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~ Joun KEAES |
THE PQET AS HETHM&&ER

Thig thesis ia a mtu&y in the theary and ccmpositiaﬂ of
'zmytholagieal paetry in the work af Jolin, K@ats@ ‘Thig subjech
'is introdmcad in ehapter I Viﬁh an examination of the @0&3 to
‘?sychea ~ The argumenﬁ ef the 0de ia impartanﬁ for iﬁafaefiniw
tion of the ‘poet a8 a mytmmaker and. itg @qu&ti@m af poetry and
 fmJtha Ghﬂﬁta? XI consists of &efxait%ang @f mgthalegical peetry
| kand my%h@ Hﬁth@logiaal paetry inclvdes p@em whiah‘merely
alluae or refer o mythg poens which wepr@&uce reteiva& nyth,
“'peemﬂ whiah re»inﬁergret and xevitalize inewb mythg an@ poens
‘mhieh are @riginal cmeatxamq sf my%hn Hyth is~aefined as &
verbal anqﬁruetibn having speaial sigmificanca &8 & way of
wdefining the r&l&t&anship between man an@ hﬁa envircnment
"%hrgugh,bhe,ﬁreaﬁimn;mf,t%e suyarnatural by pr@jeetin@ ﬁh@ |
hupsn form upoh the inhuman Worlds which has personal, ‘soclal,
”k\and-uhivérgal relévanéég an&?ﬁay*be‘ﬁhe gomposibion of an
gnai#i&ualg"injthis~6336 Keates and in which, in accordance
with their apechal sﬁgﬁifieaneeg‘the narrative or themeg,ene
 jcharaeterﬁ9 actiony time,, seﬁtingp an& fafm are styiized or.
| rehetypule Ain ehapter IIIE I examine the inteileatual context
fin wﬂich Keats formed hig eancep%icns of paetry and myth and

“cempnscd hig mytholagieal poetrye Inf, luencesfan@ and eorreas



pondencog to, Keats? %heary and practice ave identified in a

: ,hir%tzia@? purvey of %he theorion andApraetiaes of his pr@n

| d@@esaaya aaé @nﬁﬁemvwrﬁriagg ﬁnﬁkwﬁﬁﬁ &@m@ v@f@ﬂ@ﬁc@ Lo Kc&%&“
‘biagwa@hye Qh&@ﬁ@f v maa&%ag& of an @wam&ﬁﬁ sion of ﬁc&tpﬂ

%&eav@%ima? a@pxa%eh %g«yﬁe%xy @mé.my%hg iﬁﬁ&iﬁe%&ﬁ* Eeaba?

: ,paemg mwa,%a%%evs ag i&a@r&%&a&i ﬁaqueman@s an“?g Z i&i&&%@aﬁu

,th@ @9§$@%panﬁen@e3.&@$w@em hi@ a@nuﬁﬁ%,affﬁan%@y aﬁﬁ~%h@, |
definition of myﬁh'%hiam I nede in chepter Il. Keats ﬁxﬁﬁx@gs
2t conteln e&@&&@iﬁ iéﬁnﬁ%fiﬁ&%ﬁ@&% @f poetry end oyth and
 the P@@@w %mﬁ@ k@&ﬁ? noat ﬁ&m&r@é &?ﬁ em&@@ ors of ﬁ&%ﬁﬂ&@g&@@&
_ poetrye ?ea%m lements the ﬁ%as&ﬁ@ @@ %ma g@ﬁ&@m,agg @f poebrys
b&%‘ha‘@ fers hig @Vﬁ pﬂaﬁyy a8 a ﬁﬁ&ﬁ@iﬁﬂti@m for the works
of the Vﬁ&ﬁﬁh@@/galﬁ&ﬂ'aﬁép Be has declaved thet g@é%ry ig
myth and ﬁﬁa@ hey himself, will be o my%ﬁﬁ&ﬁe@@ in @hﬁpﬁ@r»y
V, I conclude my bhesis with a demonstration of Keabs® develope
nont ac &kmytmmak@rt%hm@aghbaavaxamiﬁ&%&@av@f some of h&ﬁk
mytholegical postry. Thig ﬁ%@@&@@@@nﬁ i on alﬁawa%i@ﬁﬁfrem
his early sud derivative references to iunert mybh, %hrnm;h'

; imareu@mngly o gﬁhﬂl roprodustiong &m&.iﬁﬁargwaﬁaﬁ&@m& of
received mythy to o final @gpwnn@h 5o the origlnsl araaﬁiun

of viteld mgﬁﬁ in the ®0de ﬁ@,&mﬁmwﬁ@“
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|  CHAPTER I
. PSYCHE'S PRIEST: AN INTRODUCTION

The‘"Ode'to PSyche“l is the first of the "great‘OdeS"
which Keats composed in the spring of 1819. Keats copies 1t
kinto a letter to George and Georgiana Keats on Aprll 30 1819,
. and e prefaces the poem with this confession.

The following. poem—-the last I have written is the first and
- only one with which I have taken even moderate palns--I have
for the most part dash'd of my lines in a hurry--This 1 have
done lelsurely-~1 think it reads the more richly for it and
will I hope encourage me to wgite other things in even a more
peaceable and healthy spirit
Many of the "pains" Which'Keats has taken in this poeﬁ~are
-doubtless technlcal. The compositlon follows the period of =%
Jexperimentation in the sonnet form which led to Keats' develop-
" ment 1n the ode of a 1onger and;more‘flexible 1yrio form.3
;It is unllkely, however, that Keats' concern for physical :
structure was such that, as walter Evert suggests, "almost any
etoplcs would serve the purpose."u Keats! account of the “palns"
which hevhas taken with theW@de to:Psyche" is followed, not by
a discussion of techmique, but by an explanation of his subjects
You must recollect that Psyche Was'not’embodied as a goddess
before the time of Apulieus the Platonist who lived after the
Agustan age, and consequently the Goddess was never worshipped
or sacrificed to with any of the ancient fervour--and perhaps

never thought of in the old religion--I am more~orthodox that
(sic) to let a hethen Goddess be S0 neglected--( 11, 106).

Keats' tone is 1ight,'but this pertness-does not'deny the



earnestness of his subject. As~a'statement about the relation-y
dship between poetry and mythology, the "Ode to Psyche" expresses
a concern which is significant throughout the cenon of - Keats"
poetry and, as such,ka con31deration of this poem will serve
asan introduction to my thes1s, “John Keats, the Poet asg: Myth-
: maker," which isan 1nvestigation of Keats' concept of myth and.
of his own Writing of. mytholegical poetry.

The commentary on the Psyche of" classical mythology which
' Keats includes in his letter is largely derived from Lempriere's

Classical lictionary.sl Thefother chief~sources foereats' eon-‘k

‘ception of Psyche are ‘William Aldington® s Elizabethan translation
yof Apulelus' Golden Ass Which he: had been readlng shortly before
‘kwriting his Ode and Mrs. Tighe's poetic romance PSXGhe ‘which |
Keats had read with great admiration in 1815 and 1816. 6_ Keats'
poem, however;~1synotla narrative, but a reflective,lyriciand

the "Ode to Psyche" has very little to do with the accepted myth

of Cupid and Psyche. Cupid, "the winged boy, " is seen in stanzag' —
'one ‘and two couched at Psycheﬁs side andlhe‘doubtless represents |
the "soft delight"" which the poet in stanza five intends to create

for Psyche, leav1ng.,

A brigmt torch, and a casement ope at night
To let the warm Love in!
Otherw1se, Cupid is absent from Keats' poem. Psyche is noted .k
by Keats for her legendary beauty and she has'lucent fans"
appropriate to her traditional representation as a butterfly.

~Keats does not however, develop the traditional 1nterpretation



3 .
of the story of Psyche as an allegory of" the relatlonship between
"Love and the Soul. Theére are some reminiscences of Apuleius'
"tale in Keats' poem, but these are only suggestlons. 'The "bright
‘torch" recalls the torches that are put out in Apuleius® tale as
Psyche is abandoned by.her parents and the,"casement ope at
'night"*may‘be connected, both with,the window through whichf
Cﬁpid visited his mew bride~beforekthe fatal burning,iandkalso‘
the window through which Cupid eScapes’in Order~to‘rescue Psyche
~at the conclusion'Of ApuleiuS' narrative; It is also likely
n,that both the pastoral bower in which Keats discovers Cupid
‘and Esyche in stanza one, and also'the "rssy santuary"kwhich~‘
he promises to make for Psyche in stanza five; OWe something
tc Apulelus' description of the falr mansion to which Cupid
utakes his young bride. ,It‘is worth noting that Keetsidoes‘not
refer tokthefsituation'which precipitates the action in Apu- ;
leius"version;sImkApuleiﬁs,ftheigreat beeutylof the young |
~Princess has'caused mensend‘women'to forsake the:shriheSyof |
Venus and to. worshlp the mortal Psyche in her stead. This im-
propriety incurs the wrath of Venus who sends her son Cupid to
take revenge onePsyche. fHowever, while Apuleius' Psyche,is’
tworshipped even as a mvrtal,'Keatsf Psyche‘hes entirely missed
the'attentions'epprOpriate‘to an immortal being. Keats' Psyche
1s seen with her lover Cupid and is described’ in terms of the
,sconvention of her great beauty 1n the opening stanzas of the
Ode; and Keats' slight reference t0~Psyche s tradltional aSsocia-~

tion with the soul becomes appropriate in the development of

'1kKeats' last stanza; but Keats does not emphasize these cla531cal
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;associations,of the goddess Psyche.‘\Keats"Psyche iskprimarily‘
kﬂalmythologicallfigure:created”in’the imagination to be celebrated
in poetry.‘ Keats borrows the figure ffom‘c1assioal-mythology,
but gives it an original signlficance in his poem. |

’ The "Ode to Psyche" begxns With an invocation to the
"Goddess" Psyche which is followed in. the first two stanzas
by Keats' account of hig vision of Psyche With her lover Cupid.
'This vision occurs ""on a sud@en," surprlslng,Keats asfhe "wan—~
dered in a:forest thoughtles31y.“: This sequence of the poet'

enjoyment of natural beauty being followed by a mythologlcal

", viéton exempllfles the etiologioal interpretation of the origin

of myth Which occurs frequently in- Keats' early poetry. Cupid

fand Psyche are dlscovered in an Edenic bower and Keats' des-

cription contains some llnes of perfect sensuous‘beauty,
f,'Mid hush'd cool-rooted flowers, fragrant-eyed,

Blue, silver-white, and budded Tyrian, ,
They lay calm-breathing on the bedded grasss

L
,Keats returns to thisspastoral imagery in the Tifth and con—
:,cluding stanza of the Ode where 1t serves to 1nterpret the |
argument okaeats' poem. The fi:st two stanzas of the Ode are
lergeli introduotopy; Keats revealssthat;he has seen akVision ~
of Psyche.‘ At f«ii%st he 'is( surprised and doubtful:

Surely I dreamt to-day, or did I see
The winged Psyche Wlth awaken'd eyes?

but the second‘stanza concludes With the'surety:of,reCOgnition:



But who wast thou, 0 happy, happy dove?
Hls Psyche truel . X

In the third and fourth stanzas Keats begins. to de-,
velop his theme, Psyche is the "latest born" of a “faded
‘hierarohj"'and although‘she,is’"fairer" than both Phoebe‘and
Vesper, her worship has ‘been neglected. Psyohe has miSSedfthe'k
fcelebration of “temple,“ "altar L and "virgin—ch01r. ~She -
has enaoyed.

No voice, 1o 1ute, no pipe, no inoense sweet

From chain-swung censer teemings;

No shrine, no grove, no oracle, no heat
of pale«mouth'd prophet dreaminga ‘

Keats' Psyche iss

o e & too 1ate for antique vows,
: Too, too late for the fond believing lyre,
When holy were the haunted forest boughs, o
Holy the air, the water, and the fires « o s »
The visionary W0r1d of the Olympianuhierarchy has "faded"
, i
and become "faint'" the pagan gods are dead and their WOI=
‘ ship has vanished. Keats devotes several 1ines in stanza three
to a description of the oelebration which has passed, but‘hr
poem‘does not stOp‘W1thfa'1anentation. For Meven in these days
so retir'd, / From happy pieties,? Keats, the poet retains

kthe power of vision and he returns to the s1tuat10n presented :

in the opening stan as of ‘the Ode.k_
;InSee,~and sing, by mine own eyes inspir®d. -

Keats'himself will supply the~worship~which Psyehe has missed:



"‘. . .‘1etkne be thy choir,kand make‘akmoan
Upon the midnight hourss;
Thy voice, thy lute, thy pipe, thy incense sweet
; From swinged censer teeming, ; ,
“I‘h‘y ‘shrine, thy grove, thy oracle, thy heat
- of ‘bale-mouthtd prophet dreaming.

T In the 1astfandrfinest"stanza of’the OdegeKeatS‘ex—“
plains the natnre of his Wchhip. He declares that he Will=
be Psyche s Mpriest" and that he w1ll "build a fane / In some
_untrodden region of C hls] mind. " This temple will be shaded,
knot,by plnes murmuring 1n the wind but by'"branched‘thcughts,'

~new grown with pleasant pain." "Far, far around shall those
' :dark-cluster'd trees / Fledge the w1ld-ridged mountains steep

: by,steep g o o o Keats' Worship will be a growth of conscious—
kness'and knowledge of reallty}whieh will involve;the exper;ence
'of‘"pleasant pain, kThe'oxymorcn recallskthe "vale of Soul-
making passage in the same 1etter to the George Keatses into
which he first copled the "Ode to Psyche;", Writing on April
21, 1819, Keats asks: "Do you not see how necessary a World of
Pains and troubles is to school an Intelligence and make it a
1 scul? A Place where the heart must feel and suffer in a -
tthousand dlverse ways!"7 The connection whlch Keats here~makes
‘between the "soul" and the "heart" may perhaps have directed
\his choice of the story of Psyche and Cupid as the reference
hfor the subject of this Ode. In any case, the hopefulness and
optimism with Which Keats advances his claims for the visionaryk
~imagination do not seem to be based on an escape into fantasy

kas David Perklns suggests 8 for they are grounded flrmly in

the knowledge of reality, the passage through g World of fains



- and troubles." | |
| Keats"vieionefy landSCape will contain creations of’
‘both nature and the imagination, both "zethrs; streams,iaﬁd
‘birds; and7bees," and also "moss-lain'Dryads;"e The‘temhle
nin thevmidsi ef this wide quietness" will beiairOSy sanctuary"
‘Which*Keate will ornament:f} |
" "m a;e wreath'd trellis of a wo“rkirig brain,
‘ With buds, and bells, and stars without a name,
With all the gardener Fancy e'er could feign,
Who breeding flowers, will never breed the same. . o »
’The exper;ence of’reality will combine with the forces Of,the
 yorking brain" and the imagination, "the gardener Fancy," in
’an endless'act*of creatien; Keats aesures;Peyche,confidently: ,
And there w111 be for thee all sof't. dellght
.~ That shadowy thought can win,
A Dbright torch, and a casement ope at night,
‘To let the warm Love in! ~
We find at last that this is another of Keats' poems about
'fpoetry. Keats' task as Psyche 8 priest his restoratien of the
anthue world of ‘pagan nyth, is one of imaginative oreation.
The act of Worship which Keats will dedicate to Psyche is the
‘recreation of the v1sionary world in his own mind and. through
the medium of poetry. | |
" The role of the poet as a mythmaker, as it is exempli—
fied in the'"Ode to Psyche," is a subject which is significant
| throughout the canon of Keats* poetry. Much of Keats® poetry
is mythological poetfy and many of Keats® poems‘contain state-

“ments Which attempt to define the relationShip‘between poetry
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and'myth. In the course of Keats' poetic career there is no

- great change in his interpretation of the relationship between

poetry and myth'~myth is 1dentified With or used as an image
~or symbol of poetry. On the other hand, there is an important

‘development in the quality of Keats' mythologlcal poetry itself,

hls early and derivative references to received myth are re-
”placed by an approach to original and creatlve mythmaking.
" The theoretlcal identification of poetry and myth 1s realized

in the oomp051tion of his last poems. =



CHAPTER II
. MYTH AND MYTHOLOGICAL POETRY: DEFINITIONS

"ﬁe have'reacned a point‘where,~bef0re idcan proceed to
 explore the'implications of my findings'in the “"0de to Psyche%
’as they are developed in the remalnder of Keats' poetry,fI -
must make some ‘basic definitions. “In discussing Keats'cnytho-k

1ogica1 poetry I mean to include ‘more than that variety Which

is accepted by Douglas Bush 1n his Mythology and the Bomantlo :

c'Tradltion ;Q‘English,Poetry;'Mythological;poetry‘ln mygstudy

‘inclides those poemsxwhich makekderivative'allusionscor,references

‘to‘received myth5dpoems Which'reproduce themss, ideas,yfigures,’
or other elements from received‘myth;‘andkpoems Which provide
original interpretations of any of the above elements of re-
ceived'or inert'mythl These varleties of mythological poetry .
may refer to the classical mythology of Greece and Italy, as |
do those poems which Bush considersfmythologlcal and asvdo the
majority'of\KeatS"mythological:poems,including thef"Odefto

k Psyche," but they may alSo‘refer to,other mytnologiesycreatéd
by both primitive and modern‘man;/~ﬁhis'Study Wiilialso consider
as mythological poetry those‘poems whicn are'originalucreations
-of myth; kThus Keats' "Ode to Autumn," which Bush admlres but
,reluctantly finds "outs:.de EliS] range, though the delicate per-
sonifications of the second stanza exhibit Keats =3 myth—making
instinctfat its ripest and surest "1 1s in my thesis considered
i an important specimen of mythological poetry.

