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1) Arthur O. Lovejoy, “On the Discrimination of Romanticisms” in Romanticism - Points of View,
ed. Robert F. Gleckener and Gerald Enscoe (Detroit; Wayne State Univ, Press, 1975), pp. 66~67.
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[I. Wordsworthe} Coleridge

Wordsworth Coleridgeshs ®e] AlataEo] a4 o] EH o2 RHans =4 &4 Ao E
Welxl i ek Preluded| 4 1w AH4HES

N|°

.-.but another name for absolute power
And clearest insight, amplitude of mind

And Reason in her most exalted mood.
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A2 ) gl A= 27 ‘s —*—ol] SEI OLSJ zg A" (emotien recollected in tranquility)2}il =e)
BB E BR e ecling Vol e Acl TAUAE Al wolok ek,
Wordsworhyh Wk & et 444 ahoo] ohilcht of ol @EHT Yk AL
S5 24 BHA Geld F AE Aok 2R o 2abl Adatd 23E o 0o 48D
bz Aoleh, T28A L clementary fecling) & A Aol 44 RS Hakel dArlolA
o 4 7 ideas o] Tolwlolxln 4Eh chA waked 4 Athought & Aol Abebal Fol 2
Aol £A oz ol 1A% delesht Aelch =l dgHel HAL Sl TE A -
o] o) abEel A Eo] ols o Folalch 2rhE, AT Jo] A 1 R (reflection) OB 4
Sl A 2 (ideasio] vH4F ol slojof bl °|7;ﬂ—°c defe] 2rH Ao ‘I’
(education) & o) o A o e Holch ola @ HYE AH e malel 2 ‘3a &
| 3] 4=l W49 Aejrh, Wordswortholl Al gledA] Ajalk ‘gt w59 =kl dHEE'

o] AlLs 3, = et el FHE 7&"‘/‘4(sensxb111ty £ 2 Ygopd, £2]¢ oh2(mind)
o] shuhe] Fake] Ro4 felst Al P EFAIE AH R 1 Fake| FEFE &
2 4 A sl Azl ol2A =&, ApUA) dHEE olgk do| K& ol S} A
B A g Asol sk Aok, AL NERG A7 @Fd =Alodle H-E 9l A 9]
Sy 543 @ eplake] SR goelal Fael el

) M H ﬁbréms. 'I.'he‘Mirror and the Lamp (London: Oxford Univ. Press, 1653). p.366, n. 93.

3‘) 1eel|.ng—;_— emotion’, ‘passion’ F3} THalr] Slal o]sk ol¥A ‘rA'oz il

47 feeling’el) —“&ﬂ olske| ol g& W. J. Bate, Criticism: The Major Texts (New York: Harcourt
Brace Jovanovich, Inc.. 1970), pp. 334~352 =1mgt A4,
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i A {educated sensibility)-2- 534 7] = ol
3 FE-olrt 17]‘ AatE-g ol B o) by 2} o] A '(Reason in her most exalted mood }o|
et sk o7t 7l Qo) AL A 7d = 9 A (understanding 2 CIRATI R N
el HF chle]| s & sly] w Fol), olelgt A 72 Wordsworth 7} o 7] 4 ‘oks)  abey’
{enhanced state)2} &bz} ¢ ; Eve ‘At 46 (exalted mood)2l T & 7‘,101] =
Egro 24 Lol 79 Az
1

o
o4 FHEL A4EE Ak AA4a B3 E Qe GF AAS) L8 Aol 58 Hoh
!

fel
A, veld EES sk i, THS ARAsL Sdolh 44HS Fa4 fell Bm
TR 4, gelR ol ohlel sl delolT o|uleli Eal 248 4% spoka
2,2 chgol opfa S AdEL FEAG Mol LYoR WE £ ot s o
Al slE deleh ofd 8@ Sl 23Em R QAT St et ooz
T ooldsh e 44 A%g D 4YE £ °2 el

T S, Eliot+= 29 =% “Tradition and the Individual T Talent”ol] 4 ol 2l 42| @ /g
T AN T848 F4ed 4 Wordsworthe] ‘7al Lgo] aluba ol dHBEE oleb= o
ko] ‘|"]—°| i#ﬂ“] Aeek Bl A S1a]ol] gloe], FEs|ojobdt shle] Fulgt ¢ Fell o Ao
FHapw alck” Wordsworth7} 2hske ‘=772) st “zprade] dH 52 ¢ oju gt 3-8 7
4 Uhth e el @24 Eloth W, T Batesh 4415 Tolgichu frisel sgol da
A8l 4 A% 3L Wordsworthe] 44 el Al Eplgol cfsf 4 qrHE Tedsl wobo Ay 3

= Wordsworth® c} #5 2440

= 45 58 slelshs AAlql A Hl 4
AR gahm, ol4 e waldel dol g AP SAUoleh Hale] TIHa v Pep %
kAl A, A A S FAlell o2 she wlel] <}t foko 24 Coleridges o] 4z 7+t
% 2 4 (senses and understanding)o) el Z 41¢] 5 PR Teg wodaich’ a2 2t o v

=< Ahe] ofgkd dlop A Rxl4d el Coleridges) 7%
el

E |
Mol AukT o] E43F ZukE ofie o] o | A2 43 Sl Tideclare) x| &) 4] # 7}
shube] sbdelet. abefs) Qlzbe] Hdlo] ol2ldh AL A7l ghepd A0 4to]dl o
Toll elel stebsl A% gl AHAlTE Al R (completing power) S -S4l 4 gk el
¥ 4 ol of g AslE e Coleridget: 4bdiclzbn vk Q1] A4 BUAE
shebebe 88 g7 4 o T alzke] AAl

