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INTRODUCTION



It is often said that 1819 was Keats’s annus mirabilis as a poet.
This is not because in that year he wrote such various poems as “La B‘elle
Dame sans Merci,” Lamia, and The Fall of Hyperion, but because he wrote
his five great odes only in five months or so. Though written in rather
.a short period of time, these odes vary in their themes. Apparently, it
may seem impossible to find some order or a common grand theme among
them. However, in the sequence of Keats’s odes, a continuity of concern
really exists. Itis aconcern forimmortality and death. Hisearly odes
begin as a conventional means to present and praise blissful immortal
world which is, in other words, the fertile world of his imagination.
Before long, barren death appears all of a sudden in this happy immortal
world, and it is revealed that an ominous shadow of death is insidiously
lurking in the midst of immortality. Then, his odes begin to present
another aspect, transience and its acceptance. By the final acceptance
of death and rebirth, and their perpetual cyclicity, the opposition
between death and immortality comes tobereconciled. Theodesequence
presents, after all, their opposition and reconcilement. The purpose of
this paper is to examine the continuity of concern for immortality and
death which runs through Keats’s odes, and reveal the process of their
final reconciliation.

«

Now the term ode” has become so capacious as to be little
informative, and the same may be said of Keats’s days. For the poet, the
origin of the ode and its essential characteristics must have already
become too far away to put restrictions on him when he wrote hisown odes.

However, immortality and death, the continuous concern in his odes, are

in fact two essential elements of the ode. Also, the very reconciliation
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"of their opposition is the essential function of the ode. Originally the
ode_was born to give immortal honor to men who are equally doomed to
de.ath. Death urged men to write odes. It may be said that death was
the origin of the ode. 1In order to reconcile inevitable death and ideal
but impossible immortality, ancient poets began to write odes. In the
following chapters, first the two essential characteristics of the ode,
immortality and death, will be examined in the odes of the English poets
before Keats. After that, we will consider the appearance of the two
characteristics in the sequence of his odes.

The first chapter will reveal the character of the traditional public
ode of praise. In ancient Greece, poetry was mainly written as a praise
or a prayer to the gods. Before long, mighty tyrants began to seek grand
poetry to highly praise, not the gods, but the tyrants themselves, their
great achieveménts and honor. Then the ode was born. The basic
function of the ode was to give immortal honor, not to immortal gods, but
tomortal men. The sixteenth and the seventeenth century English poets
devoted themselves to following sincerely this convention of the ode.
They wrote various odes as occasional poems. At some natibnal events,
on someone’s birthday or death, and other various occasions, they wrote
many odes to praise the honor and the achievements of someone great and
immortalized his or her name.

Then, about the end of the seventeenth century, mortality,
transience, and death gradually began to appear in the ode. The second
chapter will deal with this second characteristic of the ode. The
meditation on death and mortality did not originate in the English poems

of that century. Itoriginatedinthe odesofthe ancient Greekand Roman
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poets, especially in the odes of Horace. While writing many odes
dedicated to his mighty patrons, Horace introduced nature into the ode,
and created the carpe diem or the non semper atmosphere of his own. At
the transition of the seasons, he thought about the transition of man’s
life and contemplated mortality and death. The eighteenth century
English poets especially loved such gloomy contemplation in their odes.
At someone’s death, they never attempted to praise and immortalize the
great achievements of the deceased. Instead, they devoted themselves
to mourning over death and meditating on the inevitable doom of all men.
The ode completely lost its public character and became a vehicle of
private inner feelings. Also, the poets of this time severely criticized
the traditional public ode of praise and its too optimistic or easygoing
way of immortalization. For them, the conventional ode was an utterly
formal, inane and empty poetic form, and the reference to honorable
immortality virtually disappeared from their odes.

The third chapter will conéider the odes of the English Romantic
poets. They no more criticized tradition in their odes. Instead, they
revived immortality and glory in their odes, which were quite different
from those of the traditional ode of praise. In their odes, they praised
and sought after inner glory and inner immortality which enabled them
tofeeland directly respond tothe outer world. They yearned for blissful
immortality within themselves. Thus, before Keats, most of the English
odes attempted to treat either of the two essential elements of the ode.

The following four chapters will examine the odes of Keats. First,
the fourth chapter will treat his early odes and “Ode to Psyche.” Keats’s

fragmentary early odes attempt to follow the traditional ode of praise.
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He highly praises the immortality of the gods and the great poets of old,
and presents their abode as an Elysium. In “Ode to Psyche,” we can see
similar characteristics. Psyche and Eros are enjoying their immortal
love. The fertile natural world around them is depicted as a blissful
immortal bower.

Then, as we will see in the fifth chapter, “Ode to a Nightingale”
reveals barren death lurking in the fertile immortal world. As a
fascinating songbird, the nightingale entices the poet into fhe ecstatic
joy of immortal world. In the middle of this bliss, however, the bird
suddenly discloses an ominous shadow of death to the poet. The sixth
stanza will examine a similar latent shadow of death in the happy world
of immortality depicted on a round Grecian urn. The important
difference between these two o‘des is that in the final stanza of “Ode on
a Grecian Urn,” an inscription on the urn is introduced. It suggests
circularity, that is, the possibility of perpetually repeated appearance
of fertile immortality and barren death. The suggestion of circularity
foreshadows their final reconciliation in “To Autumn.” Similar
suggestion of circularity is presented in “Ode on Indolence,” in the three
figures who perpetually appear before the poet.

The last chapter will show the reconciliation between immortality
and death in Keats’s final odes. Now immortality is not yearned for.
Instead, a sense of transience comes to the fore. “Ode on Melancholy”
depicts the true experience of melancholy of Keats’s own, which is
possible only when one can really and greedily safzor transient beauty.
The poet no more attempts to fly to the blissful immortal world. He

attempts to accept transience and decay in the actual world. However,



it cannot be denied that the battle-like, fierce enjoyment of transient
beauty sounds a strained note. JItis in “To Autumn” that transience and

death are serenely accepted, and the longtime opposition between

immortality and death disappears. In the apparently immortal
maturing process of autumn, the poet finds decay and death. But now
they are not flatly rejected. The poet comes to realize great cyclicity

that revolves around all, including both maturity Aand death, or rebirth
and death, altogether as its integral part.

As is well known, there is no conclusive evidence of the exact date
of composition of Keats’s odes of 1819, and opinions differ among critics.
Though some of them assert that “Ode on Indolence” was written before
“Ode on a Grecian Urn” or “Ode to a Nightingale,” this paper will treat

his odes in above-mentioned order.



CHAPTER I

ODE AS A VEHICLE OF PRAISE AND IMMORTALITY:
THE ENGLISH ODES FROM JONSON TO DRYDEN

«

-Originally the word “ode” didn’t signify any particular poetic

form.Y) Etymologically speaking, the word derives from a Latinwordode,

»

which means “song,” and furthermore, froﬁ a Greek word aoidé, which has
the same meaning. At firstitonly signified “song” or “poexh” in general.
Of course the ancient Greek poets, for example, Simonides and Pindar,
didn’t call their works “ode.”2) Likewise, the Roman poet Horace simply
called his collection of odes carmina (songs). In short, originally no
fixed name existed to represent the poetic form that now we call “ode.”

The Greek lyric began after the eiéhth century B. C. In those days,
poetry was indispensable especially when the ancient Greek people
offered a prayer or a hymn to the Olympian gods. On such religious
occasions, the Greek poems were not read silently as they usually are
today. Instead, tﬁey were almost always recited. The recitation was
performed either as a solo, sung by a single person, or in chorus, sung
by colos (choirs). In most cases it was accompanied by dance and the
music of Iyra (lyre) and aulos (flute). Such recitation was called
chorikon melos (choral song). Gradually this kind of poem or song

underwent various changes and sophistication both in its form and in its

contents, and finally became one of the important literary genres called

“« »

ode. Therefore, the original and essential role of the ode was to offer
a hymn or a praise in public to the ancient gods.

But the Greek mighty tyrants of rich poleis, who gained enormous



power in the late sixth and the early fifth century B. C. when the Persian
War broke _out, couldn’t be satisfied with the ordinary ode which
conventionally gave a praise or a hymn only to the Olympian gods. What
-they ardently wanted was the grand ode that would magnificently praise
illustrious men of great wealth and power, that is to say, the powerful
tyrants themselves, and immortalize their great names even after their
death. In order to meet such demands, the Greek professional poets
made every effort.v At some religious festivals or on some public
occasions, they wrote various odes to loudly praise the powerful tyrants,
that is, their important patrons, aﬁd to make their fame and greatness
remembered forev\er. As aresult of their earnest efforts to make better
odes by carefully arranging the poetic forms and choosing more suitable
splendid words and phrases, the Greek choral ode gradually attained the
highest stage of prosperity to become one of the great literary genres
later.

Moreover, the establishment of this new literary genre, ode, a poem
to praise someone, divine or human, and immortalize his name, was
closely connected with the development of the ancient Greek athletic
games. The early Olympic Games was held at Olympia, in Elis in 776 B.
C. as a festival dedicated to Zeus. Soon it was followed by the
institution of the Pythian Games at Delphi that is famous for the tem.ple
of Apollo, the Isthmian Games at Corinth in honor of Poseidon and the
Nemean Games at Kleonai dedicated to Zeus. These four games all
contributed the prosperity and popularity of the Greek national athletic
contests in the late sixth cehtury B. C. when the mighty tyrants sought

for anew kind of ode to praise andimmortalize themselves. These games



greatly aroused the interest ofthe ancient Greek people and had religious,
political and social significance in their lives. As William H. Race says,
“The fame of an Olympic victor l\ived after him,”3) the athletes from all
over Greece competed each other to the best of their ability not for a
reward or a prize, but for honor alone. To gain honor was their only and
ultimate aim.%4) The victors could enjoy considerable prestige in their
home poleis all theivr lives. So they earnestly desired to be praised
loudly for their glorious victory to be remembered forever in the -best
poems written by the best poets.

Among a lot of events of the games, for example, running, wrestling
and boxing, the most prestigious ones were horse-race and chariot-race.
Because it was very difficult to own meadows or pastures on the small
islands in Greece, and it required enormous wealth to keep horses, only
the rich tyrants and nobles, such as Hieron in Syracuse and Theron in
Akragas, could take part in these races. Of course these wealthy men
themselves never risked their lives in a race. They hired good drivers
and trainers to win the gaﬁe. But whoever the actual driver might be,
the owner of the horses was considered the winner of the event. Hence,
to praise a victor in a race was to praise an owner of the horse, that is
to say, a powerful man with great wealth. In most cases it was not the
actual anonymous victor but the mighty noble who always enjoyed the
greatest honor in a race.

Pindar preferred to give such adjectives as epinicios (for a victory)
and encomios (celebratory) to his poems which praised the tyrant or the
victor of a race. With the increasing demand of the mighty patrons who

were gaining enormous wealth and power at that time and with the



development and popularity of the four great athletic games, many Greek
professional poets wrote encomia whose main subjects were the great

patrons or their ancestors, and epinicia whose main subjects were the

victors of the athletic games. The ode has its origin in these two kinds
of ancient Greek poems. As D. S. Carne-Ross says that such “victory
ode . . . differs from most modern poetry in this respect too, that it is

always occasional,”5) the ode was originally a very occasional and formal
poem. The ancient ode poets were always conscious of the public, the
listeners including their great patrons, and attempted to entertain and
pleasebthem.

As has been mentioned above, primarily the ode, a kind of a choral
poem, was a hymn offered to thé Olympian gods. However, as Race
regards epinicia a kind of “secularization” of a hymn,®) a hymn to the
gods and their transcendental powers was gradually transformed into a
hymn to a mortal man and his greatness. The ode began toloudly praise,
not the immortal gods but human beings, and give them honor.7)

In addition to this function, there is one more important point
concerning the various characteristics of the ode. The honor offered to
someone in the ode was always connected with immortality. The ode
often sang emphatically that man’s honor 'would last forever.
Immortality was an important element in the ode to praise someone. ‘As
has been suggested out, the ode was a kind of secularization of a hymn
to the gods. This secularization did not only c.hange the subject of the
ode from the Olympian gods to human beings. By the secularization,
man’s mortality compared to gods’ immortality came to be realized all the

more acutely. When a poet tells about the honor of a man burdened with



mortality, the man’s honor should not perish with his death. In order
to emphasize the excellence of someone, a poet had to give him the
superiority that would transcend his mortality. Thus, in the ode offered
to human beings, man’s honor was always highly immortalized. The ode
became, as it were, an immortal memorial to a mortal man.® As Simon
Goldhill thinks that Pindar’s epinicia follows “the tradition of poetic
immortalization,”® and Gilbert Highet says, “An ode is a song in the
classical manner, written for eternity,”!9 the ode came to praise and
immortalize a mortal man.