Thls last variety of mythological poetry is often con-
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- sidered to be morekVitaltthan that -poetry Whichyderives,from
and reinforces existing myth. In his esSay "The'Possible |
'Nature,of-a *Mythology"' to-Come,"'Henry Murray‘contrasts~the
compositlon of "mytns in mythic dictlon for mythic functions"
Wi th. | |
ole e the craftsman's use of one or more inert myths of anti-
quity as scaffolding for image sequences, or in order to supply
the learned with opportunities to identify recondite allusions,
or to imbue his work with some flavor of proiundity--to do this,
tongue in cheek, without conviction or commitment.

No plenitude of mythie~images, references, symbols, names,

Cor parallels can constitute a living myth, and, if used in this

sense, however sanctimoniously, "myth" will deteriorate into
a five-cent term and a counterfeit at that.2 :
‘Murray's stricture;‘deleting‘the aecuSation‘of insincerity;
‘might be applied to some of Keats' early mythological poetry,,
~but the ‘important consideration is that Keats moved from poetry

Of‘thlS?Sort to~the compositlon offvital myth. It might also~be
noted that any one poem can contain elements from several of
”these varieties of mythological poetry. ,Although'there,is a .
general development in Keatsg poetry from’the,first'variety
to the last, most of his poems are mytnologiealymixtures;

The fact that Keats did turn to Writing mythological
poetry is in part a characteristic of his age and I will refer
to this again in'chapter III‘of.my thesis. The nature of,mytho-
;logicallpoetry itself is another possible reason for Keats!'

: interest;f ConSidering the relationship between myth andkpoetry;
Northrop Frye in "Myth, Fictlon, and Displaeement," makes gome.

icommentsnwhich are relevantahere.,"Again, tt is as true of poetry

; as it is of myth that its main conceptual elements are analogy
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1andyidentity, which reappear in the two commonest figures of
‘speech,~the simile and thefmetaphor‘k.f, .'Hence we~oftenlfind -
’poets,,especially young pOets,,turning to myth{hecause,of the
scope‘it'affordspthen_for‘uninhibitedepoetic 1magery43 Thus
ﬁE«find‘that~the use of old’nythologies may‘conStitUE a profie
rtable crutch to the apprentioewpoethhich~Keats was forgthe‘
*;1argest part,of his shortfpoetic oareer;»,These,references
which at their norst are incongruOus ornamentSVmaylbe'nade7 |
‘v1tal through skillful adaptation and reinterpretation. And :
so the young w B.Yeats writes poetry which he later condemns
as "a coat / Covered with embr01deries / Out of old mythologies
o el 3N ,yet he continues to use the'old mythologies and his
later adaptation of the Helen of Troy theme in "The Tower" is.
masterfule This progress of poesy which is Widely recognized
“L-in the mythological poetry of Yeats nay also be discovered in
l'the work;of Keats. Considering the development of Keats' poetry
we. find that his final attempts at origlnal mythmaking are pre-
;ceded by an increasing facility in his use of received mythology;

Having made my definition of mythological poetry in terms
of the possible relationships between peetry and. myth, I must
~come to grips with a definition of myth itself. My definition
iszderived frOmfthe theories; varioms and cOnflicting,fof
profess1ona1 and amateur mythographers. My ch01ce of theore-
kftical allegiance is~ based on a process of consultation, compari-’
son, consideration, and intuition, and so, gathering ideas and
using opinions where they suit my purpose, I propose the fol-

lowing definition.5




; ~I'have“taken SOme'suggestiOns from thefetymology of
the word *myth." As a derivative of the Greek "mythos,

f"myth" may be defined by 1ts original meaning as a pattern

of narrativeé'or plot.7 This definltion is the basis of
Bichard Chase s statement. WA myth is a story, myth is nar-
rative or poetic literature."8 These etymological definitions
eliminate mythological representations infmusickand,thefplastic
arts from the company of,thosefthingskwhich‘are inoluded in
‘my def;nrtion; and the:referencewof 'fmythh in ny thesisfis

- limited to verbal constructions. We may‘also'noticeton the
basis of etymology, that a myth is a verbal contruction having

:a special 31gnifioance, for the term "mythos" was commonly

glossed by ancient writers as vera narratio.% This explicationit

~serves to dispense with "invention, exaggeration, and falsi-

‘yL\fication," associations whichfwere later and spuriously attri-

buted to the temm- "myth"(

The particular character of myth may be defined through
-an attempt tordeterminerits,origin.’ Assuming a procesSucf
;cultnrai evolution, nany scholars attribute the composition of
myth to aiprimitive mythopoeic age. There are three main
theories explaining the oTlgin ,ofk' nyth mch'am‘baseaon this
”Prenise; ’The first is that myths are etiolOgica1~allegories
bthrcngh:ﬁhich'primitiVe man sought:to explain natura1 phenomena'
in the world around him.and 1t is this theory which is reflected
by“Keats,in the,"Ode to Psyche."” The Second“is that‘myths
originate in Stcriesgabout‘historicai»perSOns and etents;'the‘

historical,basis‘is~forgottenfand the‘h&Story beconmes myth;'Thef
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third theory is that myth originates as an attempt to explain

or illustrate a ritual. This theory, which orlginated w1th

iJane Harrison and the Cambridge movement in the early twentieth

‘century, hasfengoyed great popularity. It must be noted,

yhowever,'thatfalthough it has been proved~that some myths are

e

~gods and heroes 1s any easier than any other form of invention.

derived from rituals, there are also rituals, those of the

Christian Church, for example, which are derived from myth. “We

might also questiOn,,as Stith Thompson,does.in "Myths and~Folk—
tales, "'"". . how the ritual 1tse1f evolved and how the inven-
t;ve process’ Which moved. ‘from ritual into a story about the

#l0

Therefore it is quite likely thatfa pOGt“'llkG‘KG&tS) could

compose- myth from pure invention and Without the inspiration of

rituals and religious celebration such as Psyche never received.
Ohe 1nteresting development of the ritual theory is Nortnrop
Frye!' s explanation of the four typical plot forms inewhich
1iterature is written' Frye begins his explanation in "New

Directions from Old,“ With a definition of myth or "mythos"

- as "the verbal imitation of ritual."11 The resemblanoe between

1

the repeated. pattern of actions and the repeated pattern of

words, though it does;not‘demonstrate that;ohe is derived from

 the other, does suggest that there is something oommoniin their

originfor‘their:funotion.~ As~explanationseof the primitive
origin of myth these theories are ultimately unsatiSfactory,
because they must remain theoretioal; it isi@b&ssibde to:deter— |

mine the nature,of~thef“unknown person in the unknown place.

' ahdsthe,unknown time and the unknown culture who first contrived
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the story."lz The chief value in these theories of origin

11es in the 31milar1ty of thelr explanations of the function

7,of myth., According to each theory, myth 1s an attempt to

: humanize or to explain to man the nature of the external world.k
'~Thus, according to the eticloglcal theories, myth exp1a1n§ bmw

_ gr~why things are as they are"while according to the historical

9

or euhemeristic theorles, myth is a way of preserving traditions,‘

aboutccultural origins and forms. ’In the ritual theory, myth :

‘is linked with religlon and philosophy as an attempt to under-

Stand‘or to:mékeﬁcontact with naturalfphenomena. In/terms of
Northrop Frye s particular develcpment of the ritual theory,‘,r
he characterizes,ritual and myth as " ; o something of a volun-
tary effort ; .« to recapture a lost rapport Withpthepnaturalf -
cycle " 3 k /

The function of myth in primitive cultures is summarized
byithe anthropologist B,rMalinowski: |

Myth fulfills‘in primitive cnlture anklndispensable fnnctionzl

ithexpresses, enhances, and codifies belief; it safeguards
and enforces morality; it vouches for the efficiency of ritual

- and comtains practical rules for the guidance of man., Myth is

- thus a vital ingredient 6f human civilization; it is not an

idle tale, but a hard-worked active force; it is not an intel-
lectual explanation or an artistic imagery, but a pragmatic
charter of primitive faith and moral wisdom. . . . These stories
o o o are to the natives a statement of a primeval, greater,

- and more relevant reality, by which the present life, fates
and activities of mankind are determined, the knowledge of

which supplies man with the motive for ritual and mora}uactions,
as well as with indications as to how to perform them.
Malinowski emphasizes~the social or cultural role of myth, but
this function has larger‘implications. Mircea Eliade's dis-

cussion of the function of myth has applications which arekat




15

once'more universal and more personal:

Its function is to reveal models and in so doing, to give
a meaning t6 the World and to human life. - This is why its
role in the constitution of man is immense, It is through
myth « « « that the ideas of reality, value, transcedence,
slowly dawn. Through myth, the World can be apprehended as
a perfectly articulated, intelligible, and significant Cosmos. -
In telling how things were made, myth reveals by whom and
why they were made and under what circumstances. A4ll these
“revelations® involve man_more or less directly, for they
make up a - Sacred History.l5

Eliade's~discussion reminds us of the sacred~Quality usually |

kcassociated With myth and of the special status of myth as

Keats? description of . himself as a priest in the “"Ode to Psyche.s

vera narratio. This association is reflected appropriately in

yAs an attempt to humanize or explain the external WOrld, the

function of myth is not peculiar to the primitive, but may be’
equally appropriate to the modern world. Thus this function
is also characteristic of myths Whlch have been and may be
composed by modern writers.c And so, John Vickery comments.
".‘. « the creating of myths, the mythopoelc faculty, is in-
w16

herent 1n the thinking process and answers ‘a basic need.r

fIn admitting this continuity of function and of composition,'

I am expanding the category pf- myth to include more than the: :
classical and the primitive myths. ‘The compositicn of”myth

is not restricted to a mythopoeic age of the past but is a

Present possibility and is a fact accomplished by several

‘recent writers 1nclud1ng Keats.

This widening of the category of myth to include post-

‘primitive compositions is made by several mid-twentieth century

nyth critics and is usually asccompsnied by the maintenance of
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“the special quality or function of myth. In Mark Schorer’s
;definition, myth "¢ o o gives philospphical meaning to the
facts of ordinary lifes that is [iﬁ)has organlzing value for

~experience 1 7‘ In-his "Notes on the Study of Myth," Richard |

Chase criticizes Schorer's definition, ‘but hisroun explanation

of the function of- myth is similar to Schorer s: "Literature

_becomes mythical by suffusing the natural w1th preternatural

force toward certain ends, by capturing ‘the 1mpersonal forces

'of the World and directing them toward the fulfilment of” certain

emotional needs. 18' The mythic function of med&ﬁﬁrnx between

man and hig environment has three fields of operation. the

- personal, the socaal, and the universal. Freqnently critics

confine their interest to only one of these areas and therefore

they define myth as etther the compositions of creative 1ndivi-

:fdualsj or of~particu1ar,cultures, or of a universal "race-mind."

However, a myth is usually operating'at"once‘ineeach of these

areas.

: Mythological‘compositions; partioularly modern or post-

rprimitive mythological compositions, are usually made by in-

dividuals although their reference is always more than personal.'

Much of the v1vidness and the articulateness of the compos1tion

smay be derived from the composer -8 personal involvement in the

mythic theme or. 1dea Whlch he is representing. This might be ;

exemplified by Keats' personal interest in the myth of Cupid

r and Psyche Whlch was seen in his discussion of the relation—

~ship between the heart and the soul in hlS Vale of Soul-making

letter. Myth critics with psychoanalytic orientations'haVe




o comp051tion is a means of relating ‘the 1ndividual to his social

o

k, the function oflnyth on the perSOnal levelzf

'personal function of~myth. " In his essay “Myth and Identity "

“Jerome Bruner suggests the personal origln of myth. LR

,fines myth as a "biologically necessary spiritual organ,"ka

'ment.20 Although maintaining that myths are composed by cnitures

individuals, are, in one sense, "supra-individual." They

' both‘myths and rituals are cultural products, part of the -
"~ social heredity of a society. c -

By

made many valuable contributlons to the understanding of the

the externalization of 1nner 1mpulse in the form of myth pPro=
vides the basis for a sharing of inner experience and makes
possible the work of art that has ag its obaective to contain

and cleanse the terror from impuise."i9 Eere the mythological

env1ronment. In this way, Keats uses a myth~in the "Ode to
Psyche" to express a personal idea in poetic and public form.
This concept is also explored by Joseph Campbell in “Bios and -

Mythos. Prolegomena to a Science of Mythology. ~ Campbell de—w,

“womb" which "leads the libido into ego-syntonic channels. o "

for the adaptation of the indiVidual to hls cultural environ-'

and not by indiv1duals and ‘that the,main function of myth is .

social, the anthr0pologiSt'Clyde"Kluckhorn also acknowledges

« o o it is equally important that myths and rituals, though
surviving as functioning aspects of a coherent culture only
go long as they meet the "needs" of a number of concrete

are usually composite creations; they normally embody the
accretions of many generations, the modifications (throughi”
borrowing from other cultures or by intra- cultural changes)
which the varying needs of the group have imposed. In sghort,

Mythpdepends‘on its personalyas‘well as its social relevance,'
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vsinoe"in order to survive myth musti“.‘; . meet the"needs'
‘of 2 number of COncrete individuals;’; oo

; ' ~While he does- not define myth as a "comp031te creation u
as Kluckhorn does, Joseph Campbell also pOints to What Kluck- "
yhorn calls the "supra—indiv1dual" quality of myth. Discussing
‘kBlake, Goethe, and Emerson as exemplary mythmakers, Campbell |
claimsvthat their ". . . effort was to restore the poet
to his,traditionalcfunction of seer anddmystagOgueiof the
regenerative vision."zz, The individual mythmaker; to be
successful, must preserve his oonnection w1th a sooial and
universal reference,and failure to preserve this cdnnection
may result in esoteric or privatefmythmaking.; Thls accusatlonk
“ls often made against such poet mythmakers as William Blake
~and We B Yeats. And so Blake is dismissed by Douglas Bush 1n

Mythology and the Romantic Tradition° "Devotees of Blake wor-

kship him as he 1s, but others may wish that he had not felt
obliged to invent a private mythology. 23 While Harry Levxn
wonderS°“ e Whether any single person—-even 80 intense a
poet as’William'Blake--canffabrioate histWn mytholOgy?‘Must
not a private myth"rather,'be'labelled/a 'pseudomyth?"24 I
am not intending to make 2 defense of the mythological poetry
of William Blake, but we can remember this aocusation of
k'fobsourity as we consider the mythological poetry of John Keats.
These . critlcisms'are also valuable as 1ndlcations of the need

- for myth to function on more than the personal level. Usually :
the poet mythmaker is personally involved in a problem which

-isnalso miversal. Henry Murray suggests that-
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o o 9 The oreatlve imaginations Whlch participate in the forma-
~“tion of a vital myth must. be those of people--often alienated
and withdrawn people--who have experienced, in their *depths®
‘and on their own pulses, one or more of the unsolved critical
situations with which human By at large or members of their

' oun society are confronted.