5) T. S. Eliot, Selected Essays (London: Faber and Faber, 1951). pp. 20~21.
6) T. S. Eliot. The Use of Poetry and the Use of Criticism (London: Faber and Faber. 1964),
144~ 47,
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Coleridgex‘f bl o] Eolgt 75 XA SINA FA(fancy)3t AAHEE FHYEd T
g AL AF AR AAERIH Feld oluldEE whed AT AP e
‘o]ujz] Z4 7]f (image- making faculty) 0.2 42 1319 &2 oo]2¥el AAdo|zt BolF
F2 471 Aol

wgl 2% ArAES o x}a AbAbe (the primary imagination)x} o] x}&  A}ArAE (the secondary
imagination) .2 Frlch ol 4 A olulx 4ol gl FAIBHT, FAlol o4l

A% A A 2T TR FASH B2 2ANYo M 44 2

A9l 2’ (the general)3 TA| Al A, 3} o]ujx), MYl Az HEAL A 4lold] HFH
Q) FHE Fxgch olelst AHAIH L i (reality) ST M AHT FA L ARt o
B o] FRMA AAIRL afed I a9 FzA FFI 2L ol FUR zlope AT #
Z P97 FE A FollA 51€°l HE Aeletn ¥ + gE AHolvh A4HLE BE AR
Q) Al (perception)®] 4ojel olzt o === fEW(agent)o|tt. 1A FE Yt TE el
Q1 7ke] HbLoll Al E&lr] = Foll o4zt A Y eAE A B ohiet fels A Al
sk

A3 we]Se] Loza AAIEL o] ARE AL AR 8T £ ook a4
(awareness)S ¥2 8} Ho|ch '
o) o] Coleridgesl 4 244HaSl Awolch. ol3bal 4a4dal Wai4 Coleridget thesh

zo] =3t 9l

The secondary Imagination I consider as an echo of the former, co-existing with the conscious
will, yet still as identical with the primary in the kind of its agency, and differing only in
degree, and in the mode of its operation. It dissolves, diffuses, dissipates, in order to create: or

where this process is rendered impossible, yet still at all events it struggles to idealize and to

unify.®'

o) 2pA] AbAlE b o] A AbArd e TEAQ Aol Atk FYAAQl Fld vl Fae E
By ko WA Aok Aoloh EQ ol A4S 1 2225 2FhE FUE Y
AT 4L god FUS AP FUNAE ¢4 A4z 43AY FE svke Aelth
qev 5 AAe A4Ee 25 3zAe sl

a8y AAkRe] tig Coleridged] ol2{dt o] 8¢ w3l Ad Aol wddt Aelekd T A
2 s shetaiAls B2 ofd$ Aolw, L A. Richards®) ehgsh ¢ ol olsiol
L oupsp el Babsh A4d A9 Teckd olAw $r5d AdAE Ech

okl

ol

ql

Although many readers have gathered from them that the distinction is in some way
‘metaphysical’; that the Primary Imagination is a finite repetition of creation; that the

Secondary Imagination is an echo of the primary; that it dissolves to recreate or, at least, ‘to

8) Biographia Literaria, Ch. X II.
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idealize and to unify’: and that it is vital. as opposed to Fancy which ‘has no other counters to
play with but fixities and definites’ and is ‘a mode of memory emancipated from the order of
space and time'; neither Coleridge's grounds for the distinction nor his applications of it have as
yet entered our general intellectual tradition. When they do, the order of our universes will have

been changed.®’

T. S. Eliot% Richards®] o]2fgt 4 7ol] Z7bs}ad 4] 4b<bed 5} 7ledo] ErhEe Aol gl
UE Aoz Fabe] ‘A7tz 239 BAA sjubslo] pe s I
af Toll A s PRk & Coleridges) 47244 zejoz HAst1 Qi)

There is so much memory in imagination that if you are to distinguish between imagination
and fancy in Coleridge's way you must define the difference between memory in imagination and
memory 1n fancy; and it is not enough to say that the one ‘dissolves. diffuses and dissipates’ the
memories in order to re-create, whilst the other deals with ‘fixities and definites’. This

distinction, in itself. need not give you distinct imagination and fancy. but only degrees of

imaginative success.!®’
Eliote] Fagj2 7lodo] Ababede] olej4] mj o 2 o &8 wholgbolm!! ol zpad babdde) =
2|4 A el ql4] (perception)o]=] 2| Bz ai9) 2o u}_':’-o]al.L Coleridge2] g ol& 71ode A7
<= WAL olebe AHol4 F28 st} ivg Wt ole X3teh Eliote] Fabol of w337

%lf?ﬂ olabd A4de] shdg dxdty € £5 AWM fFiFl FHHel g Eliot zp4le] 4 2

< Coleridge?] 4H4tad o] szt od 441 A 4 2s) ®w Coleridgert 5 7}x] e o] it of
‘L} oht AbE EHE2M Fslmat @ Aol Folglx AAw £ e A PAL s

Eliotel] 2]a}ad 41919 wedoll 4 2 ¥3be] S L AR 2R To] o 47 T4 Fo] &
Bl HES Subd A=eln Aot dsh geu ofa) 4]9l-& BW(inspiration)she t}E o
I TF sate AEech ' 24 1 E o) g 7 Bakuk AL HE AL
Al zE Febd eRglellAl Awshe Aol ErbSslA Y 4 7he) Ave 222 sldg 4 gg
TE A€ 23 o] ohvel #2 o Leld L2 s Z5o] Y= o)k 1 Eliot: Shakespeare
o Az styell a4 ook 7ol Fatm 9lch

9) I. A Richards, Coleridge on Imagination (London: Routledge & Kegan Paul, Ltd. 1950), p. 72.

10) The Use of Poetry and the Use of Criticism. op. cit., p. 79,

11) Id., p. 78.

12) Richard Gravil, Samuel Taylor Coleridge: Selected Poems, York Notes (Immeuble Esseily: York
Press, 1982), pp. 50~51.

13) The Use of Poetry and the Use of Criticism, op. cit., p. 144.