With these new attributes of}the ode, the Greek poets made every
effort to write fine odes in order to praise and immortalize the honor or
the fame of the victors and their mighty patrons. Of course each poet
made odes for various purposes and on various occasions, but their effort
was not a mere flattery to their patrons to gain an advantage over other
poets. To the ancient Greek people there were two possible motives that
éxercisedagreatinfluence onthe formation and the popularityofthe ode.
The first one was the ancient Greek view of life, thatis tosay, man should
live, above all things, for.honor and fame. The second one was their
realization of the power of art, its power to immortalize one fleeting
moment.

C. Maurice Bowra, who calls the ancient Greek view of life the

“heroic outlook,” describes their way of life as this:

The essence of the heroic outlook is the pursuit of honour through
action. The great man is he who, being endowed with superior
qualities of body and mind, uses them to the utmost and wins the
applause of his fellows. ... His honouris the centre of his being. . ..
By prowess and renown he gains an enlarged sense of personality
and well-being; through them he has a second existence on the lips
of men.11)



It was the ideal way of life for the ancient Greeks to use to the utmost
their “superior qualities” which they got from the gods at their birth,12)
and draw a praise from others. Furthermore, one’s honor should last
forever within the memory of the living not only in his lifetime, but also
after his death. The ancient Greek really believed that through
everlasting honor men could gain énother life, that is to say, immortality
after death.13) Such a preference for immortal honor seems to be much
influenced by the ancient Greek idea of the afterworld. As Robert
Garland says that to the ancient Greeks, “With death all retribution
ceases. Thereisno hintofareckoningonthe other side ofthe grave,”4)
the ancient Greek people only had very ambiguous notion of the world
after death. It is often pointed out.that all the dead men in the works
of Homer are very shadowy and obscure. The Greek people had no single
clear-cut image of Hades and the life in that world. While it is usually
said that they were not vainly in dread of death, they realized well that
death would bring all to naught. Therefore, the life in this world was
everything for them. Life was all the more precious for the existence of
inevitable death. The ancient Greek people ardently desiredtomake the
most of their ability and gain honor in their lifetime, Aand finally leave
the honor in order to live forever in many hearts after death.

In addition to such a view of life, the ancient Greek realization of
the power of art also much contributed the popularity of the ode. Highet
remarks that it was the ancient Greek people who realized for the first

time the close relationship between art and permanence:

Greece knew that dramas and songs, tales and histories, are not
amusements for moment but, because of their continuously fertile
content, permanent possessions for the mind. This was the
discovery of the Greeks.15)



What drove the ancient Greeks to art was a strong impulse to give
permanence to one fleeting moment. Among various art genres, poetry
giyes permanence to the péssing moment with its power of words. Bowra
says that the role of poetry is “to perpetuate in words the moments of
rapturous illumination . .. and to share them with other men,” and like
Highet he asserts that the ancient Greeks realized well the power of
poetrytoimmortalize.!8) Forthem, it was anessential missionofpoetry
or, as it Wgre, its raison d’étre, to transcend the limit of mortality and
make its subject immo’rtal. Hence, poetry was often compared to a
magnificent building, a solemn templ.e, precious gold, an adamant, or
whatever that would last forever. Among various kinds of such poetry,
the ode was born especially to praise and give honor, first to the gods and
later to men. Therefore, the Greek poets made the most of this kind of
poetry, the ode, as a suitable vehicle to immortalize the honor ovf their
subject and give immortality to the mortal as well as the immortal gods.

Such immortal honor was not given only to a victor or a mighty
patron. As Carol Maddison points out, “The poet, like the hero, was part
of the glory of Greece,”!”) the writing of the ode itself was closely
connected with the immortalization of the poet’s fame. That is to say,
by leaving excellent odes of praise and immortalization to posterity, the
poet also immortalizes his own name. When the Greek poets wrote odes
to immortalize someone, they were also fully aware of such glorious
self-immortalization.

As has been mentioned above, the poem which we now call “ode” owes
its origin to “encomium” or “epinicions.” The epinicions, or victory odes

were rather short-lived and now most of them are lost. Simonides of



Keos (ca. 556-468 B. C.) is credited with the invention of this epinician
genre. Asone ofthe Greek early professional poets who wrote poetry for
a consideration, Simonides traveled widely in Greece and wrote a lot of
odes for many mighty tyrants in Thessaly, Sicily, and southern Italy.
His earliest epinician ode is said to have been written about the end of
the sixth century B. C., but unfortunately most of his odes are lost.
It was Bacchylides of Keos (ca. 520- ca. 452 B, C.) and Pindar (ca.
518- ca. 438 B. C.) who followed Simonides. Bacchylides, the nephew of
Simonides, wrote many odes, but few of them have survived just like the
case of his uvncle’s odes. Actually it was Pindar who wrote and developed
fine victory poems, some of which have fortunately survived, and

2

practically established one of the important literary genres, “ode.” It
can be said that Pindar was the greatest and the last ode poet of the
ancient Greece. He was bornin Thebes of Boiotia. His family belonged
to the aristocratic. In a fairly happy home environment, he studied the
art of the choral ode and won good reputation as an ode poet in his early
days. He was only twenty when a tyrant in Thessaly gave him a
commission to write a victory ode, “Pythian V.” From that time on,
Pindar became a favorite with many mighty tyrants, for example, Theron
of Sicily and Hieron of Syracuse. He traveled widely to write odes for
powerful patrons and won such lustrous fame as Maddison says, “The
honours rendered to Pindar at Delphi approached those of a demi-god.”18)
Within forty years after Pindar’s death, however, this new genre died
completely. The victory ode, born around the late sixth century B. C.,

blossomed during the lifetime of Pindar and suddenly died by the end of

the fifthcenturyB.C. Amongthesethree Greek poets, the following will



examine some odes of Pindar and then some of the Roman poet Horace as
wellin order to see the essential characteristics ofthe ode, thatis, praise
and immortality.

As an excellent poet, Pindar wrote various kinds of poems such as
“hymn” to the gods, “.dithyramb” dedicated to Dionysus, “encomium” to his
patrons and great ancestors.!® But unfortunately, of all his works only

]

45 “epinicions,” victory odes dedicated to the victors in the Olympian,
Pythian, Isthmian and Nemean Games, have completely survived. Of
these 45 victory odes, 23 odes begin with an invocation to the gods. For
example, in “Pythian XI” which praises the foot-race victor Thrasydaios
of Thebes in the Pythian Games, Pindar uses the first whole stanza for
the long invocation to the Thebean Goddess Semela and Ino. As Race
points out, “Pindar’s ode are far from being completely secularived,”2?)
his odes still abounded in hymnal elements.21) In order to praise the
great achievements of mortal men, Pindar used the form of a hymn which
originally praised the great power of immortal gods.

However famous Pindar might be as a talented ode poet, he was one
ofthe Greek professional poets who wrote poems for a consideration. For
him, as for other poets, patrons were very important. Of coursle Pindar
got many patrons all over Greece, and Hieron of Syracuse in Sicily was
the mightiest among them. Hieron ardently loved art and literature. He
commissioned many poets including Pindar, Simonides and Bacchylides
to make odes and showed them a great deal of hospitality at his home.
With his vast wealth, he supported various athletic games, especially

horse-race in which the Sicilians excelled. In “Olympian I,” dedicated

to Hieron who won the horse-race, Pindar calls Hieron “Syracuse’s
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horse-loving king” and sings loudly, “Fame shines for him in the colony
of brave men founded by Lydian Pelops.”(23-24)22) His loud voice of
praise refers to not only Hieron but also every mighty tyrant in general.
A man who gains “fame” with enormous power and wealth is the greatest.
Pindar calls such men “kings” and “victors.” Needless to say, Hieron,
who was the king, and the victor as well, was one of such great men to
Pindar. In his many odes dedicated to Hieron, there is really the
“intention of immortalizing Hieron as a model for an enlightened ruler,”
as Race points out.23)

It is true that as a talented poet, Pindar wrote odes to praise the
power and wealth of his patrons who won a victory in athletic games, and
to make their names remembered forever. But, on the other hand, he
always realized that he was nothing but one of the many professional
poets depending on the favor of mighty patrons. His words of praise
sometimes sound like bombast or flattery to his patrons. In “Nemean

VII” Pindar tells Thearion of Aigina:

I am a guest-friend. Keeping away dark blame,
like streams of water I shall bring genuine fame
with my praises to the man who is my friend,

for that is the proper reward for good men. (61-63)

He calls himself “a guest-friend” and asserts that a praise is the proper,
or the best reward for the nobles. Giving a praise to patrons is the
essential duty of ode poets, as Pindar says in “Pythian I1,” “Various men
pay the tribute of a resounding hymn to various kiﬁgs at recompense for
their excellence”(13-14).

Thus the odes of Pindar were written with the object of giving a
praise to victors and tyrants before everything. Therefore, though

given the name of the Greek great athletic games to their titles, his odes
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never tell minutely about the actual games. As John D. Jump remarks
that the “games are little more than Pindar’s point of departure,”24) to
Pindar the actual games were nothing more than a means to praise
someone great. Butthenamesofthe game, the event, the victor himself,
and furthermore, his family and hometown wereimportantelementsin his
victory odes.25) After an opening invocation to Zeus in “Olympian IV,”
which praises Psaumis of Kamarina who won the championship in the
chariot-race, Pindar says that the immortal honor is given not only to the

victor Psaumis himself, but also his hometown Kamarina:

But, son of Kronos, you who rule Mt. Aitna,

windy burden for hundred-headed Typhos the mighty,

receive an Olympic victor,

and, with the aid of the Graces, this celebratory revel,

longest-lasting light for achievements of great strength.
For it comes in honor of the chariot of Psaumis,

who, crowned with Pisan olive, is eager to arouse

glory for Kamarina. (6-12)

Psaumis’ victory is the “longest-lasting light.” Itis animmortal honor.
And the honor is also the “glory for Kamarina,” his birthplace. In
“Olympian XI,” which praises Hagesidamos of Lokroi, the victor in the

boxing, Pindar sings:

Be assured now, son of Archestratos,

that because of your boxing, Hagesidamos,

I shall adorn your crown of golden olive

with my sweet song of celebration,

As I pay respect to the race of the Epizephyrian Lokrirans.(11-15)

Here the ode is dedicated not only to Hagesidamos himself, but also to
“the race” in his hometown Lokroi.

But Pindar didn’t write victory odes only to praise someone’s great
achievement loudly and temporarily. As he says in “Isthmian, IV,”
“Thing goes forth with immortal voice / if someone says it well, and over

the all-fruitful earth and through the sea has gone / the radiance of noble
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deeds forever undimmed (40-42), he believed that man’s great
achievement and féme should be remembered by his fellows forever after
death. Pindaroften assertsthatthe immortal honoristhebestand final

reward for the life of great men:

The posthumous acclaim of fame
alone reveals the life of men who are dead and gone
to both chroniclers and poets.
Success is the first of prizes;
and renown the second portion; but the man who
meets with both and gains them has won the highest crown.(93-100)

The “posthumous acclaim of fame” is very important. Fame and renown
would live on forever after the deat.h of great men. To win successin this
world and, furthermore, to leave immortal fame after death were the most
desirable and ideal life for the ancient Greeks.

