words in turn
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conjure forms that do not exist in nature. Thus the innate uprising
of language and visions in a state of indolence is proof of the
originality of the supernatural mind, The magician not only
focusses the magical sympathies of the universe, but he also calls
things to life, Like God, he creates by a Boehmean magqia.

The power of words to create or transform things is cne of
the major triumphs of the supernatural will as Coleridge defines it,
Ever since he was a small boy reciting a charm against the cramp
(Table Talk, Tune 10, 1834) he seems to have anxlously investigated
the influence of "the potent vaice" on actual experiern:e.lo And
this influence he often connects with the creativenass of man and its
approximation to divinity in the imaginative use of words:

In youth and early manhood the mind and nature are,
as it were, two rival artists, both potent magiclans,
and engaged, like the King's daughter in a sharp con-
flict of conuration, . . For a while the mind seems
to have the better in the contest, and makes of Nature
what it likes, takes her lichens and weather-stains
for types and printer's ink, and prints maps and foms
her summer gales in harps and harpers, lover's sighs
and sighing lovers, and her winter blasts intc Pindaric
odes, Christabels, “r.i Ancient Mariners set to music
by Beethoven . . .
The mimd is the potent magician that makes of nature what it likes,
Its transformations {as Coleridge explains them here} are exactly
pertinent to the magical theories of the wind as music and poetic
breath, the voice as Plotinian Harper, and poems as the compellers

of nature, Coleridge suggests he conjured "Christabel!” and "The

Ancient Mariner” out of the wind, that the first poetic magician
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wins the contest in the early years by writing poems. For poems
are written by the mind's conjurings.
Nethercot. suggests that by 1825 Coleridge "was farced to

make an admission that he would never have considered in 1797;
that in the long run Nature gets the better of Mind."12 Mind,
however, mevalled until late in Coleridge's life when the immuta-
bility of nature seemed to assert itself, Then the separation of
God from his creadon scemed doctrinally necessary as a way of
avolding heretical pantheism, But the human will appeared to him
throughout his thinking as a princdple of origination, free from
the determinism of natural cause and effect:

Whatever has its principle in itself, so far as

to originate its actlons, cannot be contemplated

:n any of the forms of space and time . . . it

must be considered as Spirit, WI]ll is not

nature. The will is supernatural,
The supematwal will is responsible for origination, The words
origin, original o originant do not apply to nature, Each event
in nature is “a mere link in a chain of effects, where each, indeed,
stands in the relation of a cause to those that follow, but is at the
same time the effect of all that precede,"

But this js Nature: amd no natural thing a act can

be called originant, or be truly said to have an

origin in any other, Nature is a power subject to

the law of continuity. The moment we assume an

Origin {in Nature, a true Beginning, an actual First--

that moment we rise above Nature, and are ocompelled

to assume a supernatural Power-. . . Evegappearance

of origination in Nature is but a shadow of our own

casting, It is a reflection from our own Will
Spirit, 14
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By. a higher sense, the human being knows he is not subject to the
laws of nature, being himself supernatural:

I feel myself not the slave of nature, Not only do

my powers extend vastly beyond all those which I

could have derived from the instruments and organs,

with which nature has fumished me; but I can do

what nature per ge can not. Ergo, there is in me,

or rather, I am, a praeternatural, that is, a super-

sensuous thing, but what is not naure, why should

it perish with nature? Why lose tﬁ faculty of vision,

because my spectacles are broken?
Coleridge thus disagrees profoundly with Wordsworth, inasmuch as
Wordsworth attaches human mativation to the determinism of nature,
and submerges men's acts in the continuum of natural cause and
effect. Coleridge's interest in original sin is an adjunct of his
interest in origination in general. As original sin is unmotivated,
it is a mysterious act., It proves that the spirit that originates
this act 1s out of nature, and, therefore, is a supernatural power,
Reasoning from the possibility of acting originally, of making a
true beginning, Coleridge extends unaccountable acts from sin to
art: as we can act originally, so toe, can we create ariginally,
whether or not nature provides a model or an impetus, Genlus is
"the power of acting creatively under laws of its own odgi.nation."le
OCriginal sin is paradoxieallynt adgn of our bondage, but rather of
our freedom., Art and evil thus arise from the same freedom of

will and separation from the chains of nmature, By this reasoning,

when in The Rime of the Anciery Mariner "The Mariner hath his



151

will," he is supernaturally empowered to determine change in the
passive natural world around him.

As a supematural power, then, the will,and in particular
the agent of higher Reason, the Imagination, was "involved with

17 Shakespeare, supreme

the perception of supernatural life,"
earthly example of the power of imagination, Coleridge sees as
particularly tolerant of supematural beings. In lavishing attention
on the ghost in Hamlet, Coleridge notes "Shakespeare's tenderness
with regard to all innocent superstition: no Tom Paine declamations
and pompous philosc:phy."18 Comparing the supematural appearances
in Hamlet with those in Macbeth he says
In Hamlet superstition is connected with the best
and Holest feelings; in the second with the
shadowy turbulent cravings of the individual
will.
Coleridge devotes a disproportionate amount of his Shakespeare
criticism to a justification of those supernatural beings in Macgbeth,
The Tempest and Hamlet that the eighteenth century most abhorred.
Even when addressing Mrs. Siddons in his early sonnet, he singles
out her role in Macbeth:
As when a child on some long Winter's night
Affrighted clinging to its Grandam's knees
With eager wondring and perturb’d delight
Listens strange tales of fearful dark decrees
Mutter'd to wretch by necromantic spell;
Or of those hags, who at the witching time

Of murky Midnight ride the air sublime,
And mingle foul embrace with friends of Heli20
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In using The Tempest as an example of "the imagination . . . which

w2l

owns no allegiance to time and place, he 1s careful to draw the

paralleli between Prospero the magician and Shakespeare the magical
poet: “"Prosper (the very Shakespeare himself, as it were, of The
'.'1‘Z'empuest)."22 Coleridge seems to inhatthis iInterest from Wilhelm
Schlegel. Schlegel, too, exalts Shakespeare as the "portrayer
and philosopher of superstition" "who distinctly exhibits its origin
in apparently lrrational and yet matural opinions." Schlegel, says
Shakespeare. "t¢alls up from their hidden abysses that dread of the
unknown, that presage of the dark side of nature, and a world of
spirits, which philosophy now imagines it has altogether exploded."”
Schlegel continues:

In general we find in The Midsummer Night's

Dream., in The Tempest, in the magical parts
of Macbeth, and wherever Shakespeare avails

himself of the popular belief in the invisible
presence of spirits, and the possibility of coming
into contact with them, a profound view of the
inward life of nature and her mysterious sgings,
which it 1s true, can never be altogether unknown

to the genuine poet, as poetry is altogether incom-
patible with mechanical physics, but which few ha\&%
possessed in equal degree with Dante and himself,

Hazlitt, on the other hand, did not adapt from Coleridge this
tolerance for the unusual. The magical changes of The Midsummer
Night's Dream Hazlitt finds ridiculous, He ignares H et's ghost
and personifies Arlel and Caliban in his empirical search for
"ci'u:retcter."z4 Thus what most distinguishes Coleridge's Shakes-

peare criticism from the English empirical tradition and unites
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him with the German is this very interest in supernatural life.

The "land of Faery" he defines in his 1818 lecture on Spenser, is

in fact "the realm of mental space."25
Coleridge’s concern with the supernatural is reflected in his

proposed =2ssay on the supematural to be affixed to The Rime of the

Ancient Mariner.26 This essay might concelvably have synthesized
his thoughts on the imposition of mind's fams in poetry with his
thoughts on the will as supernatural. The essay might well have
been a fusion of the "Essay on Art and Poesy" and Aphorism X of
Aids to Reflection. It might have postulated that as the supernatural
will alone has power to originate, it alone imbues matter with spirit,
thus bringing matter to life. Mind exercises "the Midas Touch of

27

life and Joy." On March 3 and 6, 1818, he was once agaln

delivering lectures on this now familiar subject. The lecture of
March 3 was
On the Arabian Nights Entertainments, and on the
romantic use of the supernatural in poetry, and in
works of fiction not poetical. On the oonditions
and regulations on which such books may be eam=-

ployed advantageously in the earlier periods of
education,

March 6 elaborates:
On tales of witches, apparitions, &, as distinguished
from the magic and magicians of Aslatic origin. The
probable saurces of the former,

Supernaturalism, magic and the divinity of the will were

linked togethar in Coleridge's thought.
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"Man, a vicious and discontented apimal," he asserts with a sug-
gestion of humor in [he Watchman, no. 4, Friday, March 25, 1796,

by his vices and hils discontent i{s urged to
develop the powers of the Creator, and by new
combinations of those powers to imitate his
creativeness., And from such enlargment of
mind benevolence will necessarily follow,
benevolence which may be dafined . . . as
"natural sympathy made permanent by en-
lightened selfishness,"™

In this connection he relates the story of Sigge, part of a historical
sketch of the manners and religion of the Ancient Germans:

Sigge, the son of Fridulf, commanded the Ases,
a Scythian people situated between the FEuxine
and Caspian seas, when Pompey conducted the
Mithridatic war. As the priest of Odin he as-
sumed the name of Deity. This extraordinary
man was the inventor of the Runic characters;
and by his persuasive eloquence, his skill in
extempore poetry, and his impostures made
himself respected as a deity. The Runic chapter,
or the Magic of Odin, is still preserved as his
composition: he enumerates in it the wonders he
could pearform by his songs, mingling the opera-
tions of magic with those powerful effects which
poetry has long been known to pmduce..29

Thus the Promethean invention of language is once again related
to Divine powers of origination, the potent vaice with the recreation
of the Divine I Am.

In most cases Coleridge is careful to separate this holy magic
from necromantic spells, "Natural magic is the force above human
reason which i1s the active mrinciple in nature,” He explains that

Agrippa, in his recantation
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declares that he had found magic in the ordinary
sense of the word to be but delusion, that though
he had made a great deal of money by gold-making,
by cheating, still he contends there is a natural
magic-~he seems to have entertained the notion as
if from earliest time experimental scliences were
divided into two parts: the one common and com-
municable to the whole, the other esoteric (reserved,
theorgic) to the prepared student. The former was
mechanics . + . But he contends, besides this,
there is an art by which power is communicated
directly immediately . . . It seems probably he
woul% consider electricity as one of those magical
arts. 0

Natural magic is higher than this degrading magic. Plotinus himself
speaks of magic with detestation, confining himself
to natural magic, which appears toc be nﬁhing more
than a want of experimental philosophy.

Explaining the philosophy of Reuchlin in De Verbo Mirifico, Coleridge

defines natural magic:

Natural Magic is the force above huma:hzreason
which is the active principle in Nature.

But the desire for gain has intruded on the basic truths of magic and
corrupted it:
There must be a common law, upon which all can
becaome each and sach all; but then the 15lfa was
turned to the coining o gold and stlver.

As it stands, then, this corrupted philosophy is to be spurmed when

it pretends to religion. In Literary Remalns Coleridge attacks his

old idol Henry More for his credulity: More's is a "false ard

fantastic philosophy--"

yet shot through with refracted light from the
not risen but rising truth,--a scheme of physics
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and physiology compounded of Cartesian mechanics
and empiricism (for it was the credulous childhood
of experimentalism), and a corrupt, mystical, the-
urgical, pseudo-Platonism, which infected the rarest
minds under the Stuart dynasty, the /only not
universa]/ belief in witchcraft and apparitions, and
the vindicaton of such monster follies by such men
as Sir M., Hale, Glanville, Baxter, Henry More,
and a hoit;4 of others, are melancholy proofs of my
position,

The fallure of maglc for religion lies in its potential for degenera-
tion: Coleridge recognizes a lofty conception turned to the pursuit
of gain. As Agrippa was deludad from natural magic into gold-
making, the desire to make use of philosophy caused the degenera-
tion of Roman religion:

The third period, that of the Romans, was dsvoted
to the meparations for preserving, propagating,
and realizing the labors of the preceding; to war,
empire, law, To this we may refer the defect of
all originality in the Latin poets and philosophers,
on the one hand, and on the other, the predilec-
tion of the Romans for astrology, magic, divination
in all its forms, It was the Roman instinct to
appropriate by canquest and then give fixture by
legislatton. And it was the bewilderment and pre-
maturity of the same instinct which restlessly im-~
pelied them to materialize the idea of the Greek
philosophers, ?.‘}d to_render them practical by super-
stitious uses,

After discoursing on the Romans in his Philosophical Lectures ("what-
ever was strange and magical they were all gone to forshif/, and
the best purpose o their own polytheism of gods was to furnish
jokes for their comic poets"), he turns to "that dangerous sect of

Neoplatonism.” In its belief that all religions are one,
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we have to contemplate the strange and uanatural
union of the abstruejisest philosophy with the
basest superstition,

Yet, without the practical designs of greed, natural magic

contains truths that even the late Coleridge is willing to casider,

In The Statesman's Manual he speculates:

Who shall determine to what extent this reproductive
imagination, unscophisticated by the will, and un-
distracted by intrusions from the senses, may or
may not be concentrated and sublimed into foresight
and presentiment? . . . Incredulity is but Credulity
seen from behind, bowing ard no%djng assent to

the Habitual and the fashionable. 7

In Table Talk Coleridge asserts

it 1s impossible to say whetha an inner sense does
not really exist in the mind, seldom developed, in-
deed, but which may have a power of presenti-
ment . . ., All the external senses have their cor-
respondents In the mind; the eyes can see an object
before it is distinctly apprehended; why may there
not be a corresponding power in the soul? The
power of prophecy might have been merely a spiritual
excitation of the dormant faculty. Here you will
observe that the Hebs%w seers sometimes seem to
have required music.

Somehow the facts of magic and its sympathies must be explained.
Coleridge finds these facts in themselves indisputable; by ascribing
them to science he 1s able to keep them from mimicking
Christianity:

In the writings of /Philo Judaeys/ not to mention

some striking passages in Plato himself, I find

references to secret arts in their mysteries which

correspordd so strangely and minutely to the facts
which have been lately brought forward on the
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continent /Mesmer and Franklin's Reparf/ that

means exist by which a mutual action of the
imagination upon the nervous system and the

narvous system upon the imagination will produce
most extraordinary phenomena. For these phenomena
have never been denied. The facts themselves can-
not be disputed. The only question has been whether
what we know of the human frame and the power of
imagination is sufficient to explain the fact, the
facts being the same,

Coleridge concludes that:

those arts which may be practiced among the

meanest of men were among the mailn secrets

of the Eclectics and constituted those pretenses

to magic and to a divine communion which ap-

pear everywhere in their ertings.40
Not only does Coleridge insist on the difference between holy and
base magic, but he forbids in religion elements of syncretism which
are all-important for art, The confusion of thought and thing,
spirit and matter--the One life within us and abroad--of his postic
years, he refutes in his late Philosophical Lectures. The material-
izing of philosophy results only in idolatry and folly. True though
the intuitions of magic may be, the belief in them does not
create permanent institutions conducive to virtue:

I am inclined to think that mere fancy, mere

delusion, /fheurgy/ was not, but whatever it

was, that it was warthless and in its nature

of no true value or capable of originating any

serviceable laws to mankind seems evident
from its impermanence.

Furthermore, there are two other (related) results of this confusion.
The neo-Flatonic confounding of matter and spirit ends in a belief
in instantaneous blessing and in a bellef that the kingdom of

heaven is attainable on earth.
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Yet let me not say this without acknowledging
that truths are to be found in those writers,
and in my mind, awful truths . . . but I
contend this is not the mode of beginning a
truth nor the means of arriving at the very
state it pretends to.42

Theurgy deluded men into thinking knowledge was attainable. Plato
and Christianity, however,

taught men to exert faculties that yet still there
was a ground wanting, a something that could not
be found within the sphere of their knowledge.
Yet knowledge led men to ask for that ground,
and this he placed in the supreme Being as the
final result of all human effort and human
reasoaing,

Plotinus seems to deny this transcendence. He expects this
supreme being "to appear in & blessed visloa at once, ndd  Assert-
ing a magical, instantaneous knowledge, Plotinus assumes

There is a power which we may arrive at, of

seeing certain things as facts, which neither

owr senses, nor our understanding, nor our

reaign, could give us the least conception
of.

The achievement of heaven on earth, while the potential achieve-
ment of art, should not be the aim of religion:

The great object of the Eclectic philosophy

was to persuade men Heaven was already

practicable on earth; not to ralse men up to

God, but by perniclous practices a contrivances

of rites to hring God down to man,
The attempt to become God-~like (which again is one of the alms of
the artist-creator as Coleridge sees him) is a "fearful superstition”

when applied to the realm of religion:
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The voice both of philosophy and religion teaches
us man can become like his Maker only by imitating
his goodness, only morally, but these men taught
that there were modes by which ph7ysical1y man
could be taken intothe Godhead.4

Exacily to the extent that these beliefs become incompatible with

religion they are the aspiration of art, As Kubla Khan creates the

Paradise it invokes in the instant that it speaks, it closes the gap
between fallen nature and Paradise. "The character of superstition
in all ages: the confouading of the spiritual with the boclily,'A8
is what Coleridge urges in his doctrine of the reconciliation of
opposites.49 Therefore, the instantaneousness of magic is appro-
priate to art insofar as it is inappropriate to religion,

Coleridge’s unusual coacern with the magiclans in his Philg-
sophical Lecftures suggest the extent to which he had :ried to come
to terms with their instinctively sympathetic views, and certainly
the extent to which he had studied them, His heroes--Plotinus,
Bruno, Agrippa, Paracelsus and Boehme~-faulty as their religious
coaclusions were, nevertheless had perceptions about the nature
of reality that Coleridge found at least temporarily congenial. He
translates Bruno's Hymn, and projected a biography of him..50 He
sees Paracelsus and Boehme as the inheritors of the Samothracian
Mysteries,

The Samothracian mysteries continued in celebrity
till some time after the commencement of the
Christian era, But they gradually sank with the

rest of the anclent system of mythology, to which
in fact they did not properly belong. The peculiar
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doctrines, however, were preserved in the
memories of the initiated, and handed down

by individuals. No doubt they were propagated
in Europe, and it is not improbable that
Paracelsus received many of his opinions from
such persons, and I think a connection may be
traced between him and Jacob Boehmen.51

This long tradition began with the fall of the Titans:

The lower or Titanic powers being subdued,
chaos ceased, and creation began in the reiga
of the divinities of mind aixd love; but the
chaotic gods still existed in the abyss, and
the notion of evoking them was the origin,
the idea, of the Greek necromancy.

The tradition persists in reaction to the prevalenca of Aristotelianism:

Extremes are produced by extremes. The tyranny
of Aristotle and the Aristotelian philosophy called
forth the visionaries and the mystics. They
abandoned all ideas, and their principle was that
there was an universal life, that this life was
distinquished 2y sympathies and antipathles, that
this exdisted through all nature and that the proper
mode of invoking nature was by attaining nature
by means of simple substancas, Out of this arose

the fancy of the transmutation of metals. L’fhey
held 3/ hope of discovering a universal remedy, a

power of keeping life in the highest state conceivable
of energy; and on the same principle, carrying on the
notion of life everywhere, and animating the universe,
they presented all parts of the world as having
symbolic meanings, that there was no shape in nature
but had its correspondent in the heavens or ander the
earth, that it was merely a likeness to something else
and capable ofacting an some superior being; and in
this manner they introduced, indeed, all that was
most absurd in fancy, or imagination, but at the same
time, still in direct opposition to the scholastic
philosophy which drew man wholly back from his
senses and from the outward world into the distinc-
tions of his own t:houghts.s3

The bellef in the universal life, the hope of finding a power of keep-

ing life {n the highest state conceivable of energy, the search for
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symbols and comrespondences by means of which the Inherent
sympathies could be activated: all these elements common to his
dafinitions of magic and of art Coleridge notes with approval, The
need to refute Aristotelianism explains to some degree at least, the
prominence of the magiclans in his lectures,

The heretical embodimen: of spirit in matter, the materializing
of philosophy, corresponds to the beneficient synthesis of thought
and *thing in his well-known vislon of art as the reconciliation of
opposites. Art as the mediator between thing and thought--com-
parable on the one hand to the Christian inzarnation in The Word-~
is also comparable to the confusions of late Alexandriaa and
Renaissance magic, holy as its intentions may have been. In his
“Essay of Art and Poesy" Coleridge's analyses are reminiscent of
Reuchlin and Agrippa postulating language as the midpoint between
heaven and earth:

art itself might be defined as of a middle quality

between a thought and a thing, the union and

reconciliaion of that which {s nature with that

which is exclusiv‘elysguman. It is the figured

language of thougnt,
In the "Essay on the principles of Genial Criticism," the assertions
of mind which In his view poetry embodies, anticipate the omnipo~
tence of mimd Freud says is characteristic of magic:

The mystics meant the same, when they define

beauty as the subjection of matter to spirit so

as to be transformed into a symbol, in and
through which the spirit reveals itself.55
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As magic arises in Coleridge's view from an assertion of power,
so too does poetry. Behmen and Law suffered under "a peculiar
species of madness" in which an "intense desire for power" seized
hold of the minci;56 Reuchlin exploited the "sound, figures and
numbers by which external nature was to be controlled and t;;overms»d“:57
"it was in the north, in Germany and in Emgland, that the magic, the
alchemistic want and desire to exercise power by obscure means,
were principally not:iced."58 Art works in a similar fashlon:
Art is the mediatress between, and reconciler of,
nature and man, It is, therefore, the power of
humanizing nature, of infusing the thoughts and
passions of man into evearything which 1s the object
of his contemplation,
Man's supernatural will is exercised in postry more than in other
arts:
In writing (visible signs and symbols) man tries
to take his own thoughts and feelings and translate
them into forms that are visible, He is creating
symbols, like the forms we see in nature, and
through them we learn about nature, but which are
now bem% used to represent human thoughts and
feeling s, 0
Because language is an entirely human {therefore non-natural or
supernatural) invention, "Poetry of all the arts, represents more
of a reaching out on the part of the human mind, because color
and sound are taken over from nature." Colaridge expands:
Poetry also is purely human; for all its materials
are from the mind, and all its products are far

the mind, But it is the apotheosis of the farmer
state, {n which by excitement of the assoclative
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power passion itself imitates arder, and the

order resulting produces a pleasureable passion,

and thus it elevates the mind by making its

feelings the object of its reflexon,
The self-reflexiveness of poetry--by, from and for the mind--calls
on Itself to elevate itself, Like spells, poems are sclf-fulfilling.
Men invent language In arder to call yp power and then tell abou!
this power, Coleridge makes this self-reflexiveness clear when he
discusses (as we saw above) Sigge "the Inventor of the Runic
characters.” In his "Magic of Odin /Sigge/ enumerates . . .« the
wonders he could perform by his songs, mingling the operations of
magic with those powerful effects which poeiry has long been known
to produce." 3igge sings songs about the magical powers of his
songs., Wards celebrate other words,

Poetry is puraely human. The supernatural will exerts itself
over nature, Words (mpose thelr meanings and metamorphoses on
things. "“In our life alone does nature live,"

Even in science where facts seemed to Coleridge particularly
ind!sputable and awesome, the magilclans imagiaatively conceived
the truths that science would later demonstrate., When Coleridge
claimed even for sclentific {(and hence presumably inductive) dis-
covery the pre-existence of an idea, he gives the example of
alchemy:

Magicians and alchemists indulged themselves

with these imaginings /3q/ that certain in-
dulgences became so vivid from hope that they



165

declared they were so, and afterwards manyv of
them, I belleve really believed it. But yet where
the whole human faculties were called forth, and
with amazing industry, something must come oI it;
and to the Alchemists we are indebted for chemistry
as it now exists, a wonderful science I may call it,
for it has transmuted into reality all the dreams of

polytheism . . . So that which began in imagingtia

{proceeding and wedding with common sense, and
ﬂnall¥ with sclence} has ended in the gratification

of it,

Indeed, his lecture on Bacon follows naturally those on Eruno and

Boehme because these two and the alchemists had repared for
science by looking to the outer warld for symbols of the inner one,
refusing to be bound by scholastic a_prigrisms. Imagination intults
truths instantly. "In the imagination of man exist the seeds of all
maral and sclentific improvement," Coleridge explains in his Course
of Lectures, Lecture XI:

Chemistry was first alchemy, and out of astralogy

sprang astronomy. ln the childhood of those

sciences the imagination opened a way, and

furnished materials, on which the ratiocinative
powers in a maturer state operated with success,

63
Alchemy immyined the truths that chemistry later laboriocusly proved.
Again, instantaneous vision arises In the sphere of the imagination,
as if by magic. It warks by "Intuition, a direct and immediate
beholding. n64

Coleridgze's hostility to magic in religion, therefore, is a

function of its conferring of instantaneous un—-eamed blessing, a

conferring which 1s the way of the lmagination, In sclence, magic
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intuits truths. It imagines them whole without testing them against
facts. These intuitions of magic may evemntually prove to be a cor-
rect vision of the universe. When science was limited only to the
truly inspired, Behmen and Bruno Investigated where conventional
scientists did not have the imagination to go:

Therefore the true depth of science, and the

penetration to the inmost centre, from which

all the lines of knowledge diverge to their

ever distant circumiference, was abandoned ‘o

the illiterate and :zhe simple, whom unstilled

yearning and an original ebulliency of spirit

had urged to the investigation oésthe indwelling

and living ground of all things.