14) Ibid., p. 145.
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The re-creation of word and image which happens fitfully in the poetry of such a poet as
Coleridge happens almost incessantly with Shakespeare. Again and again. in his use of a word,
he will give a new meaning or extract a latent one: again and again the right imagery, saturated
while it lay in the depths of Shakespeare’s memory. will rise like Anadyomene from the sea. In
Shakespeare's poetry this reborn image or word will have its rational use and justification: in -

much good poetry the organisation will not reach to so rational a level '®

of 7loll 4 o+ A= A | char Eliot7h 28k Re] vb2 L (imagery)o| vt o
o=, 2ol 4191 Aaslo] Fod Fol chal W 3ehe @, 2 cpge) g 2 o4
4 o Aol olE & He| AR glolieht Aolth Aldlel Wxel rhebekol Rl 2 4
ol we el AYbe T zRAdolm e S w44l ol ohviel
a1le] slede] wgo 4 Wl gleh

Coleridge®] o z}a <bared-g- Alsl gk v] A& ubso] d 2}
sl & oAl 2 sl gicls slelel sl Ababe o] A Al 19| e /FE FESH ¥+ 4
o #o)ct. Coleridge®| o] xba Ah4ted-e o] Q@79 mpx|eh bl A2 Zef 2 wbgko) 5

sleh.

7] 0] ofu]z}l ola{gt olojy Az

rr

@ ol ol EA aAo] AAE TAE FAQ AwSl DE AEel Do 4aslo] Aebn
ap 4k gloh ® A 2aA] sef vkn HE g

Aol WL FAolv] TalH Aalal =F HEolvt 34 d
L Aolch. AL ghal A9l AbaE of 25 HaMA HelE: F Ude o
A ol Fs) vz} gteh, Wordsworthe] 749 1.9 %) Bikst dadste] #45 q
s ‘1 wandered lonely as a cloud’® «| 25 &= Zojcl, L vhx|ut Eiel 4} L
| A% oAl @ madel si4m g4k

rlo
o

For oft, when on my couch I lie

In vacant or in pensive mood,

The flash upon that inward eye
Which is the bliss of solitude:

And then my heart with pleasure fills,
And dances with the daffodils.

o] 2HEo] BaldtAl wall T AL H2e o] ko] Axt o] AAE AH FF A
A2 2ops el Hfcke Aelch ola® Lyd A9Aql: 144 goz4 275 Uy
shl d A o] e Aol ‘W2l F(inward eye)oll ®]A ‘A iflash)eld], of WA F& ‘-
7’0 olilel o=l Heje] ‘A2l gk 4R o)k, “Tintern Abbey”ol] 4+

15) Ibid., pp. 146~47.
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That time is past,
And all its aching joys are now no more

And all its dizzy raptures.

sh ol ofdl AlHe slmol AetH L WARAL Tejqt o] it
& vlelrt 9 HHoT ahwA ches ol waghch
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but hearing oftentimes
The still, sad music of humanity,
Nor harsh nor grating, though of ample power
To chasten and subdue. And I have felt
A presence that disturbs me with the joy
Of elevated thoughts;

In nature and the language of the sense

The anchor of my purest thoughts, the nurse,
The guide, the guardian of my heart, and soul
Of all my moral being.

27t 714 ‘bl 2 & 2ot (music of humanity), ‘E#HE 2F4He] 2] 2 (joy of elevated thoughts),
(purest thoughts), ‘& Al 4 &)’ (moral being)z}m &+ L ool 4 o T8 1
ARAA 44T £ ek

ol & Al¥o] ¥t s 4 ub= 4] Wordsworth zp4lo) 2hali= 4hakelo
FolebA v Tk AalE e 288 A B T aAFolelm ¥ &
o

a‘ 7} A” 7L-5?1- ol = 7/.i

[ o
o Aol 7

‘Aeds Fob’= Forh o9
427k FHY AL veFE Aolent
odbx ¢ 8 Wordsworth®] ztEo|4 206 12| 4FFa 9] <

522l 29 47 Aol A E F oo 4jzte] @I slx gel: Ao|rh 2t A} 2] 5}
Jelol vt nE9) slma 4 4% & slci el AlQle] ol
ol4 Azt 2o Fohd A3 Lzle] Zejue R

Ae
.
£ Lucy 485 3 shhal shesh 2L 434 2 4 de 3 pe

b
o

16) 22 Lucy «ixd5 52} dh4<¢l “Lucy Gray; Or Solitude”2hi= ztiol| 2 Norton Anthology of
English Literature, 4th ed., Vol. 2, M. H. Abrams et al.ed. (New York: W. W. Norton & Co..
1974)9] RBIE A=z,

Written in 1799 while Wordsworth was in Germany, and founded on a true account of a
young girl who drowned when she lost her way in a snowstorm. “The body however was
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She dwelt among the untrodden ways
Beside the springs of Dove,
A Maid whom there were none to praise

And very few to love;

A violet by a mossy stone
Half hidden from the eye!
~Fair as a star, when only one

Is shining in the sky.

She lived unknown, and few could know
When Lucy ceased to be;
But she is in her grave, and, oh,

The difference to me!

28] AakE ] A8 FH Al by S RELE Asd 4AEdA Y 78
FEAFIL oj;ze HAol7] wFoll NY-F2 28 2= A7 Bifi(good sense)3t kA7 &2, 1
9T olzbsh Aol Y HEY sl BES 22 2om, Aslol4 Shelleys] zUA o
v Byron?] 49| ofvutF-2 v} Blaked] jE & & 4+ g AL Adzd € Aol

Coleridged] 222 Wordsworthe] A3} FelslAd] o} AL vl 29 gl TaASelzln
@ 4 9+ “Christabel”, “The rime of the Ancient Mariner”, “Kubla Khan”-& Coleridge$]
Divina Commedia & o] 3+ 4] H¥o|glz Wilson Knight: 2rsx ¢l o='") Harold Bloom&
FgEsl %%me] A15L2 “The Ancient Mariner”& )4 éled & | 5ol btz olch. '® Knight
€ o] Al FFA =efve 2dAA] #9719 oMol F531n 9l oo, Bloom ol £ #
Zo] A 5 Coleridge?] &) 43 xdd ¢ {’%—ﬁ— #A-S 71-%o) 9lel, Bloom& “The Ancient
Mariner”¢} “Kubla Khan"& Coleridge?| Atat#e| 2B A c}&xp 7ro] st ¢lc}.