In addition to the immortality of great man’s honor, Pindar also
praises the immortality of poetry itself. In “Nemean IV,” he says,- “The
word lives longer than deeds, / which, with the Graces’ blessing, / the
tonguev draws from the'dei)ths of the mind (6-8).7 He fully realized that
poetry has the power to make‘man’; fame remembered forever in the mind
of others. It has been already suggested that the ancient Greek people
recognized the immortality of art, its power toretain one fleeting moment
forever, and they often compared art to solid buildings or hard adamant.
Pindar also calls poetry a "treasure house of hymns” and asserts that

nothing can destroy it:

Neither winter rain, coming from abroad

‘as a relentless army

from a loudly rumbling cloud, nor wind shall buffet
and with their deluge of silt carry into the depths
of the sea. But in clear light its front

will proclaim a chariot victory,

famous in men’s speech

shared by your father. (“Pythian VI,” 10-17)
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Poetry will not be destroyed forever. It preserves the honor of victors
and tyrants and leaves it to posterity. Poetry has the power to
immortalize man’s glory. In his odes Pindar often praises the

immortality of poetry as ardently as he praises the immortality of his
patron’s honor. Conversely, even the greatest achievement would be
doomed to sink into oblivion, if it is not retained in a poem. Pindar also

makes such an assertion about the transience of great man’s honor:

If a man succeeds in an exploit, he casts a honey-minded
cause into the Muses’ streams for great deeds of valor
remain in deep darkness when they lack hymns.
We know of a mirror for noble deeds in only one way,
if, by the grace of Mnemosyne with the shining crown,
one finds a recompense for his labors

in poetry’s famous songs. (“Nemean VII,” 11-16)

Poetry, or its “famous song” can immortalize man’s “great deeds of
valor” and “noble deeds” in the memory of people. vAccompanied by music
and dance, Pindar’s odes were sung by the colos in the presence of his
mighty patrons and nobles. They were written and performed in order
to honor great tyrants, victors, their families and hometowns.
Realizing, and employing to the full, the power of poetry to immortalize,
Pindar gave rich immortality to the honor of mortal man in his victory
odes.

The ancient Greek ode thus praised and immortalized human beings
burdened with death. It flourished well particularly in Pindar’s
lifetime, then nearly died out soon after his death. It was the Roman
poet Horace (65-8 B. C.) who, while following the tradition of Greek ode,
transformed it and established his own style of ode. TUnlike Pindar who
belonged to the aristocracy, Horace’s father was a freedman, a former

slave. But he gave his son the best education that his capital afforded
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at Athens. Virgil was one of Horace’s many friends in his school days
at Athens, who was just beginning his career as a poet. Through Virgil’s
recommendation, Horace was admitted to the favor and friendship of
Maecenas, the faithful and confidential subject of Octavian (later
Augustus), and a lover of literature. Under the patronage of Maecenas
and, through him, of Octavian, Horace wrote many odes. The three
volumes of his ode collection Carmina were dedicated to hismighty patron
Maecenas. InRome,odes werenolonger accompanied by musicand dance
because there existed no such great public occasions as the Greek athletic
games.26) The Romanpeopledidn’t need any magnificent choralode sung
by the colos. Horace wrote some odes as if he wrote a simple letter to
his friends. Even in the odes dedicated to Maecenas, his voice sound
fairly relaxed compared to rather strict and formal voice ofiPindar.
Although many of his odes were written in the form of dedication, they
were mostly written and read in a more private, smaller circle. Most of
his odes treated more private, common themes, and became rather lyrical
and tender.

Of course, the circumstances around the poet and the ode had
changed since Piﬁdar’s days, and some new characteristics of the ode were
born,27) but Horace’s odes still kept the tradition inherited from the
odes of Pindar. As can be seen in the invocation to Calliope in the
opening of “Book II, ode 4,” or the hymn to Mercury in “Book I, ode 10~
and the hymn to Apollo and Diana in “Book I, ode 21,” the odes of Horace
still kept the hymnal characteristics which indicate the origin of the ode.
Moreover, he too wrote many odes to praise his patrons and the royal

family. Heloudly sung about the immortal glory of the nobles, the power
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of poetry of immortalizing one fleeting moment, and his own immortal
honqr as agreatpoeteven more frequently than Pindar. Though his odes
became rather private and Iyrical, they still retained the same important
characteristics as the odes of Pindar, that is, pfaise and immortality.

Needless to say, as Carmina itself was dedicated to Maecenas, many
of the odesinthis collection give a grand praise to Horace’s great patrons,
Maecenas and Augustus. Especially for the Roman Emperor Augustus,
who rapidly expandéd the Roman territory by his mighty power, Horacve
wrote the highest ode of praise. In “Book III, 0de 5,” hecompares Augustus
to Jove in heaven and says, “Augustus shall be deemed a god on earth /
For adding to our empire the Britons and dread Parthians”(3-4)28) For
his great achievements as a ruler of the empire, Augustus gets the
supreme praise to be elevated even to “a god on earth.” And Horace
repeatedly emphasizes the immortality of the emperor’s honor and
asserts that it is his duty as a poet to honor the emperor’s great
achievements. He says, “In what caves shall I be heard . . . Peerless
Caesar’s immortal glory?/ I will sing of a noble exploit, recent, / As yet
untold by otherlips”(“Book III, ode 25,” 3-8). The honorandimmortality
are closely connected in his odes.

Of course, such essential power for immortalization is inherent in

poetry itself. Horace asserts that poetry would never die:

Think not the words will perish

Which I, born near far-sounding Aufidus,

Utter for linking with the lyre,

By arts not hitherto revealed!

Nor has time destroyed whate’er Anacreon

Once sung in sport. Still breathes the love of the Aeolian

Maid, and lives her passion confided to the lyre.
(“Book IV, ode 9,” 1-12)
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Horace, more frequently than Pindar, praises the power of poetry to give
fertile immortality to the honor of mortal man. Furthermore, he often
sings about the immortal honor which he would win as a peerless poet,

though Pindar seldom made such a bold assertion:

I have finished a monument more lasting

Than bronze and loftier than the Pyramids’ royal pile,
One that no wasting rain, no furious north wind

Can destroy, or the countless chain of years

And the ages’ flight. (“Book III, ode 30,” 1-5)

This is the last ode of the third book of Carmina. Like Pindar, Horace
compares the immortality of poetry to the m.etal, “bronze,” and the
building, “Pyramids” in order to praise poetry’s immortal power. In the
same ode dedicated to Maecenas, Horace sings about the immortality of

his own honor as a poet:

I shall not altogether die,

But a mighty part of me shall escape the death-goddess.

On and on shall I grow,

Ever fresh with the glory of after time.(“Book III, ode 30,” 6-8)"

As has been mentioned above, for the ancient poets, to write an excellent
ode was closely connected with theimmortalization ofthe poet’sown fame.
Goldhill says, “as the poem records the kleos of the victory, th‘e proper
performance of that praise also promises the kleos of the poet.” He
points out that the very “self-glorification” which ode poets often
performed in their works was “a constant grounding for the glorification
of the victor.”2%) Suchself-glorification, about which Pindar sangrather
moderately, became very prominent in the odes of Horace. In his works
Horace praised loudly the immortality , not only of his patrons’ honor,
but also of poetry in general and of his own honor as a poet. It is true
that the ode underwent several changes in its theme and form from the

days of the ancient Greek poets to the time of the Roman Empire. But
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the ode had been always the best means to praise and immortalize. The
»immortality referred to in the ode was still very fertile and desirable at
this point.

Then, how was the ode with these characteristics accepted and
developed in England? Before turning to a closer examination of its
development in England, a few remarks should be made concerning the
long way the ode went from Rome to England. After the death of Horace,
the ode didn’t develop very much and poets didn’t write odes as ardently
as before. In the Dark Ages, bot.h Greek and Latin were almost out of
use except in church. Then in the Middle Ages, though some scholars
read the odes of Horace, poets and the public scarcely knew his works,
to say nothing of the odes of Pindar. The ode had been virtually dead
for a long time. Therefore, in the fourteenth century when Pindar and
Horace were rediscovered as a part of the great rediscovery of classical
literature and various liferary genres including ode, they gave a really
great impact on the Renaissance scholars and poets.30)

The rediscovered ode revived first in Italy and France. At the end
of the fifteenth century, the Florentine scholar Landino and his pupil
Politian introduced Horace to Italy and gradually his odes became very
popular. Then in 1518 the publisher Aldus in Venice published the first
edition of Pindar’s odes in Greek, and in 1535 it was published in Latin.
In France, Pierre de Ronsard (1524-1585) one of the seven poets of the

and attempted to create his own style of

»

Pléiade, titled his poems “ode
ode. Though Ronsard’s all efforts were in vain, he at least introduced
the new literary genre, ode, to French poets and had a great influence on

them and the English poets of the fifteenth century as well.
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After the ode revived and won popularity in Italy and France in this
way, it finally came to be known to the English Renaissance poets. At
first they accepted and developed this new form of poetr‘y as a part of the
signific;nt inheritance of classical tradition. The odeiwas written as
a sublime occasional poem, mostly dedicated to someone great. At a
certain national event, or on someone’s birthday and death, the English
poets wrote many odes in order to praise the honor and the achievements
of the King, Queen, nobles, their friends or the deceased, and made their
name remembered forever. They used the ode as the best means for
praise and immortalization, which were the essential characteristics of
the ode of Pindar and Horace.

The English poets of the sixteenth century, for example, Thomas
Campion (1567-1620), Michael Drayton (1563-1631), came to know
Pindar’s odes through Ronsard. ' They translated many of the odes of
Pindar and attempted to write their own style ofode. Intheintroduction

to his Poems Lyrick and Pastorall, Drayton remarks about the ode:

An Ode is known to have been properly a Song, moduled to the
ancient Harp, and neither too short-breathed, as hastening to the
end, nor composed of the longest Verses, as unfit for the sudden
Turns and loftie Tricks. . .. Some transcendently loftie, and far
more high than the Epick (commonly called the Heroique poem)
witness those of the inimitable Pindarus, consecrated to the glorie
and renown of such as returned in triumph from Olympus, Elis,
Isthmus, or the like.31)

Drayton seems to realize that the ode is a transcendently lofty song, and
that it is consecrated to the glory and renown of such as returned in
triumph. He knew well that the main purpose of the ode is to give a high
praise to man’s glorious achievement. Once talking about his poem
“Ballad of Agincourt,” however, he called it an “Ode . . . or if thou wilt,

Ballad.”32) His definition of this new poetic form was still very
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ambiguous.

Similar ambiguity can be found in Shakespeare. Shakespeare used
the word “ode” twice in his dramas. In Love’s Labour’s Lost, Dumain,
pining for dear Katharine, says, “Once more I’ll read the ode that I have
writ”(IV, iii, 96). And in As You Like It, the disguised Rosalind tells
lovesick Orlando, “Thereisa man haunts the forest that abuses our young
plants with carving ‘Rosalind’ on their barks; hangs odes upon hawthorns

and elegies on brambles”(IIT, ii, 350-353). In these two examples, the

“ »

word “ode only suggests an innocent love poem. Jump regards

»

Shakespeare’s use of the word “ode” as “normal enough in his time and
place.”33) The English poets of the sixteenth century preferred to use
the word to suggest various kinds of poems.

Among the poets of ’the sixteenth century, it was Ben Jonson
(1573-1637) who early realized the essential role of the ode, that is,
praise and immortalization, and succeeded in writing hisown style ofode.
The English Renaissance poets often quoted from the Greek and Roman
poets in the original or in translation and imitated some of the
expressions in the classical poems. Forthem, itwasnotamerepedantry
but adding refinement and dignity to their works. Jonson too, who is
called “the best scholar . . . and the most sedulous translator,”34
translated some of the odes of Horace. His classical knowledge ranged
from Horace to various poets and writers such as Seneca, Cicero,
Tacitus.355 Jﬁdging from the titles of his odes, for example, “Ode. To Sir
William Sidney, on His Birthday,” “To the Right Honourable Jerome, Lord

Weston. An Ode Gratulatory, for his Return from His Embassy, 1632,” it

isclear that most of hisodes are occasional poems. Jonsonusually wrote
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odes on some memorial days or social occasions just like the ancient

classical poets did. As for the poetic form too, he followed the classical

examples. He often used the triadic form that consists of “Turmn,”
“Counter-Turn” and “Stand,” which are similar to “strophe,”
“antistrophe” and “epode” in the grand ode of Pindar. “The subject

matter of the odes [of Jonson] is serious,” as Wesley Trimpi puts it,36)
his odes follow the essential role of the ancient ode, that is to say, they
praise and immortalize someone’s name and glory on some public
occasions as sincerely as possible.