When Coleridge speaks of the magical power of the imagination
in Biographia Literaria XIV, he does so intentionally, with the tradi-
tion of magical thought from Plotinus to Boehme at his back, and the
echoes of the spells of his own magic poems filling his ears. He
meant quite precisely that the imagination had magical power. The
imagination synthesizes and reconciles, it 1s vital whereas objects
(as objects) are essenially fixed and dead: "The original gift of
smeading the tone, the atmosphere, and with it the depth and
height of the ideal world around forms incidents and situations , . .
was itself an imposing of mind on nature, of the ideal warld on

6
actuality.ﬁ This imposing deperds on the state of mind of the
poet—~-passicnate and indolert, ecstatic and originative--which

allows Coleridge to say that to ask what a poem is is the same

as asking the nature of a poet.67 The magical power of the
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imagination {with its implications of poet as magician and poems
as spells) was present in his mind from early reading of Plotinus
and Ficino, Bruno and Behmen, from the insights of Collins,
Gray, Thomson and Young, and from his own intuitions of the
transforming power of language over the world, Origination was
supernatural, as Coleridge saw it, Desplite his life-time investi-
gation of imaginative power, he never failed to acknowledge that
its exercise was a mystery. So mysterious was it, that it was
almost a gift. It depended on a state of mind that the Greeks had
already recogilzed as imrational, and perhaps divine, The Greck
poetic frenzy was confirmed or Colerldgs by his readings about
primitive magicians. Powerful language arises only supernaturally
when the mimd of the magician poet gives evidance of its spon-
taneous freadom in a state of indolence., It then calls up forms
and animates them with the "Midas touch of life amd jov.” The
mind empowers the wind, and speaks to reorganize the world,
Language in its most potent form gives life. Utterance, then, is
the central event In Coleridge's magical poems, reproduced in the
metre of the poems that are the utterance they describe. They

assert the power over nature of the supernatural will,
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CHAPTER V

Coleridge and The Potent Voice

In his philosophical theory, then, Coleridge saw the mind
operating like a magician by imposing its power on the woarld; the
pot attaining magical possession in order to create ex nihilo: and
language itself approximating "the hot magic" of music, Bu: we
must return to the poems of his early years to see how his
theorles had been preceded Hy his practice., In the poems from
1790-179¢ magic and all its variations are topol for Coleridge.

So congenial are these topoi to him that in moments of inactivity

he often recurs to them almost uathinkingly, as if he were hoping
that the mere mention of magic would strengthen his creative powers,
Magical places conducive to poetry, Enchantress Muses, the Witch
Imaginatdon, Spells, and charms abound., They suggest not only
that Coleridge was thinking of these noations (or depending on them)
but also, to the extent that they progress, that Coleridge was
developing magical techniques of verse which would culminate in

his major poems, themselves decidedly magical,
Influenced by Comyg and I] Penserogo, Gray's Degcent of
Qdin, Thomson's Castle of Indojence, and Colling! Qde on the
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Popular Superstitions, 32 out of 88 original (not translated) poems
between 1791-6 at least mention the subject of magic. More often
than not it occuples a central position in the development cf the
poem, usually as the poet grapples with the possibility for him of
writing poetry at all. Coleridge discovers that his own readiness
to write appears magically out of a state of apparent indolence:
his words rise on their own when he does no! strain after them.
We find in these poems the consistent connection of the

ability to write with a coadltion of suspended energy: "“the cor-
respondant breeza" (d.rectly from Plotinus or indirectly from Thomson)
blows on and through the indolent poet. Although he observes the
Circean magic of Luxury ("an Enchantress vile") in a poem of 1791
("Happiness"), he has discovered by the following year the ndtions
of creative magic that Collins, Margann, and Young made available,
Here the winds are asked to inspire a particular state of mind:
"The Cloudless Azure of the Mind." The winds play on the inherent
sympathies of the Plotinian Lyre, calm the scul and enchant the
passion:

There let the lonely Cares respire

As small airs thrill the mourning Lyre

And teach the Soul har native Calm;

While Passion with a langutd Eye

Hangs o'er the fall of Harmony

And drinks the sacred Balm,

He invokes the winds and their breezy Influence and declares that

reason has its own high magic:
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And oh! that Reason's voice might swell
With whisper'd Airs and Holy Spell
To rouse thy gentler Sense,
As bending o'er the chilly bloom
The marning wakes its soft Perfume
With breczy Influence.
Magic here does not seduce, but gives gentle life; it rouses and
wakes, Somehow, in less than a year, Coleridge has discovered
a benevolent magic that operates in a magically attuned universe,
caims the soul, and orders chaos,

The poet of the Spenserian "Song of the Pixies" (Summer,
1793), surmrounded 5y Fancy's children, cultivates a receptive
indolence. "Socothing witcheries" enchant him towrite. Indolence,
as for Thomson, is the progenitor of visions; Imagination thrives
when left free in a Keatsian half-sleep; and while indolence does
not permit the toil of form, it provides the dreams that will become
poems by later witcheries. The young celebramts dance around the
spirit of the wind and sing a hymn to the sun in a magical rite
reminiscent of Ficino's hymns:

VI

Or through the mystic ringlets of the vale

We flash our faery feet in gamesome prank;

Or, silent-sandal'd pay our defter court,

Circling the Spirit of the Western Gale,

Where wearied with his flower-caressing sport,

Supine he slumbers on a violet bank;

Then with quaint music hymn the parting gleam,
Night is the "Sorceress of the Ebon Throne," "Mother of wildly

warking dreams," Dreams, Sorcery, and potential poetic power

interweave.
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In the "Effusion at Evening” {summer 1794) Coleridge's theory
of Imagination as a magic power emerges. The first draft of the
poem begins

Imagination, Mistress of my Love!
Where shall mine Eye thy Elfin haunt explore,

The haunt of imagination is elfin; for "imagination is always involved
with the parception of supernatural life,"” as Coleridge observes in
his criticism of Macbheth, The imagination takes on yet more august
supernatural power in stanza two:

Ald, lovely Sorc'ress! aid the Poet's dream,

With faery wand O bid my Love arise,

The dewy brilllance dancing in her Eyes;

As erst she woke with soul-entrancing Mien
The thrill of Joy ecstatic yet serene,

The Imagination is a sorceress, Her wand conjures the beloved
figure up; this vision in turn entrances the watching soul to a joy
at once ecstatic and calm. Magical power fosters the poet's dream,
In the second draft of the poem the magical elements are intensified.
A new fourth stanza reads:

Spirits of Lovel ye heard her name! Opey

The powerful spell, and to my haunt repair.

Whether on clust'ring pinions ye are there,
Where rich snows blossom on the Myrtle-trees,
Or with fond languishment around my fair,

Sigh in the loose luxuriance of her hair;

Qh e 8 d hi ’
Like far-off music, voyaging the breeze!

The spirits inhabit flowering trees like birds, or sigg in the imagined
girl's hair., They are compelled by the poet’s spells. Colerikige,

like the magician in Collins® poem, commands "the viewless forms
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of air."” The spirits are empowerd by wind, they are heard as
music, reviving once more the image of the Plotinian lyre as the
embodiment of the magical universe.

Magic is not just a power without, It moves within,

O (have I sigh'd) were mine the wizard's rod,
Or mine the power of Proteus, changeful God!

Instead of commanding a sorceress to do his bidding at second
hand, the poet would himself act the wizard®’s part. In an extended
metamorphosis he would become a changeful God, and finally the
wind itself. Possessed and indolent at once, "Poetry stares wildly
eager in a noon-time dream.," It rises annpredictably, like magic,

The connection of waking dream and a state of possession
with magic and sorcery will retum over and over as Coleridge con-
tinues to invoke powers he always feels have just abandoned him.
The "Effusion at Evening," like so many others, summons the
powers of wind o planet into the magician., Tphe pattern of calling
a power, then becoming himself the power, and granting his own
wish, is already fareshadowed here, Coleridge, in begging to be
the wizard, has been the wizard throughout, and the vision
the poem remresents is the response to the spell: the existence
of the vision sent by wind proves the spell has warked.

Coleridge prizes four lines on magic so much that he useg

them twice. They appear in "Pantisocracy” (1794) and in his

"Monody on the Death of Chattertan":
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I seek a cottag'd dell

Where Virtue calm with careless step may stray,

And dancing to the moonlight roundelay,

The wizard Passions weave an holy spell,
These lines are part of Coleridge's search for an enchanted ground
Qtell me on what holy ground , . . "z)which will be conducive to
imagination, He foresees the banks of the Susquehanna as a para-
dise safe from "the shame and anguish of an evil day." The place,
like Thomson's Castle of Indolence (we recall the Pantisocrats ex-
pected to farm the land for only two hours a day) will allow "Virtue
Calm with careless step /to/ stray." This calm is a prerequisite
for poetic inspiration, And the magic dances in the following lines
do not contradict the calm, For indolence and ecstacy have gone
hand and hand in the preceding poems. The magical dances are in-
tended to rouse the poetic powers of at least three poets in the
communlity (Coleridge, Wordsworth and Southey). Like Bacchante,
the three will dance in a circle and sing a song inspired by the
moon, Spirits of Love will impel the intricately woven invocations--
the Holy Spells--which are the poems. These self-fulfilling poems
summon power arxd also witness to its presence, Poems are spells,
the poets are themselves wizards and their magical dancing invokes
wlzardly passions,

The constellation of passion, peace and song and magical

spells rules "To the Reverend W. J. Hart, while teaching a young

Lady some song tunes on his Flute"” (1796). This poem is a
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maze of cross~conjurings and communications of power: Hort's
music enchants Sara, Sara's music summons forms in Coleridge's
mind; Coleridge's poems summon memories of Hort.
Hush! vye clamorous Cares! be mute!
Again, dear Harmonist! again
Thro' the hollow of thy flute
Breathe that passion-warbled strain:
Till Memory each form shall bring
The loveliest of her shadowy throng;
And Hope, that scars on sky-lark wing,
Carol wild her gladdest song!
The Harmonist makes musical harmonles and also organizes a more
universal harmony by blowing through his flute. He thereby rouses
remembered iorms. [n stanza II Hort actually becomes a magician,
and lrarmonist and magician are seen to be the same figwe:
O skill'd with magic spell to roll
The thrill tones, that concentrate the soull
While ncar thee sits the chaste-eyes Maidea mild;
And "»id 1er raisethe Poet's kindred strain
In soft impassion'd volce, zorrectly wild,
Here the music concentriates the soul as well as bringing envisioned
forms to life. In concentrating the soul, magical musiz purifies it,
centers it, and intensifies it. The listening soul is thus empowered
to make its own similar magic, using words instead of musical notes,
One magician can pass on his power to another, In stanza III Sara
herself becomes the Harmonist, and Coleridge the lyre on which the
winds of her flute notes play.
The Lyre hecomes, of course, the subject lute of "The

Eolian Harp.” With the aeolian harp the poem introduces many other
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magical notions: the Harp is the Protean vehicle that allows far
a number of shifting tenors, ever expanding in their significance.
Developed in this poem is not only the theory of the Plotinian
and magical universe, but also the notion that magical sourd
transforms itself independently intc poetry. This transfarmation
takes place in a condition of indolence:

I have listen'd, til my working saul

Waked by those strains to thousand phantasies,

Absorb*d, hath ceas'd to listen!
The poet's emotional peace correspords to the peace of the pean-
field; as lover, he marries earth and heaven, and focusses in
himself the love in the universe. Sympathles awaken spontansously
in his trangquil mind. ~Wild and Varlous,"” his thoughts rise as if
on their own power; the "witchery of sound" is "footless and wild."
These melodies are "untam'd." The poet prepares himself to receive
the influxes from the wind by attuning himself to the tranquillity of
the universe aroumrd him, Like Hort, the poet is the universal
Harmonist, and his mind i{s a magical Faery-land where anything
can happen and music is everywhere potential, Because these
magical sympathies and the view of the poet as the center of them
are heretical, Sa.r*bids Coleridge "walk humbly with /hig/ God."
These are “shapings of the unregenerate mind" because they are

outcroppings of arrogant Renaissance thearies about the central

function of man the magician harmonizing nature, Manipulating the
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warld with words, magic attempts to make the "Incomprehensible”
commehensible, and yielding to these aspiratons, Coleridge is
wildered and sinful.

Coleridge cannot resist intruding magical themes into the most
trivial poems., His friend Cottle 1s pictured plucking maglical herbs,
mild charms, to help him rise from his poetic mediocrity. As a
friend, however, Cottle is "The Arch-Magician,

There's still some peril in free wishing--

Politeness is a licensed spell,

And you, dear Sir! the Arch-magician,
rec wishing becomes an important element in the Imagination's
magical power: freedan is the gift it confers, In another trivial
poem, Charles Lloyd and Coleridge climb a mountain, hoping to
be waylaid by a witch-like muse, Her "witching cham" will
capture one of them and enchant him. The very mountain has
"holy sod”

Where Inspimmaton, his divinea strains
Low=murmuring, lay.

Lamb's interest in poetry, too, was magically inspired: as a
babe Lamb was plunged into a magical fount:

Dear Chardes! whilst yet thou wert a babe, I ween

That Genius plung'd thee in that wizard fount

Hight Castalie . . . Wash’d and sanctified to Poesy.
Coleridge recaptures Lamb with magic arrows of poetry #Was there
some magic in the Elfin's dart?/ Or did he strike my couch with

wizard lance?") Lamb forages for magic herbs and weaves them
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into a holy spell, He is advised to stand under a magic tree
that makes music ou: of the wind.

Mrs. Robinson, too, is the reciplent of magical poems,
Coleridge's pecullar homage. In these she is praised far her
magical skill. In "A Stranger Minstrel” the indolence that leads
the soul to center itself, the summoning of forms, the spell and
the magic song combine.

As Late on Skiddaw's mouat I lay supine,
Midway th'ascent, in that repose divine
When the soul centred in the heart's recess
Hath quaff'd its fill of Nature's loveliness,

Coleridge, receptive to the free workings of his imagination, has
a vision: "A Form within me rose, within me wrought/ With
such strong magic that I cried aloud.” The poet intones a spell
to the mountain to make that form -a reality:

‘Thou ancient Skiddaw by thy helm of cloud,
And by thy many-colour'd chasms deep,
And by their shadows that for ever sleep,
By yon small flaky mists that love to creep
Along the edges of those spots of light,
Those sunny islands on thy smooth green height,

And by yon shepherds with their sheep,

And dogs and boys, a gladsome crowd,

That rush e'en now with clamour loud

Sudden from forth thy topmost cloud,

And by this laugh, and by this tear,

I would, old Skiddaw, she were here!

A lady of sweet song is she,

Herc« soft blue eye was made far thee!

O ancient Skiddaw, by this tear,

I would, I would that she were here!

The poet conjures up the form of Mrs, Rdbinson, Invoking by all

that he can see (and thus summoning their forms for us), repeating
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his wish, he receives an answer immediately. The spell works,
The mountain answers by describing the grandeur of Mrs. Robinsm's
own "maglic song":

But many a stranger in my height
Hath sung to me her magic song,
Sending forth his ecstacy
In her divinest melody,

And hence I know her soul is free,
She 1s where'er she wills to be,
Unfetter'd by martality!

Mrs. Robinson's song witnesses to her freedom, Her imagination
transports her anywhere she wishes, In another poem to her, "The
Snowdrop," she is portrayed not only as free, but as life-giving.
By writing about a snowdrop she saves {t from winter:

Since Laura murmur'd o'er thy leaves

The potent sarceries of song,
To thee, meek Flowret! gentler gales

And cloudless skies belong,

Mrs, Robinson is a "mild Enchantress," in "eager Sympathy" with
the snowdrop. "She whisper'd low her witching rhymes." She
jains power from a "magic Slumber," and is a Harper whose music
conjures memories and "hovers half-perceived."” The poetess is a
magician who gives life to nature, She attunes its sympathies,
Her songs are patent sarceries, spells, and wit~hing rhymes. The
methods of poetry are those of magic.

Moreover, as many poems have testified, they operate: best
in magical areas; in holy mounts and Helicons the imagination

thrives, Coleridge makes his theory of magically inspired places
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explicit in his note to "Lewti, or the Circassion Love Chant"
{April, 1798):

Amidst images of war and woe, amidst scenes

of carnage and Horror of devastation and dismay,

it may afford the mind a t?mpcrary relief to wander
to the magic _haunts of the Muses, to bowers and
fountains which the despoiling powers of war have
never visited, and where the lover pours forth his
complaint, or receives the recompense of his con-
stancy. The whole of the subsequent Love Chant is
in a warm and lmpassioned strain.

Hence there is holy ground from which the potential magician starts
radiating his sympathies, Like the cottaged dell in Pantisocracy,
these are removed from war and woe and thus permit a visionary
indolence, Out of the indolence possible in the magic haunts of
the Muses rise farms amd visions spontaneously.

Although he begged to be himself the wizard or Protean God,
Coleridge up to this time habitually speaks of the magical Enchantress
as a huge figure outside of him: the Muse i{s a witch, the Imagina-
ion an: Enchantress. He begins to see it less as an allegorical
figure outside the mind, and more as a faculty of the mind: one
part of the mind is essentially magic. In “"The Destiny of Natons"
he discusses his rudimentary ideas of Imagination which he here
calls Fancy. He declares it is the power to people air with in-
visible beings. It creates; it does not imitate the reparts of the
senses:

For Fancy is the power

That first unsensualises the dark mind,
Giving it new delights; and bids it swell
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With wild activity; and peopling air,

By wild obscure fears of Beings invisible,
Emancipates it from the grosser thrall

Of present impulse, teaching Self-control,
Till Superstition with unconscious hand
Seat Reason on her throne.,

Like Hazlitt's sympathetic imagination, Fancy allows the mind to
escaye the thralls of presemnt impulse and create something new,
It ceases to be passive to circumstances; liberated from the "tyranny
of the eye," it originates,

It is important that with this idea of imagination's freedom,
Coleridge should tum to the Lapland wizard, whose descent into
the ocean alloas him to envision otherwise invisible supernatural farms.
Lines 98-121 {(and note) suggest Coleridge's close knowledge of the
wizard's power to fathom the "penetralium of the mystery"” and the
power of language to release the danger and mafesty of the
dements:

Or if the Greenland Wizard in strange trance
Pierces the untravelled realms of Oeean's bed

Over the abysm, even to that utermost cave

By mis=shaped prodigies beleaguered, such

As EBarth n'er bred, nor Alr, nor the upper Sea:
Where dwells the Fury Form, whose unheard name
With eager eve, pale cheek, suspended oreath,
And lips half-opening with the dread of sound,
Unsleeping silence guards worn out with fear

Lest haply *scaping on some treacherous blast

The fateful ward let slip the Elements

And frenzy Nature, Yet the wizard her,

Arm'd with Tomgarsuck's power, the Spirit of Good,
Forces to unchain the foodful progeny

Of the Ocean stream;--thence thro' the realm of Souls,

The wizard is at once a Promethean cultureshero and a visionary,

giving himself over to ecstacy, risking his bodily life to discover
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hidden truths, The release is acoomplished through the enchantments
of the dread name, Volcing the word would "“frenzy Nature.," The
beneficent magic of the magician overcomes the malicious magic of.
the Fury Form. The opposition of Holy Orphesan Spell and evil Circean
spell can be explained by reference to a comic poem written the same
year (1796):

And ah! that Truth some holy spell might lend
To lure thy Wanderer from the Syren's power. (p. 152)

From a stately allegorical figure in the Effusion (the Sorceress Imagina-
tion), the magical power of the Imagination has taken on savage and
mythical dimensions: the wizard fathoms the "abysm" in order to re-
deem nature by the "fateful wad” that can "let slip the Elements."
This enrichment of the notion of the Enchantress Muse with an under-
standing of the primitive wizard-redeemer {s the result of romantic
synthesis: the Greek irrational joins with the new study of
anthropology.