Here we ‘might remember the "pleasant pain“ which is’ the basis
v;of Keatsg! vis1on in the "Ode to Psyche." The intensity of the
life experience recorded in'Keats' Letters also substahtiatesf
'his preparatlon as a creator of "vital mytha "

" The way in Whlch universal act1v1ties or problems are
expressed in particular'myths iS‘determined by the culture in

‘which the myth is written, 31nce the culture prov1des ‘the

‘l material for the composition of the nyth. We Will see in my

k’next chapter how Keats was 1nfluenced by ‘the researches of
contemporary'mythographers~and the*practice of contemporary
poets; ‘As~a'prodﬁct of particular societies or oultures, myth,
whether it is a composite or an. 1ndividua1 creation, tends to y
kembody what might be:called‘"collectivekfanta31es." Harry
Levin SUggests thatyit iS“lh this wayrthat "the~most~powerful
writers gain much of their power by being myth-makers, gifted
'--alhhough they sometimes do not know 1t--at orysta11121ng |
popular fantasies.26 As-an example of such mythmaking, Levin'
refers to the novels of Charles Dickens.~ Here, I must empha~k
size that it is the embodiment of a popular idea and not the -
npgpularity" of the mythic representation, though this usuaflly ,
.follows, which constitutes the‘essential quality of myth{27 :
on the'social‘leveljthen, as the embodiment{of "collective

fantaSies,"’myth tends to provide;a‘formaliZed‘statement of a .
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soclety s ultlmate value—attitudes Whlch protects cultural
‘continuity and stabillzes the society. ,Scmething of this
may be seen 1n the reference,to popular rcmantic nostalgia
: whichkisfnade by;Keatsiin’his presentation'of the faded’Greek
kreligion inithe'"Ode to Psyche;“‘ However, whilespartibular
nyths have functions Which pertain to particular cultures

,Just as they pertain to particular individuals, the appeal

- of true myth comprehends more than just particular individuals ;

or partlcular cultures. In this way romantic nostalgia is a
representation of the universal theme of loss;, the ubi sunt

‘formula. The basic characteristic of myth is its universality.

The - function of myth as an attempt to humanize or explainu

- the external world has a universal appeal and myth usually
refers to this problem in terms of universal human activities;
;Therefore, there is often a close resemblance between indivi-
kdual myths or mythic representations. Anthropcloglcal research
reveals ", . . that a number of myths—-constituents of the '
~mythologies of different societies-—have had, from a very
ancient origin, a temporal span (duratipn down the ages) and

a spacial scope (distribution over the'globe) of such great
extent that they may be regarded as virtualiy universal, or.
"archetypal."?8 Because of their comnion function and their
\,‘subsequently similar forms, mythological representations tend
to follow an abstract stcry pattern., This does not occur in
. the "0Ode %o Psyche?‘because Keats is not presenting myth in
this poemn, butﬁdiscussing theknature of poetry and,myth;,

eHenry Murray defines the,mythological,theme ags an M. o e
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‘abstract (a virtual unlversal), in the sense that it is a
:comp031te or generalization of countless human experiences

or imaginatiOns divorced of all particulars,“ 9 The conse5'

quence of this generalization and abstraction is the simpli-

kclty, the 1ntens1ty and concentrated focus, which is charac-'

teristic of mytholcgical narrat1Ve. This characteristlc of

myth can be seen most V1vid1y through comparlson with the digres-

s'sive narratlve of medieval romance.

The external World Which myth seeks to 1nterpret or

transform is a source of typical structures usually anala-k

geus to such basic patterns as those of morning, noon, evening,

=and nights spring, summer, autumn, and winter- and birth,

maturity, decay and death. From these patterns Northrop Frye
has hypothesized the form of the central oxr Ur—myth of Which

all myths are representative.‘ Thls'tneory forms the bas1s of -

his essay "Archetypal Crlticism. Theory of Myths,“ in the Ana-

, ‘gy of Critlcism.By In his essay “The Archetypes of Literature,”

khe introduces a summary of this theory in the following Words.

In the solar cycle of humen~life,«there is a single pattern

of Significance,'out of which“myth constructs a central narrative

‘around a figure who is partly thecsun;,pértly vegetative feré'

t1lity. v
The figure who dominateskFrye's “central narrative® is

the supernatural character who is present in all¢myths;,However,/

. in the "Ode to Psyoheﬁ this mythologiCél character isqnot'deVelopedf*

and might be considered absent, like the mytholcgicalkplot and
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for the same Treason. ThekSupernatﬁral‘character in'ﬁyth is
| created in the attempt to humanize the external world through

kthe presentation of humans endowed w1th the power to control
the natural process. Recalling the etlologlcal and the euhe-
merisric theorles of the orlgln of myth, Henry Murray suggests
WaYS'in'Whlch man creates,the mythological supernatural-
;‘;i. it seems that g god can be created elther by projectihg
a psyche, or personality, into an object or process that is
" already endowed with everlasting supernatural powers (e.g. earth,
~.sun, veleano, 1ightning), or by raising for all time the extra-
ordinary awesome pwwers of some departed mortal to a super= ‘
human level. The two processés could combine to produce myths
of divine beings (or 6f souls) who have %Sscended from sky t6
earth and/or ascended from earth to sky. ;
‘The mythic_impulse to hnmanizetthe;external World isyalsok
e’xp‘laiknedﬁby ‘the phiiosopher Ernst Topitsch in the basic
premise of his essay "World Interpretatlon and Self Interpre-»
taticn; Some Basic Patterns‘“ "Man for the most part concelves’
offﬁhatkls remote, unknown, or difflcult to understand in terms
of what is near, well known, and self-evident.“33 It is this
mcde of‘Conception,Which lies behind theftranSTOrmatlon of
realityfwhich takes place 1n myth. : :

Through this transformation of reallty myth is free to
ignore the stricter demands of reallsm., Therefore there is ’
“no need for common logic. or plausiblllty and this: makes possible',~
~ the styllzatlon of character and action whicdh 1e characteristic
of‘myth. The transformation of reality also affects the mytho-
‘ 1ogical concept of Time. Myth takes place in a time which is
ueually undefined and always free from the restrrctions;of
artific1al or chrohological time. Thus Keats"Psycheycan bee~

- worshiped now although she‘haskmiSSed celebration in the pagan
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World.~ The mythologlcal concept of Time 1s not a denlal of
\Tlme, but an affirmatlon of a cyclical perspective Whlch |
~exh1b1ts "v1ta11y perlodlc, as opposed to mechanncally re-
gulated, becomlng."34 )Nor is the denial of conventlonal logio
1n myth really nonsen31oa1. In "The Structural Study of Myth,"
',Claude Lévi-Strauss explains that~“ ‘ .rtne kind ﬁftlogic |
kwhlch is used by mythlcal thought is as. rigorous as that of
modern sclence, and that the difference 11es not in the quality
J‘kof ‘the intellectual process, but in the nature of the things |

“35 Flnally, 1t 1s‘important to realize

to which it 1is applied.
~that the transformatlon of reality in myth 1s not con31dered
‘to be illusory.‘ A myth which is vital 1s~a1ways beileved. In
the words of Mircea Eliade,y"The myth is regarded as a sacred
story, and hence a 'true history,% because 1t always deals w1th
‘~,rea11ties."36 W1th this affirmatlon we are returned to the :

tancient descrlption of nyth as vera narratio and Keats' des—
cription of himself as Psyche® s,prlest and her "pale-mouth'd '
prophet dreaming.“ ‘: |

To ccnclude my discussion’ of myth I may sunmarlze nmy

argument. In my conslderatlon of-John Keats~a a mythmaker

or mythologlcal poet I am deflnlng myth as a verbal con—
“struction having speclal significance as a way of definlng the
relationshlp between man and his env1ronment through the creation
of the supernatural by projecting the human form upon the in=-
human world; Which has personal, soclal, and univeraﬂ relevance,’
:and ‘may be the composition of an 1ndiv1dua1 in this case Keats,

and in which, in accordance with their special s1gn1ficance,
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the narrative or theme, the characters, action, time, setting,

and form are stylized or archetypal. I will congider as

mythological, poetry which refers to or embodies both re-

ceived and original myth.




| CHAPTER IIT
o e MYTH THEOBY AND MYTHOLOGICAL POETRY -

THE MYTHOLOGICAL TBADITION AND OTHER INFLUENCES ON KEATS

~ Keats' conceptidn of myth andehiS'compbéitionfof mytho#
*1egical poetry were influencedgby}the theOrieS’éndepractices
‘of 'his contemporaries and their predecessors, In this chapter
I inténd;,through-a histéricai'survey;aﬁ&:with SOme reference
k{tq~Keats' life;ktd’exémine the context in which Keéts'deVeloped
‘his theoryfand,COmpcsed his poetry.‘The'definifion;éf“myth5
which I have given in chapter II as a basis for an 'exam:matién
of Keats' mythological poetry,,incorporates developments in
~the secieljsciences and criticalktheorykwhich‘Were not avail-
able to the,mythelogical poets and theoristszwho‘might have
influenced Keats.1~‘Thevstudyiof myﬁh; hoﬁever;eis aﬁeaneient;
study, Although the explanation of the origin of myth in
 ritual belongs to the end of the nineteenth century, the
ketiological‘and the euhemeristic-explanatibns were well es-
tablished in classical Greece where,the_study ofkmyth‘began
as an*attempt’to‘explain the. relation‘Of rational, philoSophic
ftruth to tradltional, rellglous bellefs.‘ Two principal theories
were developed. « The euhemerlstlc theory explalned the gods
as deifled nen and myths as dxsguised or forgotten hlStOTYo
The-etlological theory interpreted the traditlonal myths as.
) allegories revealing naturalistic and'mpraletruthsg myths were
explenationeidf, or inspired'by,’natural phenomena, Although |

there ‘is no sign of euhemerism, there are feflections of the

il
I o
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'etiological theory in Keats!' poetry.e In the’“Ode to Psyche v
Keats' vision of Cupid and Psyche as he "wander d in a forest
‘ thoughtlessly,"g may be given an etiological explanation as I
suggested in chapter Le -~ This transformationsfrom nature to
;myth 1s ev1dent also 1n Keats' earlier poetry, particularly
'“I Stood Tip-toe .y, .," and I will expand mny discussion of‘
this aspect of. Keats’ theory in my next chapter.‘ '

In Hellenistlc Greece the Neo-Platonic and Stoic.r

- philosophers used.: the 1nterpretation of: myth as etiological

; allegory in order to: breserve the authority of tradition and
,the~religious»prerogatives:ofithe state. in their sense, nuyth
kremained truth,ﬁor,reality;ﬁas itkwasllater,for Keats; 'The
: Epicurean-*philosophers-,‘ hcrwe’ve'r, u«;ed the etiolog‘ical, and,
the euhemeristic theories to deprive myths of their authority
'and to dencunce them as. fabrications.’ This attitude was
’fadopted towards cla531cal myth by the early Christians and
the Christian myth was. distinguished by disgrediting the pagan
myths and describing them as incredible narratives. "_, .
Yet the medieval Church tolerated the existence of myths
ktc the extent that they were 1nterpreted as purely poetic or
'~artistic representations of human ‘emotions: and aspirations or:
‘as morai allegories. - The interpretation of myth by allegorical
and. symbolic means- made. it poss1b1e very early in the Mlddle
Ages fTor men'to perceive Wisdom disguised as fable and to see
the fundamental relationship between the w1sdom of pagan myth
i and that of,theJBible,k;While,the‘paganrmyths, in their;literal

'sense, were dismissed as fictions; as symbolic representations
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or allegories they shared With Christian myth the prestige of
'being revelations of Truth. The classical myths were reinter—
preted by Christian philosophers and rewritten by Christian
poets as allegorical representations of Christian doctrine. In
,this way Virgil's fourth Eclogue was accepted as an annunciation
of the birth of Christ. ‘ ' EER

: The popularity of Greek and Boman myth increased With
thefrevivaliof classical‘learning inpthe Renaissance. In
ﬁkEngland the etiological explanation of"the origin of'myth was

revived by FrancietBacon in The Wisdom of the Ancients. Bacon

interpreted cla351ca1 myths allegorically as- original reposi-

_tories of esoteric Wisdom. However, this philosophical revival
’was not as'important as the 1ncreased~employment of classical

myth in English Renaissance Literature. " The EliZabethanfpoets
freely mixed cla531ca1 myth With medieval accretions and

elements borrowed from Renalssance Italy.2 This heterogeneity

iis exemplified by Spenser =3 Paer@-Queenewhich mixes classioal
myth With medieval romance and the Italianate epic. Myth was
,‘used abundantly by Renaissance poets both as incidentai reference,
and ornament and as models for thematic and formal comp031tion.
This Renaissance literature Was,later admired by Keats as the
prodnct of a golden age“in English'Literature. Keats' Knowledge
of myth was largely determined by his reading and admirzation

of Spenservs Faerie Queeng‘Shakespeare s‘Venus and . Adonis'

Drayton s Endimion and Phoebe and The Man 1n the Moone- Sandy s

translation of ovid's Metamorphosi Aldington ¢ translation
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of Apulelus' Golden Ass~ Chapman s translations 6f the Iliad

' and thef gzssez, and the~ Homeric Hymns, and Milton s Comus

and the Paradise Lost.3

Wlth the passing of the Renaissance, the vogue for
mythological poetrv and the quality Df mythologioal poetry -
writtena deolined. ,Thevfresh and inventive handling;of myth
in‘the Benaissanoeywasfreplaoed in’the'AuguStan~agéeny a"
narrower and moribund observance of tradltion.» The‘Auéustan~
: attitude to mythologloal poetry is exemplified in this obser-
vation of Dr. Johnsont
We have been too'early aoQueinted with the poetical heroes to
expect any pleasure from their revival: to shew them as they
have already been shewn is to disgust by repetition; to give
~them new qualitieﬂ or new adventures is to offend by violating
‘received notions. ,
lohnson'condémnstas indecofous the Willingnessyto oombine the
fuse of myth With originallty which chaxacterized the successful
fmythologloal poetry of the Benaissance and later of the Bomantic
period, including~the mythological poetry of Keats° The;ohange
from Elizabethan to Augustan attitudes and praotice is ohronicled
| by Keats himself in “Sleep and Poetry" which I w111 dmnoués in

~~my next chapter. Dougias Bush summarizes the alteration in

taste in the conclusion of hismMythologz and the Benaissance

: Tradition°,

« « o the allegorical tradition had been pretty well dissolved
by skeptical rationalism; the intensities of Reformation religion
were subsiding into cool Anglicanism and cooler Deism; and the
"newly established aim of poetry was the realistic and satirical
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deplctlon of men- and manners, in substance and sty1e5freed ‘
from all that was visionary, mythlc, and. irratlonal.

o The:disuse‘of a11égoryafobbed myth of its truthkand therefore
6f itsgrealksigﬁificancé;l FOr the Augustan poét:’