“Ode. T6 Sir William Sidney, on His Birthday” was written on the
twenty-first birthday of Sir William Sidney (1590-1612). Jonson
celebrates this young man’s birthday37) and tells him how he should live
henceforth. As Trimpipoints out, “Like an epistle, the poem is a direct
address to a particular person and deals with a particular situation,”38)
his tone is very affectionate and frank as if»he were directly talking to
one of his friends. Such a friendly tone often appears in the ode of
Horace.2?) Inthe opening stanza, aroom tocelebrate thismemorial day,
“a context and an occasion for Jonson’s praise and advice,”%% is prepared.
Then Jonson says, “I may tell to Sidney what / This day / Doth
say”(12-14)41) and begins to tell Sidney to improve himself in order to
“outstrip your peers”(26) and always aim at new “virtue”(32).
Furthermore, he tells the young man to live an honorable life from now

on. If he does so, this day will be honorably remembered in the future: -

So may you live in honour as in name,
If with this truth you be inspired;
So may
This day
Be more, and long desired;
And with the flame
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Of love be bright,
As with the light
Of bonfires. Then » _
The birthday shines, when logs not bur, but men.(51-60)

Sidney, t‘he subject of the ode, is not a man who has already achieved
something great, but who is still young and should achieve something
greatin the future. So Jonson doesn’t celebrate his birthdavy with a loud
praise. Instead, he ends his ode with the prophecy of immortal honor of
Sidney in the future, singing that after an honorable life, his twenty-
first birthday will be remembered forever.42)

In the ode dedicated to Lucy, Countess of Bedford in Love’s Martyr,

Jonson devotes himself more ardently to giving a praise to the virtuous

lady:
Splendour, O more than mortal!
For other forms come short all
Of her illustrate brightness,
As far as sin’s from lightness. (1-4)
Beginning with Lucy’s beauty that transcends the “mortal,” Jonson

praises her virtue such as “wit as quick and sprightful / As fire”(5-6) and
her judgment “adorned with learning”(9) one by one. But her virtue is

so high as to make the poet utterly depressed:

Alas! Then wither wade 1

In thought to praise this lady,
When seeking her renowning,
Myself am so near drowning? (17-20)

Jonson asserts that the ode is the best poetic form for a mortal weak poet
to praise or renown a lady’s awe-inspiring virtue, even if it is above his
ability.

Among many odes of Jonson, it is “To the Immortal Memory and
Friendship of That Noble Pair, Sir Lucius Cary and Sir H. Morison” that
clearly relates the immortal honor of really great men after their death

and the immortality of his own fame as a poet. This ode was written in
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order to mourn over the death of Morison who died at twenty-one years
old in 1629, and to console his friend Cary. Several morals can be found
such as “What is life, if measured by space, / Not by the act?”(21-22) and
“It is not growing like a tree / In bulk, doth make man better be”(65-
66). The tone is similar to his advice for young Sidney in his previous
ode and, in a sense, similar to the many gnomes in the ancient odes,
especially in Pindar’s. Jonson asserts that man’s worth is measured not
by how long he lives, but by how he lives (“A lily of a day / Is fairer far,
in May, / Although it fall and die that night” 69-71). Then he praises

the greatness of Morison who died too young:

Alas, but Morison fell young!

He never fell: thou fall’st, my tongue.

He stood, a soldier to the last right end,

A perfect patriot, and a noble friend;

But most, a virtuous son.

All offices were done

By him so ample, full, and round,

In weight, in measure, number, sound,

As, though his age imperfect might appear,
His life was of humanity the sphere. (43-52)

Jonson praises Morison because he was a brave “soldier,” a “perfect
patriot” and “a noble friend,” and especially because he was a “virtuous”
man.%3) Because of his very virtue, Jonson says, Morison wins

immortality after death:

Call, noble Lucius, then for wine,

And let thy looks with gladness shine;

Accept this garland, plant it on thy head;
And think, nay, know, thy Morison’s not dead.
He leaped the present age,

Possessed with holy rage

To see that bright eternal day,

Of which we priests and poets say

Such truths as we expect for happy men;

And there he lives with memory, and Ben

Jonson, who sung this of him, ere he went
Himself to rest,
Or taste a part of that full joy he meant
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To have expressed
In this bright asterism. (75-89)

Because of his virtuous life, Morison transcends mortality (“He leaped
the present age”) and live forever in the memory of others. Therefore,
Cary should shine “with gladness.” There is no need for him to lament
the death of his dear friend. The twin stars, Morison in heaven and Cary
on earth, will keep on shining forever. Their friendship gains
immortality through the death of virtuous Morison.

But Jonson doesn’t end his ode only with the praise of Morison and
the immortality of the two men’s friendship. As has been pointed out by
many critics, for example, “the persistence of Morison’s life as
remembered by his friend depends on the immortality of the poet
Jonson,”44) or “Jonson is discreetly celebrating his own immortalizing
power, and his consequent immortality through verse,”45) after the praise
and immortalization of the subject, Jonson refers to his own immortal
fame as a poet. Effecvtively using “run-over,”4%) or enjambment, “Ben /
Jonson” himself appears. He says that by his ode, Morison can win
immortality, and that Jonson too will be immortalized, will “taste a part
of that full joy.” By writing an ode on the death of a virtuous man, he
immortalized his own honor as a great poet. Considering the reason why

Jonson wrote so many odes, Robin Sowerby states:

Why then did he attempt the grander lyric from of the Pindaric ode?
It may be said that the dignified form of the poem is commensurate
with Jonson’s exalted conception both of the persons and values he
is celebrating and of his own role as priest of the Muses who can
pass on the surviving world an evergreen poetic garland.*”)

Before everything, Jonson wrote odes to give someone a praise for his
valuable character and achievement, and to immortalize the subject. In

addition to this, he often referred to his own immortality as a poet who
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could leave “evergreen poetic garland” to posterity. Theimmortal honor
of someone great and the immortal power of poetry or the poet were
repeatedly referred to in the ancie.nt odes from Pindar to Horace. The
ode of Jonson, who attempted this new genre of poetry rather early among
the English Renaissance poets, shows that he fully realized the essential
role of the ode and faithfully followed it.

Robert Herrick (1591-1674), a “true son of Ben,”48) loved classical
literature very much under the influence of Jonson. Though Herrick
wasn’t so good at Latin as Jonson, he had a thorough knowledge of Greek
and Roman literature, especially of Roman antiquities.*®) As it is said
that “Horace was Herrick’s first love,”%% he loved Carmina very much and
attempted to translate some of the odes in the collection. In his
Hesperides, the name “Horace” appears many times. Therefore, about
Herrick’s poems in ge‘neral, critics often point out the similarity of their
themes with those of Horace’s odes, such as the transience of life, the
inevitability or the abruptness of death, and the exhortation to 'enjoy the
fleeting moment.5!) Certainly fhe familiar themes in Hoface, that is,

carpe diem and non semper, often appear in many of Herrick’s lyrics, for

example, “To the Virgins, to make much of Time,” “To Daffodills” and so
on. Such themes as the transience of life and the meditation on death
expressed in the ode will be discussed in the following chapter. What

has to be noticed here is that Herrick never treated such themes in his

own odes. His carpe diem and non semper themes appear only in his
lyrics. Compared to the number of such lyrics, he wrote very few odes.
We have only five odes, and that they are far from good ones. But even

from these few odes, we can see that Herrick knew the essential role of
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the ode as a suitable poetic form to treat praise and immortality, though
unlike Jonson, the subject of his ode was always God.

“An Ode of the Birth of our Saviour” is one of Herrick’s few odes.
In this rather short ode which has only thirty-two lines, he decorates the
poor birthplace of Jesus with richness suitable for our Saviour in order
to praise and immortalize his supreme glory. The opening lines, “In
Numbers, and but these few, / I sing Thy Birth, Oh JESU!”(1-2),52)
indicate that Herrick will sing and celebrate the birth of Jesus, that is
to say, he is going to attempt, as it were, a nativity poem, in the form
of the ode, though in vain.

Following the tradition of nativity poems, the ode first depicts
Jesus’ poor birthplace. It is “a base / Out-stable”(8), énd his cradle is
“a homely manger”(16) and he is wrapped in “clouts”(21). Herrick
decorates this conventional shabby birthplace with “Ivorie”(23) and
“Amvber”(24), and gives “silks”(17), “sundry precious Jewells”(18) and
“Lilly-work”(19) to the glorious baby. Then, what awaits Jesus is not

“sup’rabundant scorn”(4) or “disdain”(25), but the supreme “Glories”:

The Jews they did disdaine Thee,
But we will entertaine Thee
With Glories to await here
Upon Thy Princely State here,
And more for love, then pittie,
From yeere to yeere
We’ll make Thee, here,

A Free-born of our Citie. (25-32)

The Saviour’s birth will be honored and praised with glory forever in the
future (“From yeere to yeere”). Instead of simply following the
traditional description of Jesus’ birthplace, Herrick decorates it with
something new as if he himself were the Magi. He attempted his own

nativity ode in‘order to praise the glory of Jesus, though the attempt was
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incomplete and almost in vain.
Similarly, “An Ode, or Psalme, to God” refers to the “etermal
Glorie”(6) of God. As George N. Shuster points out, the sixteenth and

the seventeenth century poets often used the word “ode” for various poetic

»

forms such as “sonnet” and “hymn.”33) Here Herrick uses the word “ode
as a synonym for “psalm” or “hymn,” which is the original form of the ode.
Like Jonson, Herrick fully realized that the ode is the best poetic form
to give a high praise and immortalize someone’s name.. In the opening

stanza, he calls tov God:

Deer God,
If thy smart Rod
Here did not make me sorrie,
I sho’d not be
With Thine, or Thee.
In Thy eternall Glorie. (1-86)

He prays, “I may from Hell / Flie up, to dwell / With Thee, and Thine in

Heaven”(16-18) and eagerly desires to be with God and his eternal glory.

In order to express the eternity and the fertility of the glory of God,

Herrick chose the ode as the most suitable vehicle. But unfortunately,
he wasn’t so successful in his odes as in his lyries. Maddison says that
Herrick’s odes are “a bit too saccharine and pretty.” And about “An Ode

of the Birth of our Saviour,” he observes very truly that “Herrick lacks
the strength for such a theme.”54) Needless to say, by “such a theme,”
Maddison here refers to the nativity ode. In the odes of Horace, Herrick
found suitable themes for his lyries, that is to say, carpe diem and non
semper. In his odes, however, he never referred to such themes and only
attempted to give a praise for the eternal glory of God, because, for him,
immortal praise was the essential role of the ode. Though he tried to

write his own nativity ode, it was far beyond his power. It was John
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Milton (1608-1674) who wrote the great nativity ode to celebrate Jesus’
birth and praise his eternal glory.

It is well known that Milton was excellent in Greek and Latin. He
read Pindar in the original and translated the odes of Horace.55) But he
himself wrote very few odes, and “On the Morning of Christ’s Nativity”
was one of them.36) It was written in 1629, the same year when Jonson
wrote “To the Immortal Memory and Friendship of That Noble Pair, Sir
Lucius Cary and Sir H. Morrison.” As Milton tells in “Elegy VI” (Elegia
sexta), he wrote this ode before dawn on Christmas Day in 1629.57)
Nativity poem or ode, where the glorious birth of Jesus is presented,
existed already in the Middle Ages. A poor stable, a baby in a manger,
the magi, hymning angels and the flight of the pagan gods are
indispensable elements in nativity poems.%8 Milton begins his ode with
the familiar stable scene,v then he tells about the various miraculous
phenomena caused by the baby’s birth, and finally returns to the same
stable scene. He relates these marvelous phenomena in the natural
world as precious achievements that testify the greatness of the baby and
foretell the future supremacy of Jesus. In thisode, he praises the glory
of “the Son of heaven’s eternal King”(2) who gives us “a perpetual
peace” (7).