Enchantress Muse and wizard-redeemer become ame in the roman-
tic magus. He acts in a magical place and exercises freedom in
bringing the universe to harmony through love. He has this power
by virtue of the fateful word, The magus, then, has his origin in
Alexandrian and Renaissance tradition {examined in chapter III)
dsepened and made universal by studies of primitive culture,
Coleridge's "Rime of the Ancient Mariner,' “Christabel,” "Kubla Khan"

and "Dejection”" draw on these traditions for their peculiar force,
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Just how intensely Coleridge pursued the theme of the magician
(not to speak yet of magical form) is apparent in his plans far a loag
poem on the magiclan Michael Scott, He revealed these plans at
great length in The Table Talk of July 25, 1832, His long-standing
jealousy of Goethe is painfully obvious; whether we should believe
Colerldge was originating or plggmizing here 1s a difficult question:

Befare I had ever seen any part of Goethe's Faust,
though, of course, when I was familiar enough with
Marlowve's, I coaceived and drew up the plan of a
work, a drama, which was to be, to my mind, what

the Faust was to Goethe's, My Faust was old

Michael Scott; a much better and mare likely original
than Faust. He appeared in the midst of his college

of davoted disciples, enthusiastic, ebulllent, shedding
around him bright surmises of discoveries fully perfected
in after times, and inculcating the study of nature and
its secrets as the pathway to the acquisition of power,
He did a0t love knowledge for itself--far its own ex-
ceeding great reward--=but in order to be powerful. This
poison-speech infected his mind from the beginning.

Coleridge's Michael is imprisoned and grows gloomy and desperate,
until Coleridge begins to tempt him: "accardingly to witchcraft
Michael turns with all his soul.,” Michael raises the devil, and
in a tormemnt realizes that it is he who is belng commanded, not he
who commands. Although the olements of plot are similar (even to
an Agatha--Margaret--whom Michael tries to “ruin") Coleridge
criticizes the motivation of Faust, which his own Michael would
have comected:

The intendad theme of the Faust is the consequences

of a misology, o hatred and demeciation of knowledge,
caused by an originally intense thirst for knowledge
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baffled. But a love af knowledge for itself,

and for pure ends, would never moduce such a
misology; but only a love of it for base and un-
worthy purposes, There is neither causation nor
progression in the Faust; he is8 a readymade con-

jurer from the very beginnipg; the incredulous odi
is felt from the first line,

From this long passage in Table Talk, then, it is evident that one

of Coleridge'’s major projected works was to have been a narrative
poem on the life of the great magictan, Michael Scott. The long
poem on maglic was to hold the central place in CTColeridge's literary
career that Faust held in Goethe's, Along with the projected Hymns
to the Elements and projected analysis of Bshme's system, he
planned a biography of Girodano Bruno, too.5 Thuas the appearances
of the theme of magic in Coleridge's minor poems up the 1796 are
not random, They not only form, together, a cogent theory of the
relation of Plotinian harmony, indolence and the instantaneous sum-
moning of vision, But they also warn the reader of the many
thoughts about magic that lie bemeath the surface of the minor poems,
Turning now from the thematic appearances of magic as a
metaphor far poetic power, we find Coleridge adopting the very forms
of the magical spell. For him the magical spell is a mototype for
poetic form. The words of the poem as a whole create as they
uwind: in form and proposed effect the spell becomes an analogy
for the poem. And the poet who utters the spell not only communi-

cates with a magical universe as we have seen, but becomes in-
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deed its transforming magician, Already in the poems we have seen
"The Effusion" suggested that the poem itself was a spell that called
up the forms that then populated the poem. But in writing " - Ode
to the Departing Year," Coleridge's thoughts about the poem as spell
become mare deliberate, Bombastic as its spells are, this Ode
reveals hown persistently Coleridge was elaborating his thoughts about
magic and how his experiments in spell form prepare for the multiple
spells of the poems of the following year,.

The magical themes of earlier poems are all here, forecasting
the later on=s, First, indolence allows the poet to participate in
universal harmonles, and thereby to have visions:

Spirit who sweepest the wild Harp of Timel
It is most hard, with an untroubled ear
Thy dark inwoven harmonies, to hear!
Yet mine eye fix'd on Heaven's uachanging clime
Long had I listen'd, free. from martal fear,
With inward stillness, and a bowed mind;
When lo! its folds far waving on the wind,
T saw the train of the Departing Year!
Starting from my silent sadness
Then with no unholy madness,
Fre yet the enter'd cloud foreclos'd my sight,
I ralsed the impetuous song, and solemniged 1is flight.
The poet’s inward stillness has permitted him to hear the Harp of
Time and to follow its dark inwoven harmonies. Second, this in-
dolence leads to enthusiasm. In a state of “silent sadness" he

is overcome with a Platonic "holy madness," which rises in his

freed mind like a divine cloud. It engulfs him. Finally, the poet
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begins to sing a song-=-sudden, impulsive and passionate; the song
(stanza II) conjures up the forms of the year:

Hither, in perplexed dance,
Ye Woes! ye young-eyed Joys! advance!
By Time's wild harp, and by the hand
Whose indefatigable sweep
Raises its fateful strings from sleep,
I bid you haste, a mix'd tumultuous band!
From every private bower,
And each domestic hearth,
Haste far one solemn hour;
And with a loud and yet a louder voice,
Q'er Nature struggling in portentous birth,
Weep and rejoicel
Still echoes the dread Name that ¢)'er the earth
Let slip the stam, and woke the brood of Hell:
And now advance in saintly Jubilee
Justice and Truth! They too have heard the spell
They too ohey thy name, divinest Liberty!

By the harp and by the divine hand that move over it, the poet com-
mands the viewless forms of air, Here, of course, is the familiar
conjunction of Plotinian lute with a magician'’s power, "By"
typically begins canjurations; repetitions (Haste, Haste) and double
attributes are also typical. Noteworthy, too, is the recurrance of
trochaoic tetrameter, heavily accented, mixed with iambic pentameter,
For trochaic tetrameter is the metre of Mggbeth's and The Tempest's
spells,

With an increasingly frenzied volce, the poet celebrates the
struggles of nature. Here the dread name Libery serves the same
function as the wizard's "fated word" in "Destiny of Nations": as

the Greenland wizard's "dread ward" let "slip the Elemernts," this
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"dread name" liberty "let slip the storm and woke the brood of hell,"
Casting both a holy and a siren wpell, it releases the powers of
the abyss, but also summons a saintly jubilee, The word "liberty"
is a spell tn its own right, and at the same time the whole stanza
is the poet's spell to the subjects of his own poem, Hags and
Daemon Queens respond to it, amd dance fiendishly about,

A second spell is volced by the Spirit of the Earth,

'Thou in stormy blackness throning
Love and uncreated Light,
By the Earth's unsolaced groaning,
Seize thy terrars, Arm of might!
By Peace with proffer'd insult scared,
Masked Hate and envying Scorn!
By yvears of Havoc yet unborn!
And Hunger's bosom to the frost-winds bared!
But chief by Afric's wrongs,
Strange, horrible, and foull
By what deep guilt belongs
To the deaf Symod, ‘*full of gifts and liesl?
By Wealth's insensate laugh! by Torture's howl!
Avenger, rise!
For ever shall the thankless Island scowl,
Her quivar full, and with unbroken Yow?
Speak! from thy storm-black Heaven O speak aloud!
And on the darkling foe
Open thine eye of fire from some uncertamcloud!
O dart the flash! O rise and deal the blow!
The Past to thee, to thee the Future cries!
Hark! how wide Nature joins her groans below!
Rise, God of Nature! rise,’

Once again, strongly accented trochaic tetrameter emphasizes the

act of conjuring, 7The construction BY « « « By « « « By} indicates
that the poet is calling on all his powers, At the poet's command,
nature struggles in portentous birth, The spell "liberty" is causing

nature to take on a new form., Magical words ariginate new ways
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of being. Here the poet-wizard (like the Greenland wizard of
"Destiny of Natlons") has the power to transform nations and
Nature, too. Thus, Coleridge writes "The Ode to the Departing
Year" in a state of holy madness, In the poem he summons the
vicious farms of the past and conjures up a renovated future,
His language can remake the world, "Hark!" he exclaims,

how wide nature joins her groan below!
Instantly, the god of natwre is seen to rise, In this process of
free wishing, the spell has accomplished itself:

‘twas on no earthly shore
My soul beheld thy Vision! (62-3)

The poet, having worked this magic, returns to the real world, as
the Greenland wizard returned from the abysm,
The vision the poet has summoned magically at such risk to
himself haunts him as the Anclent Mariner's vision haunts him:
The voice had ceas'd, the Vision fled:
Yet still I gasp'’d and reel®d with dread,
And ever, when the dream of night
Renews the phantom to my sight,
Cold sweat=drops gather on my limbs'
My ears throb hot; my eye=-balls start;
My brain with horrid tumult swims;
Wild is the tempest of my heart;
And my thick and struggling breath
Imitates the toil of deathl!
Like the Ancient Mariner, the poet of this Ode must speak of what
he has seen in order to break its spell. Speaking relieves the
phystological effect on him, He must struggle out of the vision of

the past, urge England to a new future by cursing her failures, Not
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only does he conjure visions, but the visions in turn bewitch him
and compel him to speak.

Now the magical techniques of Coleridge's "Ode to the De-
parting Year" point directly forward toward the technliques ot "The
Rime of the Anclent Mariner." The circularity of the tale ever
obsessively to be told (its end always anticipating its beginning),
the physical disabllities of vision, the use o the vision of terror
to remake the existing warld--all these motifs in "The Rime of the
Anclent Mariner" recall the passage on the Greenland Wizard and
"Ode to the Departing Year." For these poems are poems about the
magical origination of things out of words and the holy madness
that invades the magician who thus uses his magical words,

As we approach "The Rime of the Ancient Mariner"” it should
not be forgotten that two months after the December 31, 1796 pub-
licatlon of his magical "Ode to the Departing Year," Coleridge had
begun work on a magical play. Between March and June 1797, he
had written two and a half acts of QOsorig, Here again, encouraged
by the Elizabethan and Jacobean tradition, he relied on magical ma-
terials, Alvar is disgulised as a magician; magic potions, magic
herbs and a magic picture dominate the metamorphoses of the plot.
The hero not only mutters spells, but also disenchants his corrupt
brother by his Protean disguise, The heroine 1s sensitive, amd

therefore susceptible to magic:
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She 1s a lone enthusiast, sensitive,

Shivers, and cannot keep the tears in her eye,
Such ones do love the marvellous too well
Not to believe it. We will wind her up

With a strange music,

Alvar too is a lone enthusiast, as the wizard In the mountains he
is "he that can bring the dead to life again,.," Significantly, the
link between his magical power to bring the dead to life and the
magical power of the artist is not overlooked:
You are a painter--one of many fancies--
You can call up past deeds and make them live
On the blank canvas, and each little herb,
That grows on mountain bleak, or tangled forest,
You've learned to nane.
As the enthusiastic poet of "The Ode to the Departing Year" called
up past deeds and made them live by his magical spells, this
maglician gives inanimate things life by naming them.,
There's a strange power In weeds
When a few odd prayers have been muttered o'er them
Then they work miracles!
Alvar uses magic to rouse himself to action, He conjures his
own spirit:
Heosr, sweet spirit! hear the spell
Lest a blacker charm compell
So shall the midnight breezes swell
With thy deep long-lingering kneil,
And at evening evermore
In a chapel on the shore
Shall the chanters sad and saintly,

Doleful masses chant for thee,
Miserere, Domine!

Mixed with elements of Christian chant, this spell invokes power

from the breezes. Magic confers instantaneous strength, whereas



132

Hamlet (Alvar's model) had to wait the length of a play. Magic
likewise takes the place of the play within a play; Alvar catches the
consclence of his brother by a maglc picture, "I will uncover all
concealed things," he proclaims, as he probes the secret crimes of
the moonlit chasm,

I dare no longer

Be presen: at these lawless mysteries,

This dark provoking of the hidden powers,
the loved Maria is made to say in the revised Re e, but Alvar
is consistently interested in his own magical role and in his power
over nature,

Ye too split

The ice-mount, and with fragments many and huge,

Tempest ther naw-thaw’d sea, whose sudden gulphs

Suck in, perchance, some Laplad wizard's skiff,

The hero is outcast, artist and wizard, He brings those who
are supposed dead to life, and reasserts his rightful claims by
magical disguise, The play's rellance on magical changes may
indeed 5e the cause of its failure., The Instantaneous transformations
of dramatic situations by magical words is difficult on stage. For
there the means of transformation must be visible, the changes,
credible. However, it is impartant to note that magic as a way of
transforming dramatic character became a central extravagance in
Byron's supermatural dramas. Coleridges discovery was, once again,

influential, His own genius, and his theory of magic, were not for

the stage, but for the great poems that followed Osgri¢ by only a
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few months, Maeover, many preoccupations of that play (as
Coleman O, Parsons perceived in 1950) anticipate the preoccupa-
tion of The Rime of the Ancient M!ELEEB? the violent crime, remorse,
alternate forms of penance and grayer; the interest in the matter of
magic and the use of the spell form,

No one can be unmepared for seeing the Rime as magical.
The adjective "magical® has been used innumerable times to describe
the uncanny effect of the poem on readers, Sir Maurice Bowra, for
one, speaks repeatedly of the “"magic of The Rime of the Angient
Mariner ," "the enchantment of his poem," “the magical associations
of sound,"” "the magical combinations,” "the uncharted spell-bound
world, ™ its “magical surprise."a J. L. Lowes' chapter on the

9Icl.m

artistry of the poem is entitled "The Magical Synthesis."™
suggesting hera that in his many poems about magic Coleridge was
purpossely developing a magical theory of language. This theory of
language went hand in hand with an august nation of the poet as
magician. The poet's wark could change the existing state of things.
Thus, the Rime combines many of the discoveries about magic that
Chlaridge made in his magical poems and his magical play. Although
the poem has been exhaustively interpreted (most notably by Warren in

1946, by Tillyard in 1948, by House in 1953 and by Beer in 1959'°
its continuing interest for cembumtaters is apparent in the controversy
surrounding it., Here I want merely to indicate the presence of

deliberate thearies of magic in the poem as a way of
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accounting for the nature of its power,

There are two major spells in The Rime, and many subsidiary
onese, The first is of course the spell the Mariner casts on the
Wedding Guest by his mesmeric eye and powerful tale; the second is
the spell the Mariner undergoes on his voyage, the spell that begins
to braak at the end of Part IV as he moves under the aegis of grace
a nd angelic power, and that finally does snap in Part V line 442,
Nevertheless, the spell, like the visionary madness that came over
the Harmonist of "The Ode to the Departing Yeas," recurs, It sud-
denly overtakes hlm in all its anguish., To break it he must enchaxt
yet another listener till that one, too, becomes like the Wedding
Guest, sadder and wiser.

In Part I the words and eye of the Mariner capare the Wedding
Guest, causing him to forget the world of getting and begetting and
"Be present at these lawless mysteries, This dark provoking of the
hidden powers):

The Wedding~-Guest is spell-bound by the evye
of the old seafariny man, and canstrained <o
hear his tale.

The Mariner holds him first with his skinny hand and then, the
Wedding Guest in his power, with his glittering eye alone, The
Wedding Guest {s powerless as a three year's child, bereft of will,

as susceptible to supernatural influx as he was before he joined the

business of soclety:
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The Mariner hath his will,

The Wedding-Guest sat an a stone:

He cannot choose but hear;

And thus spake on that anclent man,

The bright-eyed Mariner,
Not yet entirely emnthralled, the Wedding Guest hears the bassoon,
but finally is subdued:; he is magically compelled to listen:

The Wedding-Guest he beat his breast,
Yot he cannot choose but hear,

The meter races, the rhyme begins massing (45-62), and the
Albatross flies into the tale.

Whatever its dense symbolism, it is a magic bird, with un-
nat ural powers. Natal daemon or ChristHlan soul, the albatross
moves the winds or stllls them, and the Mariner's hoat responds
on its own, The killing of the Albatross is a signal for the Elements
to rise up in an imdependent dance, metrically meconstructed like the
magical dance of Macbeth's hags:

About, about, in real and rout

The death-fires danced at night:

The -water, like a witch's oils,

Burnt green, and blue and white,
Part I introduces yet another magically impelled boat that moves
"Without a breeze, without a tide,” As the Nightmare Life-in-

Death wins, she exults in another witrh-like chant:

The game is done, I've won, I've wonl!
Quoth she and whistles thrice.

The whole visible universe darkens at her wars:

The Sun's rim dips; the stars rush out,
At one stride comes the dark,
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Under her power the men inexplicably "drop down dead."

The Mariner relates "his horrible penance," his soul “in
agony." Disembodied whispers visit him; "the curse in a dead
man's eye" has power over him;

The charmed water burnt away
A still and awful red,

Then, because of his agony in this magical hell, a higher and
holier miracle intervenes, Coleridge was "deeply aware of the sin
from which we are rescued, by a mystery which matches the mystery
of evil, by a supernatural grace."ll The grace of love brings sleep
and dreams, "The spell begins to break,” and "the upper air bursts
into life" because the mariner unconsciously blesses the "happy
living things," "The Ancient Mariner 1s both a Love-poem, in the
profoundest sense of love, and a vindication of the mystery (and
the richness of the mystery) of a uilverse beyond *he read of human
anderstanding, * 12
Now again Coleridge presents the opposition between fearful
and holy magic, and suggests the first is necessary to the second,
Within the mariner*s tale the magical bird casts a spell on the water,
the mariner breaks it and an opposite power--Death-in-Life--casts
her spell and darkens the universe. The Mariner himself is miracu-
lously lifted cut of the anguish of this power by the grace of his
own haart. By love he confers life,

In Part V the ship begins to move "by the invocation of the

guardian saint," and how from magical spell]l the sounds of the poem
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become sweet (352=372); the angel's song replaces the "reel and
rout.” The sun sways strangely; angelic volces speak; "the
Mariner hath been cast into a trance® as his boat again defies the
laws of ardinary motion.

His penance has been not only the death of his soul and the
consequent disruption of nature, but the powver over him of the dead
men's eyes, so similar to the Mariner's own power over the Wedding-
Guest.

All fixed on me their stony eves,
That in the moon did glitter,

The pang, the curse, with which they died,

Had never passed away:

I could not draw my cyes from theirs,

Nor turn them up to praye.

And now this spell wasgapt; once mare

I viewed the ocean green,

And loocked far forth, yet little saw

Of what had else been seen--
As the spell of the Spectral Woman had »ewitched the e ements,
the spell of these dead men's eyes had distorted the Mariner's
powers of perception. He saw as they made him sec, as the
Wedding~-Guast, in turn, sees and hears what the Mariner commard s,

The universe is animate; it responds to the state of the human

soul, Filled with rreagical Plotinian sympathies, the universe dies
with the sin of the heart and comes to life by means of the love
of the Harmonist, who (like the Lapland Wizard) plunges into the
abyss of Night mare Life~in-Death and returns to tell his story.

He returns to soclety after his private discovery of sarow and
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wisdom., Part VI, silent and seraphic, leads into Part VII, the com-
munity of the church, but only because the private agonies of wizard
enrich the social complacency of the priest, Spell is transformed
into prayer because there was hormrible private penance, "Religion

is social, maglic is or may be indlvidual."l3

A social religion can be
meaningful only if it preserves the knowledge of horrors The marlner
who has privately experienced the magical powver of suffering is under
its spell far ever, and must tell his tale in order to break the spell
on him, This Is true, too, of the poet of "The Ode to the Depart=-
ing Year," who, having magically summoned the dread vision, is
forced magically by its effect on “lm to speak out., The Mariner is
“wrenched" uitil he speaks:

Forthwith this frame of mine was wranched

With a woful agony,

Which farced me to bhegin my tale;

And then it left me free.

Since then at an uncertain hour,

That agony returns:

And till my ghastly tale is told,

This heart within me burns.

I pass, like night, from lami <o land;

I have strange power < speech;

That moment that his face I see,

I know the man that must hear me;

To him my tale I teach.,
Having been granted holy madness the Mariner has seen the vision,
and it has enthralled 2im, To escape its thrall he in turn must
enthrall another. For this purpose he has strange power of speech,
brought on by the recurrent agony. The transmission of these powers

is based on magical Plotinian symmthies. These sympathies are
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animated 2y the love of the human heart; the spell of outer powers
ard human powers is reciprocal, Everything is connected. The
magic, active in a state of near possession, has its effect through
language (here the tale) or directly through the mesmeric eye. The
mariner's own act sets the 3spell in motion, and nature turns dark
through his eyes; his own unoconscious act of bhlessing releases the
spell and sanctifies nature, “The burden of breathing life into
/external natur_97 falls wholly upon the creative irru";llginaticm."]'4

Here to the Plotinlan notion of interdependent sympathies, we
must add the Boehmean concept of origination. For Coleridge was
concerned with acts that are true beginnings, in that they are not
cansequences of other acts. The power of origination is exclusively
human and not an attribute of natuwre which depends on cause and
effect, Here the man with "strange power of speech" acts instan=-
taneocusly, miraculously: his acts are not explainad by his environ-
ment, His crime and 1is sudden love are mysterious, "The Ancient
Mariner 1s a poem on the mystery and the richness of the mystery.'
What is unique about human belngs is exactly this supernatural will
which originates mystamious acts or thoughts quite outstde a chain
of natural cause and effect. The instantaneocusness of these un-~
motivated acts 18 magic, without visible means,

Even Coleridge'’s refutation of Mrs. Barbauld emphasizes the
magical quality of this origination: condemning the overtness o the
moral, Coleridge would have preferred his Rime to resemble a tale

in the Arabian Nights.
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It ought to have had no more moral than the
Arabilan Nightg® tale of the merchant's sitting down
to eat dates by the side of a well and throwing
the shells aside, and lo!l a genie starts up and
says he must kill the aforesald merchant bhecause
one of the date shells had, it seems, put out the
eye of the genle’s son.