6w e the prevailing notion of truth wasg too muoh 11mited to
the immediate and actual, and the wniversal and typical were
often confused with the obvious. The rationalism which could
be so0 sane and civilized, and which illuminated so ¢learly the
Well-oiled machine of the universe, left few dark corners for
the spirit of wonder and nystery, for tge mythologizing of the
forces of nature and the ideals of man., o
tItfis;;Of cdursé, this "spirit of Wénder and;mystery" which
Keats and the other Romantic poets found lacking in Augusten -
poetry and which led tb the Epméntic;rediscover:of the truth
| of myth and to the re-mythologizing "of the forces of nature
and the ideals of man." | / ‘ E

; “The traditional nyths survived in Augustan poetry as

a kind of poetic rhetoric useful as compositional dev1ces for
ornamentatlon, to prOV1de decoratlve, but often triv1a1, tropes,

a11u51ons,_and personifications.u Ocoa51ona11y myth mlght be’

~uuséd to supply the framework of‘love;songs aﬁd Jjeux df esprit

bf tdkprovide‘the,materials fdr'burleSqué,and satire. ‘In these
forms the Augustan poets could not produce major mythological
f,pOetry; but the”produCtion_of minor thhological verse cdn4’
;tihued and this pOétry was to have a detectable influéncefon
the mythological poetry of Kééts. " This influence is particu-
laf1y evident'in Keats' ear1ier poetry, but JOSeph Texte,;in~"

‘his essay "Keats et le Néo-Hellénisme," notices that it is
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'alsowpresent in thekopening‘ofkﬁngymion:

Il y a beaucoup de fraicheur et de charme dans ce début.

il 5 a aussi, pour tout dire, ‘un peu de miévrerie: ces
vierges palissent et tremblent trop alsement, ces bergers:
tbien vétus" &t portant "des flﬁtes & bout d'ébetne’ nous
font songer 2 des bergers d'eglogues, dans le golit du

sidcle précédent. Il me semble gu'on n'a pas assez noté
les origines de la poésie de Keats : elle n' est pas si
_entierement originale gu'on veut bien fLe dire. ,

While the quality of mythdlc)gicaly poetry declined
after the Renaissance, interest in: the study of myth increased.
The interpretation of pagan myths as: degenerate plaglarisms
,from‘true religion Which was introduced;by the. early Church
Fathers, was revived by theuChristian apologists in the six-

'teenth and ‘seventeenth centuries.\ Attempting to- reinterpret
= and redefine the relationship between sacred and profane anti-
quity and t0~establish~the 1ntegrity of Scriptural‘testimony, h
'the apologlsts explained Heathen mythology as subtly disguised
"Scriptural fact. The agreement between Scripture and pagan |
kmyth which was discovered through this reinterpretation seemed
‘for orthodox theologians to conflrm the authority of Scriptural ‘
testimony and the truth of Christianity. Soon the system of
comparative mythology developed by the Christian apologists
Was also adopted by the skeptics who they had sought to con-
found. From the poss1b111ty of syncretlzing all myths, the
kskeptics deducedkthat Chrlstiansmythskhad no more authority
| than pagan myths. However, bothwthekChristian and the skeptic.
~syncretists agreed on the fundamental truth of myth and in this

agreement they opposed the neoclassical critics who dismissed
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thhology»asiidle‘Orgfalse fictions. ToWards the,end-of.the~ 
eighteenth c£ntury theﬁﬁﬁmber of mythographersxand“thebrieSQ
of“mytholégy'increased rapidly and they flourished Vigorously
from about’1775 to 1835.§’kGiVen‘this chronology, it is hardly
 ,sﬁfprising that KeatSzalsokdevelbped;ankinterest in mythology.
‘Thefmaﬁority.of,these late eighteenth century myth‘theorists
were%synCretists.’kTheirgeXplorations‘of;comparative ﬁythology
broadehed/thé‘cohceptwof-mythﬁaﬁd enOOurégederats~ahd'the,ther
‘BomantiC—poets to«return to theifrée mixing~ahd alteration of
traditioha1~mythxwhich had been practiced in the Renaissances

The change 1n>poetic practice;and'critical opinion;may be em=

phasized by comparing the remarks of Dr. Jomson which I have

quoted abové (p;z8); with Francis Jéffrey's‘réview oereatsf

' Endymion:

. Keats' subject had the disadvantage of being mythological.
.+ . There is something very curious, too, we think, in the ‘
way in whiech Mr. Keats,and Mr. Barry Cornwall also, have dealt
with the pagan mythology, of which they have made so much use
in their poetry. Ihstead of presenting its imaginary persons
under the trite and vulgar tralts that belong to them in the
ordinary systems, 1ittle more is borrowed from these than the
general conception of thelr conditionms and relations, and an
original character and distinct individuality is bestowed upon
them, which has all the merit of invention and all the grace
and attraction of the fictions on which it is engrafted. + o o
The author before usg, however, and some of his contemporaries,
have dealt differently with the subject, and sheltering the
violence of the fiction under the ancient traditionary fable,
have created and imagined an entire new set of characters,
and brought closely and minutely before us the loves and SOTrTOWS, -
and perplexities of beings, with those names and supernatural
attributes wehhad long been familiar, without any sense of
feeling of their personal character.'9 : : DR

: qu Jeffrey, being mythological'is still a,faultﬁin poetfy,

but he recognizés that in Keats® hands mythological poetry has
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’;been“divested of.mﬁoh of its superfiCiality~and hes~beenlgiven
fa,neWRreality; ~Jeffrey dees not, asrjohnsonﬁWould, consider
tnisiorigihality‘an offense, but ankadvantage;": |

- The" syncretists sought to demonstrate ‘the unlty of all
{myths, to show that beneath the seemingly disparate and hetero-
geneous elements of ancient unlversal mythico—religious and
hlstorical tradltions there lay a 51ng1e harmonious tradltion.
,From this "key to all mythologies" the syncret1sts expected

to discover the secret knowledge DF man and of the ages.,vWe

\ .remember Mr. Casaubon in George Eliot's Middlemarch and are

‘kw1111ng to forget mest of the mythographers, the notes they
compiled, and the volumes they published° however, thelr efforts
had en important effect on Bomantic poetry and the use of myth&
,The mythographers restored the element of truth to the conceptk~
1of myth. The gods and fables, which in the mechanistlc World—
view brought,about by the Carte31an andrNewtonian,phllosophles
‘had been deprived of their vitality_as ooetic media, were re—,
1nvigorated and glven nememeaning and new 1mpllcations. Redls-
koovering in myth a unlversal truth for man and his World, the
(mythographers rev1tallzed for poetry what was in the Augustan
ege~con31deredﬂfrrvolous,and:unworthy of the serious-minded
poet, The common assﬁmption of the_mythographers,that myths
erested upon some~natura1kfact and‘that‘mytmskwere embodiments
of natural phenomena led,to a*poﬁularization of the-etiological
,/myth theory in the nlneteenth century and this uheory is adopted

dby Keats in many of his early comments on myth Which I Will




111ustrate in chapter IV., The perception'of”myth és a symbolic

‘ form was accompanied by the v1ndlcation of allegorical poetry =

" which 1ay behind" the comp031tion of serlous mythological poetry

‘fsuch as Keats' Endymion. - Myth, which was merely ornamental

‘ for the majorlty of- Augustan poets, became meaningful for the -

Romantics. * |

't“The”feeearches;and7specoiatioms‘of the syncretic mytho-

graphers provided iﬁépiration;,material, character,iend form

fofxthefRomantic'revival,of mythological poetry. In the years
e~immédiaté1y‘precédihg‘Keats' poetic activityka nﬁmbérfof'literary
,productlons appeared with classical themes. These 1ncluded

" Thomas Hoore's Anacreon, 1788; Landor's Gebir, 1798, and Count

kJulian, 1811; W.R.erght's ‘Horae Ionicae, 18093 and Mary Tighe's

' Pe"che;'IBOS. This last poem had some direct 1nf1uence on Keats'
poetry, there are some traces in the subJect of Keats' "Odé ’ |
to Psyche" and more in the ‘diction of the earlier 'gzmion.,
Many of the Romantic mythclogical poets combined. their enthu-
siasm for claseleal myth w1th~an‘adm;ratinn for Elizabethan
" poetry; Keabs shared thissmixed allegiance with Mary Tighe,
Barry Cornwall, Leigh'Hunto ThomQS‘Love Peacoek;;and Thomas =
‘Hood all of whom had some. influence on Keats' poetry.lO
| A new interest developed in folklore, ballads, and -
,prlmitive epics. This alteration in taste’ is reflected 1n a
new appreciationfof Milton, Shakespeare, and Homer, the chief
'of‘Kéats‘"poetic‘heroes;, Their irregularities, Which had been |

- llabilltles for Augustan crltlcs, became virtues for the




BOmantiCS;:VIn his-Letters Concerning ﬁythology Thomas Black-

Cwell presented an apology for the Homeric gods which attemptedk
to make them meanlngful and therefore usable to contemporary
poetss rBlackWellfcharacterized:HomerVas antextemporizing~bardl‘k
‘ ~Wh0Se'subjectS*were theypowers‘of nature and human passions
and who described their variousfeffeotsfuSing‘man and his
actions as’metaphors for natural'phenomena¢ These descrlptlons
fl~became the "Allegorical Religion" ‘of the Greeks which was uni-‘k
versally believed. As these interpretatlonS'of Homer are de-

veloped by BlaCkWell in his BEnguiry intoythe~Life and Writings

; of Homer, they reflect the influence of the etiological theory

,accepted by contemporary mythographers.ll This influence is

also present in Keats' identification of nature and myth, |

While the 1nfluenoe of the studies 1n epic poetry may be

discerned in gggerion, Keats"own adventure in epic compositlon.kk
The profusion of mythographers also stimulated the

: publioatron*of classical reference‘volumes in popular editlons, ‘

JOSeph'Spente's Polymetis: or an Enquiryrconcerningfthe‘Agree-

ment Between the Works of the Roman Poets and the Remains of

the Ancient Artlsts, Whlch appeared in 1747, was, 11ke Blackwell's

Letters Concerning Mythology, an attempt to make tt possible
for modern writers7of'the epic'toAreadapt the oldfmachinery'
in accordance with the advanceS»Whibh had been made in relig-
'iousfand'scientific ideas;"Spence‘hoped‘to,explain'the poeticf
allegories of‘tne'pagans so that they coulddbe'oombinedkwith

ethe‘doctrinalftruths Of‘Christianity and‘the'diScoveries of

the Newtonian philosophy, and thus provide g machinery highly

advantageoms to the epic writers of the day. Andrew Tooke's -
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'Pantheon, whlch flrst appeared 1n 1722, was relssued in 1803.

In his glosses Tooke also prov1ded a Christian interpretatlon ,

U‘of the classical myths.» In 1806 Lempriere S Classical chtionary
wae‘publlshed,cnewly edited and corrected~;n accordancewwith : ‘
'developments¢in;contemporary_mythography;,_William Godwin,

under the name of Edward Baldwin; published his Pantheon, or

'Ancient History of the Gods of GreeCe and Bome inf1806¥L2

Allfof ‘these refefenCe volumes were in Keats' own 1ibrary and
‘we have the authority of his old friend and teacher Charles,_
Cowden Clarkeethat,Keats was familiar with their,contents:
The books . . . that were his’ constantly recurrent sources of
attraction were Tooke's Pantheon, Lempriere's Classical
Dictionary, which he appeared to learn, and Spence's Polymetis.
This was the store whence he acquired his intimacy with the
Greek mythology; here was he,"suckied in a creed outworni® -
for his amount of classical attainment extended no further i
than the Aeneid, with which eplo, indeed, he was so fascinated
that before leaving school he % voluntarlly translated in
writing a considerable portlon :
These reference volumes were then, a magor source of Keats'
knowiedge of mythology though he certainly learned as much
apout:mythologioal poeﬁry from his reading of Elizabethan
poetry and translations of classioal texts, and from~his_own
contemporaries. _ ‘ | :
| Yet another aspect of the new interest in mythology was
the‘great advance in the study of\everykbrench“of,classical,‘
and oriental archaeoiogy,and‘topography Which;commenced in~the,
middleeof the;eighteenthkoentury.14 These :esearches'produced

many books including John Potter's compendium of ancient manners

~and furniture thekArchaeologia Greeoa Whicheappeared in a new

edition in 1795. One copy of Potter became part of Keats'
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' 1ibrary and seems to have provided "virtually all of the
material background and*cuStoms“~which'Keats‘described‘in =
Lamla. 15 The 1nterest in classical archaeology culminated
in Keats' 1ifet1me with the celebrated dlscovery and acquisi—
tion of the Elgin Marbles, 1803—1816 - Early in March of
kl8l7 Keatsrwasftaken‘to seeethe Elgin MarbleS'by their de—k
fender and his friend, Benjamin Haydon.léb‘xeats wrote two
gsonnets "On Seelng ‘the Elgln Marbles" and "o B, R.Haydon"
‘commemorating the occasiong' The impression Which the mingling
off"Grecian_grandemriWith'the rude / Wasting of old- Time"' g

" nEdeTon Keats can’ also be traced‘in much of his later poetry,
particularly the\representationﬂof'theéTitans in gygefion;

The English interest in classical archeology was
accOmpanied by an increase in -the numbers of English travellers
to. Italy, Greece,‘and the Orient, and in the poetic exploi- |
tation 6f thematlc representations of scenes and monuments
1n'these~countr1es. These "Italian Journeys“ and commentaries
began'early~in\the Renaissance, but increased s1gn1ficantly
kin:the eighteenth centnry and were epitomized intyron's‘

sensationddourney to Italy and Greece in 1809 and his subse-

oquent“publiCation of Childe‘Haroldfs:Pilgrimage,'l812a1818- S
It was the Byron of Childe Harold that Keats celebrated in

khis sonnet "Byron! how sweetly sad thy melody!" Keats himself

did not leave England for Italy until he was fatally ill. Keats
*‘was in no oondition to wrlte a poetlc account of his travels
and he had completed his last poem before he took part in this

manifestationrofoRomantic'Hellenism. ‘Keats made his Italian
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journey on his death bed, but the travels of his contemporaries
were part of the renewed interest in cla331cal antiquity and
mythology Which characterized the atmosphere in which he Wrote
hlS poetry.k | ;

Another agpect of Romantlc Hellenlsm was the ideallzatlon
of liberty and humanitarianlsm which became symbolized by the'
frevolt of Greece against Turkey in 1821 the year of Keats'
death in Bome, and by Byron =3 death 1n the company of the
Greek rebels. Byron s humanitarianism prov1ded the inspiration
fvr~one of his few serious uses of cla531ca1 myth in his poem
Prometheus (1816), and for his- famous 1amentation for thev
‘paSSingkof Greek 1iberty "The Isles of Greece. Keats died
:too soon to attach the Greek War of Independence to his- theme,,
but his oWn humanitarianlsm and s001al concern is expressed

in his references to King Alfred and to the Pollsh patriot

: l'Kos01usko in both "Sleep and Poetry" and in the sonnet “To

iKosciusko." These poems are express1ons of a general concernk
with the relation of the artist to soclety and the problems
',involved in that which became all important in the era of thefp

French and the Industraal revolutions.17 This problem is

"kigiven partlcular expression by Keats in hlS ball of Hyperion.f

The Goddess Moneta demands of the poet-narrator.~‘

« o o 'Art thou not of the dreamer tribe?
'"The poet and the dreamer are distinct,
*Diverse, sheer opposite, antipodes. :
'The nne pours out a balm upon the World,
*The other vexes it' (I, 198-202).

This socaal concern tended to isolate the poet from society.
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Douglas ‘Bush desorlbes the pllght of the Bomantic poets 1n

hlS 1ntroduction to Mythology and the RBomantic Tradltion 1n

~Eneglish Poetry.