The opening lines of the infroductory stanza foretell the supreme

achievement of the baby in the future:

This is the month, and this the happy morn
Wherein the Son of heaven’s eternal King
Of wedded maid, and virgin mother born,
Our great redemption from above did bring;
For so the holy sages once did sing,
That he our deadly forfeit should release,
And with his Father work us a perpetual peace. (1-7)
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Stuart Curran says that this ode is “the first of Milton’s poems to reveal
his unique architectonic genius,” and very truly asserts that this is “a
poem erected upon the opposing stresses of hymn and ode, of a hymn to
the recreated godhead and an ode celebrating his human incarnation.”5%

”

Milton himself called this poem in two ways, “hymn” and “ode. It is a
hymn to praise the “Son of heaven’s eternal King,” and at the same time,
it is an ode to praise his human incarnation for the supreme achievement
of “redemption” and “perpetual peace.’ He fully understood the
difference of the functions of the ode and the hymn. The former mainly
treats human beings as its theme, while the latter, the original form of
the former, mainly treats gods.

Then, in the invocation to “heavenly Muse”(15), it is told that this

“humble ode” is dedicated to Jesus as a present for his birthday:

See how from far upon the eastern road
The star-led wizards haste with odours sweet,
O run, prevent them with thy humble ode,
And lay it lowly at his blessed feet;
Have thou the honour first, thy Lord to greet,
And join thy voice unto the angel quire,
From out his secret altar touched with hallowed fire.(22-28)

Milton wants to “prevent” even the Magi in order to celebrate the baby’s
birth and praise him for his great achievement and eternal glory and,
furthermore, win the “honour” first as a poet. He realized very well that
the ode is the best form of poetry to give and, at the same time, to win,
the immortal honor.

In the following hymn composed of twenty-seven stanzas, the
miraculous changes in the natural world are depicted. At the birth of
a baby, silence reigns over everything in the realm of the nature. The

“winds”(64), “ocean”(66), “birds”(68), “stars”(69), “Lucifer”(74) andeven
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the “sun”(79) stand still in awe of th‘e “heaven-born-child”(30). Then
there comes music followed by a "globe of circular light”(110)%% and the
angelic choir. Finally ‘at the birth of Jesus, all the pagan gods, .the
Greek “Apollo”(176), the Roman “lars”(191) and “lemures”(191), or the
Philistine Dagon(199), the Ammonite “Moloch”(205), the Egypt:,ian
“Isis”(212) and “Osiris”(213) and so on, take to flight. All these
supernatural phenomena are caused by an infant’s birth. Andinthelast
stanza, the ode returns to the same stable scene again.

Milton tells a simple story of Christ’s birth in the frame of ode. He
did so because the ode is the most appropriate poetic form to tell about
the eternal glory of someone great. Here, the glory and the supreme
achievement of a great man, or an infant, are depicted as grand
“metaph_ysical and supernatural worlds,”®) or as the “baroque
panorama.”%2) By praising and immortalizing the glory of Christ, the
poet himselfcan win the immortal glory just like the ancient ode poets.%)
Thus the ode of Milton also inherited the essential function of the ode,
that is, praise and immortalization.

In the preface to Pindarique Odes, Written in Imitation of the Stile
and Manner of the Odes of Pindar, Abraham Cowley (1618-1667) says, “If
a Man should undertake to translate Pindar Word for Word, it would be
thought that one Mad-man had translated another.”64 In his ode, he

» o«

didn’t use the triadic form like Jonson who used “turn, counter-turn”

“ » &«

and “stand,” following the Pindaric “strophe,” “antistrophe” and “epode.”
Though the title says, “Written in Imitation of the Stile and Manner of
the Odes of Pindar,” Cowley used not the Pindaric regular stanzaic form,

but his own irregular form. He imitated and translated the odes of
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Pindar in his really original way. Therefore, his odes, which are often
called “irregular” odes or “English” odes, have been unfavorably
criticized by many critics who assert, “His poems themselves are
negligible,”$5) or his poetry are “of a baroque artist of genuine but
mediocre talent.”®6) In most cases his odes have not been given much
importance in theihistory of English ode.

However, “Through him th/e ode became the principal Lyric vehicle

4

for the sublime,” as Curran puts it,®7) Cowley regarded the ode as the best
poetic form to sing and immortalize “the sublime” just like the many
English poets before him had done. In his odes, we can find typical
characteristics of the occasional ode, as their titles show, for example,
“To the Lord Falkland, For his safe Return from the Northern Expedition
against the Scots,” “Onthe Death of Mr. Jordan,” “Tothe Bishop of Lincoln,
Upon his Enlargement out of the Tower.” Maddison regards these poems
as “typically odic.”68) Cowley’s odes written on some occasions such as
his friend’s death, loudly praise and immortalize the virtue of the subject
just like the odes of Jonson and many other English poets before him,
though Cowley’s stanzaic form was quite different from them. He too
inherited the tradition of the epinician ode, the ode to praise and
immortalize.

To see such characteristics of epinician genre in Cowley’s odes,
some of his odes, especially the ones in his Pindarique Odes, Written in
Imitation of the Stile and Manner of the Odes of Pindar will be briefly
examined here. This collection has fifteen odes. The first three odes
are translations of Horace’s odes. But of course, théy are very original

translations given “all we can add to him [Pindar] by our Wit and
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Invention.”%9) The other twelve odes are Cowley’s original odes. The

first one “The Second Olympique Ode of Pindar” has an introduction:

Written in Praise of Theron Prince of Agrigentum (a famous City in
Sicily built by his Ancestors) who in the seventy-seventh
Olympique won the chariot-prize. He is commended from the
nobility of his Race from his great Riches (an ordinary Common-
Place in Pindar) from his Hospitality, Munificence and other
Virtues.

This is the ode, he says, which celebrates the chariot-race victor Theron,
his “Riches,” his “Hospitality,” “Munificence” and other “Virtues.”
What Cowley attempted is a really typical epinician ode. The opening

lines call to the Muse:

Queen of all Harmonious things,
Dancing Words, and Speaking Strings,
What God, what Hero wilt thou sing?
What happy Man to equal Glories bring? (1-4)

Following the tradition of the victory ode, Cowley begins to sing about
the “Glories” of a “Hero.” The hero Theron wins honor which is equal to
the honor given to the gods such as Jove and Hercules, though Pindar
repeatedly warned not to praise mortal man so highly as when one praises

the immortal gods:7®

Pisa does to Jove belong,
Jove and Pisa claim thy Song,
The fair First-Fruits of War, th’Olympique Games,
Alcides offer’d up to Jove,
Alcides too thy strings may move;
But, oh, what Man to joyn with these can worthy prove?
Joyn Theron boldly to their sacred Names;
Theron the next honour claims;
Theron to no man gives place,
Is first in Pisa’s, and in Virtue’s Race;
Theron there, and he alone,
Even his own swift Fore-fathers has out-gone. (7-18)

Deviating from Pindar’s original ode that praises Theron rather
moderately for fear of arousing wrath of the gods, Cowley boldly ranks
Theron with the gods. Even in the form of a translation, he attempted

to give the highest honor to Theron in his own original way.
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“The Praise of Pindar. InImitation of Horace his Second Ode, Book

4” begins with “Pindar is imitable by none: / The Phoenix Pindar is a vast

Species alone”(1-2). This is an ode to celebrate the “Phoenix” poet
Pindar. Like his translation of Pindar’s ode mentioned above, this
translated ode is also quite different from Horace’s original ode. Here

Cowley attempts to praise the immortality of Pindar and his great odes

more ardently than Horace really did in his ode:

So Pindar does now Words and Figures roll
Down his impetuous Dithyrambique Tide,
Which in no Channel deign’s abide,
Which neither Banks nor dikes control.
In a no less Immortal Strain,
Or the great Acts of God-descended Kings,
Who in his Numbers still survive and reign. (12-19)

)

Pindar’s “Immortal Strain,” without sinking into oblivion, praises the
“Immortal Gods” and the great achievements of “Kings” forever.
Through Pindar’s immortal odes, they gain fertile immortality (“still
survive and reign”). Cowley here attempts to sing in praise of the
immortalizing power of the great ode and the immortal hlqnor Pindar has
gained for leaving such grand odes to posterity.

“The Resurrection” is called “Cowley’s first original Pindaric.”71)
Unlike his many odes, it is not an original translation nor a mere
imitation of the classical ode. Cowley here attempts to sing by using his
own words and his own style, though the result was that he only repeated
what Pindar and Horace had already sungin théir great odes. He asserts

»

that what is indispensable to man’s virtue is a “Verse,” that is to say,

an ode:

Not Winds to Voyagers at Sea,
Nor Showers to Earth, more necessary be,
(Heav’'n’s vital Seed cast on the Womb of Earth
To give the fruitful Year a Birth)
Than Verse to Virtue; which can do
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The Midwif’s Office, and the Nurses’s too;
It feeds it strongly, and it cloaths it gay,
And when it dies, with comely Pride
Embalms it, and erects a Pyramide
That never will decay
Till Heav’n it self shall melt away,
And naught behind it stay. (1-12)

After the death of a man of high virtue, an ode becomes an immortal
monument (“a Pyramide / That never will decay”) to make his virtue
remembered forever in the memory of other people. Pindar calls an ode
a “treasure house” (“Pythian VI”) that nothing can destroy. And Horace,
on completion of the thir.d book of Carmina, says that “I have finished a
monument more lasting / Than bronze and loftier than the Pyramids’ royal
pile” (Book III, ode 307). Following these great ancient ode poets,
Cowley’s ode sings about the immortality of the ode, its power to leave
honor and virtue forever to posterity. His original odes, including this
one, are often criticized mainly because of their “lack of unity,”72)
maturity or sophistication. However, it must be noted that Cowley
attempted to sincerely follow the tradition of the ode and considered the
ode as the best poetic form to sing of virtue and immortality, though his
translations sometimes became too original.

The irregular ode, introduced by Cowley’s original translations of
the great classical odes in 1656, later became “a suitable vehicle for
dignified themes.”’38) Following Cowley, many poets wrote various odes
and it is well known that the Poets Laureate of the eighteenth and the
nineteenth century often wrote occasional poems, such as Birthday Odes
and New Year Odes annually dedicated to the King by using this poetic
form.

Writing odes was very popular among the poets already in Cowley’s
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lifetime and in 1660 when Charles Il came to the throne, numerous odes
were written for the King. But most of them were bombastic eulogies as
the poets too earnestly devoted themselvestoshowingloyalty tothe King.
Among such poets, it was John Dryden (1631-1700) who inherited the
tradition of the ode as the best vehicle for praise and immortalization.
Dryden loved classical literature very much. He translated and
frequently quoted many works of the Greek and Roman poets such as Ovid
and Virgil. Aboutthe variousrules for writing poetry in general, he said

¢

that the ancients “are andoughttobe our masters.””® Heloved Carmina
and classified the odes in this collection into three types, “panegyrical,”
“moral” and “jovial.”?%) Sincerely following the classical tx.'adition, he
fully realized, and attempted to use, the essential role of the ode as a
panegyric, namely, to sing about some great achievement and to give
immortality.

Dryden considered “Alexander’s Feast or The Power of Music: an Ode
in honour of 8St. Cecilia’s Day” the best poem among his many odes. In
1683 the London Musical Societybeganthe annual performance of musical
odes in honor of the patron of music, St. Cecilia, on her day, the 22nd in
November. In 1687 Dryden.wrote “A Song for St. Cecilia’s Day, 1687” and
the Italian composer Giovanni Draghi wrote the music for his ode. Ten
years later, Dryden wrote another ode forthe same occasion, “Alexander’s
Feast or The Power of Music: an Ode in honour of St. Cecilia’s Day.” This
time Jeremiah Clarke wrote the music and it was a great success. This
is an occasional ode performed in public, ranking Alexander with God and

highly praising St. Cecilia, the patron of music. Accompanied by the

grand “Chorus,” the ode gained the essential elements of the Greek choral
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ode, that is to say, the music and the public.