His description of the Arab tossing hls date pits centers on its
inexplicable maglc: action as miracle. The Arabian Nights (which
Wordswarth sald "defrauds the day") appears again and again in
Coleridge's writings, often in coanection with Don Quixote. Although

he sometimes desrides The Arabian Nights, in general he seems to

sec Its metamorphoses as important analogues to the ways of the
imagination, very unllke the ways of overt maralization,

To the martner's sudden crime and sudden love we must add
two more unmotivated acts: first, his biting his arm and crying out
after d-inking his blood; and second, the analogous physical agony
which grips him until he finds (by an inexplicable sense) his listener,
again finding strange power of speech, as before from his own blood,
Both times his own sudden speech, rising out o physical possession,
releases the spell, The power of speech, tuned then to the changes
of the heart, determines the malevolence ar benevolence of the world.
Language makes it live, as God's Ward gave life, "There is a God
and the creativity of the human mind is an amdogue of divine c:realtion.“l6

God warks by magic and so does man, Coleridge combines the ideas

of Boehme, Bruno and Plotinus in the mechanisms of the poem,

Two sudden, unmctivated acts in The Rime of the Ancient Mariner
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result in utterances that revive the world, "Kubla Khan," too, con-
cerns ecstasies that result in origination through language.
Humphr¢y House and, following him, Patricia Adair, have
analysed "Kubla Khan" as a poem "not of frustration and failure"
(lamented hv Schneider, Suther and Bostetter) but of "ecstasy in

17 House remarks the parallel between

imaginative fulfillment,"
Kuvla's power to create out of a desert, aad the power of the poet
(of the third stanza) to bulld the dome by means of music, In-
deed, the poet has created Kubla and the dome; his wish to bulld
has been granted retroactively, House, discerning the wildness
of the poet and the fear he inspires, declares him to be in a
state of "poetic frenzy":

in Part Two the poet who has been able to realize

the fusion of pleasure and sacredness is himself

regarded as a holy or sacred person, a seer,

acquainted with the uadivided life, Amd the part ﬁl

clinched by the emphatic and final word Paradise.
This important concep tion Adair exparmds, She links thls poetic
frenzy to Coleridge's interest in Bacchus and exploares the Dionysian
divine madness in relation to the Platonic, Bacchus, an image for
the "energies of nature,"

was far Coleridge an image of the power of

the unconscious, the ideas and impulses which

rise unbidden from the depths and can be bath
a terror and an inspiration,

From Thomas Taylor's E i Bacch (1791) as
well as from the Ion itself Coleridge might have adapted the floating
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hair, and the milk and honey which accompany divine madness,
House summarises the essential similarity between Kubla and
the poet: both impose their powver over inert matter:
It 1s Kubla's decree that matters, for it images the
power of man over his environment and the fact that
man makes his Paradise for himself. Just as the
whole poem 1s about poetic creation at the imagina-
tive level, so, within the work of the imagination,
occurs the creativeness of man at the ethical ard
practical levels.zo
House sees the links between the poet's retroactive creation of
Paradise and Kubla's own, For "Kubla Khan" witnesses to the power
of mind over warld, and particularly to the power of speech., Kubla's
decree (instantaneously obeyed) and the poet's music (the symphony
and song elaborately retrieved from art, transposed into the words of
the foregoing poem) have the same magical effect: wcpds make wards,
Mareover, the notion of magical language making the desert bloom
appears prominently in Young's Canjectures on Original ComposiHon,
as we have seen in the last chapter, There the poet’s pen is the
wizard's wand which brings to life., The wand-pen makes a paradise
where there was only a desert, Young picks up the metaphor later,
describing the writer-wizard who transports men tp exotic paradises
and keeps them under his power,
This magical power of language to conjure into life is part of
a continuum o Coleridge's thoughts about poetry, The system of
ecstagy and creative language that Coleridge constructs in "Kubla

Khan" he has develaped in early poems and in his Rime. The poet
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i1s magically entranced until he speaks out his "wild and whirling
words,"” House and Adair see this possession in its Greek forme=-
the Platonic enthusiasm, {Just how magical this possession is
Jane Harrison explains in her chapter on I(our-etes.)21 Plotinus sees
that the Platonic enthusiasm that leads to art is magically induced.
To the Greek, we must add primitive magical trances that Collins
a.d Gray investigated, and that Coleridge himself embodied in the
Lapland Wizard, The Poet as originator, universal Harmonlst and
spell~-binder has led naturally to the notion of poem as spell.

In "Christabel," too, prevails an interlocking system of dif-
fering magical sympathies and the psychic powers activated by them,
Here, within the framework of a Gothic tale of horror, is again the
recognition of Plotinlan interrelations throughout the unlverse and the
magieal power over them of changes in the human heart, Here, too,
the man with strange power of speech attempts to speak out amd
magically reattune his world., Bard Bracy, by his wards and music,
is a late development of Coleridge’s Lapland Wizard, With his harp
he recreates Ficino, Bruno a Agrippa calling down powers and ac-
tivating them by his powerful love. He retrieves the truth from dream.
Bard Bracy's role might conceivably have been a large one as the poem
unfolded, By summoning the dream-like forms and readjusting the
jangled strings of his universe, he might indeed have become an un-
acknowledged legislator of the world. His words might have created

ordar out of the chaos Geraldine brought,
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First, however, it is essential to cdbserve how the varlous
levels of consciousness in the animated world of the poem respond
one to the cother spontaneously. And to see, further, that these
responses are inexplicable. It is a Blotinlan world of magic
sympathies, There is no way of rationalizing these responses; they
work by magic, The mastif bitch, the owls, and the fire sense
changes in this system of sympathies; dreams are more truthful than
waking, The transfer of psychic strength i{s all below the level
of ratonal consclousness, accompanied by dark questions only half-
answered:

What makes her In the wood so late?

Is it the wind that moaneth bleak?

What sees she there?

How camst thou here?

Whither they went I cannot tell,
In this murky atmosphere Geraldine and the hovering spirit of
Christabel's mother fight for magical influence over Christabel.
One activation of power follows another, The first spell is
Christabel's own. She calls on the spirit of ha mother:

O mother dear that thou were herel
The spirit immediately rises. But Geraldine's words are maore

potet , and banish her:

Off, wandering mother! Peak and pine!
I have power to bid thee flea.

Staring at the baodiless dead, Geraldine cries with "Hollow voice":
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Off woman, Off! This hour is mine « «
Though thou her guardian spirit be,
Off, woman off! ‘tis given to me,

The appearance and disappearance of the spirit correspond to the
commands, and witness to thelr instantanecus power, Between "I
have power to bid thee flee" and "‘tis gilven to me" lles the ac-
complishment of the spell.

This transfer of magical power has visited Geraldine with the
madness familiar from the poet of "Ode to the Departing Year" and
from the Mariner and the Kubla poet, Christabel sees the frenzy
departing:

Dear lady! it has wildered you!
The lady wiped her moist cold brow,

And faintly sald ‘tis over now!

Again the wild-flower wine she drank.
Her fair large eye 'gan glitter bright,

Geraldinb's d:abolism continues as she responds perversely to the
reciprocal love between Christabel aad the upper sky: she will sap
Christabel of her power to activate harmonies by cancelling this
love. Touching Christabel with her eery bosom, she pronounces:.
her spell:

‘In the touch of this bosom there worketh a spell,
Which ts lard of thy utterance, Christabell
Thou knowest to-night, and wilt know to-morrow,
This mark of my shame , this seal of my sorrow;
But vainly thou warrest,
For this is alone in
Thy power to declare,
That in the dim forest
Thou hearst a low moaning,
And found'st a bright lady, surpassingly fair;
And did¥st bring her home with thee in love and in charity,
To shield her and shelter her from the damp air,’
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Geraldine's unholy power insinuates itself to keep Christabel from
speaking, Her spell imposes silence, Christabel, lover and
harmonizer of the upper air, is cancelled as potential wizard, and
from now on her powers abate., Like the strong ocak, she is sapped
by the parasitical mistletoe., Invadad by evil, she can no longer
reconcile her world by speaking and loving: "A star has set, a star
hath risen,”" Charles Tomlinson observes here "the mind's failure
to guide the will,"

For Christabel, bewltched, suffers simultaneously

with the disintegration of personality the disintegra-

tion of will , . + Evil works upon %“er and 2y the

time she feels possessed by it and 'with forced ua-

conscious sympathy' perhaps even becoming evil

herself, she has lost ha own free will,
The loss of the free will that d:stinguishes men from nature is for
Coleridge an abdication of rightful power, Christabel is silenced
by the spell upon her, whereas the Ancient Mariner, subdued by
the spell of Death-in-Life, rises from his trance and asserts his
human power of speech, Bard Bracy is thus the closest parallel to
the Mariner speaking and revitalizing his world, while Christabel
(without the supernatural will), parallels the Wedding Guest, Both
hava failed o partake of the supernatural. As the Wedding-Guest is
farced to listen like a three year's child, Christabel, too, is power-
less and without the distinctly supernatural will:

And see! the lady Christabel,

Gathers herself from out ha trance;
Har limbs relax, her countenace
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Grows sad and soft; the smooth thin lids

Close o'er ha eyes' and tears she sheds--

Large tears that leave the lashes brightl!

Al oft the while she seems to smile

As Infants at a sudden light!

Part ITI discloses that this evil magic has the power to distat

Sir Leoline's perception also, Spell-bound, he misreads evil for
good and goaod for evil; he sees reptiles in one form which he should
recognize in another, Unable to speak cut, Christabel only adds
to his distorted perception by making snake-like saunds., She may

know

The saints will aid {f men will call., . .
Far the blue sky bends over all,

but enchanted o silence she does mwt make the Mariner's prodigious
effort of drinking his own blood to speak and break the szpell.
Passtively she sighs

‘All will yet be weéll,"*

I ween, she had no power to tell

Aught else, so mightywas the spell.
For release, she must depend on the bard's Orphic song, His
"music sweet" will clear the wood of "aught unholy."” Christabel
fails; Bard Bracy must reanimate the world,

Geraldine's mesmeric eye passes her own snake like form

to Christabel and throws her into a trance:

But Christabel in dizzy trance

Stumbling on the unsteady ground
Shuddered aloud, with a hissing sound
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And thus she stood, in dizzy trancse,

Still picturing that look askance

With farced unconscious sympathy
Christabel speaks her last words without power and is spumed, the
father choosing to "dally with wrong":

And when the trance was o'er the mad

Paused awhile, and inly prayed:

Then falling at the Baron's feet

‘By my mother's soul do I entreat

That thou this woman send away!!®

She said} and mare she could not say:

Fa what she knew she could not tell,

O'er mastered oy the mighty spell,

Language has failed her, and love too, She is transformed
into what she abhors. And the strange power of speech must be
passed to the Bard, who ssnses in dream the universal exchanges
of potency. He can transform nature to harmony by his "saintly
sSong."

Thus the world of "Christabel"” 1s a world of Plotinian sympathies.
Love and the power of speech ae central to its harmony. "Love is
the prime magician,” "the magician weds Heaven and Earth" through
the medi .aion of language; "the word 1ls half-way between a thought

23 Christabel (who has loved the world) is sapped of

and a thing,"
her powers by an evil spell, and the Harmonist must take over where
she has failed,

Fogle has suggested ways in which Coleridge’s whale poem
i3 an act of magical conjuring. Nating that "Reality is the imagina-
tion of God, whereas poetry and art are the imaginaticn of man," he

comments on the vividness of the scenes in Chrigtgbel: We sea the

scenes, bhut, he says,
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It would be better to say that they appear befare
us suddenly as if by magic, with the magician
sometimes visibly directing our attention from close
by, and sometimes arally expressing them in broken
exclamations or lulling musical cadences,
The poem, Fogle goes on, has the effect of "immediacy,”" of
"hypnotism":
This hypnotic quality is partly suggested by the
subject matter. To talk of trances, dreams, spells,
and of the hypnotic power of the eve, is a step
toward inducing their effects.

Suddenness, immedlacy, spontaneity and also material speed,
account, then, for our "willing suspension of disbelief” in all
Coleridge’s magical poems, Our heard knowledge of transformations
and mysterious transfers of power suggests processes no one could
ever see or prove, unless the metre itself were racing to frigiten

the reader with suggestions of these hidden potencies. The invasion

of spell metre into all Coleridge’s great ballad verse draws on

reminiscenes of Friar Bacon and friar Bungav, Dr. Faustus, Macbeth,
The Tempest, Midsummexr Night's Dream, Comus, Jonson's Masque
of Queenes. The metrical conventions of the spell developed in
Renaissance drama and after help to explain the fiendish urgency of
the Great Poems, Far Coleridge combined his abstruse research into
Neo-Platonic magic, into primitive wizards and into the transfers

of psychic power by mesmerism with his knowledge of Shakespaexian
metre and his resentful half-recognition that Goethe, too, had

adapted this magical metre for use in Faugt, In addition, Coleridge's
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criticisms of Scott's metre and reliance on cat alogues of

mysteri ous names, explain that Coleridge had indeed worked hard
to understand the true elements of magical poerns..25 He knew that
his skill 1in them was unique,

Coleridge' s remarks on metre in Biogrgphia Literaria (chapter XVIII,
op. 206-207) reflect his faith in the balance of the voluntary and
the iavoluntary, of sense and nonsense, so evident in the rhythm of the
magical spell., At once lulling and rousing, metre in general (and
particularly that metre which gims_to enchant the listener) combines
two countervailing elements: "that spontaneous effort which strives
to hold in check the workings of passlion”" and the ecffect of metre
"to increase the vivacity and susceptibility both of the general feelings
and of the attention," Metre balances the compulsion to move with
the check to motion., " There must be not only a partnership, but
a union; an interpenetration of passion and of will, of spontaneous
impulse and of voluntary purpose,”

But the assertion of will toward which the spell is directed 1s
couched paradoxically in visceral rhythms. The heavily-accented
trochaic tetrameter of the spell is most nearly akin to those mindless
forms: the nonsense rhyme, the nursery rhyme, the counting-out
rhyme of popular Germanic tradition. Syntax is frequently pulverized
for metre's sake., "The supervening act of the will and judgement"

s folled hy the insistence and speed of the sound. And thus in this

union of head and heart, the involuntary rhythm (the heart-beat) rules.
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Sound overwhelms sense, and enthralls it as if by a spell, The

most voluntary act of the mind~-the bewitchment of another--
is enacted through an involuntary and primitive medium,

Esmmtial to this spell-metre are trochaic tetrameter, end-stopped
lines, dense, often intemal rhymes, alliteration, repetition, abrupt
syntactical units of thought, and frequent parataxis suggesting
a primitive mysteriousness about the connections among phenomena.
This heavily accented metre{often initiated in imperative verbs)
moves vigarously, discouraging the listener from contemplative pause.
Thus, when transformations are invoked, the listener does not question
them., He recognizes the invocations as Instantaneously granted,

Metrical elements from the conventional spells should be
paralleled with their recurrence in Coleridge to seo how these eclements
favor speed, mystery and credible transformations:

Be not afrald of every stranger,
Start not aside at every danger,
Things that seem are not the same;
Blow a blast at every fame,
For when one flame of fire goes out,
Then comes your wishes well about,
( George Peele, Old Wiye s Tae)

What thou seest when thou dost wake,
Do it for thy true~-love take,

Love and languish for his sake.

Be it ounce, or cat, or bear,

Pard‘ or boar with bristled hair'

In thy eye that shall appear

When thou wak®*st,it ts thy dear.

Wake wwhca 3>ne vile thing 18 near,

{(Midsummer Night*s Dream II:ii)



211

Round about the cauldron go;

In the polson'd entrails throw,
Toad, that under cold stone

Days and nights has thirty-one
Sweltered venom sleeping got

Boil thou first in th' charmed pot,

(Macbeth IV:i)

Thrice toss these oaken ashes in the ailr,

Thrice sit thou mute in this enchanted chair,

Then thrice three times tie up this true love's knot,
And murmur soft, She will, or she will not,

(Campion, from The Third and Fourth
Book of Airs, c. 1677)

Listen and appear to us

In name of great Oceanus,

By the earth-shsking Naptune's mace,

And Tethys' grave majestic pace,

By hoary Nereus' wrinkled lock,

And the Carpathian wizard's hook,

By scaly Iriton’s winding shell,

And old soothsaying Glaucus® spell

By all the nymphs that nightly dance

Upon the streams with wily glance,

Rise, rise, and heave thy rosy head.
(Comus, 857-885)

Returmm, my Lubberkin, these ditties hear;

Spells ,will I try, and spells shall ease my care:
With my sharp heel!l I three times mark the ground,
And turn me thrice around, around, around, around,

(John Gay, Shepherd's Week: Thursday;
The Spell)

Facing to the northern clime

Thrice he traced the runic rhyme;

Thrice pronounced in accents dread

The thrilling verse that wakes the dsad,
Till from out the hollow ground
Prophetess my spell . . .

(Gray, Ihe Descent of Odip)

Hither, from the recenttomb,
From the mism's direr gloom,
From Distempter’s midnight anguish;
Hither in perplexed dance,
Yo Woes, ye young-eyved Joys, advance:
(Coleridge, "Ode to the Departing Year")
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Thou in stormy blackness throning
Love and uncreated Light,

By the Earth's unsolaced groaning
Selize thy terrors, Arm of might!

(bid,)

Spirits hear what spirits tell:
'Twill make a holiday in Hell.
No! no! no!
Myself, I named 2im once below,
And all the souls, that damned be,
Leaped up at once in anarchy . . .
(Coleridge, "Fire, Famine, Slaughter")

About, about, in reel and rout,
The death-fires danced at night;
The water like a witch's oils,

Burnt green and blue and white,

(The Rime of the Anclemt Mariner)

Off, wandering mother, peak ‘and pine!
Off, woman, off! this hour is mine!
("Christabel ™)

And all who heard should see them there,

And all should cry Beware! Beware!

His flashing eyes! his floating hair!

Weave a circle round him thrice,

And <lose your eyes with holy dread,

For he on honey-dew hath fed,

And drunk the milk of Paradise.

("Kubla Khan")

Usually Coleridge modifies trochaic tetrameter with other metre, Ana-
pestic tetrameter varies the scheme in Geraldine's spell ("In the touch

of this bosom there warketh a spell”)., And the narrative passages of
The Rime of the Ancient Mariner often relax into ballad metre until
the next intensification of spell elements. In his later self-parody,
"The Rash=Conjurer,"” Coleridge adapts the latin spell metre, the

abracadabra of Dr, Faustus®' latin invocations. Dr, Faustus, trying



213

"the uttermost magic can perform," begins to invoke Mephistopheles
with the words
Sint mihi Dei Acherontis propitii!
Valest numen ftriplex Tehovae!
Ignei, aeril, agquataui, spiritus, saceta! (I:iil)
The Rash Conjurer opens “with a cabbalistic invocation of Jehovd,
obscure in the original Hebrew" as the nates tell us:
Strong spirit-bidding sounds!
With deep and hollow volce,
Twixt Hope and Dread,
Seven Time I said
Tohva Mitzoveh
Vohoeen!
And up came an 1%3, in the shape of a
Pea-hen!
These are varlations,
But in general Coleridge is drawing on the conventions of a

27 The conwventlions of the

long and consistent "metrical contitac,."
spell announce themselves. They proclaim their heritage and alert
the reader to its pecullar atmosphere, Ingredients in brews and
descriptions of ritual dances fam altemately noun or verb clusters,
These combine to create an emphatic rhyme whose metrical urgency
ts characterized by a predominence of trochalc tetrameter, To the
regular ballad Coleridge adds the typical spell elements: intarnal
rhyme; endstopped lines; and a corrosive-sounding diction, full of
fricatives, plosives and spirants, The effect is dual: on the one
hand the reader is rushed along, suspending his disbelief. On the

other hand, the packed texture of the spell forces the reader or

listener to hear the spell as a powerful unit, The reader is farced
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to focus on the palpable existence of the spell and recognize the
power of individual words to generate energy. On the other hand,
the spell asserts itself on the memay as a thing, It has in its
very solidity escaped the bounds of mere transitory language., It
is no longear a description of an external thing, but becomes a
memaable talisman, fearful to repeat. Words have become things,
and living things,too, We should also remember that parataxis is
a primitive element., Fa all Coleridge's emphasis on articulation,
he often uses the lack of articulation as a way of pointing out the
inadequacy of a civilized logical view of the sources of poetic power,
Again, the heavy accentualism (part of his programme in “Christabel")
counteracts his interest in subtleties of metre, by recalling the
primitive origins of poetic inspiration, He even turns his classical
periodic sentences into spells (as in "The Ode to the Departing Year":
BY ¢« » « BY « ¢« « By « o« «» I} anxd converts a technique that is
normally a guarantee of order to a technique promoting suspense and
menace, The reader awaits the resolution of this periodic sentence
not sc much with delight at mastered anticipation as with dread,
Coleridge emphasizes the elements of poetry, A spell is almost
a paradigm Of. poetc technique, if not, at its worst (as in Scott), a
parody, In a spell can be found in dense farm examples of allitera-
tion, assonance, and onomatopoeia. Nor is there anything disguised
about the metre, All the resources--the big guns—-are being con-=

centrated in an effort to force language to one's attention, Natural,
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easy, eliding speech it is not., ©One is farced to the conclusion
that the intricate dense clump of words i1s aulonomous. It has a
life of its own, It steps out from the mare relaxad narration
surrounding it, and (so to speak) beats itschest in verbal assertive-
ness: "I am language; I have power,"

The sense of urgency rises in the prevalence of commands,
The imperative verb begins the line on a strong accent. With little
room for hesitaton and introspection, these commands Indicate the
authority of the spell, and suggest that its power is unquestionable,
Strong opening accent, coupled with the corrosiveness of diction
mentionaed above, create, then, an aura of compulsion--compulsion
to believe in the powers invoked; compulsion to belleve that what is
invoked will come to pass, in spite of the skepticism of one's daily,
visible world. Confronted with this wrgent, comrosive authoritative
language--compressed into a unit--the reader must begin to belleve
there is more to the universe than what the eye can see., He begins
to succumb to implications of an invisible world of hidden sympathies
and antipathles. With all the aural resources of language aimed at
him, he begins to listen with fear to the animate powers,

This 1s the effect of the spell, Its method, as we have seen,
is paradoxical, While it focusses attention on the words as a
living potent unit, it nevertheless manages to achieve speed, Impeded
by end~-stopped lines, heavy accents, and carrosive diction, it still

races in its representation of a frenzied confuring dance, Accelerated
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by alliteration, internal rhyme, and the short line, the spell picks
up speed at the repetitions., Tipse repetitions are particularly
ominous refrains. Unlike the refrains of the ballad, the refrain of
the spell gains {ts force in the context of magic: the formula,
reiterated, becomes more certain to succeed. The repetition of
words, Inherently powerful, gives yet more power over the victim,
The refrain suggest that a magical operation is indeed being performed,
and the more it is repeated, the more inexorable it seems, Thus,
diction, metre, alliteration, assonance, rhyme, repetition, and
trochaic tetrameter join to farm a dense spell, a paradigm of the power
of poetry, Much more, therefore, is at work in the spell convention
than the mere mention of magic and trance, The spell convention- -
a metrical emblem~enlists our credulity., This credulity is carmried on
into supernatural realms by the raplid accentual metre.