“The ancient Mariner” is not, like “Kubla Khan”, a poem about poetry. The shaping spirit, or
Secondary Imagination, is not its theme, though recently critics have tried for such a reading.
The Mariner's failure, and his subsequent salvation, is one of the Primary Imagination, ‘the

repetition in the finite mind of the eternal act of creation in the infinite I AM’'®’

found in the canal. The way in which the incident was treated and the spiritualizing of the
character might furnish hints for contrasting the imaginative influences which [ have
endeavored to throw over common life with Crabbe’s matter - of - fact style of treating subjects
of the same kind” (Wordsworth). Compare Wordsworth's statement (in the Preface to Lyrical
Ballads) of his undertaking to throw over ordinary things “a certain coloring of imagination.”
17) M. H. Abrams, ed., English Romantic Poets (New York; Oxford Univ. Press, 1960), p. 158.
18) BRarold Bloom, The Visionary Company (Ithaca: Cornell Univ. Press, 1971), p. 208.
19) Ibid., p. 211.
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Bloom®] o] 2}7+-& o Coleridged) 2t&x 19 44ae] AHdg Ayoe A 4
3% =& floleh. Eliots “Kubla Khan"& g 1o} A2 Q43 ¢ FAstd4 ohgzh ol
Gt ek

The faith in mystical inspiration is responsible for the exaggerated repute of “Kubla Khan”
The imagery of that fragment, certainly, whatever its origins in colerige's reading. sank to the
depths of Coleridge's feeling, was saturated, transformed there—'those are pearls that were his
eyes'—and brought up into daylight again.. But it is not used: the poem has not been written. A
single verse is not peotry unless it is a one-verse poem; and even the finest line draws its life

from its context. Organisation is necessary as well as ‘inspiration *"'

20k ol 4ol ch2 wH oSS Eliotsl 47h8 welshi glom of AF shbe] olskae)
tpxo] oflal JAlAel w#Eol shdxl AER ®E s o) D

Coleridge?] & %5, 53| “The Ancient Mariner”¢}l “Kubla Khan"el} o3} 2] 73l
o] oJw stz Azl 714 o] F 2Eo] B FE e F5 Ao 2Z3nz} gl &
Aol g Aol Aol dold LA BB 2AL A ez 445 9l
S, shAel Aweh Bl Wgsk 2 Wes Mool WALR Wik Qo] drke A
“The Ancient Mariner”®| 7§ ¥l walslel glalt rork of A2 ol3-o] 29| olops]

o] 7] @l o Al Lo Ae]r5 &hef.

o o

The three poems are also unified by their dream-like quality. They are all instances of the
most imaginative kind of poetry, concerning nightmarish or visionary experience, or both. They
all have, also. a close relation to the imagery of Coleridge's own dreams. and each poem touches
upon aspects of Coleridge's conception of the poet. The tale of “The Ancient Mariner” has
been seen as an allegory of the poet's curse, in that the poet, too. surrrenders domestic

tranquillity in order to undergo strange visions, whose content it is his fate to preach.??

ehe B oleld AaledlA
o

st
“Kubla Khan”& 34 4

In Xanadu did Kubla Khan
A stately pleasure dome decree:
Where Alph, the sacred river. ran

Through caverns measureless to man

20) The Use of Poetry and the Use of Criticism, op. cit, p. 146.
21) Gravil, op. cit, p. 72.
22) Ibid., p. 67.
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Down to a sunless sea.
So twice five miles of fertile ground
With walls and towers were girdled ground
And there were gardens bright with sinuous rills.
Where blossomed many an incense-bearing tree:
And here were forests ancient as the hills.
Enfolding sunny spots of greenery.

The shadow of the dome of pleasure

Floated midway on the waves:

Where was heard the mingled measure

From the fountain and the caves

ol 4= Coleridge xt4lo] ofadoll ol £17 4tufol 4 wobrhe L wi™e] Wgo| aeixm
ch 2uiel 2RL Zob A belol whal sl Aol 9w ol 42| &b ) dol ol Eubs| uhal
2914l ol 7l e ol % ol shefol 4 w0 Hol7l #k slodo] & Fabahal gbe}

Zledsiodetm 2v weba ol
ol o] oAl 4 AlelL g7k ol 4 ofe] Mol : grhi 232G AfSabA shi
Z3g 23 Qr}

It was a miracle of rare device.

A sunny pleasure dome with caves of ice'

A damsel with a dulcimer

In a vision once [ saw:

It was an Abyssinian maid.

And on her dulcimer she played.

Singing of Mount Abora.

A1 27k L Aol “slAMelgiel eba gk Aol ‘ghabo R B Ao] olc}lely gk L 4glo]
1 ) Ak YA oM gk Aol A7k obvlel 2 2R Aolubd ‘T A e sk’ wslm ¢

23) Norton Anthology of English Literature. op. cit., pp. 353~54.
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Could I revive within me

Her symphony and song.

To such a deep delight ‘twould win me.
That with music loud and long.

I would build that dome in air.

That sunny dome' those caves of ice
And all who heard should see them there.
And all should cry. Bewar-' Beware'
His flashing eyes. his floating hair'
Weave a circle round him thrice.

And cloge your eyes with holy dread.
For he on honeydew hath fed.