When discussing Dryden’s odes, critics often refer to “Alexander’s
Feast” and praise its excellence as a good example of really traditional
choral ode. But the characteristic of the choral ode is not our present
concern. In order to see high praise and immortalization in the ode, we
will examine Dryden’s other two odes which inherit the tradition of the
ode of praise and immortality more definitely than “Alexander’s Feast.”
The first one is “An Ode on the Death of Mr. Henry Purcell.” Purcell was
a composer who made the music for the first performance of musical odes
on St. Cecilia’s Day in 1683 and died in 1695. This is a typical ode of
praise that celebrates Purcell as a remarkably talented composer and
loudly sings about the immortality he wins after death for his great music.
The ode first depicts a lark and a linnet that are only “listening and silent
and siient and listening, and_listening and silent obey”(9)78) because they
are completely stunned by the “heavenly lay”(6) of a nightingale. Then,
after the ode tells about Purcell’s “godlike” music like the nightingale’s
“heavenly lay,” and about the “fame”(11) and the admiration he has

already won in his lifetime, the death of the great composer is announced:

So ceased the rival crew when Purcell came;
They sang no more, or only sang his fame.
The godlike man,
Alas! too soon retired,
As he too late began. (10-15)

But his death will not vainly sink into oblivion. The angels hear his
great music and bring him to heaven, where Purcell is warmly welcomed

by the gods:

The heavenly choir, who heard his notes from high,
Let down the scale of music from the sky;

They handed him along,
And all the way he taught, and all the way they sung,
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The gods are pleased alone with Purcell’s lays,
Nor know to mend their choice. (23-31)

Purcell, a man of rare gift for music, will enjoy high honor forever in
heaven after death just as he has been celebrated on earth. In this short
ode, Dryden follows the tradition 6f the ode and performs praise and
immortalization of the name of the deceased.

In “To the Pious Memory of the Accomplished Young Lady Mrs. Anne

9

Killigrew,” the same characteristics of the traditional ode of praise'can

be found. Ann Killigrew was a maid of honor to Mary of Modena, James
I11’s wife, and her father, Henry Killigrew was a chaplain to Charles I.
Anne loved paintings and poetry, and she painted a few portraits of the
nobles. Shediedofsmallpoxin 1685 when she wasonlytwenty-five. As
the poem is called the “finest biographical ode,”?7) it tells about Anne’s
short but excellent life as a poet, a painter and an attractive lady. It
highly praises her honorable life. In the opening invocation, Anne is
called, “Thou youngest virgin-daughter of the skies.” She has already

won immortality in heaven:

Thou youngest virgin-daughter of the skies,

Made in the last promotion of the blest;

Whose palms, new plucked from paradise,

In spreading branches more sublimely rise,

Rich with immortal green above the rest:

Whatever happy region is thy place,

Cease thy celestial song a little space;

Thou wilt have time enough for hymns divine,
Since heaven’s eternal year is thine.

Hear, then, a mortal muse thy praise rehearse,
In no ignoble verse. (1-17)

“«

The contrast between the “immortal” and the “mortal” is very clear. The

ode attempts to give a high praise to Anne who has already gained

&

“heaven’s eternal year” among the “immortal green.” Then, the nextten

irregular stanzas minutely tell about the reason why Anneisnowenjoying
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immortality, that is to say, about her former noble life on earth. She

was a great “poetess” who were known to heaven already at her birth:

Thy brother-angels at thy birth
Strung each his lyre, and turned it high,
That all the people of the sky
Might know a poetess was born on earth
And then, if ever, mortal ears
Had heard the music of the spheres. (44-49)

She had a great talent not only for poetry but also for paintings:

But what can young ambitious souls confine?
To the next realm she stretched her sway,
For painture near adjoinging lay,
A plenteous province, and alluring prey. (91-94)

She could draw “whate’er her soul designed”(106). As a poet and as a
painter, “nothing to her genius was denied”(142). In the last three
stanzas, the death of this attractive and highly talented lady is

announced. However, there is no need to mourn over her death. As the

opening stanzas have already told, Anne wins blissful immortality in
heaven:

Now all those charm, that blooming grace,
The well-proportioned shape, and beauteous face,
Shall never more be seen by mortal eyes;
In earth the much-lamented virgin lies.
But look aloft, and if thou ken’st from far
Among the Pleiads a new-kindled star,

If any sparkles than the rest more bright,
‘Tis she that shines in that propitious light. (149-177)

Though her life was very short, Anne leaves her name forever in the
memory of people for her beauty and her various gifts. At the deéth of
a virtuous lady, Dryden wrote an ode to praise her highly. As.Edward
Niles Hooker says, he conferred “immortality on Anne Killigrew and the
arts she practiced.”78)

So far we have seen that the English poets from Jonson to Dryden

fairly well understood and tried to use the traditional characteristics of



38

the Greek and Roman odes which originally developed from “hymn”
(encomium) and “victory song” (epinicium). For them, the ode was an
important poetic form whose theme was “the sublime.”?9) By writing an
ode, they could praise someone great and make his or her name immortal.
Immortality, the essential element of the ode of praise, had been always
creatiﬁg a very fertile and blissful atmosphere, far transcending the
mortal world of men of no genius. Around the end of the seventeenth
century, however, a subtle change was broughtinthistraditionofthe ode.
Gradually death began to creep into the ode which had been thus filled

with high praise and rich, desirable and ideal immortality for a long time.
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CHAPTER II

APPEARANCE OF DEATH AND MORTALITY:

THE ENGLISH ODES OF THE EIGHTEENTH CENTURY

Among many classical authors, it was Horace whose works the
English Neoclassical poets and &riters of the eighteenth century, such
as Joseph Addison and Jonathan Swift, most frequently and ardently
translated and quoted in their works.?) Alexander Pope (1688-1744) was
one of them. As is well known, Pope was greatly influenced by Horace’s
various works, especially by his Epistles and Satires, and wrote various
kinds of poems, such as mock-epics, satires, epistles and, of course, odes.
“Part of the Ninth Ode of the Fourth Book” is his translation of Horace’s
ode, though not cdmpletely an accurate one. As its opening line, “Lest
yvou should think that verse shall die,”2) shows, it is an ode that highly
praises the power of poetry to immortalize the mortal. “Ode for Music

on St. Cecilia’s Day” is an occasional grand ode similar to Dryden’s

“Alexander’s Feast.” It celebrates the patron of music, St. Cecilia, and
theimmortality of music. Likemany English poets previousto him, Pope
regarded the ode as the best vehicle for praise and immortality. But

among his odes which attempt to follow the tradition, there is one that
is a little bit different from his other odes. It is a very short poem,

“Ode on Solitude.” It begins like this:

Happy the man whose wish and care
A few paternal acres bound,
Content to breathe his native air,
In his own ground. (1-4)

Here Pope depicts an ideal quiet country life where men provide milk,

bread and clothes for themselves, soundly sleep at night and enjoy “study
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and ease”(13) by day. Then, after such a tranquil life, the poet longs for

peaceful death:

Thus let me live, unseen, unknown,
Thus unlamented let me die,
Steal from the world, and not a stone
Tell where I lie. (17-20)

The poem never refers to man’s honor, much less to fertile, desirable
immortality after death. Though Pope attempted a conventional poetic
form which prefers as its theme some great man’s honor and his
immortality after death, he only meditated on the moment of his own
tranquil death. John D. Jump calls this ode “one of his [Pope’s] few
lyrical poems.”3) In a rather lyrical atmosphere of this ode, keen
awareness of man’s inevitable destiny, death, exists.

Thenceforth, the notion of death or mortality began to creep in the
odes of the English poets. Thischange in subjects was broughton partly
because-the function of the ode itself began to greatly change in those
days. While the ode had been fully conscious of the public and “the
Sublime,” and its important function to give praise and immortality hvad
been established and inherited among the English poets, the ode
gradually became more and more formal and the public occasions suitable
for such formal odes were very rare. To the poets, the ode was no more
an occasional grand public poem but a convenient vehicle to express their
private, inward feelings. Then, death came to appear as a new subject
for the ode. Instead of innocently praising immortal honor after death,
poets began to contemplate on death itself. Meditating on man’s
inescapable destiny, death, some poets wrote quite lyrical gloomy odes
while others wrote poems proposing to enjoy momentary pleasure.

It must be pointed out, however, that this apparently new subject
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was not originated in the English ode at all. 1In fact, originally the ode
was closely connected with the notion of death and mortality. In the
following, fist we will svee death and morality in the odes of Pindar and
Horace. Then the odes of Gray, Collins and Cowper will be examined to
see the change in subjects of the English ode, that is to say, the
appearance of death and morality in the ode, in place of conventional high
praise and fertile immortality. And furthermore in the next chapter, we
will see how the English Romantic poets followed and broke the tradition
of the ode.

As has been mentioned in the first chapter, Pindar praised his
mighty patrons and the victors in the Greek athletic games, and
immortalized their names in his odes. But he did not write odes just as
he pleased without any restriction. Pindar often put gnomes, a kind of
maxim or a “pithy saying,”%) while giving loud praises or telling about
lofty myths. These gnomescanbe foundinmanyof hisodes, forexample,
“Do not seek to b.ecome Zeus; you have all there is, / if a share of those
blessings should come to you. / Mortal things befit mortals.”(“Isthmian
V,” 14-16), “In each matter there comes / due measure, and it is best to
recognize what is fitting”(“Olympian XIII,” 47-48), “One must seek due
measure of gains; / too painful is the madness of unattainable
desires”(“Nemean XI,” 47-48). Through these gnomes, Pindar suggests
not to beA proud, to know one’s own lot. While the victors, and even the
tyrants, were highly praised for their great achievements, they were
always warned not to be too proud. About “the deathly sin of the Greeks, .

4

pride,’ Carol Maddison relates:

The victor must also be warned against the deathly sin of the
Greeks, pride. He must be reminded that he is a man with a man’s



51

imperfections and limitations, that he must not assume too much or
the gods will destroy him. . .. Therefore the ode must conclude on
a warning poet, in a more sober mood.%

As one of the pious ancient Greek poets, Pindar most dreaded the divine
wrath aroused by the pride of arrogant victors and tyrants. As Simon
Goldhill says, “The dangers of incurring phthonos, and particularly
divine phthonos, set alimit to and control for the expression of praise,”8)
high praises and serious warnings against pride aroused by the praises
always coexisted in Pindar’s odes.

Thus he gave a lot of gnomes to the victors and tyrants, advising
them that they should know their place and seek for the mean. It was
because Pindar dreaded the divine jealousy and wrath aroused by the
arrogant victors and tyrants. Butthe jealousy and the wrath of the gods
could be also aroused by an arrogant poet who, not knowing his own lot,
would praise some proud men as if they were a god and boldly attempt to
leave immortal poems to posterity. At thé bottom of Pindar’s odes, clear
realization of the fatal difference between the gods and men, between the
immortal and the mortal, existed. The godsenjoyeternallife, whilemen
are at the mercy of the fleeting time and are all doomed to death. In
Pindar’s odes, meditation on mortality frequently appears among his
various words of high praise. Forexample,in “Nemean IX” whichpraises

Chromios of Aitona, the victor in the chariot-race, Pindar says:

If along with many possessions one wins famous
glory, there is no further promontory
upon which a mortal may set his feet. (46-47)

Even if man wins the most illustrious name, he cannot change hisown fate
as amortal man. The same, or a bit pessimistic meditation on death and
transience can be found in “Pythian VIII” which praises Aristomenes of

Aigina, the victor in the wrestling:
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In a short time the delight

of mortals burgeons, but so too does it fall to the ground

when shaken by a hostile purpose.

Creatures of a day! What is someone? What is no one? A
dream of a shadow

is man. But Zeus-given brightness comes,

a shining light rests upon men, and a gentle life. (92-97)

Man is no more than a “dream of a shadow.” Inevitable death is always
awaiting him. For Pindar, however, man’s brief life is all the more
precious for its transiency, especially when it‘ shines with man’s
singular talent even for a moment. Man’s life becomes brilliant and
great because of this very unusual moment.