Coleridge'even extends his theory of poetic magic to music:
Metre in Coleridge’s thearles claims a visceral effect: the very
rhythm of the metre causes the excitement that makes poets write. The
effect of metre is frrational, and at the same time strangely ca‘lmi,ng.28
Music, too, mysterious and mesmeric, effected Coleridge physically
as a "hot m:;\gic.“29 One of the few English Romantics who thought
about music at all, Coleridge found its effect, like that of magical
metre, to be mesmeric and vitalizing, Thus it should not be sur-

prising that in The Notebooks he plans an Ode to Music featuring

a Magician:
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The Ode on Music/Magician calling back the

Spirits of the Departed--their valces the music/

& the other moral tuns to this Thought--30
We conclude, therefore, that without at all times proposing a spell,
Coleridge adapts the principles of the spell metre to impel! his super-
natwal poems. Furthermore, he adapts it to suggest that his act of
creating imaginative visions out of nothing but the mystery of speach
is itself a form of wizardly conjuration.

It is possible, moreover, to suggest that in other poems beside
the dream poems Coleridge was deliberately exploiting the spell tradi-
tion, even without using its peculiar met‘re. In the light of Ficino's
magical hymns and Coleridge's own projected Hymns to the Elements,
the Dejection Ode can be seen as a Hymn to the wind. It magically
summons the wind's power to become the poetic breath, It calls the
wind to transfer its power onto the poet, As "The Song of the Pixies,"
too, had embodied a mystic dance to the Spirits of the Gale, IThe
Dejectign Ode accomplishes itself in the vary act of calling for help,
The form of The Dejection Ode is thus the paradigm for Shelley's
Ode to the West Wind.

Appealing once again in the first stanza to the complex . .+ " 1
associations of The Aeolian Lute (s0 familiar in Coleridge's magical
poems), the poet of Dejectign establishes an atmosphere of phantoms
and prophesies, The first two sentences (Donald Davie has remarked
the emotional complexity of the first)3! foretell the power of winds

to rouse the night, and also fo rouse the music of the Aeolian Lute,
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"This Aeolian Lute" 1s the self-deprecating poet himself who sees
his poem as so far only a dull, sobbing draft, "For lol!" reveals
that a change in perception 1s taking place as he speaks. By the
third sentence Coleridge 1s not only foretelling, but is himself
invoking a change, thereby transforming his own lines from "moans"
to "gusts" as the lines approximate the winds he calls far:
And oh! that even now the gust were swelling,
And the slant night=shower driving loud and fast!
Those sounds which oft have ralsed me, whilst they awed,
And sent my soul abroad,
Might now perhaps their wonted impulse give,
Might startle this dull pain, and make it move and live!
Once more, "even now" indicates the process that is going on as
the poem calls far what it becomes. The sounds of the night shower
driving loud and fast, raise {amd rouse). They empower his soul,
They confer life and motion.

Stanza II depicts the sympathies aad apparent interactions of
the Plotinian universe, From this universe the poet feals himself
separate:

And those thin c¢louds above, in flakes and boars,

That give away their motion to the stars;

Those stars, that glide behind them or between,

Now sparkling, now bedimmed, but-always seen:

Yon crescent moon, as fixed as if it grew

In its own cloudless, starless lake of blue;

I see them all so excellently fair,

I see, not feel, how beautiful they are!
Motion intemmingles: the sea and the sky became one another; the
stars ard clouds share their changes: they participate in a magical

system of universal analogles (a system that recurs in the first



219

sonnet of Shelley's Ode, too).

The poet, however, does not participate in these analogies,
His genial spirits which should confer life and passion to the world
have falled. The human spirit should animate. Inner forms are
fountains that flow over outer ones, "In our life alone does nature
live.," The analogies of stanza ﬁ then were only appearances and
optical 1llusions; they were not vital because the imaginative eye
had not yet conferred life, Human love, when active, encourages
the marmiage of heaven and earth In Nature; human hate means the
disintegratdon of nature. As in The Rime of the Ancient Mariner,
man is the Brunoesgue magician who confers uaity on outer forms by
means of love and speech, "Things fall apart" when the center, man,
does not hold, The universe 1s dark without the soul's enveloping
light, And without either love or light, the power of human speech
(which by naming things gave things existence) ceases. Passion
and life revive nature through.® the medium of language:

And from the soul itself must there be sent

A sweelt and potent voice, of its own birth,
Of all sweet sounds the life and elemernt!

The purpose of The DejecHon Ode as a whole is to summon
this potert volce, The potent voice (inspired by the rising wind)
will bring the ualverse to life. It represents the Divine act of
creation accomplished at every moment. As the agency of the
Primary Imagination--the Divine I Am--it is both being and the mani=-

festatdons of being, natura naturans and natura naturata:
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Life and Life’s effluence, cloud at once and shower.
The potent volce, the strong music in the soul, is itself beautiful
and at the same time makes beauty "a beautiful and beauty-making
power," It weds man to Nature and brings nature to a new birth,

Joy is the sweet voice, Joy the luminous cloud~-
We in ourselves rejolce!

From this potent voice comes all the ccherence of the revived world:
And thence flows all that charms or ear or sight,
All melodies the echo of that volice,
All colors a suffusion of that light,

Mareover, in the same way that the Ancient Mariner's animating
actions and words were signs of entirely originative power, this
sweet and potent woice is of the soul's "own birth." It rises out
of nowhere., It is new, It creates by magic. Imagimatdon is a
spirit that has power to shape the wald, It is the expression of
the supernaturalism of the will: autonomous, unmotivated creativity.
What it decrees, is.

Having examined in stanzas II-V the theoretical relationship
of the potent voice and the world it brings to life, Coleridge retumns
in stanza VII to the immediate situation of stanza I, He applies
his complex meditation to the relation of the rousing wind to the
words of his poem. He discovers that while he has been spurring
his spirit on to a recognition of its power and responsibility, the
wind he called for in line 15 has risen., In fact, it "long has raved
unnoticed," The "“coming on of rain and squally blast" has coincided
with the sending 6f his soul abroad. The intervening stanzas have

not only extended the meditation to a view of the soul'’s divine
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originating power, but has urged the sail to move ouwt from itself
and exercise this power, giving life through language, here the
poem.

The coincidence of the rising of the wind and the rising of
his own poem suggests a puzzle. Does the wind the poet called
up in line 15 impel the poem, or does the poem conjure the wind?
Do the magic words--the potent wice--command the modulations of
the wind a has the wind dictated the modulations of the poem?
Does the wind account far the varleties of poetic genre and mood,
or do the various perceptions that occasion the varlous poems inter-
pret the winds as well?

Stanzas II, III, IV, V declare that it is language that gives
life (as well as light) to the world. Thus, not only did the poet-
magician invoke the wind to begin with {line 15), but his eplcs o
tender lays (his poems®' potent vaices) command the subsequent
changes in the wind also. The wind 1s a "might Poet, e'en to
frenzy bold" because a real poet's voice is "of all sweet sounds
the life and element." The magic language of the poet creates the
universe and harmonizes it, The poet is (like Rev, Hort an the
Flute) the Harmonist,

The potent voice of "The Dejection Ode," the "strange power
of speech” of "The Ancient Mariner,"” the "saintly song" of
"Christabél," the "decree"” and '"the .symphony and song" of "Kubla

Khan," are all assertions of the magical power of language to create
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out of nothing, to make the desert bloom. The poet is a magician
who brings the dead to life, It is necessary to support this claim
with a reminder of Agrippa's' clear notion of powerful words and to
remember the revival of this notion in Frand s Barrett's 1803 The
Magus,

Coleridge exploits the oriental and primitive tradition which
equated intense laanguage with magic. The language which originated
things aad forced a belief in its vitality on the listener was the
language of spells, partaking of their technique. Coleridge's use
of this technique to conjure and summon supports his interest in
origination through madgical imagination-~-an origination at once
spontaneous and total, that gpplied in religion to the desire for attain-
able earthly paradises, and in science to intuitions of yet unproven

truths, In poetry alone was the ariginaton valid.
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CHAPTER VI

Shelley and the Enchantments of Reform

In the second jeneration of Romantics, it is Shelley who
best embodies the main tradition of Colerldgean magic, Although
Keats gives La Belle Dame, Glaucos and Apollonius magical power,
magic seems for him to embellish atmosphere rather than dictate

1 It does mot arise from a concern with the power of

ractice,
language over things; indeed, Keats' reverence for sensuous things
approaches Wordsworth'’s own, But Shelley thinks consistently and
deliberately in magical! terms., Five years old at the first publica-
tion of The Rime of the Ancient Marina, he seems to rise drenched
out of its waters. Its magically propelled bcat speeds through
"Queen Mab," "Prince Athanase," "Alastar," "Revolt of Islam,"”
“The Daemon of the World," "Prometheus Unbound,” "The Witch o
Atlas," and "Eplpsychidion.”" Its ice, its wind, and above all,

its "strange power of speech' drift through Shelley®s poems. In
1814, he, Claire Claremont, ard Mary read the poem sleeplessly

as they prepared for their own exile., In addition, "Christabel's"

imagery of parasites and serpents, and "Kubla Khan's" domes and

226
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and cavemns join the ubiquitious influence of The Ancilent Mariner to
support Neville Rogers' claim that "Coleridge, as far as sheer ima-
gination was cacerned, may have influenced /Shelley/ mcre subtly
and powerfully than could =ver effectively be demonstrated in the
cold light of critical research."z It is the contendon of this chapter
that the subtlety and power of Coleridge's influence came In part
from his identification of magical techniques with poetry. Not only
a reading of The Apcient Mariner, but also a reading of Coleridge's
early pcems might have demonstrated for him the thesis that language
was a spell, especially to a reader who was independently a devotee
of the ocault,

It is unlikely that reading Coleridge had originally sparked
Shelley's interest in the Neoplatonists and the magicians, even
though Coleridge's poems may have suggested the application of
these readings to a theory and practice of poetry. There is every
evidence to suggest that Shelley was enthralled by this reading in
his early adolescence, much as Colerildge himself had been., The
similarities between their early educations are indeed striking,
Newman Ivy White describes Shelley at Syon House, aged twelve, at
a period of life when Coleridge also read in occult lore:

Ranging from the physical to the metaphysical,
he absorbed the sclentific reveries of Albertus
Magnus and Paracelsus with eager enthusiasm
for new sensation, He sought out the lore

of magic and witchcraft, and learned incantations

for raising ghosts and devils , ., . Once at Eton
he stole farth at midnight fearfully intent on raising
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a ghost; he repeated his incantation, drinking
three times from a skull, and when no ghost
appeared he concluded that the fault lay in his
magic formula,

Andre Maurols tells two anecdotes of Shelley's fascination with
maglclians and their ritual of incantation:

Percy delighted in clothing with mystery the everyday
objects of life. There was no hole in the old walls
inte which he Jdid not thrust a stick in search for
secret passages, In the attics he had discovered a
locked room., Here, said he, lived an old alchemist
with a long beard, the terrible Canelius Agrppa.
When a noise was heard In the attic, it was Cornelius
upsetting his lamp. During a whole week the Shelley
family worked 1in the 3arden, digging out a summer
shelter for Cornealius,

Maurcls shows that these Interests did not cease a* Eton:

At Eton, having drawn a circle on the ground, and

set fire to some alcohol in a saucer, which enveloped
him in its bluish flame, he began his incantations:
“Demons of the alr, and of the fire , ., . " "What on
earth are you doing, Shelley?" said his master, the
solemn and magnificent Bethel, 1nterruptin% him one
day: ‘"Please sir, I'm raising the devil,”

Thus Shellyy at Eton, as at Syon House, had firmly in his imagination
the formulae and intention of the magical spell ard used them to
call up imgined and fabulous belngs. He seemed even then to fust
in the powers of words to ocompel things,

A, M, D, Hughes, in The Nascent Mind of Shellgs, sees the
shadow of Dr, Lind behind these incantations, Lind was Shelley's

tutor. As Hughes says,

Dr, James Lind frightened the good folk of Windsor,
who weare shy of calling him in and ‘thought him a
better conjurer than physician.,"” We learn from
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Hogg that he was interested in demonology; and

that may explain Hogg's extraordinary tale that

in Shelley's time Lind had come to bear a grudge
against George the Third, and used to curse the
King with a comminatory ritual; and this was the
ritual used by Shelley to curse his father , , .
Possibly the old scholar had a relish for maledictory
formulas, as his pupil had far all sorts of cabalistic
WOI‘dS.

Finally Shelley himself explains his early preoccupation with magic
at the same time as he adjures it, proclaiming new alleglance to
Godwin:

I was haunted with & passion for the wildest and

most exiravagant romances. Anclent books of

Chemistry arnd Magic were perused with an enthusiasm

of wonder, almost amounting to belief , o » It Is now

a period o more than two years since first I saw

your inesHmable book on "“PoliHal JusHce"; it opened

to my mind fresh and more extensive views; it materially
influenced my character, and I rose from its perusal a
wiser and a better man, T was no longer the votary

of romance; till then I had existed in an ideal world, R

But this whole-hearted allegiance to Godwin was momentary,

Shelley returned tco his interest in magic as Ross Woodman explains

in his Apocalyptic Vision in the Poetry of Shelley, Woodman sees

always behind Shelley the reformer, Shelley the mythographer. He
notices the importance of magic for Shelley not only in the period

before the first enthusiasm for Godwin, but in. the period after

Godwin as well:

The occult tradition to which he had been introduced
by Taylor, Newton, and Peacock had supplanted
Shelley's earlier rationalism. Under their influence,
Shelley, as early as 1813, had retumed to his stuc-s
of ‘ancliert books of chemistry and magic' which aven
at Oxford he had 'perused with an enthusiasm of
wonder almost amounting to belief, '8
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Moreover, it is interesting to wonder if even Godwin was as alien
to magic as Political Tustice might suggest. Godwin's romance St,
Leon inspired the Rosicrucianism of Shelley's gothic S, Irvyne,

or the Rosicrucian, Godwin's own book on The Lives of the

Necromancers appeared in 1830..g While this volume shares its

hostility to magic with The Prelude and "Peter Bell"” (as we saw in
Chapter I), it at least bears witness to a curiosity about magic
which might have made that lare a subject of oonversation or
debate in the genial years before the elopement. So the subject
of maglc was current not only in the circles of John FPrank Newton
and rrancis Barreit, but also perhaps in the curiocus menage of Godwin,

In short, whether at home with his sisters, at Syon House, at
Eton, or with Dr, Lind--even perhaps with Godwin--Shelley mani-
fested his concern with magic. And it 1s accordingly not surprising
to find his early literary attempts replete with mutterings and incan-
tations and the magical transfers of psychic power,

It may be interesting to note a few examples, _The Wandering
Jew (written with his cousin and school friend Tom Medwin in 1810,
while they were still at Eton) sports no fewer than three scenes of
magical conjuration, Victario, on the verge of marrying Rosa, con-
fesses to her *hat he is actually three thousand years old, that he
is Ahasuerus, that he is jifted with potent arts by means of which

he can penetrate the secrets of being,
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I plerce with Intellectual evye

Intc each hidden mystery.

I penetrate the fertile wound

Of nature; I produce to light

The secrets of the teeming earth,

And give unseen embryos birth:

The past, thepresent, and to come,

Float in review befare my sight;

To me is known the maglc spell

To summon e'en the prince of Hell,

Awed oy the cross upon my head,

His friends would obey my mandate dread
To twilight change the hlaze of noon,
And stain with spats of blood “he moon.
But that an interposing hand 10
Restrain my potent arts, my else supreme command,

Anasuerus narrates his magical activities at length:

Oft 1 inwoke the fliends of Hell,
And summoneach in dire array--

I know they dare mot disobey

My stern, my powerful spell

I  marked a circle round my form;
Anhout me sacred relics spread,
The reliques of magicians dead,
And potent incantations read . . .
I wailted their evert,

Twas then I selized a magic wand,

The wand by an enchanter given,

And deep dyed in his heart's red olood.

I ralsed the wand in my trembling hand,

And pointed Hell's mark at the zenith o heaven.

A superhuman sound

Broke faintly on the listening ea
In wildest accemts I summoned the dead,

Prefaced by epigraphs from Magbeth and The Eumenides,

chapter two begins as the Wandering Jew, dejected because Rosa

cannot now marry him, tries to die,
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A glant witch (left over from Shelley's and Medwin's earlier, lost,
romance Nightmxe) appears. She offers him the "secret power to
make Rosa his,"
The charm begins.
An ancient book
Of mystic characters she took;
Her loose locks floating on the air;

Her eyes were fixed in lifeless stare,
She traced a circle on the floor,

She utters then, in accents dread,

Some maddening rhyme that wakes the dead,

And forces every shivering fiend

To her their demon-forms to hend,

As with a loud and piercing cry

A mystic, harrowing lay she sang.
With "soul-appalling verse" this witch summons Satan “imself, amd
a third and climactic spell sounds through the decp

A wilder, a more awful spell
Now echoed through the long drawn cell.

The f{atal word was borne,

The first spell, Ahasuerus' own, summons the dead, The
second, the witch's, summoned Satan. The powers of the tuniverse
then invoke Death itself, This final spell fareshadows the action
of Prometheus Unbound Act I. All these spells link their own
power with the power of poetry, The witch's spell is a harrowing
"lay," "a soul appalling verse," "a maddening rhyme with accents
dread"”; Ahasuerus summons the deéd "in w ildest accents,." Satan
speaks "the fatal word," as Prometheus will utter "the dread name.,”
The possession ¢f "magic arts," "strange wards,” "potent incanta~-

tions," and "secret power" is assocliated in each case with vision
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into the depths of nature-—-into "the hidden mystery," "the secrets
of the teeming earth." The power is exercised in a state of trance
similar to the poet's a the end of Kubla Kan--"her loose locks
floating on the air, Her eyes were fixed in lifeless stare," And
its exercise is surrounded with the trappings of tradition--that is,
the art is a learned one., The poet ls an adept of ancient lare: in
Invoking, he marks "a circle round my form, About me sacred relics
spread, The reliques of magicians dead." Ahasuerus inherits his
wand from magicians before him--"the wand by an enchanter glven
And deep-=dyed in his heart's red bhlood," The witch takes up "an
ancient book/ of mystic character,"

Thus, arcane lore, enthusiastic trance, and the connection of
magical spell with poetry, are already deliberately present in this
racy wark of Shellev's eighteenth vear and these themes will reappear
in many of his mature works,

Another example of Shelley's early interest in magic is

St, Irvyne: or The Rosicrugian, This narrative features a Franken-~

stein figure (himself the modern Prometheus). Ginottl casts his

spell on Wolfstein, Holding Wolfstein in his power with his some-
what ludicrous "fearfully glittering eyeball" (a reminiscemeof the
Mariner's glittering eye) Ginotti invents his victim's life just as
Frankenstein invents that of his own creature, Thus, the Rosicrucian,

passing on his secret of eternal life in order to escape it, takes o
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the characteristics of a magus, "Ginottl," writes Shelley in a
letter to Stockdale (November 14, 1810), "did not die by
Wolistein's hand, but by the influence of that natural magic which
when the secret was imparted to the latter, destroyed him."11
After such vivid introductions Queen Mab's "maglc car,” her
triumphal entry into the "Hall of Spells,” and her inevitable incan-
tation are no surprise, In devising this incantation, Shelley seems
to have ignored the metrical lessons of Coleridge, Goethe, Gray,

Gay, and even Shakespeare, whose Macgheth had already provided

epigraphs for baoth St, Irvyne and The Wandering Jew. The incanta-

tlon of Queen Mab, thoaugh set off from the poem typographically,
is not a metrically separate unit, but instead merges with the
awkward blank verse which sumrounds it, All that distinguishes
this spell as a spell is its title, its commands, and its provenance
in the Hall of spells. Thrice waving her wand, she intones:

'Stars! your balmiest influence shed!
Elements! your wrath suspend!
Sleep, Ocean, in the rocky bourds
That circle thy domain!
Let not a breath be seen to stir
Around yon grass—-grown ruin's height,
Let even the restless gossamer
Sleep on the moveless air!
Soul of Ianthe! thou
Judged alone warthy of the envied boon,
That waits the good and the sincere; that wailts
Those who have struggled, and with resolute will
Vanquished earth's mpride and meanness, burst the chains,
The icy chains of custom, and have shone
The day-stars of t?gir age;~-Soul of Ianthe!
Awake! arise!
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Here the spell operates for much the same purpose as do the spells
in Coleridge's Ode to the Departing Year, Ut serves the cause of
political exhortation. The commands of the spell are hopefully
more persuasive than political rhetoric on its own. By adding the
compulsions of magic, persuasion takes on a new dimension, The
spell changes men's minds by the secret powers of the words them-
selves, Political change need not rely merely on the devious appeals
of syllogisms, but Is canjured into existence directly by the refamer,
who is a poet-wizard,

In the visions of Queen Mab granted by the "Queen of Spells"
the soul of the poet is able to rend the veil. The exerclse of
magical words is therefore agaln associated with visions into the
deep truths of being. The spell "rouses the soul" and allows it
to participate in a truth more essential than the surface truths on
the veil of appearance, Seeing this truth the poet can magically
compel men to accept it. For words work on the !magination and
change the mind.

Because maglc words get down to the deep truth, the poet
of Alastor, (like the visionary of Queen Mab) cultivates the ancient
lore that will grant him power, He invokes the earth: "favor my
solemn song" (1. 19). The poet has shown his devotion by seeking
nature's mysteries: "My heart ever gazes on the depth/ Of thy
deep mysteries,” Braving chamel houses and questioning ghosts,

he has cultivated the magical arts:
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In lone and silent hours,

When night makes a weird sound of its own stillness,

Like an inspired and desperate alchymist

Staking his very life on some dark hope,

Have I mixed awful talk and asking looks

With my most innocent love, until strange tears

United with those breathless kisses, ma..de

Such magic as compels the charmed night

To rend=ar up thy /Farth's/ charge . . .
He is now in tune with the universe, even if he has not yet "un-
veiled /the’/ inmost sanctuary." He is the Plotinian lyre, focussing
the magical sympathies of theuniverse:

sarenely now
And moveless, as a long-forgotten lyre

I walt thy breath, Great Parent, that my strain

May modulate with murmurs of the air,

And motions of the farests and the sea,

And voice of living beings and woven hymns,

Of nlght and day and the deep heart of man,
Combined with the echoes of Woardsworth is the Coleridgean call
to power of "The Dejection Ode"~--O Elements give me volce; my
sympathies have prepared me tor eceive it, This first invocation of
Alastor (lines 1-49) is itself a magic song.