In an indifferent or hostile world they were groping for
private and personal revelations, for the effect of both the -
romantic and the industrial movements was to make the artist,
if not an anti-social figure, at any rate an isolated one.
- And, because the world was not only indlffereut or hostile to
poetry but sick and troubled, the poets felt,isome of them,
an inner as well as an outer conflict. Who were they to be
cultivating poesy 1in solitude when the sufferings of mankind
demanded sympathy and action? Bes1des, if the artist had a
- social function to perform, could he, in the interest of his
own art, afford to live himself, not sharing the common lot?
Hence such various answers, to consider them only from one -
point of view, as The Prelude and. The Excursion, Endymion and
The Fall of Hyperion, Alastor, and The Triumph of Life, The
Palace o of “Art and sordello, The Scholar Gipsy and The Barthly.
Paradise~-or, to sum up these and other problfgs finder one
comprehensive name, the seoond part of baust. . ~

This description of the Romantic;artifst as an "isolated"
figure recalls Henry Murray's definitioh of‘mythmakers as

W e e alienated and Wlbhdrawn people--who have experlenced,

in their "depths" and on their oun pulses,,one or more of the

unsolved critlcal s1tuations w1th which humanlty at large or
members 01 thelr own society are oonfronted."19 'And so it is

not surprising to find Keats' mythological poems dzgion and
| The Fall of Eyperlon among those poems Whlch Bush suggests s
'Were "answers® to the problems faclng the Romantic poet.

| Though Keats would certainly never. qualify as a pgggg‘

meudit, there are some arguments that can be made which suggest
thethhe experienced a certain amount of‘alienationkas well as
‘g concern.for his fellow man.20 He lost his~father,when he

was nine years old and six years later he was deeply affected




_‘by?the death of his ‘mot‘herr At the death Of“his grandmother
Jennlngs, Keats became the Ward of Blchard Abbey. Abbey
separated Keats and his brothers from their 81ster Fanny and
/kept them in almost perpetual financial distress. Keats' \
'economlc problems were accompanled by a certain amount of
ksocial 1nsecur1ty. Although Keats ‘had many friends he once
'wroteyto~his brother George that: ", . . I know not how it
1s, but I have never made any acquaintance of ny own--nearly

: all through your medium my dear Brother. P (lb October 1818'

kI, 392). The bersons dearest to Keats were his brothers Tom

and George and hlS s1ster—in—1aw Georgiana. He was separated :

from them by the emigration>toﬁAmerica of'George and~Georgiana'

in the summer of 1818 and byythe death of'Tomrafter‘a pro-
~longed illness on December 1 1818 Keats wa.s uneasy with
women and in a letter to his friend Bailey he concludes a
passage explalning this pregudice with the statement that he
istf". o le content that I am Wrongzng no one, for after all
I do thlnk better of Womanklnd than to suppose they care
whether Mister John Keats five feet hight likessthem or not
,<22 July 1818° I, 342). In December of 1816 he expressed his
repulsion for "church bells" and'Sermons" in the sonnet
"ertten in‘Dlsgust of‘Vulgar Superstition."21 Writing~from
Scotlandkto,his brother Tom on July 9, 1818,’Keats pauSesk

to condemn the "state of society" and the7church:

I have not sufficient reasoning faculty to settle the doctrine

of thrift--as it is consistent with the dignity of human
Society--with the happiness of Cottagers--All I can do is by
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‘plump contrasts--Were the fingers made to squeeze a guinea
or a white hand? Were the Lips made to hold a pen or a kiss?
And yet in Clties Man is shut out from his fellows if he is
poor, the Cottager must be dirty and wery wretched if she be
not thrifty--The present state of society demands this and
this convinces me that the world is very young and in a verry
ignorant state--We live in a barbarous age. I would sooner
be a wild deer than a Girl under the dominion of the kirk,
and I would sooner be a wild hog than be the occasion of a
Poor Creatures pennance before those execrable elders--. « «

(1, 320).

- These examples from Keats'klifeiandfbpinionsﬁshould
demonstrate that he did experience the isolation which Murray
: attributes toithe potentialymythmaker. It iS’important'to

- realize that in his confrontatibnkofllife Keats moved beyond

'déspair; The life-experlience réndered in‘the "Ode on a Grecian

Urn" and the "Ode to a Nightingale" is familiar:

S ;‘Eche'] breathing human passion. . Vs '
That leaves a heart high-sorrowful and cloy!dé
A burning forehead, and a parching tongue.

and

The weariness, the fever, and the fret
Here, where men sit and hear each other groanj
Where palsy shakes a few, sad, last gray hairs,
 Where youth grows pale, and spectre-thin, and diess
Where but to think is to be full of sorrow L
. And leaden-eyed despairs, : B
Where Beauty cannot keep her lustrous eyes,, j
Or new Love pine at them beyond,toemorrow.23~‘

Less femiliar, is the poem "Why did I laugh tonight?" which

concludes:

Yet could I on this very midnight cease,

And bhe world ' gandyateigns sea tn sheeds,
Verse, fame and Beauty are intense indeed
- But Death intenser--Deaths iscslife's high meed

(Letters, II, 81).
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" The pe331mlsm expressed in this poem 1s contradloted by the
comments w1th Whlch Keats prefaced the sonnet when he copled

it into a letter to his brother George on Maroh 19, 1819:

‘ 7,;;. I am ever affrald (sic) that your anxiety for me Wlll

lead you to fear for the violence of my ‘temperament eontlnuallyl
smothered -douns  for. that reason I did not intend to have sent .

- you the following sonnet-<but look over the two last pages

~ and ask yourselves whether I have not that in me which will

" well bear the buffets of the world. It will be the best
comment on my sonnet; it will show you that it was written with
no Agony but that of ignorance; with no thirst of any thing

but knowledge when pushed to the point though the first steps
to it were through my human pass1ons--they went away, and I
wrote with my Mind--and perhaps I must confess a little bit

of my heart-—. e o (II, 8L)s - :

~ These words containttruth as well as comfort. We remember'the
vale of Soul-making passage Which I have mentioned in my intro-

ductory comments on the "Ode to Psyche." There Keats explains

» the beneflc ent effects of "a World of Pains and troubles,"

while in another 1etter (May- 3, 1818), he states that "Sorrow
is Wisdom" (I 279). Keats sought an answer to "sorrow" and
an inspiratlon for poetry in the vaulsition of experience and
knowledge. Keats did not 1ntend to w1thdraw from thls "World
of Pains and troubles" and he did not turn to. poetry as an
escape. Although Shelley suggests tn\the elegy Adonals that
it Was’the harsh reviews of Endygion which caused Keats to
‘Wither and dle, -Keats himself had seen the 11mitations of the
f'poem and mentioned these in h1s preface. He considered Endy-
mion a product of 1nexper1ence. Keats zntended to writeimore
poetry 1nsp1red by his new knowledge of the world. Writing
to John Taylor on April 24, 1818, Keats tells him:
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¢ o —-I know nothing I have read nothing and I mean to
follow Solomon's directions of 'get Wisdom=~getl understanding"
--I find cavalier days are gone by, I find that I can have

no enjoyment in the World but continual drinking of Knowledge
--I find there is no worthy pursuit but the idea of deoing some
- good for the world--some do it with their society--some with
their wit--some with their benevolence--some with a sort of

power of conferring pleasure and good humour on all they meet

~and in a thougand ways all equally dutiful to the command of
Great Nature--there is but one way for me~-the road lies
‘ though (sic) appllcation study and thought--» (I 2?1).

Again, this tlme ertlng to Bengamln Haydon on March 8 1819, (k
J"kKeats announces. "o o o I have come to the resolution never to

, ,wrlte for the sake of wrlting, or making a poem, but from -

krunnlng over With any llttle knowledge and experience whith
'.many,years of reflectlon may,perhapskgive me--otherw;se I will
be dumb (II,43). That Keats felt that such postry wowld be
aniﬁénswer" to the world is suggested in the 1etter'Wh§oh he
wrote tO'Rioherd Woodhonse on October 27,:1818; some time

\efter the appearance of the "damaging" Endymion reviews:

4% eie I will speak of my views, and of the life I”purpose to
myself-~I1 am ambitious of doing the world some good: if I -
- should be spared that may be the work of maturer years-~in the
interval I will assay to reach to as high 2 summit infBeétry “
as the nerve bestowed upon me will suffer. The faint concep-~
tions I have of Poems to come brings the blood frequently into
my forehead--A1ll I hope is that I may not lose allﬂinterest
in human affairs--that the solitary indifference I feel for
applause even from the finest Spirlts, will not blunt any
~acuteness of vision I may have., I do not think it will--I :
feel assured I should write from the mere yearning and fondness
I have for the Beautiful even if my night'!s labours should
'bg bgrnt every mornlng and no eye ever shine upon them (1,
387-88 '

The 1mportance Which Keats attaohes to the Writing of poetry

; is reminlscent of the special. sign;ficanoe belonging to myth

_;as vera narratio and of its speclal function as an interpre-




tation and a»humanizatioﬁ of reality. ~Keets' idea of‘Poetry
eis, 11ke myth, based on the experlence of reality; and both
nmyth and poetry, as Keats oonoeives 1t, are attempts to "do
“the world~some~good." It is p0581b1e that this correspondenoe
~‘is'another'faetorjbehind,Keats' com9051tlon of mythologlcal:k
poetry. We are remihded,'particularly, ofJKeatS' deScription
of hlmeelf as a poet-prlest and prophet in the "Ode toPPsyche."

The argument that Keats! life and opinlonsicompelled
him to use myth isepresented by W.H.Evert in hisfmonegraph

. Aesthetic and Myth in the Poetry of Keats. Evert concludes a

discussion of the mind of Keats with this question:

Here then Was Keats s dilemma: Inclined toward speculative
activity and a basically religious view of life, gyet out of -
sympathy with the dominant metaphysical mode of organizing
experienee in that culEBre to which he must address hlS poetry,
~how was he to proceed?

Evert's answer is thats

: Like ‘others of his tlme, but none more consplcuously,k
"Keats met it by turning to a cultural taproot which had breawl:
largely neglected in the poetry of the Neoclassic age, the
‘mythology of classical antiquity. Here he found, in the
very origins of Western cultural history, a ready-made voca=-

bulary and symbolism of those natural forces and ideal concepts

on the balance of which he believed the cultural health of the
individual to depend, and which he thought to be artificially
stifled by the prevalling Christian culture, Perhaps-it is
inaccurate to imply, wkth the word "found," that he suddenly

" discovered this mine of elemental poetic ore, for his fas-

cination with myth antedated his poetic career. But at some
point very early in his writing life, cexrtainly before he
had firmly settted upon poetry as a!profession, he had dis-
covered the-utility ©6f myth and had cons%gucted'a fairly ‘
elaborate aesthetic upon its foundation. ; :

For a demonstratiog of Keats' “elaborate aesthetic," I refer
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‘the reader to Evert, but IdWill, in my next chapter, present
Ja dlscus31on of What Keats sald, in his poems and 1etters,

about poetry and myth.

Before d01ng this, 1 Will conclude ny: dlscussion of the

klnfluences on Keats' concepts of myth and poetry by mentloninge

one more of great importance, the 1nfluence of the crltical

_oplnion and example of Wordsworth, the major poet among Keats?®

contemporarles. wxitlng’the "Preface® to the LyricalfBallads
:'in\1800 Wordsworth quoteefa paSsage from Grayuas~an example
afor his discuss1on of the language of poetry. He’diSmisses
as Wlthout "any value“ the 11ne. "And reddenlng Phoebus 1ifts

his’ golden flre.... 26 In hls diacus31on of Wordsworth'

"Preface" in chapter XIHI of the Biographia Literarla, Colerldge

selects this line for. particular comment and introduces the

y ;subject of the use of myth in poetry.27 But Wordsworth did

not mention this subgect in his"Preface" and his only comment
‘on Gray' '“Phoebus" Was to exclude it from his discussion.,
. However, the re~authentication and repopularization of myth
by the~researches of the syncrettc mythographers produced~a
change in poetic taste and this alteeatlon may be seen in the
‘°poetry of Wordsworthi 1In 1800 WOrdsworth did not bother to
| mentionvGray’e'PhoebusJ'but ink1807 he published the sonnet
"The World is~eoo‘much With de e e ,"'conteiningfthe*con;
kcludingalines Which became one of the most‘famouskstatements

of Romantic nostalgia:
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. . . Great God! I'd rather be
A Pagan suckled in a creed outworns
So might I, standing on this pleasant lea, el
°  Have glimpses that would make me-less forlorn,r‘
Have sight of Proteus rising from the seas og
or hear old Trlton ‘blow his wreathed horn.
This sonnet was echoed many tlmes in the nlneteenth century
and it ie posslble that one of these echoes is another “gource"
for Keats"resolutlon, 1n his "0Ode to Psyche," to become “the

priest of ‘a pagan goddess.
In 1814 Wordsworth published The Excursidn in thch he

ddeplcts the anclent mythologlcal rellgions as testlmonles of
the'presence of,the D;vine’and of man's endeavor to apprehend
this presence. ‘He describes the creation'of the mythS'of‘pagan
Greece in accordance With the etiological theories of contem-
’porary mythographers. o | |

 ~=In that falr clime, the 1one1y herdsman, stretohed
~ On the soft grass through half a summerts day, :
‘With music 1ulled his indolent reposge:
And, in some fit of weariness, if he,
When his own breath was silent, chanced to hear
A distant strain, far sweeter than the sounds
Which his poor strain could make, his fanch fetched,
Even from the blazing chariot of the sun,
A beardless ¥outh,who touched a golden lute,.
And filled the illumined groves with ravishment.
The nightly hunter, lifiing a bright eye
Up towards the crescent moon, with grateful heart ;
Called on the lovely wanderer who bestowed '
That timely light, to share his joyous sport:
; And hence, a beaming Goddess with her Nymphs,
'r Across the lawn and through the darksome grove,
Not unaccompanled with tuneful notes
By echoémultiplied from rock or cave,
Swept in the storm of chase; as moon and stars
Blance rapidly along the tlouded heaven,
When winds are blowing strong. The traveller slaked
" His thirst from rill or gushing fount, and thanked
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The Nalad. Sunbeams, upon distant hllls ;
Gliding apace, With shadows in their train,
Might, with small help from fancy, be transformed
~ . Into fleet Oreads sporting visibly.
: The Zephyrs fanning, as they passed, their wings,
‘Lacked not, for love, fair objects whom they wooed
With gentle whisgper. Withered bou@s grotesque,
Stripped of their Zeaves and twigs by hoary age,
From depth of shaggy covert peeping forth :
- In the low vale, or on steep mountain-sides
And, sometimes, intermixed with stirring horns,
- Of the live deer, or goat's depending beard;--
These were the lurking Satyrs, a wild brood
- 0f gameson Deities; or Pan himself, 36
The simple shepherdts awe-inppiring God.! (Bk. IV, 851 887)

Wordsworth's 1dent1fication of nature and myth is followed by =
many simllar passages in Keats' poetry. The complete reversal
of WOrdsworth's attitude to myth may be seen ‘in the note which

he wrote in 1817 on his "0de to Lycoris:"

e s o No doubt the hacknied and lifeless use into which mytho-
logy fell towards the close of the 17th century, and which
continued through the eighteenth, disgusted the general reader
with all illusion to ii*in modern verse; and though, in de-
ference to this disgust, and also in a measure partlcipating

in it, I abstained in my earlier writings from all intro-
duction of pagan fable, surely even in its humble form, it

may ally itself with real sgﬁtlment as I can truly afflrm

it d1d in the present case. ;

‘The immense signifioance'whiehtThe ExcursiOh'had for Keats is

f‘ spééified By his"descriptionVof’the poen as oﬁe of the “three
’thing5~to rejoice'at in this Age" (Letters, I, 203); The
passage from The Ehcur31on Whlch I have quoted and Keats'
enthu31astlc praise of the poem are sufficlent to ;ndicate the
1nf1uence whlch Wordsworth had on Keats. The importance of
thls influence is suggested by Douglas Bueh,
[ﬁordswortﬁ]passed on to the younger generatlon, especlally to

Keats, its most influential representative, a noble and poetic
oonceptlon of mythology as a treasury of symbols rich enough
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~ to embody not only the finest sensuous experience but the
highest aspirations of man. And it was Wordsworth who
created a style, or rather styles, fit for the treatment

of such subjects. Of course Keats and Shelley absorbed
Shakesgpeare, Spenser, Milton, and others of the Renaissance
traditiony, but in the matter of mythology the earlier nasters
were not enough. After the eighteenth century the vitality
of serious poetic myth needed to be demonstrated by a great
poet who belonged to their own age, who wrote under similar
condltlons,‘and who wrestled Wlth similar problems 1n
phllosopby and poetry.31 ) ,

It can not be surprlslng that the result of all these 1nflueneas

-Aworklng on Keats was the development of his 1nterest in mythf

and ‘his oomp031tldn of mythologioal poetry. Some of the in—
' fluences Whioh I have examined in thls chapter are personal
and pecullar to Keats, but many of them are general and they -
influenced 1arge ‘numbers. of hlS contemporarles. Keats'fcon-
}eeption of . myth and his mythologlcal poetry were not unlque,
but derived from or shared with many of the Romantlc poets'
- they are part of the Romantio revival in the mythological |

~traditlon.