In the opening lines of “Nemean VI,” Pindar sings:

There is one race of men, another of gods, but from one mother
we both draw our breath. Yet the allotment of a wholly
different power separates us, for the one race is nothing,
whereas the bronze heaven remains a secure abode
forever. Nevertheless, we do somewhat resemble
the immortals, either in greatness of mind or bodily nature.
(1-5)

Man and the gods are crucially different in that the former is “nothing,”
while the latter enjoy “a secure abode forever.” Man cannot know what
destiny is awaiting him tomorrow. But here too, Pindar tells about the
precious moment when man wins immortality through his “greatness of
mind or bodily nature.” Because of the very mortality of man, his great
achievement becomes all the more important, and poeigs must retain such
a precious fleeting moment forever in 'their poetry and in the memory of
people.

While the ode was primarily used as a praise of mighty patrons or-
glorious victors, it was essentially born because death is always awaiting
man, and because man realizes well his own severe fate. It may be said
that death is the origin of the ode. Deathis, as it were, the raison d’étre

of the ode. At the bottom of high praise for a man or immortalization
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ofhisname, realization of mortality and death always lurked. Aboutthe
death in Pindar’s odes, C. Maurice Bowra points out that “there is very
little pathos, still less tragic temsion.”7) To Pindar, realization of
mortality and death didn’t give birth to any pessimistic view of life.
Instead, it enabled him to see life more positively, to praise man’s great
achievement more highly. Death visits all men. But, because of its
very existence, the attempt to leave man’s honor forever behind him
becomes all the more important. In this way, the notion of death and
mortality already existed in the ancient Greek odes, or rather, the ode
was founded on this very notion.

Thus for Pindar, meditation on death and mortality was a kind of
stimulus to high praise and immortalization. At the same time, it
worked as a kind of restraint on too immoderate words of praise and
immortalization. And it must be noted that, though such realization of
deathreally gave birth tothe ode, Pindar never treated death or mortality
as the main theme of his odes. Primarily his odes sing about blissful
honor and immortality. On the contrary, many of Horace’s odes treat
death and mortality as their main themes. As has been examined in the
first chapter, Horace wrote a lot of odes dedicated to his great patrons,
Augustus and Maecenas, in order to praise and immortalize their great
names. But he also wrote odes that only meditate on death and
transience of life without any words of praise and immortality. Such a
subtle change in the themes of the ode was brought on because the ode
became less public or less occasional in Horace’s day. Mainly treating
what was more personal, more lyrical, the ode came to be made and read

in more private circle. About the subtle difference between the odes of
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Pindar and Horace, Steele Commager says, “We leave the world of static
relationships for that of alternation, progress, growth and decay, a more
private world of change, time and age.”® The stable world of the ode of
praise and immortality was gradually turned into the unstable world
governed by change and transience, where realization of death came up
to the surface.

In “Book I, ode 28,” in which the ghost of a shipwrecked traveler
speaks to the grave of philosopher Arcﬁytas on the seashore, Horace tells

about all men’s doom, death, through the mouth of the ghost:

But a common night awaiteth every man,
And Death’s path must be trodden once for all.

i?V.it'h.()l'J.t- cii.st.ir-lc-ti.o.n-t.he.a .d(-ea-tils' (')f- 0‘1>(.i -a;l(i ‘y<;u'ng follow close on

Each other’s heels; cruel Proserpine spares no head. (15-20)
The ghost does not want a magnificent grave made of adamant nor a high
praise that would last foreverin the future. Instead, after telling about
“the deaths of old and young,” he asks the passing mariner only to bury
his bones with these simple words, “Though thou art eager to be going,
‘tis a brief delay I ask. Omnly three handful of earth! / Then thou mayst
speed upon thy course”(15-16).

In “Book II, ode 14,” Horace tellsr his friend Postumus about the

universal truth that “death is imnevitable.” From generation to

generation, we all repeat birth and death forever:

Alas, O Postumus, Postumus, the years

Glide swiftly by, nor will righteousness give pause
To wrinkles, to advancing age,

Or Death invincible.

Earth we must leave, and home and darling wife;
Nor of the trees thou tendest now,

Will any follow thee, its short-lived master,
Except the hated cypress. (1-24)

About the meditation on mortality and death which frequently appears
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inthe odes of Horace, Commager relates, “Horaceintends usto experience
the fact of change, and ultimately of death, with the immediacy that we
experience ariver, a flower, the moon, or the season.?’ As animportant
means to let us thus experience the severe fact of death with the
immediacy, Horace frequently used nature in his odes. While Pindar
scarcely depicts natural scenes in his odes, nature often appears in
various scenes of Horace"s odes to make him, and the readers, meditate
on mortality and death. Such a description of nature in the ode is, as
we will see later on, one of the important characteristics of the English
odes of the eighteenth century. In “Book I, ode4,” Horace depicts all

nature filled with the joy of spring:

Keen winter is breaking up at the welcome change to spring and the
Zephyre,

And the tackles are hauling dry hulls toward the beach.

No longer now does the flock delight in the fold, or the ploughman

In his fireside, nor are the meadows longer white with hoary frost.

Now is the fitting time to garland our glistening locks with myrtle

green
Or with the blossoms that the unfettered earth brings forth.

(1-10)

Everycreatureisenjoyingitsownlife tothe full. Then, suddenly, death

appears in the middle of this happy scene of spring:

Pale Death with foot impartial knocks at the poor man’s cottage
And at princes’ palaces. Despite thy fortune, Sestius,

Life’s brief span forbids thy entering on far-reaching hopes.
Soon shall the night of Death enshroud thee,

And the phantom shades and Pluto’s cheerless hall. (13-17)

The abrupt appearance of death in the peaceful joyful spring really
resembles the familiar warning voice, Et in Arcadia ego, as Commager
truly points out.19

Similarly in “Book IV, ode 7,” Horace meditates on the incessant

change of seasons in the middle of happy spring. First, he depicts all
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nature filled with the joy of life:
The snow has fled; already the grass is returning to the fields
And the foliage to the trees.
Earth is going through her changes.
The year and the hour that rob us of the gracious day warn thee not
To hope for unending joys. (1-8)
Seasons are incessantly changing, but they infallibly return every year
and we canenjoy the same natural scenery as we haveenjoyed the previous
yvear. On the contrary, we cannot “hope for unending joys” in our life.
We are equally burdened with mortality. Death takes away everything

and leaves nothing unending behind, even if we have achieved something

great or gained high honor:

Yet the swiftly changing moons repair their losses in the sky.
We, when we have descended

Are but dust and shadow.
When once thou hast perished and Minos has pronounced on thee
His august judgment,

Not family, Torquatus, nor eloquence, nor righteousness
Shall restore thee again to life. (138-24)

Thus, Horace often meditated on mortality and death when he saw
incessant change of seasons in nature. What has to be noticed here is
that, except in a few odes dedicated to his patrons, he scarcely referred
to fertile immortality based on the severe realization of man’s destiny,
though Pindar sometimes did in his odes. Seeing the incessant change
in nature, Horace only meditated on transience, mortality and death
quietly without praisingorimmortalizing someone great. Furthermore,
as Gregson Davis points out, “The illusory hope for immortality . . . is
indicted as the inappropriate response to the sceme, and is often
juxtaposed with the superior carpe diem response,”'l) Horace often

advises us to leave everything to the gods and enjoy the day, realizing,
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“Nothing is perpetual” (non semper):

But put aside delay and thirst for gain,

And, mindful of Death’s dark fires, mingle,

While thou mayst, brief folly with thy wisdom!

‘Tis sweet at the fitting time to cast serious thoughts aside.
(“Book IV, ode 12,” 25-28)

Horace wrote a lot of carpe diem poems in which he repeated the same
advice, “Even while we speak, envious Time has sped. / Reap the harvest
of to-day, putting as little trust as may be in the morrow!” (“Book I, ode
9,” 7-8). Though many critics point out easy Epicureanism in these
odes,!2) at the bottom of Horace’s carpe diem odes or convivial odes with
various banquet motifs, severe realization of mortality and death really
exists.

Therefore in Horace’s dirge, any immortalization of the name of the
deceased cannot be found. He wrote “Book I, ode 24” when poet

Quintilius, one of his friends died:

What restraint or limit should there be to grief

For one so dear? Teach me a song of mourning,

O Melpomene, thou to whom the Father

Gave a liquid voice and music of the lyre.

Does, then, the sleep that knows no waking lie heavy on
Quintilius? (1-6)

Horace does nothing but mourn the death of his bosom friend. He does
not attempt to highly praise the great achievement of Quintilius nor
refer to the immortality of his honor after death. He only repeats that
the dead friend will never return however deeply he may grieve. To

stand the grief calmly is the only way for him to soothe the pain:

Even wert thou to strike more tunefully

Than Thracian Orpheus the lyre once heeded by the trees,
Would then the life return to the unsubstantial ghost,
Which with his gruesome wand Mercury,

Not kind to ope the portals of the Fates to our entreaty,
Has gathered once to the shadowy throng?

‘Tis hard; but by endurance that grows lighter

Which Heaven forbids to change for good. (13-20)
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In this way, originally death and immortality were often referred to.
They were the essential elements in the ode. Death was, as it were, the
foundation of the ode. Basedonthisrealization of man’s severe destiny,
Pindar wrote odes to give immortality to the tyrants and victors, while
Horace wrote to keep the notion of death always in the mind of people.
From the beginning, the ode treated these two opposite themes, that is
to say, fertile, blissful immortality and severe, barren death.

As we have already seen in the first chapter, of these two themes,
the early English poets mainly treated the former. They wrote odes in
order to give blissful immortality to man’s honor. Even if they
temporarily referred to mortality or death, they did so only as a means
to celebrate the immoral honor more effectively. Paul H. Fry, arguing,
“Seventeenth-century odes are meant to be public, meant, that is, to be
hymns, encomia, funeral orations, and so on; but in fact, they are already
personal and dissident,” points out the difference between the odes of the
eighteenth century and the public grand odes of the previous century.!3)
As we have already seen in Pope’s “Ode on Solitude” published in 1709,
the eighteenth century odes began to be very personal poems. The poets
of fhis century, such as Gray, Collins, Cowper and the earlier Romantic
poets gave the ode “radical internalization.”'4) The essential function
which the English ode had fulfilled for a long time, that is, praise and
immortalization, began to be minimized. Norman Maclean points out,
“Changes in a society ceasing to be dominated by the court brought
changes in the attitude toward the professional compliment and hence
toward the most complimentary form of poetry.”'58 In those days people

were no more concerned about the public, and the poets began toturn their



59

eyesnotoutward, butinward, toward theirown inner voice. Tothe poets,
the ode was no more a simple means to praise and immortalize. It was
the best vehicle for their private feelings. By using this poetic form,
they could sing very personal thoughts and feelings in a very traditional,
magnificent way. Then, instead of blissful, glorious immortality, the
ode began to bear the second theme, that is, meditation on death and
mortality.

Of course, the theme of the odé didn’t change suddenly in the
eighteenth century. Though the poets of tilis century, Gray, Collins and
Cowper are often called “a new échool of ode writers,” and their odes
really marked “a renaissance,”'8) they still lived an age of transition and
used both themes in their odes.

Among the three poets of this transitional period, it v;/as Thomas
Gray (1716-1771) who most notably inherited the tradition of the English
odes as a vehicle for praise and immortality. As is generally known,
Gray could read Pindar in the original. Most of his odes have the
complete schemes and precise triadic forms with strophe, antistrophe and
epode, sincerely following the odes of Pindar. Using these metrical
schemes and forms, Gray wrote very traditional odes of praise and
immortalization. “The Progressof Poesy. A PindaricOde” and “The Bard.
A Pindaric Ode” are typical of this kind. However, as J. A. K. Thomson
points out that the “fact is that the genius of Gray had not much affiﬁity
with that of Pindar. It was meditative and elegiac,””) actually his odes
were “totally alien to ancient.Greece”ls) and, at the same time, they
tended to be estranged even from the tradition of the-English ode. ”Ode

on the Spring” and “Ode on a Distant Prospect of Eton College” are a good



60

example of this kind. While Gray sincerely followed the tradition of the
English ode of praise and immortality, he regarded the ode as a
convenient vehicle for meditation on transience, mortality, and death.
In the age of transition, he attempted two kinds of themes in his odes.