The poet chooses the Coleridgean route “to seek strange truths
in uadlscovered lands (1, 77)." History, mythology, "wild lmages
of more than man" (lines 117-18) and dreams are the sources and
substance of the poem that will arise from the search, An envisioned
succubus saps his strength (as Geraldine sapped Christabel's); a

magic boat descends into caves and abysses. Finally in his ex-

hausted quest the poet loses the wind that should tmpel his poem.
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"The Poet's blood, That ever bea 1in mystic sympathy With Nature's
ebb and flow, grew fecble still," He seas the readied lyre losing
sense, motion and divinity:

A fraglle lute, on whose harmonious strings
The breath of heaven did wander--

As his inspiration van'shes like a dream of youth, he calls in his
despair far Medea's alchemy to prop up the failing energies of his
poem, as she brought Jason's father Acgeus back to life:

O, fa Medea's wondrous alchemy,

Which wheresoe'er it fell made the earth gleam

With bright flowers, and the wintry bYoughs exhale

Prom vernal blooms fresh fragrancel!

He would re sumect his own powers, Therefore he calls on the dreams

of magicians,

O, that the dream

Of dark magician in his visioned cave,

Raking the cinders of a crucible

Far life and power, even when his feeble hand

Shakes in its last decay, were the true law

Of this so lovely world!
Alastor opens and closes, then, with magical allusions, revealing
again the vital importance of magical knowledge and technique for
capturing the inspirations that lead :o0 the writing of poetry.

In The Revolt of Islam the Aeolian motif is mingled with the
political spell of Queen Mab, whereby language is made persuasive
by arcane means, Cythaa's exhortaHons make men free:

There with the music of thine own sweet spells

Wik disenchant the captives.
(p. 63)
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Tyrants "bend beneath the spell Of that young maiden's speech,"”

(p. 73) The hermit (@ shadow of Dr, Lind} is an adept in magic
arts. He claims "doctrine of human power my words have told."

He can "dye . . . the woof of wisdom in hues of language."
“Solitude i{s a wizard," ‘'the wind is spellbound.” The free-wishing
of language should change the hearts of men and transform the poli-
tical Institutions that oppress them: “Thy songs were winds whereon
I fled at will.” (114) In "Athanase" Zonoras {(again a Dr. Lind
flgure) assures the young reformers of the powers of "The cham ed
voice": (p. 78)

With soul-sustaining songs
The mind jsecomes that which it contemplates, {p. 162)

Language, both for purposes of d:scovering truth and for purposes

of d:sclosing it, must be empoweared by maglic, THs magic is at-
tained by penetrating the depths of mature's mysteries and >y studying
the anciem traditions of magic. Such efforts (rather than passive
observance of the appearances on na*ure's vell) prepare the poet to
capture the winds and yoke them to his purposes., In Shelley's con-
ceptlon these purposes are often indirectly political; magical poems
will conjure men's hearts to be free, and political change will

follow intermnal change instantaneously and self-evidently. In this
way he exterds Coleridge's theory from an examination of the magical
aspects of poetic creation to an examination of its persuasivemess,
Coleridge sees invention as itself magical; Shelley sees as magical

the power of these inventions to sway men.
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His early reading of the neo-Platonists and magicians made
him sense the value of Coleridge'’s magical approach, The Gothic
novel, moreover, coatributed morbid plots into which Shelley could
weave his magical themes. He begins to employ magiz less for
sensational purposes.and more for his quickly developing theory of
art's power, He begins ! adont the spell as a paradigm for his
own potent words. More than that, "2 s2ams to be fully aware of
the philosophical views that dictated -he importance of magic for
Coleridge: the supernaturalism of the will; the transforming power
of words over things; the impatance to poetry of inventing invisible
forms., In the preface to "Prometheus Unb%ou-ad," in "To Mary" of
"The Witch of Atlas,"” and most notably in "Peter Bell the Third,"
Shelley seems to understand that these notions, summarized in the
idea of magical poetry, form a ground of controvers y between the
two founders of the Romantic Movement, Coleridge and nis friend
Wordswarth, Shelley seems to side with Coleridge in asserting
that poetry should not pick the pocket of nature, Rather than rep-
resent things as they exist outside the mind, he prefers the in-
ternally fabricated "visifonary rhyme." The products of the imagina-
tion are not to be fudged by the criteria of error and truth exclu-
sively. These opposite are figured on the veil, arnd do not corres-
pond to the mysteries below. Poets should not study nature exclu=-
sively, but should also read books, There can be no act of uni-

formity against poets, because there is no way of knowing for sure
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“men as they really are." Indeed, the imitation of nature keeps
the poet from "“lifting the hem of Nature's shift,"” ("Peter Bell the
Third" IV:XI: 315), lifting the vell of appearance, and penetrating
its inmost mystery--the natura naturans as opposed to the natura

naturata.

Wordswarth shies from this task out of a conviction that what
he sees is all he needs to see, But the Coleridgean and Shellevan
poet penetrates thlis mystery by learning ancient lae., The Near
East where civilization began is the goal of Alastar's search for
truths=-a search which had opened among charnel=houses and ghosts,
daath and the otherworld., In the Near East, among the arcane tomes,
arose the only religion that Shelley thought did relatively little harm--
that of the Magi.13

The Faustian effort to penetrate hidden mysteries and to master
near~eastemn lore distorly what Wardswarth would deem the truths of
nature, For Coleridge and Shelley resemble each other in their
faith in the exertions of mind, and in their participation in the con-
tinuum of leaming, In his chapter on "Poetry and the Power of the
Mnd," Neville Rogers nates Shelley's resemblance to Victor Hugo;
both belleved "a poet must function not only passively, but

14 On the subject of language, too, Shelley

actively, as a magus.”
eventually dismisses Wardsworth's fear that wards are false categaries,
He suggests that we cannot know nature except what language dis-

covers about it for us.,. Wondsworth's own claim to know nature is
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false, because he has stopped short at its appearance, and not
dared to venture deeper., Only magically empowered words can
make this descent; therefore speech, when it is potent, allows us
truly to know reality and thereby to control it,

The words of poetry are not then mere shadows of the truth of
immutable things, At their best they in fact make things: "My
song," says Laon,

Peopled with thoughts the boundless universe;
all things became
Slaves to my holy and aerolc verse, {p. 60)
Not only may the mind invent its own materials or see beneath the
merely visible, but words can be an expression of the mind's
triumph: “"language in the highest state therefore becomes poetry,
a perpetual Orphic sr:ru,;r."15

In the Quest for Permanengs, David Perkins has suggested that,
like Wordsworth, Shelley nad a deep distrust of words, Shelley
hopes, he says, "that the reader will pass beyond the vell of words
to an I[ntuitive a;:tprve:hensj.c:n."16 Nat only did Shelley have
Demogorgon say "The deep truth is imageless," but he wrote in his
"Essay on Life" of the inadequacy of words:

How vain is it to think that wards can penetrate

the mystery of our being! . . . It is difficult to
find terms adequate to express so subtle a concep-
tion as that to which the Intellectual Philosophy

has conducted us, We are on the verge where words

abandon us, and what wonder if we grow dizzy to
look down the dark abyss of how little we know,
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The Essay on Love ends impatiently with a note "These words are
metaphors; No !ualp!"18 Nevertheless, Shelley does mot seem to
adhere to this mistrust of language entirely., His aim seems to
be frst to escape from the insufficiency of normal babbling words
arnd then to discover a powerful language of poetry that will
eventually be capable of transforming the wald, Bv going to its
center this language of spells will finally make woets the unack=-
nowledged legislatars of the warld, as the Magl were in the past,
Whereas for Wardsworth magic disgulses the non~-vearbal truths
poetry should find, and for Coleridge magic actually finds (and is
also *the matter of) this truth, for Shelley magic is the rightful
transforming »ower of human vision which is all we can kwow of
Truth, Shelley recognizes Wardsworth!s view o the insufficlency
of human invention, But at the same time, he follows Coleridge
in believing language to be all we have, and he goes on to find
not only (as Coleridge does) that man's will makes him supearnatural,
but also that men are heroic in their attempt to rewitalize the earth,
by harnessing its secret power. Incantations, directed at summon-
ing powers and at renovating hearts abound in his poems; and as
the Witch is the incarnation of poetry, Prometheus comes to be the
magician who originates life out of the chaos occasioned by tyranny,
and who, through magic wards, brings the universe to harmony.
Three major works lie behind the magical system of Prometheus

Unbound {inwhich Prometheus is the maglician who casts off destructive
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in favor of constructive magic and creates with a treasured spell
a unlverse of magically correspondent harmonies). Calderon’s
Magico Prodigoso, Goethe's faust and Byron's Manfred reflect
Shelley's interest in magical form and philosophy. Fowur years
after the writing of Prometheus Unbouad he is still interested in
magical spells and translates the magical passages from the
Spanish and German plays that he probably knew before. Manfred's
invocations (three years before Prometheus Unbound) cannot fail to
have influenced to some extent at least the heroism of Prometheus'
wards, In translating Faust, the choruses of wlzards resemble his
own choruses of Furies: the rhythms of their spells . 1 derive
from the spells of Magbeth: Far instance, Faust's wizard's intone
The stubble is yellow, the com is green,
Now to the Brocken the witches go;
The mighty multitude here may be seen
Gathering, wizard and witch, below,
Sir Urlan is sitting aloft in the air;
Hey over stock! and hey over stone!

Twixt witches and incubl, what shall be done?
Tell it who dare! tell it who dare! (p. 755)

And again:

The wind is still, the stars are fled,

The melancholy moon i{s dead;

The magic notes, like spark on spark,

Drizzie, whistling through the dark,
Come away! (p. 756)

In Prometheus Upbound a chorus of Furles sings;

Leave the self-contempt implanted
In young, spirits, sense-~-enchanted,
Misery's yet unkindled fuel:
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Leave Hell's secrets half unchanted
To the maniac dreamer; cruel
More than ye can be with hate
Is he with fear,
Come, cane comel!

Speak not; whisper not:
I know all that ye wauld tell,
But to speak might break the spell
Which must bend the Invicible,
The stern of thought;
He yet defies the dsepest power of Hell,

The lyric delivered 37 the Daemon of Maqico Prodigloso has echoes

of many in Prometheus Unbouiad: It begins

Abvss of Hell!l I call on thee,

Thou wild misrule of thine own anarchy!
From thy prison-house set free
The spirits of voluptuous death o «+ «

It ends:

Let nothing meet her ear
But sounds of Love's sweet sarrow,
Sc, that from faith no succour she may barow,
But, guided by my spirit blind
And in a maglc snare entwined,
She may now seek Cyprian,
Begin, while I in silence bind
My vdice, when th:y sweet song thou.. hast began.
{p. 743)

Shelley's interest in magic continues in his ments he
Drama (1822).1g In these fragments an Enchantress mresides, makes
her spell, and is answered by a spirit. It is certain then, that
Shelley was working far a perdod of several years with the idea of

a magical drama which embody his belief in the magical powers of

language, As I see it, Prometheus Unbound is the first of his

magical dramas which his readings had fostered, Manfred was
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directly influential,

Although Manfred appeared three years befoare Prometheus Un-—
bound and in form and philosophy certainly influenced it, magic is
only an occasional mode in Byron's work, whereas In Shelley's it
d.ctates his elaborate theory of poeitry in The Witch of Atlas, his
plans for the salvation of the warld in Prometheus Unbound, and
his general view of the transforming powers of poetic language,
Byron, however, employs magic in only two of his supernatural
dramas. In Manfred and The Defoarmed Transformed it is responsible
for sensatianal effects; magical change speeds up character change
and substitutes for it. As "Kubla Khan" influenced 1is Hegyen _and
Earth (the epigraph is "Woman walling for her demon lover”} so
the "Ancient Mariner" and Faust joined to spawn the multiple spells
of Manfred ard The Defarmed Transformed.

Manfred invokes spirits; voices bewitch him; his own life is

a spell., Allenated from natwal belngs, Manfred summons super-
natural ones to his Gothic Gallery. He intones
Now to my task,—-
Mysterious agency!
Ye spirits of the unbounded Universey!
Whom I have sought in darkness amd in light--
Ye, who do compass earth abait, and dwell
In subtler essence--ye, to whom the tops
Of mountains Inaccesible are haunts,
And earth's and ocean's caves familiar things--
I call upon ye by the written cham 20
Which gives me power upon you--Rise! Appear!
(v 01 .28=36)

He tries even mare potent conjuring:
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They come nat yet.--Now by the volce of him
Who 1s the first among you-~by this sign,
Which makes you tremble=--by the claims of him
Who is undying,--Risel Appear!=-Appear!

(I: 1: 11, 37-40)

Finally, he intensifies his spells and indeed succeeds in imposing
his will on the slementss

If it be so--Spirits of earth and alr,
Ye shall not thus elude me: by a power
Deeper than all yet wged, a tyrant-spell,
Which had its birthplace in a star condemn'd,
The burning wreck of a demolished world,
A wandering hell in the eternal space;
By the strong curse which is upon my soul,
The thought which Is within ne and around me,
I do compel ve to my will--Appear!

( I: iz 11 ,41-43)

Manfred's invocation of the spirits looks forward to Prometheus!
in Prometheus Upnbound Act I, He, too, summons them to rise from
the center of the earth and speak. Like Prometheus, Manfred dis-
turbs their retreat, forcing them by his magical words to rise and
sonfront reality. They instantly obey:

FIRST SPIRIT

Mortal ! to thy bidding bow'd,

From my mansion in the cloud,

Which the breath of twilight bullds,
And the summer's sunset gilds

With the azure and vermilion,

Which is mix’d for my pavilion;
Though thy quest may beforbidden,
On a star-beam I have ridden:

To thine adipuration bow'd,
Moartal--be thy wish avow'd!(L:£50-59)

The spirits acknowledge h s power and reproach him for intruding:
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Like the storm on the surface
Came the sound of thy spells.

Thy spell hath subdued me,
Thy will be my guide!

My dwelling is the shadow of the night,
Why doth thy magic torture me with light?

Manfred commands them to assume forms, Alien spells act upon
Manfred. "{(A volce is heard in the Incantation which follows,)"

There are shades which will not vanish,

There are thoughts thou canst not banish;

By a power to thee unknown,

Thou canst never be alone;

Thou art wrapt as with a shroud,

Thou art gather’d in a cloud;

And for ever shalt thou dwell

In *he spirit of this spell, (204-211)
This incantatory vdlce is his other self; it exercises its maglc upon
him ccntinuously: "and forever shalt thou dadl In the spirit of this
spell,” The power is inescapable. His own fate warks private

compulsions:

And the power which thou dost feel
Shall be what thou must oconceal. (220-221)

Aind a magic volce and verse
Hath baptised thee with a curse. (222-223)

The magical voice derives its power by turning Manfred's own powers
onto himself,

I call upon theel and compel
Thyself to be thy proper Helll (250-251)

In the speaking of the spell, the intentions of the spell are fulfilled.

The words cause their content to come to pass:
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Lol the spell now works around thee,

And the clankless chain hath bound thee

O'er thy heart amd brain together

Hath the word been pass‘d--now wither! (I:1:258-261)

The words of this fatal spirit breaks Manfred's own powers; Manfred
reveals:

The spirits I have raised abandon me,

The spells which I have studied haffle me
The remedy I reck'd of tortured me;

I lean no mare on superhuman aid., (I:di:1-4)

Dissatisfied with supearnatural power, Manfred is thrown back on the
weight of a meaningless and protracted existemce. The Witch of the
Alps--the spirit of place--responds to his magical adjuration and
hears Manfred admit that magical powers have not compensated Iar
the somrows of exlistence.

The face of the earth hath madden'd me, and 7
Take refuge In her mysteries, and plerce

To the abodes of those who govern her--

But they can nothing ald me, I have saught
From them what they could not bestow, and now
I search no further, (I:1:39-44)

Like Shelley's Alastar, he sought the deep truth In ~harnel houses
and occult studies:

And then I dived,
In my lone wanderings, to the caves of death,
Searching its cause in its effect; and drew
From wither'd bones, and skulls, and heap'd up dust,
Conclusions most forbidden. Then T pass'd
To nights of years in sciences untaught,
Save in the old time; and with time and wil,
And ‘errible ardeal, and such penance
As in itself hath power upon the air,
And spirits that do compass air and earth,
Space and the peopled infinite, T made
Mine eyes familiar with Eternity,
Such as, before me, did the Magi, and
He who from out their fountain dwellings raised
Eros and Anteros, at Gadara,
As I do thee, (I:1:79-94)
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Manfred renounces the magiciah's claim to command for himself
eternal life by vanquishing death with his spells. The magical
powers which had conquered death have not been able to conquer
despair; the more potert magic of his own continuing existence
enthralls him. To pass freecly andm agically across the boundary
between death and life, Manfred must submit to the Witch's power,
and this he refuses to do, As a Magiclan, he prefers to dissolve
his own nature. A spirit asks

Is this the Magician who would so pervade

The world invisible, and make himself

Almost our equal? can it be that thou

Art thus in love with life ?
In making and unmaking himself, Manfred validates the magical
omnipotence of mind:

The mind which is immortal makes itself

Requital for its good or evil thoughts,~-

Is its own origin of ill and end--

And its own place and time,
Quite apart from secret arts and mysteries the mind 1s its own
maker, and performs a vanishing act upon itself;

I have not been thy dupe, nor am thy prey=-

But was my own destroyer, and will be

My own hereafter,
Manfred's thoughts are so magical they nat only accomplish im~
mortality, but they can revoke it as well. The human will is a
supanatural power and operates magically on both inner and outer
warlds, Thus the control over spirits that Manfred exerciss in the

spells of act one, only anticipates the larger magical power by means
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of which this superhuman Magian willfylly conjures away his life,
Thus the Faustianism of Manfred pertains not only to the summoning
of spirits and the acquisition of knowledge, but even more important,
to the radical origination cf his own states of beint_:j.21

Byron extends to titanism Coleridge's notion of the artists!
power magically to invent and transfarm, From Coleridge's idea of
the magical ariginality of the mind, Byron passes to its herolc power
to make or unmake itself out of nothing and back into nothing. Byron
and Shelley both use the techniques of magical incantatioms to allow
their Promethean heroes to penetrate the spiritual center of the
universe and communiicate with spirits. While Shelley daclares that
poetic language itself is a motlvating force far uaiversal change,
the image of the magician is for Byron another facet of his deftant
mortal! inventing his own fate and hurling himself against death and
sorrow. By magic, man aspires to the superhuman; by magic, he
voluntarily abolishes his claim to it. Both these interpretations of
power and language stem, I believe, from Coleridge, and send out
branches in American, English and French poetry of the mid-century.

Now the recharging of wards is one of the major struggles of
Prometheus Unbound. In order radically to change his thrice three
thousand year-old spell--the curse--Prometheus must penetrate the
secret strength of Demogoargon, and return with a new spell, a holy
spell of Love and Justice. The change from dread wards of vengeance

to a holy spell of love accounts for the release of nature and society
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from their bondage. "All nature, earth as well as light, air, and
water, becomes minor.i-imp:rt:—h;;naltem:i1."22 By changing the heart,
language can reform the world. This ts the work of poetry: it
compels the imagination through the use of powerful words.

The static structure of the play allows it to be a search far

new wards, Comparing Prometheus Unbound o The Tempest, Milton

Wilson says "the dramatic center of the plot is Prospero's convery
sion, his discovery that 'virtue' is preferable to 'vengeance’. n23
I want to suggest that this conversion ls accomplished :n metheus
Unbound not only through a change of mimd (which, Carlos Baker
explains, occurs in Act 1)27 but through a quest for words which
will finally embody this change of mind. A new spell is found only
at the end of Act Il with the descent to Demogorgon's cave, and
Act IV is therefore a record of the new unification of the world
accomplished by this "poten:t volce.,"

As the spell changes from curse to blessing, etheus re-

creates the magical structure of The Ancient Mariner: the spell

initiated by shoding down the Albatross is reversed hy blessing

the water snakes. The submission of the mountains to the curse

is reversed by loving the whole of nature, sc that the moon and

the earth can dance, drawn to each other, Once again the Brunoesque
magician marries Heaven and Earth, The play is about the search

for creative as opposed to destructive language,
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Not only is the action static (permitting a concentration on
wards as theme and goal), but the play is also the "blography of
an hour"; it attempts to abolish time.25 Adopting Coleridge's in-
terest in the Eygptian personification of Hours—--the Decans—-Shelley
is trying to create in time a total simultaneity. "Time," says G.
W. Knight, "is all but rendered subordinate to ins‘.tantaneity."2"ES
Thus ,Prometheus' decision to revise his words is simultanecus with
Asia's descent to the cave of Demogorgon., These two events
necessitate the contemporaneous fall of Juniter and also the libera-
tion of the planets, TFour events happen at once, because the re-
vision of language releases them at the predestined Hour, Ideally,
then, the drama should he seen as a film with music or heard as
a symphony, Tor with the discovery of the Holy Spell in Demogorgon's
cave the universe dissclves into sound. And the Shellevan drama, as
Perkins percelves, "approaches the condition of music."27

Act One i1s concemed with r eproducing the curse, also called
dread name and spell. The curse, pronouaced by Prometheus at
the beglnning of his exlle, arose out of his anger, Its effect
has been to silence nature. Prometheus asks to hear "the thunder
of that spell" because he has changed his mind about it. He no
longer hates Jupiter,

The curse
Once breathed on thee I would recall, Ye Mountains,

Whose many voiced Echoes through the mist
Of cataracts, flung the thunder of that spelll
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The scene recreates the past, remembers the damage done by the
powerful and violent words. At their sound the springs crept away.,
The whirlwinds "hung mute and moveless,"” as Thunder, louder than
your own, made rock The arbed worldl" The supematural language
Prometheus intoned was thunder, Even without the rage behind it,
the spell is still (after thrice threec hundred vears) powerful:
If then my words had power,

Though I am changed so that aught evil wish

Is dead within; although no memory be

Of what is hate, let them not lose it now!
So inherentily powerful were these ~vords that the mountains, spring,
air and whirlwinds do not dare to repeat them, but only describe

thelir effect:

But never bowed our snowy crest
As at the veoice of thine uarest

cry the mountains and the air confesses

By such dread words from Earth to Heaven
My still realm was never riven,

The springs sing:
Never such a sound bhefore
To the Indlan waves we bore
A pilot asleep on the howling sea
Leaped up from the deck in agony,
And heard, and cried, !Ah, woe is mel'?
And died as mad as the wild waves be,

The spell silenced nature and drove men mad,

The only language which would serve to repeat the spell is

the language of the dead, For the spell burdened the world with
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death, The original words {(Prometheus' immortal ones) must be
translated into the shadow words of fallen nature (11, 131-52),
What language approxdmates the language of a God? Just as the
Cabbala worrled about the question for interpreting Genesis, so
in this drama, nature worries abou! reproducing Titanic language
in the language of martals,
Aithough the spell brought death, it carries in it the promise

of redamption, "I heard thy curse," cries Earth,

Thy curse, the which, if thow rememberest not,

Yet my innumerable seas and streams,

Mountains, amd caves, and winds, and yon wide air,

And the tnarticulate people of the dead

Preserve, a treasured spell,
"We meditate In secret jov and hope those dreadful words, Earth
claims, "But dare not speak them," The "treasured spell" is a
formula or talisman that confirms an apocalyptic future, The earth
has hoarded “hese words in their exact arder, muttering over them
likke a savage so that the powerful utterance will: never be altered
and thus its power snapped. Prometheus has given this spell,

Having silenced, and then summoned Nature, Prometheus con-

jures the spirits from the shadow world, Once more, he Is the
magician; his thundrous language commands the Phantasm of Jupiter
to speak the spell, The Phantasm acknowledges Prometheus' wizardly
power:

Why have the secret powers of this strange warld
Driven me, a frail and empty phantom, hither,
On direst storms? (240-2)
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For the magician, the phantasm is a mouthpiece. far the spell,
The words invade his empty farm like a spirit and possess tit.