And drunk the milk of Paradise.

o] 47} Coleridge z}4lo] whal cf 2 o)) Z 2.9
ok &l o thdol| 233} Aol zol] el 4= vko 1y o 2
EHLANE o] Adle Aoz T4 gejol 4 Aol ot AR, A dejol g et

, & 4

A b elqoze] @ik el ek o Holl 4 A4S Coleridges} whals o) apad 4b4

Ao zgah, 2eln Fx2E o) aby ‘o“o”igl A&zt dAA @A 2 4 o], Eliot} aL

b fEEel #HA ot oleks] F4bar A % Coleridge®] 7ol 4] % 4 9lrf. of 7| 4} 7o} 9l el

b okl o1k FabAh el st obAE A 4E T oS w)e) AHalxl, ofulal, Coleridge <}41o| ©

oL ARG wobgolal 4, shais] ofalo] dgbel 4 wout 519 How ¥ Al sl 4
° ol

[=3 w P
= HAA0E WY = god chgak e ool shube] #usl = 4= 99 Ao}
[Out of this kind of réverie most addicts] can produce nothing of value---because theyv have
not got the imagination, the memory. the learning of a Coleridge. He, with his external senses
switched off but his mind still awake and able to observe the linked words and images

unwinding simultaneously out of itself. was able to produce a draft of what was to hecome

“Kubla Khan”, ="

“Kubla Khan"ol] )&} o] 4bz} 72+& 4 249 “The Ancient Mariner”e} & F3bs}z| ofcl, o] 4
o A FES B2 uhrol, shUE oapa 4o gy, o ShubE of zhd 4b4bed g)
ek A S e AAUE? B el AYL shs ghabe) I35 ERglofl Al o]o}

= = ! z

Mool AlAol At olom 1Al ob4 uwi

T

24) R L. Brett. Fancy and Imagination. The Critical Idiom Series (Fakenham: Cox & Wyman
Lid.. 1969). p. 60.
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“Kubla Khan"ol|42] 223 §4t517] e Folch ol&Al £ af Bloome| Zs|2ets otallA <l
£3F Richard Gravile] Asjzl of 2| & #ch
o] 9} 7o Coleridgee] MW 2EFL 19| 4atade] el wlfo] 474 +5 9ot oloh 3
dated 19 4] Mol g dubdel g M & 45 A& Aolch. Wordsworths} efEd
Coleridge?] #HE%o| 77 dhe] o5l 2-f(extended metaphor)eli & 4 lcte Holcl,
= Adedste Aol ohel BedFE A A]lold o]HA oz Trk A9 AAASL
2 A7) = ﬂo]u}. oL 7o) —}Lﬂ];do]_p_ EE
| odZske] TalA <l ) |
o} ZHAFA Q] (visionary) 7HHE °47l*1 &% T ok ol AL & of
o) o) Lo A4Ee] AL AAT A 1A FAG 82} AFolv] wlFoletn
of 28] 2ol 4 4|4l Coleridge?] ol A A4z} T 7}
H = o] o]apd ababedo| =gk sk EAl Folch,
29 My ZEo| i 2AEE5S Diving Commediasl 7+-& BER) Eol
< + A =zAl7b Colendgert 1 &
olgA Aoz vyt she AE dAl T
“The Ancient Mariner’o| 4 &¥%k7 2éb= T8.o #H o gk <}gto|c}. Coleridgey]. o] 7] 4
Ty A2 s she Aol obd2 A1 FAel gt G4 odFT 28 HEE YA
2 olth, apgto| QA zkzt AlAE AWt sHRF BsAdoln LAl delst I 5 Ul oA
a7F B el A Al olokr|o FalEel kke g FH olAL Wil Ade A
Ro|r ‘BsAel Az FaAA A, AW olvjx], Ml Az} of ol
Q) YL Az 'ste A4 Afo| Hrldldr Eejvvxn & F Uk
Coleridgest Wordsworthel] 9lo] 4] Abatedo] 7478 dolH WA sl AlAlo] gk Ade] 4
2 o2}, Coleridges &0 Mg ‘2 T2 T4 ke ¥, sh4e] Kk, OP‘/FI 431_
W= 7327(A light. a glory, a fair luminous cloud / Enveloping the Earthjo] vo}ok sheja
e HEE B9 AAGE AT AN A Lokls i Aos 48k
Aadddo] Folal HAIE AT AlA Los FaFgony Az 3t A o] Coleridged| A] el 4
& A ) (reality)o) c}. L2{v} Wordsworthz} 738l A4 v LAg A8 171 "Ry AA£ o
29 oful ch2 AR 5ozt £745olgdet. Coleridgert Foi2l AlA & AAEE F3 d
718 $rl wbel, Wordswortht: 2 Folal AlAl HZF oz AWst4 ofdd o & 4 ﬂ]i 7
Agsten 1t o|He] EAAo Abatue] 3 ztRojzix o) L} 26!
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23chw o] F Al Al Yol Arabade] AAsGAY HA3] dHAE W, = 50| I
2|8 AFA S HBodg oA Hgdg e 25 v %—?_— o wj & Z 917} 2 Wordsworth®] “Intimations
Ode”¢} Coleridge?] “Dejection: An Ode”& w|mgo 24 Sl 159 AM4tdoe| ofgA 2

25) Biographia Literaria, 11, 8—10.
26) C. M. Bowra, The Romantic Imagination (London: Oxford Univ. Press, 1950), p. 93.
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l