"CHAPTER‘IV
|  POETRY AND MYTH
~ THEOBETICAL STATEMENTS IN KEATS' POEMS AND LEITERS
This chapter is en examination of Keats' theoretical

approach to poetry and'myth and a demonstration of the’cor-
| reepondences between'hie concept of,poetry and the definition‘
of'myth whicheIfmaderin,chapter‘il; eI,am considering~Keats'

1 poems;and letters as‘theoretiCaltetatements only and Willlre;
" turn to’the’poemS‘in‘ohapter V in which I will consider them
as examples of mythologioal poetry. Keats' interest in myth
was that of a poet, not a- mythographer, and his Writings do
‘not include many theoreticei,stetements aboutrmyth. However,\
‘his poems'oontain numerouskreferences to myth ianhiOh he is
deﬁining myth or7using_myth~to define poetry,k‘The subject of
large numbere of his poeme; partiCularly the early onee, and
rof many of his 1etters 1s poetry, and much of What he has to
say about poetry corresponds w1th the definitlon of myth |
,glven in chapter II of my thesis. This correspondence 1s of
‘course appropriate, einoe‘many of his poems are based on mytho-
logical themes, and it islen:importaht reason forkKeats'nsuc-
oeSs as'a mythological-poet. KeatS' meny identifications of
myth as poetry are the basis of his statement 1n the "Ode to
Psyche" that he w111 be Psyohe s priest for his act of worship“
will be the compositlon of poetry, However,kpoetry is & 1arger

category than myth; not all poetry is myth, and it is the
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corresPohdence betweenﬂKeats' definition'ofbpoetry and the
n‘ame of myth which ,niakes‘ it possible ,for him to identify
poetryvandfmyth and'fwr his mythologioel poems to becone
vital creatlons of nyth and not merely poetry w1th inert
,mythologlcal assoolatlons.k
In my introductory disouss1on of Keats' "Ode:to
+ Psyche," I described the sequence made by the poet¥s enjoy-
’;_ment oftnatural beauty beiﬁg folloWed by~akmythologioal vision‘
’as a derlvatlon from the etiologlcal theory of the orlgln of
J-myth. I have~referred to this correspondenoe~againf1n my
dlsou331on of myth and mythography, and we have Seen a more
explioit example of the etiological theory made into poetry
in the lines whloh I have quoted from Nordsworth's Exours1on.
For Kaats, the etiological theory becomes an 1dent1ficatlon L
of nature, myth and poetry Whioh he expresses in many of his
early poems. “The earllest statementkof this theme occurs in
‘the "ode to Apollo," '"In thy western halls . . . ," which |
Keats oomposed in February of 1815,1 kHere what was to become
the usual order is reversed' Apollo, the mythologloal figure,
is addressed;flrst, and. then~his’song~is identified with'the
soundskof nature: | : o |
We 1isten here on earth.
- The dying tones that fill the air,

And charm the ear of evening failr, i
-From thee, great God of Bards, receivectheir heavenly birth.

The close relationship between nature‘and myth reappears as one
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- of ‘the themes in the'Epistle "T0=George'Felton‘MatheW“'which,
Keats'cOmpOSed in November of 1815;2 Unsure of his abllity

- to compose poetry, Keats confesses to Mathew:

That I am oft in doubt whether at all ,

I shall again see Phoebus in the morning:

Or flush'd Aurora in the roseate dawning!

Or a white Naiad in a rippling stream; ‘
Or a rapt seraph in a moonlight beam;

Or again witness what with thee I've seen,
The dew by fairy feet swept from the green,
After a night of some quaint jubilee

Which every elf and fay had come to see:

When bright processions took their airy march
Beneath the curved moon's trlumphal arch (11 20-30)

Here Keats is s’bating“a wish to poseess a mythmaking ability
very 81milar to that of the “unenlightened swains of pagan
Greece" in Wordsworth's Excursion. Keats explains the source‘
VQf hls lack of confldence.as.his obligation to liﬁe;"in this
darkkcity." He thenkgoes on fo describe the ideal setting for
the "‘comﬁésition of poetry, which he hes identified above as
myth in hlS references to "Phoebus," "Aurora," and the "White

Nalad‘"k

. Some flowery spot, sequester'd, wild, romantic,
" That often must have seen a poet frantic; ;
Where oaks, that erst the Druidﬁknew, are growing,
And flowers, the glory of one day, are blowings;
Where the dark-leav'd laburnum's drooping clusters
Reflect athwart the stream their yellow lustres,
And intertwined the cassia's arms unite,
With its own drooping buds, but very white.
Where on one side are covert branches hung,
'Mong which the nightingales have always sung
In leafy quiet: where to pry, aloof, :
- Atween the pillars of the sylvan roof, ,
“Would be to find where violet beds were nestllng,
And where the bee with cowslip bells was wrestling.
There must be too a ruin dark, and gloomy, :
To say 'joy not too much in all that's bloomy"* (11 37-52).
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KeatS'takes far tookmany lines and his descriptions are
somewhat hackneyed, but his message ks clear; the. compos-‘
ition~of myth is based on.the oontemplation of nature. The
identidation of poetry w1th nature is made again in the sonnet
"HbW'many bards.f;<; ,“ composed by Keats in March of 1816 3
In the octet Keats describes the pleasure that he takes tn
the memorges of great poetry which come to hlm When he s1ts
‘,down to rhyme. In the sestet Keats states that he has ‘the
_same response to thek"number'd suunds that evenlng store. .,.
+" In thls sonnet Keats does not mention myth, ‘but the com-
parison made between poetry and neture'is similar‘tokthat‘in
the earlier "Ode to Apollo’"k
In August 18l6 Keats was 11v1ng in Margate, placed
in the poet's natural settlng._
e e pillow'd on a bed of flowers
~©  That crowns a lofty clift, which pﬁoudly towers
: Above the ocean-waves (11 123-25) TR SR
Yet he is degected and‘in the opening,lines of the poem con~-
taining”theseflines,kthe Epistle “To‘My Brother George,"
Keats recalls thet
} . Seasons when I've thought
' No spherey strains by me could e'er be eaught
From the blue dome, though I to dimness gaze
- On the farcdepth where sheeted lightning plays;
- Or, on the wavy grass outstretch'd sppinely,
Pry 'mong the stars, to strive to think divinelys
. That I should never hear Apollo's song,
Though feathery clouds were floating all along

' The purple west, and, two bright streaks between, :
The golden lyre itself were dimly seen. o e (ll 3=12)e
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'Keats oontrasts this experience of apprehension with the
"Wonders strange" seen by hlm “whose head is pregnant With

poetlc 1ore'"

A sudden gluw comes on them, naught they see
In water, earth, or air, but poesy.
e o » When a Poet is in such a trance,
In air he sees ‘white coursers paw, and prance,
Bestridden of gay knights,’in gay apparel,
- Who at each other tilt in~ ‘playful quarrel,
- And what we, rignorantly, sheet-llghtning call, -
Is the swifitnepening of their wide portal,:
When the bright warder blows his trumpet clear,
Whose tones reach naught on earth but Poet's*ear.~
‘When these enchanted portals open wide, o
- And through the light the horsemen swiftly gllde, '
The Poet's eye can reach those golden halls, - :
And view the glory of their festivalss: o &
(11.,21—22 25 36)

N

The poet sees nature transformed into poetic images’and this'
is the imaginary,metamerphosis which creates myth. Keats
| hopee'that hektoe will see more in nature than nature and he
promises his brothers . | |
" And should I ever see them, I will tell you
Such tales as needs must Wlth amazement spell you
; ; (11 65-66).
-In thiS'peem~we again have Keats! stétement that the poet is
inspired by%naturetend also hisedescription of inspired poetry
in mythological images. N |
In September of 1816 Keats Writes another Epistle, this
one'To Charles Cowden Clarke," in whlch he makes the same 1denti-
flcation of nature, myth, and poetry.5 For some‘Weeks" he |

has been away from London and in the country he has enJoyed

being able:
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To see hlgh, golden corn wave in the 1lght
~When Cynthia smiles upon a summer's night,

And peers among the cloudlets jet and Whlte,
As;though she were reclining in a bed

Of bean blossoms, in heaven freshly shed,

No sooner had I stepp'd into these pleasures

Than I begen to think of rhymes and measures:

‘The air that floated by me seem'd to say RS

'Write! thou wilt never have a better day%ll. 2-100).

Here we'havefone of Keats"meny'descriptions of the natural
xmoohkaS'the classical goddess. Keats! classioal‘referenoe is i
: not,merely an'ellusion, but a genuine personifioation which
”mlght be read as a preparation for hlS more glaborate treaxment
" of this figure in | dzmion. In the Eplstleq "To Charles Cowden.‘
| Clarke," Keats claims that thls natural phenomenon, which he
has described as a mythologloal flgure, has inspired him to ,
k‘erte poetry., The poetry Whlch he writes is not a photographicl‘
descriptlon of nature, but a mythological transformathn.

Again, 1n "Sleep andfPoetry," composed in November and -
kDeceooer of 1816, Keats identifies nature as the inspirer of
poetry.ék In an apostrophe~to "Poesy" Keats askss |

+ ==8hould Tizather kneel

;,Upon some mountain~top until I feel

A glowing spiendour round about me hung,
And echo back the voice of thlne own tongae? (11. 49 52).

Still addressing "Poesy,"'Keats asks for "a bowery nook" whichs

‘Will be elysium--an eternal book

Whence I may copy meny a lovely saying

About the leaves, and flowers--about the playing
0% nymphs in woods, and fountains; and the shade
Keeping silence round a sleeping maid; :
And many a verse from so strange influence*

That we must ever wonder how, and Whence

It came (11 64—?1) ,
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It seems strangeashould make: the observatlon which - he does

in the 1ast'two 11nes, for he has told us many times that&

poetic vision is inspired by nature and he tells us meny times

again. When~he'wishes to eondemn the neo-classmcal,peets;of
eeighteenth,century England, Keats calls them’“diSmal goul'd"

«and‘denouhces their insensitivity;to natures

The winds of heaven blew, the ocean roll'd

Its gathering waves-=-ye felt it not. The blue

Bared its eternal bosom, and the dew ‘

Of summer nights collected still to make :

The morning preoious.,beauty was awakel ° .

hy were ye not awake? But ye wWere dead.@.«.(ll l88~193).

Keats' desCriptions of nature'are,much better“wnatten thanethe |

questions whith he addresses to the "impious race" or "handi-

craftsmen” and it is not surprising to find that nature pro-

vides the inspiration of his poetry, He tells us that:

“ Things such as these are ever harbingers
To trains of peaceful imagess the stirs
Of a swan's neck unseen among the rushess
A linnet starting all about the bushes: S
A butterfly, w1th golden wings broad parted, .‘.q.%
(11 339- 343)

Keats returns to the "harbingers to trains of peaceful imagesﬁ

’ in'"i Stood Tip-toe;.o ;nﬂwhrch he composed in December OT,‘

1816;7 Here he,describes‘the~me0n once more, calls it "0

Maker of sweet’poets," and asks:' "For what has made the sage

or poet write / But the Iair paradise of Nature's light?"

(11.125-26). Keats describes the close connections between

nature and poetry. I will give only one eXample'of these: "In

the calm grandeur of a sober line, / We see the WaVing of the
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”Nmountaln plne" (11 127- 28). Keats contlnues, statlng the
connectionsbetween the experlence of’ nature and mythmaklng and
Vhe refers to flgures from olass1cal mythology. Psyche, Cupid,
Jove, Fauns, Dryades, Syrinx3 and Pan. In greater detall,

'he descrlbes the creation of. the myth of Narcissus and Echo.

What first inspired a bard of old to sing
Narcissus pining o'er the untainted spring?
In some delicious rahble, he had found
A little space, with boughs all woven round;
And in the midst of all, a clearer pool
Than e'er reflected in its pleasant cool,
The blue sky here, and there, serenely peeplng
Through tendril wreaths fantastically creeping. '
And on the bank a lonely flower, with naught of pride,
Drooping its beauty o'er the watery clearness, :
To woo its own sad image into nearness:
Deaf to light Zephyrus it would not move;
"~ But still would seem to droop, to pine, to love.
So while the poet stood in this sweet spot,
-Some fainter gleamings o'er his fancy shotj;
~Nor was he long ere he had told the tale :
. of young Narcissus, and sad Echo s bale (11. 163-180).«

Then,fKeats.concludes the poem With'a'consideration'of:'

That sweetest of all songs, that ever new,
That aye refreshing, pure'delioiOuSness,
" Coming ever to bless -

- The wanderer by moonlight? (11 182-85).

fThls song wa.s composed by a Poet and 1over who stood on Latmus?

top" ga21ng at the moon.