What unaccustomed sounds
Are hovering on my lips, unlike the voice
With which our pallid race holds ghastly talk
In darkness?

A spirit selzes me and speaks within:
It tears me asffire tears a thunder-cloud.

The phantasm is enthuslastic, but ignorant of meaning (Speak the
words which I would hear/ Although no thought inform thine empty
voice" 248-9), The wards are inherently potent and awesome:

He speaks! O shelter me!

Haying prepared the audience for thundrous and fatal wards,
Shelley assaults us with the spell, It cannot help but be a

disappointme nt:

Fiend, I defy theel with a calm, fixed mind,
All that thou canst inflict I bid thee do;

Foul Tyrant both of Gods and Human-kind,
One only being shalt thou not subdue,

Rain *hen thy plagues upon me here;

Ghastly disease, and frenzying fear;

And let alternata. frost and fire

Eat into me, and be thine ire

Lightning, and «utting hail, and legioned forms

Of furies, driving by upon the wouiding storms.

But thau, who art the God and Lord: O, thou,
Who fillest with thy soul this world of woe,

To whom al! things of Earth and Heaven do bow
In fear and worship: all prevailing foe!

I curse thee! 1let a sufferer's curse

Clasp thee, hits torturer, like remarse;

Till thine Infinity shall be

A robe of envenomed agony;

And thine Omnipotence a crown of pain,

To cling like buming gold round thy dissolving brain,

(Act I: 262-271; 282-291)
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For Shelley, a flood of nouns and clauses, a volume of language,
suggests power, Shelley encounters at first hand the difficulty

of actually creating a spell that should have the effects he describes.
He discovers that while having an ideal of potent language as magical,
the reality often falls short of magic. Although its effects are said

to have lasted thrice three thousand years, the spell of anger does
not bewitch us, But the second spell of the play may well come

near to doing so, Maglical words are not "quick and vain" as
Prometheus claims when the recitation is over; even pompous spells
silence the elements,

The first angcry spell has been repeated so that it can be revoked,
The play moves toward the discovery of a new and benevolent spell,
When Prometheus changes his feelings from rage to pity, he requires
new words to convey that pity; .y he once sllenced nature with
rage, now he must find words that will bring it to life again,

This new spell is hidden with Demogorgon, and Asl!a will re-
trieve it for Prometheus, Variously interpreted as Love, Compassion
and Charity, Asia is the wvirtuous aspect of Pr'carnet:hel.ls.28 As the
fated haur arrives and the volces of spirits inspire Prometheus with
music, Asla comes to prevall over the vengeful aspect (represented
by the Phantasm of Jupiter speaking Prometheus' words). Act Two
discloses Asia seeking the spell which will enchant the warld to
virtue,

The cawe of Demogargon {where all power originates) is



257

surrounded by magical s ongs. It is accessible through the East,
source of magical lore., The choruses of spirits sing about "the
enchanted eddies” and “the enchantment of the sun," The songs
enthrall Asia and Panthea., They are borme magically "to the realm
of Demogorgon"” on waves of sound. There

In the world unknown
Sleeps a volce unspoken,

Words, colors and forms correspord in an extreme synesthesia,
Wordis make shapes, says Asia, for
As you speak, your words

Fill, pause bv pause, my own forgotten sleep

With shapes,
In this realm, words and music are as real as forms, Not only
the belief In the creatlve power of language, but also the magical
traditions of the Neoplatonists and the Magi lie behind the meta-~
morphoses of the drama.

We must try to !magine the production of this play as a
cacophpny of saund that moves toward harmony, Voices and echoes
issue from the elements. Air and streams speak., Haurs cry. Even
a mighty darkness finds voice. Instead of farms, there are sounds
that move about the stage, With their 7ariety of metre, their pos-
sible modulations of pitch (the voice of the stream should differ
from the voice of Demogorgon) the voices proclaim that words are
as real as substance, Certain words in particular are supernatural

and originative, Much of Prometheus Unbound tries to recreate a

language that changed “he warld. The drama's flury of impatient
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words circle around a remembered care of wards that were powerful,
and then go in search of woards that will enact instantaneous reform.

The cave of Demogorgon is the center of all this sound , Out
of its “chasm," "the aracular vapour is hurled up.” Winds and
words, elaborating the Aeolian metaphor, unite there, "Wind-
enchanted shapes" amd "the enchaniment of the moon" draw Asla
and Panthea into the mouth of the cave. Spirits begin what, 1
believe, 1is the cerntral lyric of the play.

Sang of the Spirits

To the deep, to the deep,
Down, down!
Through the shade of sleep,
Through the cloudy strife
Of Death and of Life;
Thraugh the vell and the bar
Of things which seem and are
Even to the steps of the remotest throne,
Down, down!

While the sound whirls around,
Down, down!
As the fawn draws the hound,
As the lightning *he wvapour,
As the weak moth the taper;
Death, despair; love, sarow;
Time both; to-day, to-marow!
As stee#l oboys the spirit of the stone,
Down, downl!

Through the gray, void abysm,
Down, down!

Where the alr is no prism,

And the moon and stars are not,

And the cavern~-crags wear not

The radiance « Heaven,

Nor the gloom to Earth given,

Where there is One pervading, One alone,

Down, downl
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In the depth of the deep,
Down, down!
Like wveiled lightning asleep,
Like the spark nursed in embers,
The last lock Love remembers,
Like a diamond, which shines
On the dark wealth ofm ines,
A spell is treasured bhut for thee alone,
Down, down!
We have bound thee, we guide thee;
Down, down!
With the bright form besids thee;
Resist not the weakness,
Such strength is in meekness
That the Etermal, the Immortal,
Must unloose through life's portal
The snake-like Doom coiled underneath his throne
By that alone.

Here is one lyvic where punctuation is essential. It will be
observed that stanza one is a series of prepositional phrases, a
serles which s hows its incompleteness by ending with a comma;
that stanza two (also ending with a comma) is a series of similes
describing irresistible movements of one kind or another; that
stanza three is a serles of adverbial clauses of progression and
direction ("Though" and "Where") pointing toward the destination
in stanza four: the depth of the deep to which the refrain "Down,
down!*" has been leading. We have not yet encountered a declara-
tive statement., Stanza four begins with a prepositional phrase,
moves to four more similes, this time modifying not the descent
but the treasure which rewards that descent. The stanza arrives
finally at the treasure in the first declarative sentence of the lyric:

"A spell 1s treasured bBut for thee alone." This sentence ends with

a period. The stanzas of direction, magnetic movement, and place
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have penetrated the depth of the deep and found there the spell
which 1s like lightning, like a spark, like "the last look Love
remembers," like a diamond. This is what the descent has been
waiting for, The simile of lightning recalls the "thunder of that
spell" of Act I, line 61, "The spark nursed in embers" points to
the fad:ng embers of language in the Defense; the spell treasured
for thee alone recalls Earth's confession that her seas and caves
and airs meserve the curse as "A treasured spell.” (I:184)
Stanza five proceeds to explain the functin of this spell

which hides at the center of the world., The spirits have led
Asia (with Panthea the bright farm beside her) to the source of
Demogorgon's power, And yet strangely they talk of weakness and
meekness as the sowce of strength,

Resist not the weakness,

Such strength is in meekness

That the Etemal, the Immortal

Must unloose through Life’s portal

The snake-llike Doom colled underneath his throne

By that alone,

By what alone? we ask, By the spell discovered in the last
stanza, Language, not Jovian viclence, will direct the snake-like
doom to its positive rather than negative potential, This language
i1s meek because the spell to which the spirits refer is in fact
the spell Demogorgon reveals at the end of the play:

G Vi Wisdo E (562)

if with infirm hand, Eternity,

Mother of many acts and howrs, should dree
The serpent that would clasp her with his length;

These are the spells by which to reassume
AR ampire - o digsentsa od doom. (IV:565-9)
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The meek spells of Gentlenexs and Virtue, Wisdom and Endwance
will free the serpent now ooiled and tangled out by the farce of
the spell alone, loosed and turned to good, The spell treasured
like a diamond in "the dark wealth of mines" has power to redirect
the quality of life: it can lift ocut of eternity the possibility of a
just world,

Not only 1s Prometheus cast as a magician by wvirtue of
bewitching nature and summoning spirits, but more important he is
(in his benevolent aspect Asia) able to discover the magic that under-
lies all power, Moreover, as a aulture hero, Prometheus gave
specifically magical gifts to man. Most notably, "he gave man
speech, and speech created thought,/Which is the measure of the
universe," Because of this, "the hamonious mind/ Poured itself
forth in all-prophetic song;/And music lifted up the listening spirit/
Until it walked, exaempt from mortal care." Prometheus also gave
the use of secret magical herbs. He "told the hidden power of
herbs and smings . . . and by what secret spell/ the pale moon
is transformed." His discovery of the benevolent spell to replace
his malevolent curse is yet ancther part of his magical act: he
depresses or elevates the warld with the words he invents. And as
Prometheus oonfirms the right of men to challenge gods, he insists
upon the magical (not the religious) attitude. Magic does not

propitate greater powers; it exerts its own.
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The noton of this drama as a search for a new and better
spell to uncoll the snake~like Doom casts new light, too, on
Demogorgon's phrase "“the deep truth is imageless." The phrase
has been widaly quoted to prove Shelley's belief that at the center
of reality there are no categories. It seems that Demogorgon may
actually be saying something alse, To Asia's question "Who is
the master of the slave?" Demogorgon replies

If the abysm

Could vomit forth its secrets . . . But a volice

Is wanting, the deep truth is imageless., (II:114-16)
But we recall that Asia and Panthea (as Love) have just penetrated
the abysm and found its secret treasure. The abysm is now in the
process of vomiting its secrets., It could communicate these 1if it
could find a medium by which to transmit them. A wvoice is, so far,
wanting; and the deep truth is therefore without words that could
either define or animate it, Were this volce to be found, the deep
truth would 10 longer be imageless, Thus the quest of the drama for
powerful and yet benevolent magical words aims to give the deep its
image, A "potent voice," In *ouch with the secrets of the abysm, lis
in the process of being found, It will make the universe dance with
joy in the last act.

New magical words will free the warld:

Some good change
Is working in the elements, which suffer

Thy presence thus unvelled, {I:v: 18-20)

Hearest thou not sounds in the air which speak the love
Of all articulate beings? (35-6)
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Volces in the air sing "Life of Lifel thy lips enkindle With their
lova the breath between them." Speech is coming to life. And
Asia exults that she 1s indeed under the influence of a new~ magic,
"My saul is an enchanted boat." The ocean on which she salls is
music; winds are melodles; the boat is driven "by the instinct of
sweet music.,” He sang is a "chant" of celebration as harmony
frees the music of the spheres,

The results are political, perceptual and creative. The imme-
diate result of Asla's discovery of the holy Spell is the otherwise
unnotivated fall of Jupiter in the first scene of Act III, This sudiden
fall testifies to the power of magical language to transfam instantly
the political institutlons of the warld, Ocean and Apollo rejoice in
their renovated powers o hearing "sweet music" and "the small,
clear, silver lute of the young Spirit” (III:d: 34, 38} And Asia and
Prometheus untted became the universal Aeolian lute, as they sit
in their cave of the mind, its fountains now suddenly leaping:

And we search with looks and wards of Love

For hidden thoughts, each lovelier than the last,

Our unexhausted spirits; and like lutes

Touched by the skill of the enamoured wind,

Weave harmonies divine, yet ever new,

From difference sweet where discad cannot be;

And hither come, sped on the charmed winds,

The echoes of the human warld, which tell

Of the low wvaoice of love, almost unheard,

And dove-eyed pities murmwured pain, and music,

Itself the echo of the heart. (ACT IIl:iii: 34-47)
This cave, with its winds and its weaving, is the embryc for the

cave of the Witch of Atlas., For both caves are the sources of
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of art and poetry.

Awakened o5y the music of theProtean shell {"breathing within
it a volce to be accomplished") the spirit of Earth “"blesses the water
snakes" "unawares':

and when the dawn
Came, wLouldst thou think that toads, and snakes, and efts,
Could e'en be beautful? yet so they were,
And that with little change of shape of hue:
All things had put their evil nature off, (I1II:iv:73-77,)

The shell, trump2ting the message to the carth, amazes the spirit
of the Hour with the clarity of the new magical vision:

There was a change: the impa.pble thin air

And the all-circling sunlight were transfarmed,

As 1f the sense of love dissolved in them

Had foled itself round the sphered world,

My vision then grew clear, and I could sec

Into the mysterfes of the universe, (III:iv: 100-105,)

In the ren ovated 2=poch magical speech and magical insight are
granted =2ven to subsidiary powers,

Simultaneity, magnetism, mesmerism, oncness and universal
sympathy become preeminent in Act IV as the andent evil Haurs are
banished, The word "enchamtment" proliferates, The spirits dance
an incantatory dance.

Weave the dance on the floor of the breeze

Pierce with song heaven's silent light,

Enchant the day that too swiftly flees . . . {69-71.)
But now, oh weave the mystic measwe

Of music and dance, and shapes of light (77-78.)
Our spolil is won,

Our task 1s done,
We are free to dive, or soar, or run (135-137)
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Break the dance and scatter the song
Let some depart and some remain
We, heyond heaven, are driven along
Us the eachantments of earth retain, (159-162).
Words become ublquitous. The Earth proclaims
Language is a perpetual Orphic song,
Which rules with Daedal harmony a throng
Of thoughts and forms, which else senseless and shapeless
were. (415-417),
The spirits rejoice
And our singing shall build
In the vold's loose field
A world for the Spirit of Wisdom to wield. (153-155).
As in all magical acts, wishes are Immediately accomplished., A
word instantly summons a thing,
Speak: thy strong woards may never pass awaYe
Unlike the everyday words which teach us only to look into the abyss
of what we do not know, the magical words, first of Prometheus*
age-old curse, and now of Demogorgon's "meek" spells, are permanent.
They do not pass away. They are part of the essential creative power
of the earth's center, Somehow poetry--strang words--~does have
power to change the warld, as evidenced in the actHon of the drama,
The spell frees nature and man because it lifts the veil of appearance.
Magic goes to the essence; at the center of religious truth is language,
Therefore, Shellev's interest In magic is an important part of his con-
viction that poetry is the only medium of profound refarm: the magi-

cian who can transform the world with his "potent vaice" will be the

world's savior,
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Prometheus 1s the inventor of language, poetry and art, and
the animator of the universe through his new and holy spells. He
has succeeded in recharging the empty words of vengeance by pene-
trating (in his loving aspect) the secret strength of things accessible
through "Asia.," “The Earth-bom's spell" Demogorgon declares to
be "Gentleness, Virtue, Wisdom, and Endurance": "These are the
spells by which to reassume An empire o'er the disentangled doom "
{568~9). Prometheus is a magician. He revives language and men's
hearts, as peoet in his Aeolian cave, harmonizes the world, and is
its unacknowledged legislator,

Everything Shelley reads seems to support his belief in the

magical nature of poetry. Not only the Ion and The Symposium with

their analyses of the poet's divine madness, not only Fayst and
The Magico Prodigoso (as we show) but even the Cyclops contribute
to this belief:

Let us with some comic spell
Teach the yet unteachable

Shelley's translation of the satire begins. In his translation of the
Homeric Hymn to Mercury, the divine poet is asked:
I would gladly know
Whether the glorious power ye now shew forth
Was folded up within you at your birth

Or whether mortal taught o God inspired
The power of unpremeditated song?

Speaking again of "“soul-awakening music" he questions further:
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What Muse, what skill, what unimagined use,
What exercise of subtlest art, has given
Thy songs such power?

The infant Mercury wills his wand to Ap -ollo; implying esven the God
of poetry requires magic to wak his subtlest art:

And I will give thee as a good-will token

The beautiful wand of wealth and happiness,
A perfect three-leaved rod of gold unbroken,
Wicee magic will thy footsteps ever bless,
And whatsoever by Jove's volce 1s spoken

Of earthly or divine from its recess,
It like a loving soul to thee will speak.

A year after the final composition of Prometheus Unbound and

coatemporanaous with the translations, The Witch of Atlas expands

into an intricate theory the notion of the magical powers and origins
of poetry. It does so by first appealing to the Wordsworth~Coleridge
quarrel whiclh Shelley had carefully investigated while writing

Peter Bell the Third a month before. Magichl invention (the
Coleridgean option) not truth (the Wordsworthian) is what he deter-
mines to choose, This is a natural choice for him., Five years
earlier, as we saw in Alastor, he expanded the vislonary voyages

of the poetic soul in Queen Mab's magic car to the poet's frenzied
search for hidden invisible truths, In Alastor this frenzied search
began and ended with the poet imploring magical powers, He sought
these powen in ancient lore, in magical invocations, in travels to

eastern land s where magical lore was still available, After the

revel ations of Prometheus Unbound, Shelley is brave enough in
the Letter to Maria Gisborne to declare himself in fact a magician:
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Whoever should behold me now, I wist,
Would think I were a mighty mechanist,

Bent with sublime Archimedean art

To breathe a soul into the iron heart

Of some machine partentous, ar strange gin,
Which by the force of figured spells might win
Its way over the sea.

He sees himself as inventing in his multitudinous verses "strange
and dread Magical forms."” (43-441). “Proteus transformed to metal
did not make More figwres, or more strange." (45-6) And more
elaborately:

And here like some welrd Archimage sit I,

Plotting dark spells, and deavilish enginery,

The self-impelling steam-wheels of the mind.
Memory becomes a Witch (132), himself again "an old d:iviner,"

Hope, a "sad enchantress,"

Hence we come in The Witch of Atlas to an intricate resolution.

of Shelley's theary of words., The Witch of Atlas is a fulfillment

of the Coleridgean approach to poetic origination. Following
Prometheus Unbound closely, it can be read in the light of it, and
of the other poems about poetic maglc: Queen Mab, Alastor, their
variants, and The Letter to Maria Gisborne.

When G. Wilson Knight claimed that "The Witch is the incarna-
tion of poetry itself. <9 ne did not feel it necessary to show how
central this idea was to Shelley's wark, and he did 2ot expand it to
demonstrate Shelley's thoroughly magical notion of poetic language,
Harold Bloom modifies Knight's statement., He sees the witch as an

0

"incarnation of the mythopoeic faculty."3 He sees Shalley's debt
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to Spenser's Muipotomes in the *To Mary"” stanza, showing Shelley's
respect for visionary fable as opposed to the facts demanded by the
crue! twins Eror and Truth, In his opposition of fable and plain
truth, Shelley sides with Coleridge agalnst Wordsworth's matter-of-
fact Peter Bell, There is mare to truth that what a dutiful fidelity

to appearance reveals; a sudden and miraculous visionary rhyme can
get: more profoundly to the "tntth," Shelley scourges Mary for ac-
cepting mimetic standards that rely on the truth of things, His tale
1s "more fit far the weird winter nights" (when men are thrown back
an the regions of their own imagimations)

Than foar these garish summer days, when we
Scarcely believe much more than we can see, (670-2)

He thus ends his rhyme with a last thrust at Wordsworth's {(and

Mary's} "tyranny of the eye," and recommends instead the vision of
the inner inspired 2ve. While Bloom points to the Spenserian
analoguaes in the beginning, the plea far a temporary celebration of
the lower mradise, he admonishes the Witch fa her isolation (her
lack of Buberian relatdm ship) and for her pranks, Thus Bloom, too,
fails (I think) to see that the poem is a serlous exposition of a theory
of poetry that has govermed Shelley's writings up to this time,

The opening In the cave evolves from the cave where Prometheus
and Asia unite, Child o a union between the Sun and a Titan, the

witch may actually continue the mingling of the elements and the

Titantc powers that began in Prometheus Unbound Act III, scene iii,
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She is "an Embodied Power," (80) power given body in elements,
Har birth is a mpocess of Protean changes (65-72); as her warmth
warms the rocks, she animates and illuminates her surraundings.
(79-84) We learn that her voice and eyes have the power to tame
wild animals {93). She compels nature as Orpheus does with music:

The maglc circle of her voice and eyes
All savage natures did imparadise, (103-4)

Even the gods flock around her, magnetized by her beauty, untll she
is forced to weave far herself a subtle vell so as not to bind them all.
Lesser beings cannot endure her essence; they must encounter the
Witch only through a woven medium, a form.

Her cave is filled with sounds, visions, smells and tastes--
senses that carry deep truths to the mind (153%f); soundy inparticular
have power:

The deep recesses of her odorous dwelling
Were stored with magic treasures--sounds of air,
Which had the power all spirits of compelling.