The higher Imagination shapes truth: the lower merely takes it. through nature. from the
Shaping Spirit ot God The poem celebrates the continued power of creative joy in ils creator
But the poem also foreshadows the eventual fate of its creator. when the activity of the whole
soul will yield to torpor. Coleridge as theologian and philosopher found more willing auditors

than the Mariner did. but his quest came to duplicate that of his creation

4714 Bloom& et G2 abated o olapd 4abad S Zily kks} Tadsla ol s Aelw, ¥
o w2 AdHE ¥ olakd 44Hoelm Kubla Khanol b Coleridge #}410) B o S A
2 83 9lch, Bloomo| o714 uhsla 9l = 7% ZHtorpor) @] 2] M4t mede] wlE “Dejection
Ode"o|c}, 4batEo] BE MM 31z @99 spak o=t o g]¢l Coleridge2 4= 17} o
ol Ao P wHE F glvkn wshE AL oz mely mulol Ao B of 7)ol &= o wf
gk T2 Wol zle| & of 2] 7} t. Wordsworthel] #] ¢le{ 42 & 252 x}4)ake] 24 2
HA= = Aol ohle}l 23 WS A £4E Fily] ol Foll 34 T} 5= Aolcl.
Wordswortholl 7] Q)] 4% 4b4bed o] 2b4e w]§aF Aolch “Intimations Ode”¢] A 4 8ol 4
Aol 4 of Fo] letrety sht AL 20 44td o] Bollq 2 A LAz 8L AH e
MET A LAl B5 Apebichs Aolvh el & TollA owd pEE Fz Fal 9|5
BA L HFol 7] el Foll AHabelo] 28k uhebo] s}ebxl Rolvh Ao 1A w4abe] HE i
T AU Al o FAE Y42+ v Aoleh 2 F4A e AR 7

93 Holdlcls AE

do2 dedehi 2H4ol 445l dAL olefd} m7lo] ol B el bniA B A
Ao wsh FAol x shtel WS dedgreh 2, Wordswortholl 4] glol4) 44h2ie] 44 1 =)
A A EAY B, AAE 2 A2 olelE 425k woteis Rolch,

akel of 4l 4fel o LAE goleld ofgA AL e

2 o] Aldboll 2doj 4o gho] Al o we 3y
B 4 ol wsh? 9~10Btell 4 & YWl Aol it 4) 7hx| $lokS = At o714 27}
A, 2kedo] o} AT 2R (KES W)L 3|44
4 Hal K Ee| Yol ofdt 3
A4 b A Foch AA, oE 9

3
ok A2A FAE A o] Aol Atolrtm B 29stE HL Sel Sl N A

o
=
B
A

>

Wordsworths 18] 2z 4448 gaisdet 145 e
Z

[+ Ie) 1.2_
“Intimations Ode” & £ % L o] & W] % 7| %@ Aot 79 goz4 2SI THE

27) Bloom. op. cit., p. 212.
28) Bowra, op. cit, p. 89.
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FHBER Aol 234l A, B 2E TAUD Aol el A izl Aol A
o A ool NS Bl FAL T 4

L4

Bl A, S5 Aol TR Fodch. of
2]
[L |

st Aol kool v

A
ghel. W. ] Bate= William Hazlittz} 1941 7] w3 75 Foll 4 714 o] AL Falxel sjdoz
4he 2pzhol | Keats7t o] & o]ojabgtetn B ¢lch 3 Keatsi= &b 3914 4 ‘AbalEdo] ER

A% AL Aeldel SUPGUeh Aol Aol FAYA LA A olebm wyindl
Jeffery Bakerr Keats7} of 7] 4 <4 zbslm gl =

ole] o] w2 3 H¥o) alisle AL 2habE o] iz A @‘%O]
vg " 5969 Coleridge 7+-2 al&t

4 ¥ (negative capability)o]gl= 1.9}

I mean Negative Capability, that is when man is capable of being in uncertainties. Mysteries,
doubts, without any irritable reaching after fact & reason—Coleridge, for instance, would let go
by a fine isolated verisimilitude caught from the Penetralium of mystery. from being incapable

of remaining content with half knowledge.®®

ddgel gk 28] el FHMo|AY Bmagel ol ohl® ik RE HL At A
2.2 qropgojol & Aoleh & Fal A dAEe] AL AAlel WFu AR Joix| g
dold Easke KES oAwldt EHd T o) Fela Zgch® 719 235 o njele we
Hazlitt®| 4 73} oA 2417 wed Keats7h 2abe AH4bade] /dg ofgxh o] Azl 2 4 o
oo F, AAEE TaAQl g o]l el 1A b A 4G Bojuely 7
H3lnE QA A REH RS sHolch 2ok A4S ofgle] ol wlfg RPL B tof 3

29) Ibid., p. 102.

30) Bate. Criticism: The Major Texts. op. cit. p. 272.

31) D. J. Enright et al.. English Critical Texts (London: Oxford Univ. Press, 1962). p. 256.
32) Jeffery Baker, Jokn Keats and Symbolism (Sussex: The Harvester Press. 1986). p. 12.

33) W. ]. Bate. ed.. Keats: A Collection of Critical Fssays (Englewood Cliffs: Prentice—Hall. Inc..

1964), p. 56.
34) M. H. Abrams, The Mirror and the Lamp (London: Oxford Univ. Press, 1953). p. 314.

35) Enright, op. cit., p. 256.
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ol¥rt Mojyu] Aol 2B Qo Ko| 4llo] AbaE o R T Es} FaHel Lo
A2 Foll 2ol sl A= obdo] Foll 4 MojubRo] Alqle] Abatato] BEabe Abefol 4 Aol
vhob ghebs o2, Coleridge?] o] 2kA #bakedo| b Wordsworthe] ‘w8 . :

ket she Aell4 £ 4 4l
sHAl Aelsie] gleh. o RE o}

s Aesh o A9 2 4 9l

Bae] ol Agahe 44del s5el Aol ks L8
& ]

3 20 2e %ol 29 gabalo] Bigol o} ko) A
T

L=
=
o)

=]

I have never yet been able to perceive how any thing can be known for truth by consecutive
reasoning—and yet it must be. Can it be that even the greatest Philosopher ever arrived at his
goal without putting aside numerous objections? However it may be. O for a life of Sensations

rather than of Thoughts™®"