, ‘TheVPoetfwept at her so piteous fate,
. Wept that such beauty should be desolate:
S0’ in fine wrath some golden sounds he won,- , :
© And gave meék Cynthia her Endymion (11l. 201-204),

‘Here we have one of Keats' most explicit statements of the
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1nsp1ration of the mythmaker by the beauty of nature. When - o
Keats returns to the tale of Cynthia and her 1over~for;the
subject‘of‘his:poeticlromancefEngzmion, he retelle the ofigin |
{of the m&th.k The legend should be accepted as truth because |
it is a Wittys® k

{Not,ofvthese days,; but long ago *twas told
By a cavern wind unto a forest olds
—And then the forest told it in a dream

- To a.sleeping lake, whose cool and level gleam
A Poet caught 2% he was journeying

To Phoebus® shrine; and in it he did fling

His weary limbs, bathing an hour's space,

And after, straight in that inspired place

- He sang the story up into the air, ' 8
Giving it universal freedom (Bk. II, 830-39). :

The explanation of . the orlgln of the myth is different from ;
that given in "I Stood- Tlp-toe. " .,," but the sequence of
transference from nature, to poet to myth is 1dentlcal. That
thls assoc1at10n of nature w1th poetry or myth 1s not merely‘
a_poeticfoonvention forkKeats, may;be agcertalned from the
'1etter Whieh'Keats ﬁrote'to his brother Tom on,June.27, 1818,
~Keats has been hiking through northern Briteinnand after~de—

seribing his impressions of the scenery,the tells Tomé{

The space, the magnitude of mountains and waterfalls are well
imagined before one sees themy but this countenance or in-
tellectual tone must surpass every imagination and defy any
remembrance. I shall learn poetry here and shall henceforth
write more than ever, for the abstract endeavor of being able
to add a mite to that mass of beauty which is. harvested from
these grand materials, by the finest splrlts, and put into
etherial existence for the relish of one's fellows. I cannot
think with Hazlitt that these scenes make man appear little.
I never forgot my stature so completely--I live in the eyes
~and my imagination, surpassed, is at rest--. . (I, 301).
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The~faetkthat Keats did learn~poetryetheie iSioften,suggeSted
by critics who refer to the reSemblance ekaeats' TitenS;in
kgygerion to the'craggy mountains of’northern‘Scotland;~ Some
elements of the etlologlcal theory remalned Wlth Keats during
the compositlon of his major poetry zn 1819 and in the "Ode
toka nghtlngale,";the poet's wish to fly;on "the viewlessk
- Wings okaeesy" islinspired’by the music of nature, the song
of the nightingale which: | i |

~ In some melodious plot :
Of beechen green, and shadows numberless,

Slngest of summer in full-throated ease.
: KeatS‘had~written‘of the inspiration which'he mightutake,from ‘
the song;of the*nightingale es>eﬁfly'as ‘the Epistle “Te George
Felton Mathew" in whlch the ideal settlng for composing poetry’
is a place' | |
| ~ Where on one 31de are covert branches hung,

'Mong which the nlghtlngales have always sung
o In 1eafy quiets,. .,.(11 A5 47). ; ,
Keats® view of poetry is much more'complex in the "Ode to a
vNightingaleh'hhan in the'Epistle #To George FeitOnkMatheWs"
I Will again refer to Keats' view of poetry in the "Ode to a
nghtlngale“ 1ater in th;s chapter When I discuss the cancept
of Time 1n‘myth and in Keats' wr;tlng. At th;s point we may ’
leave the poem afterjnoticing,that #he'belief in the inspiring
power of nature remaine iﬂkﬁhe'"Ode t0~a‘Nightihga1e" and that
this is an expression of the eticlogical theory which is an

explanation of myth.
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 The close’eonnectionkbetween nyth and the external
‘Wbrldtor‘environment ef'man, which is demonstrated in the
etiological theory~of the origin of myth snd followed by
Keats in his descriptlons of poetry, suggests another aspectt
of myth for which there 1s ‘a correspondlng element in Keats'
; conceptlon of poetry. The functlon of myth, as I have des-
,/cribed it in chapter III, 1s always to humanlze or interpret
';and make‘acceptable as well aS'to explain the external world
,J,to man. Thls characterlstlc of myth is analogous to Keats!
’own interpretatlon of the signlflcanoe or funotlon of poetry.
In "Sleep and Poetry," Keats declares that’"the great end of
poesy'iis'"that it should be a friend / To«SOoth~the~cares5'
and 1ift the thoughts of man® (11. 2h-46). Several lines
1ater he tells us that M e e they shall befaccounted poet
kings / Who simply tell the most heart- ea31ng things" (11. 267e
68), These statements mlght Well be interpreted as para-
ephrases of Joseph Campbell's descriptlon of myth as a 11b1—
dlnal"womb"uiﬁkl have referred to in my definition of myth.
In "I Stood Tlp-toe.,. " Keats describes;akbubbllng broqk
‘whichs | | | -
Charms”us’at ence away from allyour troubles:
So that we feel uplifted from the world,
Walklng upon the white clouds wreath'd and curl'd
‘ (11. 138-140).
He‘telis‘us that this pSychedelic~high~Was'the experience of
the peet whofcomposed the myth of Psyche,'and presumably also

‘of those who read it. Later in the same poem he tells us that
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'/it is poetry which makes it possible to experience love with-

out sufferihg physioiogical deathz

Therefore Wadlover did of anguish die:
But the soft numbers, in that moment spoken,
Made silken ties, that never may be broken (11. 236-238).;

Althdugh such statement5~might make us skeptical of their~
validity, they do convey some idea of the potency which Keats
‘attaohes to peetry. Keats' most famous Statement of this power
eof poetry is his description of “a thing of beauty" 1n the |

f Induct1on to En dxmlon.

S E[t] st11l will keep

;A bower qulet for us, and a sleep

Full of sweet dreams, and health, and guiet breathing.v

Therefore, on every mOrrow, are we wreathing ‘

A flowery band to bind us to the earth,
Spite of despondence, of the inhuman dearth
- Of noble natures, of the gloomy days,

Of all the unhealthy and ofer-darkened ways

‘Mede for our searching: yes, in spite of all,
~Some shape of beauty moves away the pall

~From our dark spirits. Such the sun, the moon,
V.Trees old, and young, sprouting a shady boon

For- 31mp1e sheep; and such are daffodils

With the green world they live in; and clear rillsf~

That for themselves a cooling covert make

“'Gainst the hot season; the mid forest brake,

Rich with a sprinkling of fair musk-rose bloonms:

And such too is the grandeur of the dooms

‘We have imagined for the mighty dead;

‘A1l lovely tales that we have heard or read.~

An endless fountain of immortal drink,

Pouring unto us from the heaven's brink (I, 3-24).

Keats explalns the function of poetry, the "thlng of beauty,"
é; a way of relating man to the earth and making it a pleasant
and upllfting habitatlon. Thiskexplanation might well‘be part

of a definititm of myth and 1t is appropriate as the intro-
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duction te;Keats':first major mythological poem.

: Keats restates this concept of the function of poetry
in afletter to’his brothers written on December 21, 1817,
shortly after the completion of the first draftfof‘Endzgian.,
Keats tells them that he has been deusee Benjamin West's
-k<“Death on the Pale Horse," and he explalns that ‘the picture
fails because it lacks "intensity-" | k \
o e e the excellence of every Art is its 1ntensity, capable
of making all disagreeables evaporate, from their being in
close relationship with Beauty and Truth--Examine King Lear
& you will find this exemplified throughout; but in this
picture we have unpleasantness without any momentous depth
of speculatlon excited, in whith to bury its repulsiveness--
. o_o,o’ (I 192)0 .
‘What Keats describes as "1ntensity" is essentially the mythic
quallty of 1nterpret1ng the World, particularly those aspects
Which are disagreeable, and supplylng a meaningful pattern,
discovering "Beauty and Truth." " The creatlcn of meaningful
patterns’is'alsc the subject’of the letter to J.H.Reynolds
_written on February 9, 1818. Keats writes of “"the Benefit
done by great Works to the *Spirit and pulse of good! by |
their mere passive existence." He then writes of, and compares
the "Benefit done by great Works" With,‘the benefit which the
individual can make for himselfd |
. ; « Now it appears to me that almost any Man may like the
Spider spin from his own inwards his own airy Citadel--,the
points of leaves and twigs on which the Spider begins her :
work are few and she fills the Air with a beautiful circuiting:
man should be content with as few points to tip with the fine

Webb of his Soul and weave a tapestry empyrean--full of Symbols'
for his spiritual eye, of softness for his spiritual touch,
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 of space for his wandering of distinctness for his Luxury

-=But the Minds of Mortals are so different and berton such
diverse Journeys that it may at first appear impossible for
any common taste and fellowship to exist between two or o
three under these suppositions--It is however quite the con-
trary--lMinds would leave each other in Numberless points,
and all last greet each other at the Journeys end-—. PR
: ( I, 231-32).

This "Webb" that Keats describes; which is a pattern like the
spider's web, WhiéhrsatiSfies'the ”spirituél" needs of indivi-
; dual men, andtget is archetypal since all of the individual
patterns‘are‘identical, greeting "each other at the'Journeys ~
end'" might be called a mythologlcal web, since each of these
qualities, the spirltual function and. the stylized pattern or
archetypal form, is a characteristlckof myth. The web lacks
~ only the form, theiverbal medium,:of the "great Works," Which

lby'iﬁplication share these mjth01ogical characteristics of

Keats' "Webb," and Whieh:een more correctly bewcalled mytho-
! logicai; Although Keats does not refer eipiieitly to myth ih
 this letter, it is significant that he is forming Suoh sons
ceptidns,while hekﬁs composing‘poetry on‘mythologicalwthemes;,

Writing Severalkdays later, oﬁ‘Feerary 27, 1818,‘th£s

k‘_time to,John’Taylor5‘Keats explains what he calls "axioms" in
poetry. The first of these: ". . . I think Poetry should
surprise by a fine excess and‘not by Singularity--it should
strike the Reader as a,wbrding'offhis oun higheet thoughts and
eppear alidst,a Remembrance—-. o oM(I, 238), attributes to |
poetry a quallty thoh is similaz to the archetypal nature of

mythe Poetry should not strike 1ts reader as strange or unusual,

but it should seem familiar to his unconscious.
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As I have shown in chapter II, the mythological arche-
type is usualiy Qoncei#ed through analogy with'natﬁral cycles
using typical Structures or_patterns drawn from the external
World Whiﬁhlmyth‘Seeks tb intérpret or transform. Although
hepislnotvdéscribing plot7patterns; Keats often suggests that
poetry should resemble natural processes. The second and third
of Keats' three axioms in poetry'are esesentially descriptions
- of "orgahic"vefse: , | |
¢ e o Its touches of Beauty should never be half way therby
- making the reader breathless instead of content: the rise,
. the progress, the setting of imagery should like the Sim
~come natural natural too himw-shine over him in the Luxury
~of twilight--but it 4s easier to think what Poetry should be

than to write it--and this leads me on to another axiom. That
if Poetry comes not as naturally as the Leaves to a tree it

had better not come at all (I, 238-39).

: WhatkKeats is demanding is naturalness in poetry, not the poetic
imitation of natures; hbwever, the Cerespondence betwéen,nature
: and[poetry'remains;' In hisksonnet‘"Spenser! a Jjealous honourer
of thine," Keats uses an organic metaphor tokdescribe the
growth~0f a poebs |
The flower must drink the nature of the soil
Before it can put forth its blossoming:
Be with me in the summer days and I 9
Will for thine honour and his pleasure try.
In the opening of Endymion Keats ennounces his prospectus for
the cdmpositbn of the poem. He is beginning‘in the spring and
hopes to be half way by summer and to be finished by autumns
. Now While the~éar1y budders are just new,
And run in mazes of the youngest hue :

About old forests; while the willow trails
Its delicate amber; and the dairy pails
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Bring home 1nerease of milk. Aﬁd; as the‘Year

Grows: lush in Juicy stalks, I'll smoothly steer

My little boat, for many quiet huurs,

With streams that deepen freshly into bowers.

Many and many o verse I hope to write, :
~Before the daisies, wermeil rimm'd and white,

Hide in deep herbage; and ere yet the bees

Hum about globes of clover and sweet peas,

1 must be near the middle of my story.

0 may no wintry season, bare and hoary,

See it half finish'd: but let Autumn bold,

With universal tinge of seber gold,

Be all about me when I make an end (11. 41-57).
;In~theseklineS~Keats'is,giving what -he expects to be a realistic,
chronology for the composition of Endymign, but he is also

reating a metaphor whieh describes the poem,: The oPening
is the sprlng of the poem and its completion or fulfllment is
the poem's~autumn. Keats~will“befwriting throughout,the
gummer and the poemQShould be half-completed by mid-summer,

The ‘main body of th poem is‘described as~its summer;l These
comparlsons with natural process are about as near as. Keats

gets to a conceptlon of poetry Which, llke myth, is stylized
or'patterned in acoordance with the natural cycles. Xet, before-
I leave this subject, we might memember that Endymion is a
'."poetic romance; ™ that it will be written during the summer,
though begun in the spring and not to be completed untll the

Fall' and that in Northrop Frye s Anatomy of Crltlcism it is

‘the "Mythos of Summer® which he assoclates With the archetypal
 form of romance. | | '

: Keats' only speclflc theoretlcal reference to myth is
‘partkof the famous yale of Soul—makinggkletter which heequte

to George and Georgiana Keats in April of 1819;,‘In the intro-
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3 duction to this passage of phllosophy Keats defines the con-
dltlon of man

. o o Man is originally 'a poor forked creature! subJect to
the same misbhances as the beasts of the forest, destined to -
hardships and disquietude of some kind or other. If he im-

- proves by degrees his bodily accomodations and comforts--at
~each stage, at each accent there are wailting for him a fresh
set of annoyances--he is mortal and there 1s still a heaven
with its 8tars above hisg head (II 101)

_Keats denies that this oondltion .can be changed. ".~. . the

- nature of the world. will not admit of 1t--the inhabitants of
the,worldcwill correspond to itself-=,. s % (II, 101). Keats
thenkproposes an explanation Of, or an answer to, this condition;
this is the theory of "Soui-making," to which I have already
'~;referred.:<Man's experience of~the world is an eduoation'whioh
fits- him for 1mmorta11ty. Keats contrasts this system With

| the Chrlstlan one and then compares it with that of "the ,
anclent persian and greek Phllosophers“ Which has been made .
"more simple for common apprehension by 1ntroduc1ng Medlators
and Personages in the same manner as in the hethen mythology S
abstractions,are~person1f1ed.~. KR "Serlously,“ he adds.'

' . . I think it probable that this System of Soul-making--
may have been the Parent of all the more palpable and personal
Schemes of Redemption, among the Zorastrians the Christians

and the Hindoos. For as one part of th human species must

have their carved Jupiter; so another part must have the

- palpable and named Mediator and saV1our, their Christ: thelr
Oromanes and their Vishnu--. (II 103).

Keats! desoription of mythological figures‘as mediators between
man's mortal condition and his idea of immortality is a funda—

mental conceptlon of myth. The fact that the mediators are
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’created to make the philosophy "more simple" accounts for
their combinatlon of the oondltlons of mortallty and 1mmor-
tality. They have humen forms, but khey have superhuman con-
trolyover/the forces of nature. Here we might remember Ernst
Topitsch's Statement which Ifhate quoted in ohapter‘II or my
thesis: "Man for the most part c0nceives oftwhat‘iS'remote,'
unkmown, or difficult to understand in temms of what is near,
‘Well known, and self-etident." This‘OOrreeponds with Keats! |
own conceptlon of immortallty Whioh he mentions 1n his letter
kto Benaamin Bailey on November 22, 181?. o s another favorite
Speculatlon of mine, that we shall enjoy ourseleves here after ‘
by. having What we called happlness on Earth repeated 1n a
finer tone and so repeated. . . (I, 185). Keatskdefines the
supernatural as_the n‘atural,transformed° ’His representat;on
oﬁfthe supernatural in his mythologioal poems reflects his
,understanding of the nature'ﬁﬁ mythnand the function of mytho=
'logioallfigures as interpreters or transformers of reality.
 The relatlonshlp of the supernatural the natural, and the
 human is. made explic1t by Keats 1n the Words which the goddessk

Moneta addresses to the poet-narratoryln the opening of. the

»Fall,giyﬁyperion, Canto II:

*Mortal, that thou ma'st understand aright,

vT. humanlze my sayings to thine ear,

Making comparisons of earthly things;

'0r thousmight®st better listen to the wind,

'Whose language is to thHee a barren noise,

*Though it blows legend-laden thro' the trees (11, 1-6).