The senses are not the only enchantments she hoards, Arcane learning,

too, Is (as we saw in Alasta and Prometheus Unbound) a means to

reach earth's core,

Her cave was stored with scrolls of rare device,

The work of some Saturnian Archi mage,

Which taught the expiations of whose price

Men from the Gads might win the happy age.
Her abstruse re search teaches formulae for redeaming the earth, as do
the spells Asia retrleves from Demogorgon, Lae will teach secret

words for curing men of greed and violence, Like the Witch's Orphean
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power ovear wild beasts, the anclent spells compel all things. The

scrolls teach how
all things that seem untameable,
Not to be checked and not to be confined,
Obey the spells of Wisdom's wizard skill;
Time, earth, and fire--the ocean and the wind,
And all their shapes--ard man's imperial will;
And other scrolls whose writings did unbind

The inmost lore of Love--let the profane
Tremble to ask what secrets they contain,

Again, the profoundest visions are only far the adept, the magicians
trained in the magical tradition, Others must vell their eyes in form.
The Witch combines learning and creaton. She reads to delve
the secrets aot visible to the eye; when she is not reading, she
practices her art:
All day the wizard lady sate aloof,
Spelling out scrolls of dread antiquity,
Under the cavern's fountain-lighted rocdf,
Or broldering the pictured poesy--
Of some high tale upon her growing woof,
Which the sweet splendour of ha smiles could dye
In hues outshining heaven--and ever she
Added some grace to the wrouaht poesy.
As she wove for herself a veil to shield the eyes of cthers, she
"weaves her poesy." The poem is "a growing wod," The Witch
is the Imagination, as the Witch Poesy of Moat Blanc is the
wizard of making. She involves herself in form.
Weaving becaomes an image of intricate creation far several
reasons, For one, cloth develops out of the insignificance of

thread., Almost out of nothing, then, "pictured poesy" can arise,

Line by line, as 1In verse, the shuttle crosses to make a growing
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woof, The lmage of weaving may even apmoximate the in and out
of rhymmes, the up and down of metre, and the intricate pattem of
sounds that crosses through the texture of a stanza. Weaving has
yet another extension as an image of the creatimn of poetry: that
is the web the splder weaves to catch his victims, Shelley makes
the comparison with his own craft explicit in the first lines of the
Letter to Marla Gisbarne:

The spider spreads her webs, whether she be
In poet's tower, cellar, or bam, or tree;

So I, a thing whom moralists call worm,

Sit spinning still round <his da2caying form,

From the fine threads of rare and subtle thought=-

No net of words In garish colours wrogght

To catch the idlé buzzers of the day . + .
Here the weavings of poetry exercise the poet's power over things
(he catches and holds things in his verse) but especially over men.
His web of language compels them to do his bidding., Like the view
of poetic language as magical spell, the view of language as a woven
spider web asserts the function of language to direct men's minds and
hearts and thereby reform men's institutions. Magical persuasion,
once again, prevalls,

Her "wrought poesy"” is also flery. "She held a woof that dimmed

the burning brand."” This is the heritage of her father, the Sun, who

also has magical power to transform things, "“His power," too, "is an

enchantment," for he changes things with heat and light,
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And wordrous works of substances unknown,
To which the enchantment of har father's power
Had changed those ragged blocks of savage stone,
Were heaped in the recesses of her bower;
Carved lamps amnd chalices, and wvials which shone
In their own golden beams --each like a flower,
Out of whose depth a fire-fly shakes his light
Under a cypress in a starless.night. (201-208)
As Apollo, too, of course, he is patron of poetry, and thus of his
own daughter,

Taming beasts, seeking ancient lore, weaving form to hide her
essaence, the Witch works in a trance-~the kind of waking dream in
which Keats, too (like Coleridge before him) claimed to have had his
visions, Imagination operates half in half-dream, and half in the
burning fire.

Amid a wood of pines and cedars blended,

There yawned an Inextinguishable well

Of crimson fire—-full even to the brim,

And owerflowing all the margin trim: .

Within the which she lay. (276-281)
Moreover, it 1s necessary to see that the unrestiricted travels in
the magic boat, the creatian of the sexless Homunculus, the lifting
of the vell of appearance, and the enchantment of man to the purposes
of good, are as tmportant to a definition of the Witch Imagination as
are her origins, learning, and Orphean power.

The maglc boat is an inheritance from Vulcan, Venus, and Apollo,
The Witch therefare travels on the fusion of Love, craft and inspiration.
"The pinnace" is "ared by . . . enchanted wings." Her travels in it

are the free-wishing of the Imaginatian ~-the power to invent far beyond
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what the eye can 3ee, and thus the power to transcend and 3scape
the merely visible a the merely natural, "The lady=-witch in visions
oould 10t chain Her Spirit." She travels through time and through
space, from myth into history. There are no boundaries {such as
the boundaries set up by the cruel twins Truh and Error) to impede
her flight, She would often climb

And like Arion on the dolphin's back
Ride sing!ng through the shoreless air (434-5).

Shelley even seems to refer this free travelling to his own Imagination
in the jocular letter accompanying "Peter Bell the Third, To Thomas
Brown he cexplains

the orb of my moonlike genius has mades the

fourth part of its revoludon round the duil

earth which you inhabit, driving you mad . . .

Indeed, the freedom of the Witch's flight does influence life on
earth, but for sanity and goodness, "“Mortals found"” that on the days
when the Witch travelled

the sky was calm and fair,
Arvl mystic snatches of harmonious sound
Wandered upon the earth were'er she passed,
And happy thoughts of hope, toco sweet to last,
(493~496)
Like Intellectual Beauty, Imagimation graces our moments, though it
cannot save us from mutability. The Witch's “light feet"

Passed through the peopled haunts of humankind,
Scattered sweet visions from her mesence sweet,

Shelley is careful, however, not to allow the influence of his
Witch to seem like an escape from life's evils. On the contrary, her

main task--the task of Imagination--is first to ses below the veil of
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appearance into the inner form; then to charm the soul; and finally
to magically compel evil-doers to teform, Fa poetry functions by
going o the cause of change, not its effect, Since the magical
Imagination sees into the deopths, since it caan enchant men through
words—--charms~~it i{s the only power that can metamorphose all of
life. Prometheus, inventing art and langaage, getting to the deep
truth, and retrieving from it the right spell, has proved this magical
power to us already. Poetry's magic power 1s the only route to
political change,

For the Witch's imagination "the distortions" of religions and
Zustoms are "the sirife Which stirs the liquid surface of man's life,’®
(544), Whereas everyday life struggles on the violent surface, imagination
moves in the calm depths, She seces in princes, priests and peasants
only the surfaces of rank and station: "all the forms in which those
spirits lay Were to her sight like the dfaphanous veils ., « « " Under
the vell of appearance she discems "the naked beauty o the soul,"
the inner form." As Imaginmation, then, she knows the patura
patwans, not merely the natwa naturata,

Knowing "the secret strength of things" in this way, the Witch is
able to conjure the innar foarm into the permanence of poetry. By a
charm she links the inner form with her own spirit:

And then she had a charm of strange device
When, mumuwred on mute lips with tender tone,

Could make that spirit mingle with her own,

The charm gives life and permanence; it foregoes mutability:

BRI L S
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Alas! Aurcra, what wouldst thou have given

Foar such a charm when Tithon became gray?

Or how much, Venus, of thy silver heaven

Would st thou have vielded, ere Proserpina

Had half {ch! why not all? the debt fargiven)

Which dear Adonls had heen doomed to pay,

To any witch who would have taught you it?

Beautiful men and women her charm eserves in all their perfection:

To those she saw most beautiful, she gave

Strange panacea in a crystal bowl:--

They drank in their deep sleep of that sweet wave,

And Ulved thenceforward as if some control,

Mightier than life, were in them,
Thus, the power of Imagination is magical , inasmuch as it knows the
formulae far penetrating the deep truth. And its operations are likewlse
magical , Inasmuch as they use charms to enchant spirits to a life of
the spirit,

For those who are not beautiful in themselves, the warks of
Imagination are beauty-making, as well as beautiful. Seeing the deep
truth in art, even evil men are forced to recognize the mockery of their
corrupt posidons, The king leams that an ape in his clothes would be
as powerful. Sold:ers, too, their imaginations and dreams enlivened
by poetry, beat their swords into ploughshares, The dream of lovers
are inspired to the fulfillments of love. Friemds who have quarreled
are brought by the sympathetic Imagination to see clearly and became
friends again:

Friends who, by practice of some envious skill,
Were torn apart--a wide wound, mind from mind!--

She did unite again with visions clear
Of deep affection and of truth sincere.
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Poetry goes to the cause of evil; the Imagination transforms the mind

32 "These were the pranks she played among the cities

by Sympathy.
Of martal men," They were by no means frivolous for being metamorphic,
Her transformations were profound. They aimed at nothing less than
a reform of the entire heart of man. They were the same transformations
that Prometheus accomplished by discovering the holy spell in the cave
of Demogorgon., Act III of Prometheus Unbaund accomplishes this same
dropping of the masks and reaffirmation of the sympathetic heart:

The loathsome mask has fallen, the man remains

Sceptreless, free, uncircumscribed, but man

Equal, unclassed, tribeless and naationaless,

Exempt from awe .+ + »
As Prometheus' spell had power over the gods, too, soc dd the Witch's
poems: "What she did to Sprites and Gods, entangling them in her
sweet ditties To do her will , , , I will declare another time," Her
poems are webs that catch men and control them., Men who read
tMem are unable to resist doing good: thelr imaginations are enchanted,
The poet of the "Ode to the West Wind" identifies with the wind "the
enchanter ," the ;'Splrit Fierce." The magician poet will disseminate
his thoughfs over the earth, blown by the wind of his Asolian breath.
His verse is an incantation; it awakens earth, It governs the cycles

of nature,

Be thou, Spirit fierce,
My spirit! Be thou me, impetuous onel

Drive my dead thoughts over the universe
Like withered leaves to quicken a new birthl
And, by the incantation of this varse,
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Scatter, as from an unextingufshed hearth,
Ashes and sparks, my wads among mankind!

The magic of poetry conslists, not so much in its power to originate
totally new acts, as in its power to enchant men to virtue,
to reach more imaginations more deeply than prose. The verse is an
incantation; the poet, like the wind, is an emchanter; the imagination,
like the witch, is a traasforming power, The imagination does populate
the world, but, more important, it mesmerizes the mind and thus works
for political, no* only aesthetic ends. Poetry becomes transitive
(not iniransitive and self-reflexive as for Coleridge)}; it changes men.

Shelley adopts Coleridge’s use of magic o signify the effortless-
nass and freedom of the Imagination. He accepts the notion of
maglically induced trance arising from indolence and leading to spon-
taneous and powerful voice. He agrees with Coleridge that words at
their most powerful bulld worlds, and that in genceral the warlds they
build are paradisial, whole and instantaneous, They are better worlds
than the visible aqne, Magical insight penetrates even *he existing
warld more deeply than does mimetic sight, The poet who is adept
at maglc sees more deeply because he is arcanely learmed. He knows
secrets, He lifts the vell, Because he sees thus, his visions are
visions of unity and love.

But Shelley's magic is pragmatic. Coleridge is so astonished
at the power of wards to generate Independent life that he ascribes
to them magical power, He ascribes to the will whenos they come
supernatural strength. Shelley, however, is not so mmsh oconcerned

with the magioal corigins of the werds a0 with hetr ofiosts. Wesds
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may be described as "magical” because they emthrill men; at their
most urgent, they can caompel men to good:; they metamorphose life

by the incantation of their verse." Coleridge's theawy of poetic
magic looks inward :o the process of making poetry. Shelley's looks
outward to the changes poetry will effect in the world, Tor Coleridye

poetry confers life; for Shelley it improves (t,
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Conclusion

The Coleridgean tradition did not end with Shelley. Indeed
Coleridge's theories of incantatory verse and magical origination
secm to exercise a magic of their own over many major nineteenth
century figures, Many of the se aimed to be vartiously enchanting
in their poetry. When Edgar Allen Poe rejoices in 1831 that in
reading Coleridge's poetry

I tremble like ane who stands upon a volcano,

conscious, from the very darkness bursting

from the crater, of the fire and the light that

are weltering below,
he speaks far a whole genevation which stands on the same volcano.1
Poe's own musical verse is designed to enchant us out of (rather
than into} thought; it uses Coleridge's magical theories, but distarts
them, Looking back on this whole nexus of magical verse, Aldous
Huxley proclaims

All the poems of Edgar Allen Poe are spells,

A self-conscious and sclentific sorcerer, he

was for ever experimentally combining in

varying proportions the di:fferent kinds of

poetical maglc--magic of sound, magic of

remoteness and fanciful extravagance,
Browning, too, comes under Coleridge's spell. In 1835 his
Parcelsys uses a ceantral magical haro to discuss the disjunction
of reason and feeling. And in 1844, influenced both by Celeridge

himself and by a Coleridgean reading of Plotinus, Jamblichus,
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Paracelsus, Agrippa, Boehme and Swedenhorg, Emerson describes
the poet as a liberating God whose "metamorphosis excites in the
bheholder an emotion of joy."

The use of symbols has a certain power of
emancipation and exhilaration for all men.
We seem to be touched by a wand which
makes usadance and mun about happily, like
children,

In 1844 Emerson elaborates hls theorles of magical poetry in the
three parts of his Merlin, The medieval wizard becomes the arche-
typal bard., Merlin operates in a sympathetic and vital universe
that is compared o an Aeolian Harp. He reconclles heaven and
earth by his magical languagz, Merlin's art orig!nates and frees,
His "Artful thundar" should "coavey the secrets of the solar track,"
QOut of enthusiasm comes an effortless verse:

Great is the art,

Great be the mannas of the bard!

He shall not his brain encumber

With the coll of rhythm and number,

But, leaving rule and pale forethought,

He shil aye climb

For his rhyme:

Pass {n, pass in, the angels say,

In to the upper doors;

Nar count compartments of the floors,

But mount to Parad:se

By the stairway of surprise,
Like Coleridge, Emerson sees the poem arise nat through calculalion,
but spontanecusly and miraculously. The poem brings nature to

harmony. Allusions to Prometheus, Orpheus and Prospero fortify

the noton of the magical powers of verse:
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Merlin's mighty line,

Extremes of nature reconciled,

Bereaved a tyrant of his will,

And made the lion mild,

Songs can the tempest still,

Scattered on the stormy air,

Mould the year to falr increase,

And bring in poetic peace.
Because the analogiles of maglcal poetry correspond to the analogies
within a magical universe, poetry and the world zan act on one
another.

Perfect paired as eagle's wings,
Justice is the rhyme of things,

Words chang2 thlngs. Poetry and magic work on *he same principle,
It is perhaps through Emerson, then, that Emily Dickinson
learns to think of her power as magical, her poems as acts of
sorcery. Her belief that "the living word Yas recreative power" led
her to invernt an extravagant language, explains Charles R, Anderson

in his Emily Dickinson's Poetry, "Only so could she render her full

beliet in poetry's magical power."5 Anderson credits her with ani-
cipating "the belief of twen*ieth-century poets in *he maglcal trans-
formation which the consclousness can make out of the world by a
new union ot word, thing, and thought."s But Anderson fargets that
she did =wt initiate this belief, Instead, she takes it over fsem
Emerson and Poe, who in turn leamed it from Shelley and Celashdge .

Noar should ‘#e omit Tennyson from the list of those whant wee
of magic can be traced to Coleridge. Ris Merlin, the exhoustnd

enchanted of the 1859 Mudin and Misign., hed been a sewr ol
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creator, but is himself bewitched by passion and van'ty. The very
charm that had created the Round Table and its ephemeral utopia
comes, with the dacline of virtue, to enthrall the weak enthraller,
Magical power cannot resist the uses of evil, Like Adam, Merlin
‘he wizard had claimed a false divinity, and he falls to the serpentine
Vivien, Art Is corrupted along with society. Tennyson's moral
speculation on Merlin's self-destroying charm deflects the aesthetic
thrust of Coleridge's thearies of magic,

This aesthetic direction continues in France, passing there

via Poe to Baudslaire. The notion of poetry as majic infusez the

symbolist movement. Marcel Raymond, in From Baudelaire to Sur-
realism ,alerts us at every turn to the magical intentions of
Baud=laire, Apollinaire, Rimbaud, Verlaine and Mallarmé.” We
remember that Valery, author of Mon Faust, entitled ais second
volume of poems Charmes; that Rimbaud considered himself a sorcerer,
particularly in his poem Vgyelles; and that Villlers de 1'Isle-Adam
claimed ‘or himself the epithet (after reading Eliphas Levi's Dogme
et Ritus! de Haute Magie) “l'enchanteur.” While Huysmans was
using magical motifs in [a-Bas, Mallarme revealed his ideal of the
poet as magician in this paragraph which summarizes the thomes of
neoplatonic, primitive and romantic magic we have cbserved so e

To evoke the mute object in a shadow by means

of allusive woards (never direct ones) that become

thomoelves equally silent, com.es very near %
ovestisn, Ty ia the limites of the ides uniquely
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put in play by the literary enchanter,
scintillates an: {llusion equal to the
truth, Verse, incanation!

8 When

The poet is "a magicien," a "dispensatew du charme,"
Arthur Symonds introdices the symbolists to England and Ireland
in 1833, he reintroduces with them, the metaphors of magic that
Thomson, Collins, Young, Hurd, Coleridge, Shellevy and Byron had
used in profusion almost one hundred years hefore. Showing that in
symbolist poetry "description /s banished that beautiful things may
pe evoked, m:':lgi.cally,,"9 Symons reinforced what Yeats had already
learned from Shelley,10 In 1933, Aldous Huxley summarizes this
long English traditon of magic and leads us to understand 1ow the
interpretation of maglcal verse has changed from an ideal of precision
o one of vaguaness:

Intrinsically magical, spells are loud with what

is, for us, a compelling music. Thelr phrases

are thrillingly dbscure with shadowed meanings

and mysterlous allusions. Thear strange words

set the 1mag‘nation.working. Spells, in shat,
are poetry, anxd their authors, the magicians, poets,

11
It has been the purpose of this study to show that Coleridge
was the synthesizer and disseminatar of this tradition in England
and America and aventually twith the help of the Germans) in Prance.
In Coleridge's poetry and prose magic is a pervasive theme: the
magician is a wise man who participates in a supernatural werld

partly of his own making, Because of his heightened perceptiens

voices passess Mm, He is learned in arcane love. Wih thees
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unique powers he is ahle to penatrate the secrets of the universe,
For both Coleridge and Shelley, words have magical power to conjure
things and to enchant men, Like spells, their poems summon in-
visible forms and animate the unlverse. In such major Romantic
documents as "The Rime of the Anclent Mariner," "Christabel ,"
“Kubla Khan," "Peter Bell," "Manfred," "Prometheus Unbound," and
"The Witch of Atlas,” magic not only provides subject matter but
also enjoins form, The view tha' poetry is magical seems to inform
these works to such. am’ extent tha: the magical spell is a frequent
metrical invasion. The poet, in 4is frenzy, becomes a magicilan
who finds "potent volce" as the mariner and Bard Bracy do, or who
exchangas on2 potent volce for another, as Prometheus does, Speak-
ing and charming are one, Both are means of revitalizing 2xperience.
It can have been no coincidemoe: that the use of magical themes and
forms occurs often in two poets who had since early youth been
familiar with the neoplatonic and primitive magical traditions. As
these traditions link the creative power of language with incantatory
verse, they inspired a belief (sometimes arrogant) in the poet's power
to act both in divine and political spheres., Where words transfosm
the things they describe, poetry changes the wald.

The importance of magic to the Romantic view of poetry as
never before, to my knowledge, been observed, Although we iae
tuitively speak of the magic of verse, we ignare the alabosstion of
this matapher in the second half of e cighteoenth eatwy, and we
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ignore the stress on the continuity of magical trad:tim from
Renaissance to Symbolists, as Colerldge and Shelley sought to
synthesize the past ani ardaln the future. Because it is a theme
chosen dellberately, it becomes a method of writing poetry., Its
importance is not so much for illuminating Romantic poetry and
theory for us, as in dictating to the writers themselves how they
thought about their own role and their poems' power, and accordingly
how they actually constructed their verse, Magic amounts to a
statement of the impartance of originality , to a n»ew way of structuring
verse {along lines suggested iy Shakespeare's Macbeth) and to a
daclaration of wrar against Aristotelian mimesis. Things are dead;
the omnipotent and verbal mind revives them,

Coleridge, in knitting together strands of magic from noxdic
study, anthropology, Plotinian philosophy, mysticism, amd science,
anvl the images of those eighteenth century writers who first thought
about magic in relation to art--founded the whole metaphor and the
incantatory practices [t evoked. By the sheer quantity of evidensce
in prose, minar poems and major poems, and by the consistency of
his concern with magic in every aspect of these poems, we have
seen the way maglic touched Zor Coleridge on his many other concerns:
spontaneous creativity, organicism, miracles, enthusiasm, the physiesal
effects of thythm, to name just a few, Magic is a theme, amd

because from Morgann and Young to Shelley and Byron it was swash

a poovelont ane, 12 fhally goverms the pattern of actual lines ef
postlry, and the pcat's expectatiens of Wheir effects on readers.
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Coleridge, in bringing o bear on the magica! power of
language the whole force of Renaissance theay, takes responsibility
for uniting Romantic theories of language with a wealth of theories
from the past, Following the Cambridge Platon!sts and Young, he
bringys England in*o the continuum of European neoplatonism, and,
stressing the centrality of words, voints England thenceforth into
magical directions,

How much the underlying theories of maglc account for the
actual magnetism of the Romantic poems recently undar consid=zratim
ts difficult to say. The juxtaposition of their magical intentions
with the magic terms that critics have used in praise of them leaves
a gape. This gap Is the actual power of the words of a poem over
our feelings, and here, despite advances in psychology, we are
still caught in an unaccountable (and hence magical) dilemma,
Perhaps only a metrical analysis (and here the peculiar metre of
the magical spell becomes .relevan:) can explain *he feelings of
fright, compulsion, credulity and power aroused by the supernatural
poems of the Romantic era, In the real accentualism of their wild
and whirling wards lles the source of the magical power of the
poems over us; the metre enchants us to believe we are being
touched by a language distinct from normal speech, with power to
sunmon ‘spernatural forms. When Coleridge reveals that poets
are inegised by the very excitemant of ;nlﬂn. he suggests the
post (iikhe the reader at a later stage) is compelled by the mestre
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of his own poem to proceed, He, too, is enchanted by its rhythm,
And poets write in metre, says Coleridge, to anncunce that they are
about to say something different. Since the metre in magical poems

is mare pronaunced than !n others, it is partly this self-consciousness
that forces the reader to attend o the densely patterned structure.

In spells the techniques of poetry are concenlrated; their effect 1s
therebv reinforced (at least in the short run); and to the extent that
we are more than usually consclous of thelr texture as language, we
are seduced into accomodating their conternt and obeying theilr seemingly
suparnatural commands, This sounds like decepton, bhut it is rather
the exarcise of emotional, and hence mettical, power that evinces

our credulity, and imprints our remembered sense of having been

Yound as with a spell, We are not tricked, but lured into an uanusual
state of consciousness in which the things of this world cease to seem
the only reality.

But why it is, however, that the "Rime of the Ancient Mariner"
charms, while the "Lay of the Last Minstrel” bores us, is a quastion
that must in the end bhe left in the realm of magic. It was a sort of
maglq that Coleridga's compelling s peech exerted on hls contemporery
listenors; it was a sort of magic that enforced his theories on Shelley,
Byron, Poe ardd Emereen; and a magic still emanates from those pesma
that rose suddenly and magieally uwp %0 him out of his indolence and,

in magical metres, deseribelthe search for "petent voice,” for utterance
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at once original and originating, that will guarantee the omnipotence
of mind, As words make worlds, *hey guarantee the mind*s origin
in a supernatural world, and suggest its freedom from the impressions of

nature.
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