Shelley= o] 4z} Ab4tedo] wjm2 7.9 “A Defence of Poetry”9] 458 Atlr) 713 5
ol eHel 4 <b&xprt, Falol kA o Fol, 2ol 2 zbel] vl 4 EEEIF $-9]0] Fo| Eitol
ol A4 Ahdeo] S5 AxIgtel st <2k 4abade] Tadoleby wateh Y 1l m o4&
A4 ot Aol A™ AolA el @ Hel A& LAY U AL Eedsd Tals)
kel o)vx] Z}zl] (the very image of life expressed in its eternal truthio]c}, ®'

olo} 2= A& 53 & of Shelley: Platonisme| d-§08 5| Solstm o) o zlodol o 3

o

22| gapHe| = v711‘°l o] % BHBROZ ST Arh ' Sheleyoll Al glof 4 aated e 49l
28 stdF #AA S slel ol dowdd 2 TAB FEEthe Good)?] olulo}d 2w gl
o

~

Platonfy oldlo}&3 AW & = oA s Holeh.*) 271 “A Defence of Poetry” & c}23 2
2 Ewondq AcloAl #Hugrla oAdS Heodshs AL 1o o]zt AHAlE o] Fol| w &
oAzt Zog o Axc},

ol

2
ol

Poets are the hierophants of an unapprehended inspiration : the mirrors of the gigantic shadows
which futurity casts upon the present: the words which express what they understand not: the
trumpets which sing to battle and feel not what they inspire: the influence which is moved not.

but moves. Poets are the unacknowledged legislators of the world.*?

“A Defence of Poetry”oll 4 Shelleys} wrgl babzio] & g8 shle 7|8 TS s
w 48E ke deleh AL 2 A4Ale Al 4 ohm 1847 ¥ WEEH

36) Ibid., p. 256.

37) Ibid., p. 225.

38) Ibid., p. 250.

39) Ibid. p. 231.

40) Bate. Criticism: The Majpr Texts. op. cit.. p. 48.
41) Brett. op. cit.. p. 63.

42} Enright, op. cit.. p. 255.
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o) olu) wyrs|d,*® Hazlitte] 2js) 1 o¢|s} 848 =97 5 Holch ™

29| & Shelleyt chg3t 3ol k.

] &2} ol
PEREAE

-
DES\_E

The great secret of morals is love ;or a going out of our own nature, and an identification of
ourselves with the beautiful which exists in thought, action, or person, not our own. A man. to
be greatly good, must imagine intensely and comprehensively : he must put himself in the place of
another and of many others: the pains and pleasures of his species must become his own. The
great instrument of moral good is the imagination: and poetry administers to the effect by acting
upon the cause. Poetry enlarges the circumference of the imagination by replenishing it with
thoughts of ever new delight, which have the power of attracting and assimilating to their own
nature all other thoughts, and which form new intervals and interstices whose void for ever
craves fresh food. Poetry strengthens the faculty which is the organ of the moral nature of man,

in the same manner as exercise strengthens a limb.*"'

ZoteA olmlob: Alql Al MM SFAHE U Aeld, =& Az TAHE 23U
o] mlolollAl FRL FE AE ' HelAde dEe] Age] S5 A, AEAgl Aol
ohv]el B &gl Aojojok ghel, olejat B A9l F-alel 4 Shelleys} Keatsi= 4% ubybeh
Keats7} Shakespeare?] A A& FAst7| 9lai &3t "By L334 (innate universality) 1
oleh e 19| ‘43 ¥e'olebe wak 4FeHE Holch F4= FFL Shakespeares| 73k
4¢ Hashsl A% felal Holo ARzt wA4e Folol opwst e Aclch

Shelleys} Keatso| b4t o] /ol oigt olshs 152 2HE-3 ul= olshslr] 93t L g3tx
5 AyAel ke FAolel: A2 Wordsworthel Coleridge?| 73$-ofl 49} shakzhx|o]ct,

#o| ofulobE A@sht Aaeol A8l KAk Al Abedel ek Shelleyel 4 7st €7 <
Solul Zo] “Prometheus Unbound”o}w] 4atedo] zho| 7h7 4|A1¢] o dE dz v Keats
oA A& Prometheuszro] nsjstt g2 23 wdd + v Holeh

Prometheus?] f#EEE W@ikZel #rbEalAl 2 adal weia shbe] FAE ATE Aol 44
ol 2aluk 2 & 742 o E gl 2E<ql “Prometheus Unbound”ell 4 2% -+ 9w Aol Y
oo wbabsh oA Bael olshe] odeial FHFe) friebnal 4Adcld T oFF Wk
Aol B Aoleh i 7hEe] 4L R AT glol HEL 4A ATT slol 2HA 44
ApHe A9 §1g Aolch. Prometheust o] XFl 4 ZZ sk ohlch. Shelleyt: 18| 48
oﬂ 4 Prometheus® £eid, A 4ol 2Rz Ban el E UL Aolehr wabn ek

5] Prometheus®] $#i2 29 apF8 zefdt S e ¥, 2F SelskAl & Uvls
‘4—EPLH% AL ohsd 2 A28 F olF ¥#AL glch
) Abrams. The Mirror and the Lamp. op. cit. p. 130.
44) Bate, Criticism: The Major Texts, op. cit. pp. 283~386
) Ennght, op. cit.. pp. 233~34.
) Abrams, The Mirror and the Lamp, op. cit. p. 376, n. 64.
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It doth repent me: words are quick and vain:
Grief for awhile is blind. and so was mine.