The words of the goddess, theVSupernatural,ywould be like the
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language of the wind barren and 1noomprehens1ble, exoept
that they are humanlzed and made understandable through com~
parisons with famillar earthly things, the natural. Hepe©
we have Keats' deflnition of the supernatural element in myth :
and we might remember that he has told us several tlmes that
it is the poet Who, llke the mythmaker, 1s able to reveal the
message of the wind Which "plows 1egend—laden thro' the trees.“

Keats' canception of the supernatural as,the creation~of per—,k

s soniflcations Which humanize reality, is essential to the com-

. position of true myth. Although we can find elements of the
theory\earlier, Keats does not attain the complete reallzatlon;
of’tne theory in poetry until the composition of the "Ode to,
Autumn, " | T
The mythologlcal concept of time, whloh is part of
- my deflnition of myth in chapter II, is also represented in
Keat dlscussions of poetry, The nightlngale or the nlghtin—f
gale s song which represents art or poetry in Keats! "Ode to
8 Nightlngale," is not subJect to the wastes of Time.~ In‘
stanza seven, Keats descrlbes this freedom of the nlghtlngale
and contrasts it with the human condltion of those who hear |
its song: |
Thou wast not born for. death,‘lmmortal Bird!l
No hungry generations tread thee downs
The voice I hear this passing night was heard
. In ancient days by emperor and clown:
Perhaps the self-same song £hat found a path :
Through the sad heart of Ruth, when, sick for home,
She stood in tears amid the alien corns
‘ The same that oft-times hath

Charm'd magic casements, opening on the foam
of perilous gseas, in faery lands forlorn.
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This&immbrtalityfis.shared by Keats'*Greoian Urn. Like the
nightingale,'the figures which decorate the urn do not share
" the limitations of mortal humanitys
Ah, happy, happy boughs! that cannot shed
- Your leaves, nor ever bid the Sprlng adieus
And, happy melodist, unwearled,
- For ever piping songs for ever news;
More happy loved more happy, happy lovel
For ever warm and gtill to be enjoy'd,
For ever panting, and for ever young:
All breathing human passion far above,
That leaves a heart high-sorrowful and cloy'd
A burning forehead,‘and a parching tongue.
”;‘As symbols of art, the nightingale and the urn sharefthe free-
dom Whi&h is charactefist;ﬁ of myth; freedom from the_restriotions
of artificial or chronological time and from the limitationsmof
,,the,ihdividual th“dies and is not, like the natural processés,
'immortal. Keats' attitude'to this transcendence of Time is ’
not the same in the "Ode to a nghtingale" as 1t is'lnﬂthe M0de
on a Greclan Urmn.®
Although in the first stanza the Nightingale "S;ngest‘k
of summer in full-throated ease," by the;conclu31on,df the poemk
the song has faded: | .
‘Past the near meadows, over the still stream'
_Up the hill-sides and now 'tis buried deep
- In the next Valley-glades°
Was it a vision, or a waking dream?
Fled is that music:--Do I wake or sleep?
~ Keats is unable to answér,his gquestion. He was unable to stay
with the nightingale for %. . . the fancy cannot cheat so well

/ As she is fam'd to do, deceiving elf." He is unable to believe
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tin‘the tranéfofmation of~reality represented by the bird's
song.k This amblvalenoe in Keats'kattitude to poetry is
characterlstlc of several of the poems which he composed 1n
’the sprlng and summer of 1819. The 1nab111ty to believe in

poetry, to regard 1t as vera narratlo, is a dev1atlon from a

- concept of moetry Whioh«may be equated wibh the nature of

myth; Keats' creationkofkromance rather than myth in Lamia,

which I will discuss in chapter V, is undoubtedlykconneoted

with his nneasy attitude to phe transforming poner of poetry.
kHowever, Keats seems to return to a concept of poetry which

‘" is close to myth in the autumn of 1819. Thls return can be

seen in The Fall of Hyperlon and is given its finest expression

1n Keats® last poem the "Ode to Autumn."
- Even in the spring of 1819 Kéats’ ambivalence about
’the power of art to transform reality is resolved 1n tha“Ode
on a;Gre01an Urmn." In hls opening apostrophe to the Urn. |
Thou still unravish'd bride of qﬁietnesks,k
Thou foster-child of silence and slow time,
Sylvan historian, who canst thus express o
A flowery tale more sweetly than OUr Thymee o o
kKeatS~telis us that the urn is a~"historian¥ it tellS~e true
story; and;]although the urn is silent, it does oommunicete;
it can'bxpress / A flowery tale,more,sweetly than our~rhyme. .
o s In the:fnnal stanze Keats expresses his eonclusion to
“his oontempletion of the beauty of the urn and its traneoendence i
of the limitations of mortality:

0 Attic shapel Fair attitude! with brede
- Of marble men and maidens overwrought,’,
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With forest branches and the trodden weed; :

‘Thou, silent form, dost tease us out of thought

As doth eternity: Cold Pastoral!

 When old age shall this generation waste,
- Thou shalt remain, in midst of other woe.
“Than ours, a friend to man, to whom thou say'st,
'Beauty is truth, truth beauty,'--that is all
'Xe'know on earth, and all;yelneed to know.
The Urn is Beauty,‘an "Attic shape" and a "PFair attttude'"
and Keats compares 1t With “eternity.“ It is a. "Cold
Pastoral " because in its transformation of" reallty ik does
‘not. partake of the life of mortallty. But the Urn is "a
frlend to man," and 1ts message, "Beauty 1s truth “truth |
“beauty," can be be11eved. Althpugh nothgng else on earth
1s known, that is,yand that is enough.

The "Ode on a Gecian Urn" is not Keats!' only statement
Of‘theftruth of beauty;f ertlng to Benaamin Bailey on November '
22 1817, Keats tells hlmm
I am certain of nothing but of the holiness of the Heart'
~affections and the truth of Imagination--What the imaglnation
seizes as Beauty must be truth--whether it existed before or

not--for I have the same Idea of all our: Passions as of Love
they are all in their sublime, creative of essential Beauty--‘

~ Ih a Word, you may know my favorite Speculation by my first

Book and the little song [0 Sorrow] I sent ¥n my last--which

is a representation from the fancy of the probable mode of
~operating in these Matters--the Imagination may be compared

to Adam's dream~-he awoke and found it truth (I, 184=85).

Keats refers Bailey to Book I of Endymibn in which he declares
that: "A'thing bftBeauty is a joy for ever." I have already
commented on the lines that folloW~thiS‘one‘and the similarity

of Keats! descrlptlon of the effeot of poetry to the characterlstic
functlon of myth. In this letter, Keats emphagizes that the

- "Jjoy forever" is not illusory,but truth. Keats refers to the
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song "0 Sorrow," and this is an example of the oreation of

"essential Beauty" through the transformatlon of human mlsery

by the imagination. Here we mlght recall Keats' comments on

West's 'DEAth on the Pale Horse" in the "negative capability"
1etter, which ‘I have already referred to,,and whlch,Keats wrote
about one month after this one tQ'Bailey;' To use the language

of the"negative capability" 1etter5 the;effeCt Qf the‘imagination

in the song "0 8orroW"‘mith,be @escribed ass the evaporation

' ofeallfdisagreeables “from;theirfbeing in close relatibnship:

with Beauty and Truth." The most importent characteristic of

poetry, for”Keats, isyits‘beauty.; He te11s'us,‘in the,conclusion

of the "negative capability“ letterywritteh on December 31, 1817:

‘". . . that with a great poet the sense of Beauty‘OVercomes'

every other consideration,~qr,rather obliterates all consideration"

(I, 194). Keats believes that poetry, or the beauty of poetry,
Which is the creation of the transfdrming pewers'of theyimagin-
ation, must be defined as‘truth. This belief in the truth of

poetry may be compared w1th the deflnition of mxﬁh as vera

narratio. Myth also,is created by the,transformation‘of realityr,e‘

and the transcexdknce of the limitations of the natural world;
and myth is regarded, not as 1llusion, but as reality.

Ikhave'demonstrated several important;reeemblances

between/what Keats says about poetry in his poems and letters

end what are the definitive characteristics of myth., I have

~also discussed the comments which Keats makes specifically

about myth and shown their relevance to~the‘theoryvofkmyth;

then Keats uses mythologicai materials d4s images for poetry
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and We find that for Keats the terms "myth" and “poem" seem
to be interchangeable. In the "Ode to Apollo," "In thy western
halls. . f" the mythmakers, Homer, Vlrgil, and Milton, are
kdescribed as poets or "bards." In the Epistle "To George
Felton Mathew, Keats confesses that hefhas‘doubted5his‘b
ability to Write poetry by telllng Mathew that he has won- -
' dered Whether he would ever see mythological figures in nature.
In "I Stood Tip-toe., « »" KeatS‘eXplains the compositionfof
poetry by describing the orlglns of the myths of Greece and
Rome,, In the- fragmentary "Ode to May," Keats describes the,
k’mythmakers of ancient Greece ag " ',‘. bards who died content :
1on pleasant sward / Leaving great verse unto a little clan.”
There are many more examples of Keats' substitution of "myth"
fork"poetry" and "poetry“rfor "myth,"kpartioularly in the |
éarlier poems,tsome~of Which Iihavetmentioned’in my‘discussion
of Keats' oonoeptlon of the insplration of poetry. One of the
- ‘most explicit equations which Keats makes between myth and
poetry 1is that in the "Odertoszyohe," Which I have discussed
in:myaintrOduction; and in'ﬁhich Keats describes the'compositionf,
of poetry as worship of the pagan goddess. |
. Im the Induction to Canto I of The ‘Fall of Experion
Keats explains the relaticnship between dreams and poetry in
statements which apply to myth as much as they docto,poetry.
:Fanatics"have their dreams, WhereWith:they Weave'
-“A paradise for a sectj the savage too
From forth the loftiest fashion of his sleep
Guesses at Heavens pity these have not

Tract'd upoh vellum or wild Indian leaf
. The shadows of melodious utterance.
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‘But bare of laurel they live, dream, and diej

For Poesty alone can tell her dreams,

With the fine spell: of words alone can save

Imaglnatlon from the sable charm

And dumb enchantment. Who alive can szg, -

'Thou art no Poet-=may'st not tell thy dreams?'

Since every man whose soul is not a clod

Hath visions, and would speak, if he had loved,

' And been well nurtured in his mother tongue. -
. Whether the dream now purposdd to rehearse L

Be poet's or fanatic's will be known

When this warm scribe my hand is in the grave (I 1 18).
The transformation of reality‘innmyth is analogous torthe trans-
"~ fendence of mortelity in these dreams,'whioh ”Weaveka paradise"
orf"guess at Heaven," which are dreams of immortality. The
relatlonshlp between dream and myth is a- common tenet of psycho=-
analytic mythographers' myths are shared dreams.lO The dis~-
tlnctlon that Keats makes between dreams and poetry 1s that
g;poetry, 1like myth, is shared, poems are dreams which are
ertten, "tractd upon vellum or wild Indlan leaf. ' Keats'
distlnction brings us back to my initlal deflnltlon of myth -
as a "verbal construction." Here, we remember Richard Chase's
statement: “A myth is a story, myth iS~narrative or poetio
‘kliterature.ﬁ For Keats, myth is poetry.

In his references‘to‘myth,Keats often expreSSes the con-
cept of a venished golden age in which the composition of myth
and poetry flourished. In the "Ode to Apollo," "In thy western
halls. . . ," Keats compares the combination of the sounds of
nature at evening, which is the song of Apollo, to the mixed d
v01ces of: : | |

Bards that erst subllmely told

Heroic deeds, and sang of fate,

With fervour seize their adamantine lyres,
Whose chords are solid rays, and twinkle radiant fires.
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These 'bards that erst" are Homer, Virgil, Milton, Shakespeare,;
spenser, and Tasso. They represent'the poetry of elass&cal

Greece and Rome and the Engllsh Renalssance, Whlch are for

-Keats the vanlshed golden ages of poetry. We have already ’

seen that the most 1mportant source of Keats' knowledge of
myth,and mythological poetry was the poetry of Elizabethan
England and the Renaissance trenslations ofithe:claSSieal
poets, and Keats"OWn mythological poetry'Shared the hetero-

geneity or impurity which is characteristic of the Elizabethan

rmythologieal poets who he‘admired., In the "Specimen of an 1

Induction to a Peem" Keats addreSses himself to Spenser for

inspiration,‘both beeause,spenser is‘the master of %tales of

chivalry," but also becaﬁse he is a representatiVe‘of the

Elizabethan golden age. In the famous sonnet "On First Lookiug
inte Chapman's‘Hdmer," Keats peysnhomage both to’the literature
of classical Greece represented by Homer and to that of Eliza-k

bethankEngland~represented by Chapman~sftranslation. Keats

describes the flowering of Elizebethan’poetry'in‘"31ﬁepgand‘Poetry=” i

oie o Here her altar shane,
E'en in this islej and who could paragon

" The fervid choir that lifted up a noise
Of harmony, to where it aye will poise

- Its mighty self of convuluted sound,
Huge as a planet, and like thet roll anund,
Eternally around a dizzy voidf

"Q' - Ay, in those days the Muses were nlgh cloy'd

With honors; nor had any other care
Than to sing out and sooth their Wavy hair (11 171 180).

This invocation of the Renaissance ideal is followed by Keats'

denunciation of the poetry of eighteenth century England:
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Could all this be forgotten? Yes, a schism

Nurtured by foppery and barbarism, .

Made great Apollo blush for this his land.

Men were thought wise who could not understand
His glories: with a puling infant's force -

' They sway'd about upon a rocking horse,
And thought it Pegasus (11. 181~ 87)

This regret for a vanished age of poetic'greatness‘isyalso}

expressed by Keats in the Dedication to Poems published,in

1817:

Here the image’of “the golden G iS‘thekworld'of Greek‘myth;
This image is reproduced in Keats® admiratlon for the "old

kv1gour" of the Creclan bards in his "Ode to: May."

Keats.
Greece and Rome and of Elizabethan England, and he regrets
‘the subsequent decline, but he,doeS‘not accept the decline .
‘as a denial of the possiblity of emulating the poets and mybh- |
‘makers;of\the golden age. The homage whioh‘Keats pays to
;SpenSer in thek"Speoimen of an Induotion’toga,?oemﬁyis paid
‘ as~Keats himself is abdut to’attemptito "revive the dying tone
of minstrelsy.", The denunoiation of elghteenth century poetry~ n
’ln "Sleep and Poetry" is followed by an address to the spirits

of the golden ages

‘The shrlne .0f ‘Flora in her early May.4

' These expressions of nostalgia are not terminal for

’Glory and loveliness have pass'd away;

For if we wander out in early morn,

+ No wreathed incense do we -8ee upborne:

Into the east, to meet the smiling day:

No crowd of nymphs soft voie'd and young, and gay,:
In woven baskets bringing ears of -corn,
Roses, and pinks, and violets, to adorn

- He admires the mythology and the poetry of anoiant
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Now 'tis a fairer season, ye have breathed -
Rich benedictions o'er us; ye have wreathed
Fresh garlands: for sweet music has been heard
In many placesi. s (11, 221-24).
Keats' admiratlon for his oontemporaries is not unqualifled,
V'and he has some doubts: about hlS own readiness to write poetry.k
. o yet there ever rolls
‘A vast idea before me, and I glean
Therefrom my liberty; thence too I've seen
The end and aim of Poesy (1l. 290 93)
'The main statement of the poem 1s that Keats does intend to
compose poetry and, by the conolus1on of “Sleep and Poetry,"
" Keats has aocomplished hls purpose. He has completed "these
1ines, and howsoever they be done, /[He 1eave§ them as a |
father does his son" (11.403-404),  Although the flrst
eight lines of the Dedlcatinn to Poems, 1817, are a ‘lamentation
‘for the pa831ng of the world of Greek myth ~the last six lines
offer a resolution..
But there are left dellghts as high as these,
o .oAnd I shall ever bless my destiny,
That in a time, when under pleasant trees
. Pan is no longer sought, I feel ai free,
A 1eafy luxury, seeing I could please
With these poor offerings, a man like thee.
dKeats' "poor offerlngs" are poems which he has wrltten and
- which he con81ders a substltution for the works of the vanished
golden age.; This lntentlon of'emulatlng the bards of the
- golden age. is also declared in the opening'mines~of the "ode
to May:" ' o

Fintin e

o
fmst
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Mother of Hermes! and still youthful Maial
May I sing to thee
As thou wast hymned on the shores of Balae?
Or may I woo thee
In earlier Sicilian? or thy smiles
Seek as they once were sought, in Grecian isles. « o »
Perhaps thé central statement of Keats' conception of myth
and his reaction to the passing of the golden age, is the
"Ode to Psyche., In my introduction I have already shown how
Keats, in this poem, expresses his reg<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>