I wish no living thing to suffer pain. 47’
M. H. Abramst= Prometheuso} Asia®] 7 dtoll ola 4] c}&xf 7o) 2Elam glc),

Within the frame of Shelley's dramatic fiction Prometheus, like Blake's Albion, is also a
descendant of a familiar mythical figure: the one man who was once whole, has fallen into
division. and proceeds to redeem his lost integrity. Throughtout the work., however. Shelley
sustains the bodily separateness of Prometheus and Asia, his divided feminine complement, so
that their reunion is not represented as a reintegration of the primal man, but as a culminating

marriage. "

Asia9} Prometheus®] A2 speta)l 2] x) & (power of the will) €] AgS Sk 2 oofw A
£ FT¥aha bt ol YUY Aeolehn Demogorgon el il ** Prometheusst 22| a 4

AR AL 92 4SS doleh, Asiak abeel w4 b3k o] wefghel

The words are sweeter than aught else but his
Whose echoes they are — yet all love is sweet.
Given or returned; common as light is love
And its familiar voice wearies not ever

Like the wide Heaven, the all-sustaining air.

It makes the reptile equal to the God---

They who inspire it most are fortunate

As 1 am now: but those who feel it most

Are happier still, after long sufferings

SN

As I shall soon become.

Demogorgon & Al & Al f4171 2 2Ah A7) 255 el 24 442 o) 9ol 7kx1] efg
545 wael

Gentleness. Virtue, Wisdom and Endurance, ——

These are the seals of that most firm assurance

471 Act I, Scene [. I 303~05.

48) M. H. Abrams, Natural Supernaturalism (New York: W. W. Norton & Co., 1971}, pp. 300~
01.

49} Act [I. Scene [V, I 119~ 20.

50) Act [I. Scene V, Il 38-~47.
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Which bars the pit over Destruction’s strength:
And if, with infirm hand, Eternity,
Mother of many acts and hours, should free
The serpent that would clasp her with his length——

These are the spells by which to reassume

An empire o'er the disentangled Doom. 3!

olefg AL ofed £3 Ab3l8 Tolola} ¥ 4 A& AL ohulsl, 22 7stol “Prometheus
Unbound"& A1) 43l e|4¢] @bz & +42 @& Aelch
Bloom& o] &l WEsl olul g Aol alEA o4z aAnziwq,

This is not the apocalypse of any time-bound sect, political or religious or philosophical, but
the humanizing dream of the autonomous Imagination, holding to a faith in the truth and

effectuality of its own disinterestedness.>*’

b o] BEL MAstT Yo, Abramse o] AF 0] Blake,] Ao A &=l vialrtz 2 S5
Getoz wEozd 2odm QAL o FUAIE AL 2AFE el Selvketn e gl
L5 olejgt 4 Aol EF 1 YEWHE }F u1 2 45d% Avde Aoz welrh
ol#st A4 2 o “Prometheus Unbound”& ‘7 e £ 83k 7 (the great secret
of morals)ql AF2S A&l A)7]& H A2 Uel s Aaedo)eh Shelley H419] Al ol $H FH
oleba ¥ 4 ot AHoleh

Shelleysl Keatse] x|l zbzpe] #bstedo] zhg3k A& 2halshy) 218 A & 7b=z) eyl

259 Aol vehd Ofge) dol zobwb Aol

Keats?] Aol = Shelley°] “Ode to the West Wind”u} “To a Sky-Lark”l| 4 %  2l+ &%
A1 2} (motor imagery)-2 8.7] of e}, “To a Sky-lark”¢} Keatse| “Ode to a Nightingale”& c}zt
o] A2 3 > Alojxjuk Keatst vho] A Pol b T A2l 5 Af(simile)2 HAbha) B+
o}, 2% JolulA A Lelsk 2ol FE APl 2 2 Ao A 2dE fl o o

» go|elA Ao B&o]h Sl 21 42 E HBabekd kAl gerh 28] A4 fele

499 mRE 98 £ 2 2, Ael AAE & gek 290 Ao EF Aol bl =
GE Aol whEA Fuashe gl vae] BEucE A Seld AFee A Rl
A5 Ame ohich 23 28 4ol 4%9 5% 24 sletsba 13 g A4k
2ebA BasE Aol7 AEolch AES FHT LAldentity & FAo2 T4 Folsl AE
of A% 2 #ae] Feju 4Wske ohE Aolch Shelleys] 4ol 18 FebEA AolA
ke ol AolA AAA AAY AA dolol g el Aoz BeAAA ¥ ol 2 Aol &

51) Act IV, . 562~69.
52) Bloom, op. cit,, p. 323
53) Abrams. Natural Supernaturalism, op. cit., p. 302.
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Summary

Concepts of Imagination and Romantic Poetry

Woo Sang-kyoon

We can hardly discuss 19th—century English romantic poetry without giving the notion of
romantic imagination some consideration. Imagination is said to be the paramount principle
of romantic poetry. Although what can be meant by ‘romantic’ is so diverse that it is almost
impossible to define it neatly in a few words, some English poets such as Blake, Coleridge,
Wordsworth, Shelley, Keats, and Byron have been called ‘romantic poets’. They didn't call
themselves romantics and the romantic movement was not an organized and conscious one,
and their concepts of imagination and their artistic ideals were different from each other.

The purpose ofthis study is to explicate and compare the concepts of imagination of
Coleridge, Wordsworth, Shelley, and Keats, and to read some of their poems in the light of
their own characteristic notions of imagination.

Coleridge was also a philosopher and his definition of imagination is highly metaphysical.
It is very difficult to grasp the exact meaning of it. His distinction of fancy and imagination,
and of the primary and secondary imagination seem to have some wrong notions as their
foundation. But for all this, his poetry shows the intense working of his own kind of
imagination.

Wordsworth’s idea of imagination is far less sophisticated than that of Coleridge. However,
it has very often been incorrcetly considered too simple and naive to give a second thought.
His poetry is not ‘spontaneous overflow’ of direct raw feelings, but it is the output of a very
complex and long-drawn poetic process of which the working principle is imagination. His
own poetry shows clear marks of the shaping hands of his imagination.

Shelley and Keats show some contrasts in their ideas of imagination, and such contrasts are
reflected in their poetry. the difference of their concepts of imagination is most strikingly

shown through the contrast in the imagery of the two poets.
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