First we will see his traditional odes of praise and immortality.
“The Progress of Poesy. A Pindaric Ode” has a motto quoted from Pindar’s
“Olympian I1.” It says, “I have many swift arrows under my arm / in the

gquiver / that speak to those who understand, but for the whole subject,

they need / interpreters”(83-86). In a sense, this is a very proud, or
rather arrogant motto. In his letter, Gray tells Thomas Warton about
this ode:

I desire you would by no means suffer this to be copied noreven show
it, unless to very few, and especially not to mere scholars, that can
scan all the measures in Pindar, and say the “Scholia” by heart.19)

Here we can see that the poet has much pride in this poem. He says that
his ode treats very traditional and sublime theme, and that it is
impossible for a man of ordinary ability toreally understand it. The ode
begins with a conventionalinvocationtothe greatodes of Pindar, “Awake,
Kolian lyre, awake, / And give »to rapture all thy trembling strings”(1-2).
It is often called a kind of “progfess poem.” It treats the poetic
continuity from the classical poetry to the English poetry of the great
poets ;)f old, such as Shakespeare, Milton, Dryden, and furthermore, to
the future English poetry after Gray. William Fitzgerald asserts that
this genre enjbyed high popularity around the middle of the eighteenth

century:

It is no coincidence that in the mid-eighteenth century the Pindaric v
comes to be associated with the Progress poem, a genre in which the
period’s anxiety about the relation between a glorious poetic past
and a present perceived to be incapable of matching that
achievement is played out in a narrative tracing the historical
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progression of various arts, and especially poetry. Itisin England
that this genre is most in evidence.29)

The progress poem has its origin in Pindar’s odes in which the present
glory of tyrants and victors is compared to the past great achievements
of the gods in myth, and moreover, the continuity of glory in the future
is referred to. What has to be noticed here is that, as Fitzgerald says
that already “in Pindar we can see the germ of a problem that will become
paramount to later poets, for the transition between past and present is
not always entirely smooth,” at the bottom of this genre, “poetic
anxiety”21) alwaysexists. Infactthe progresspoetrycontainsvarious
feelings of the poets, for example, irritation and despair over their deep
seated sense of inadequacy as a poet and the deep gulf between the old
poets and themselves after the great poetic age. Conversely, such deep
despairoverthe gap betweenthe past and the presentreflectstheir desire
for historical or poetic continuity, their ardent desire for theimmortality
of poetry. In this ode, Gray praises many great poets of the past and
predicts the immortality of the great English poetry after him. He tried
to overcome his own poetic anxiety by describing the great, immortal
continuity of poetry from the classical past through his own age and to
the future.

After the invocation to the odes of Pindar, the opening lines of the
second stanza call to the power of poetry,22) “Oh! Sovereign of the willing
soul, / Parent of sweet and solemn-breathing airs, / Enchanting
shell!”(13-14). Then after the “Progress of Poetry from Greece to Italy,
and from Italy to England”?3) is depicted in the second epode, Gray tells
about the development of the English.poetry in the glorious past. First

Shakespeare appears:



62

Far from the sun and summer-gale,
In thy green lap was Nature’s Darling laid,
What time, where lucid Avon stray’d,
To Him the mighty Mother did unveil
Her awful face: The dauntless Child
Stretch’d forth his little arms, and smiled. (83-88)

Shakespeare, “Nature’s Darling” and “dauntless Child,” is called anm
“immortal Boy!”(91) and Gray highly praises this immortal great poet.

Then Milton and Dryden appear:

He [Milton] pass’d the flaming bounds of Place and Time:
The living Throne, the sapphire-blaze,
Where Angels tremble, while they gaze,v
He saw; but blasted with excess of light,
Closed his eyes in endless night.
Behold, where Dryden’s less presumptuous car,
Wide o’er the fields of Glory bear
Two coursers of ethereal race,
With necks in thunder cloath’d, and long-resounding pace.
(98-106)

Following these great poets who magnificently walked the “field of Glory”

in the past, Gray himself appears in the third epode of the final stanza:

Oh! Lyre divine, what daring Spirit
Wakes thee now? tho’ he inherit

Nor the pride, nor ample pinion,
That the Theban Eagle bear

Sailing with supreme dominion
Thro’ the azure deep of air. (112-117)

He compares himself to “the Theban Eagle,” Pindar. Though he admits
that there is no comparison between the innumerable immortal great
poets of old and himself, a poet of mediocre ability, he still asserts that
nobody but Gray will really inherit and hand down the great continuity

of English poetry:

Yet oft before his infant eyes would run
Such forms, as glitter in the Muse’s ray,
With orient hues, unborrow’d of the Sun:
Yet shall he mount, and keep his distant way
Beyond the limits of a vulgar fate, .
Beneath the Good how far—but far above the Great. (118-123)

The great continuity of poetry, from the classical past through the

present age and to the future, can be attained only by the serious efforts
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of great poets including Gray himself, by their keeping “distant way”
beyond “the limits of a vulgar fate.” Using the form of an ode, Gray
attempted to celebrate the immortality of poetry.

“The Bard. A Pindaric Ode” also needs the full knowledge of the
history of Wales and England, and of literature. Justlike “The Progress

»

of Poesy,” the poem uses the triadic form and needs “interpreters” “for
the crowd.” Here, a Welsh bard curses the conquering Edward I and
prophesies the doom, death and the final loss which await the King and
his descendants. Then he foretells the glorious reign of Elizabeth I, the
glorious advent of great poets and the blissful future of English poetry.
Finally he precipitates himselfinto a &eep ravine. However persecuted,
poetry won’t perish, nobody can destroy its continuity. Poetry 1is
‘immortal as has been repeatedly asserted in many of the conventional
odes. The death of the bard in the final stanza seems glorious rather
than tragic. Here too, Gray follows the tradition of the ode as a vehicle
of glory and immortality.

The ode begins with the bard’s curse to Edward I, “Ruin seize thee,
ruthless King! / Confusion on thy banners wait”(1-2). The greater part
ofthe ode is filled with similar curses and ominous prophesies to the King
and his descendants. Then “Visions of glory”(107) and “unborn
Ages”(108) are depicted, and the bright future of En‘gland is foretold.
And then “a Form Divine,” that is, Elizabeth I appears. Finally in the
last epode, Gray announces the revival of English poetry in the days of
this great Queen after the long dark period of persecution, and he

introduces Spenser, “The verse adorn again / Fierce War, and faithful

Love, / And Truth severe, by Fairy fiction drest”(125-127). Then the
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birth of the great poets, Shakespeare and Milton, is told:

In Buskin’d measures move

Pale Grief, and pleasing Pain,

With Horrour, Tyrant of the throbbing breast.
A Voice, as of the Cherub-Choir,

Gales from blooming Eden bear;

And distant warblings lessen on my ear,
That lost in long futurity expire. (128-134)

About the “distant warblings” Gray himself éxplains that it is “The
succession of Poets after Milton’s time.” After the death of Shakespeare
and Milton, great poets will appearone after another foreverinthe future.
Even if Edward I cruelly persecutes or kills numerous bards, poetry is
immortal. It will live onr “in long futurity.” After these long

prophesies, the bard kills himself:

“Be thine Despair, and scept’red Care,
To triumph, and to die, are mine.”
He spoke, and headlong from the mountain’s height
Deep in the roaring tide he plung’d to endless night. (141-144)

Though the bard is severely persecuted by the cruel King to death, it is
not a miserable death of a loser, but a glorious death of a poet who
supports the great continuity of poetry. Poetry won’t perish forever
after his death. Glory and honor are closely connected with the death-
of the bard, though there are no words of high praise.

While Gray treated these traditional themes of the English ode, he
also wrote many odes with a quite different theme. “Ode on the Spring”

begins with a very lyrical scene of spring:

Lo! Where the rosy-bosom’d Hours,

Fair VENUS’ train appear,
Disclose the long-expecting flowers,

And wake the purple year!

The Attic warbler pours her throat,
Responsive to the cuckow’s note,

The untaught harmony of spring:
While whisp’ring pleasure as they fly,
Cool Zephyrs thro’ the clear blue sky

Their gather’d fragrance fling. (1-10)
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Inthemiddle of this sweet spring scenery, where flowers arein full bloom,
anightingale and a cuckoo are singing and a lovely cool breeze is blowing,

the poet enjoys the pleasure of the sweet season to his heart’s content.

« «

And he casually sees the “insect youth” that “are on the wing, / eager to
taste the honied spring, / And float amid the liquid noon”(5-7). Then,
all of a sudden, a vqice, “Such is the race of Man”(32), comes and the busy
insects remind him of the busy life of man. Now he cannot feel the same
joy of spring any more as he felt just a moment ago. What occupies his
mind nowis nothing butthe gloomy thoughtoftransience oflife andman’s

severe destiny, death. He says that “they that creep, and they that fly,

/ shall end where they began”(33-34):

Alike the Busy and the Gay
But flutter thro’ life’s little day,

In fortune’s varying colours drest:
Brush’d by the hand of rough Mischance,
Or chill’d by age, their airy dance
They leave, in dust to rest. (35-40)

His meditation on the transience of time, season and life is quite
incompatible with the lively nature of spring around him. Beginning
with the happyrjoy of spring, his thought finally sinks into the dismal
meditation on the destiny of all men who are “in dust to rest.” As Fry
says that this ode is “about alienation from the weather,”24) here Gray
cannot innocently enjoy nature to the full. He expresses his own
meditative feelings upon the lively scenery of spring and begins to muse
on death.

Of course the ode doesn’t end with these gloomy thoughts.
Suddenly a voice “Poor moralist!”(43), makes Gray return to himself.
The last three lines, “On hasty wings thy youth is flown; / Thy sun is set,

thy spring is gone-- / We frolick, while ‘tis May”(48-50), bear a
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resemblance to the lines in Horace’s many carpe diem odes. Gray ends
his ode by advising us to enjoy the day. But the marked impact of the
gloomy tone in the middle of the sweet description of spring is too strong,
even though the ode ends with “frolick.” Thus, death and mortality,
familiar themes in Horace’s odes, began to appear in the odes of Gray
rather early among the English poets. Though apparently the theme of
his ode is spring, Gray can neither genuinely enjoy it, nor highly
celebrate its blissful immortality. The lyrical or meditative elements,
whose appearance we have already seen in the ode of Pope, are becoming
conspicuous. In this poem Gray used an ode as a vehicle of his sober,
gloomy meditation on mortality and death.

About Gray’s “Ode on a Distant Prospect of Eton College,” Fry
relates, “Like ‘Ode on the Spring,’ this poem presents a lively scene that
is far removed from the poet’s present outlook and opens a vast distance
between the sportive kind and the gloomy moralist.”25) Here too, Gray
doesn’t know what to do with the “distance” between the lively nature and
himself, amortal man. Againhe beginsto muse ontransience, mortality
and death. Like his previous ode, this poem also opens with the lyrical

description of the scenery around Eton College:

Ye distant spires, ye antique towers,
That crown the watry glade,
Where grateful Science still adores
Her HENRY’S holy Shade;
And ye, that from the stately brow
Of WINDSOR’S heights th’ expanse below
Of grove, of lawn, of mead survey,
Whose turf, whose shade, whose flowers among
His silver-winding way. (1-10)

But the poet cannot objectively see the scenery and praise its unchanged

beauty, nor celebrate its immortality. Instead, on seeing the dear
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unchanged nature, he begins to express his feelings aroused by the
familiar natural scenery in spite of himself. Gray reflects on his
vouthful days when he was a carefree young man, a “stranger yet to
pain”(14).' Musing on the fleeting time in a melancholy frame of mind,
he sees young men, full “many a sprightly race”(22). They are really full
of “gay hope”(41), health and vigor, all passing the “thoughtless day, the
easynight”(48). Then suddenly he cries, “Alas, regardless of their doom
/ The little victims play!”(51-52) and he begins to meditate on “human

fate”:

Yet see how all around ‘em wait
The Ministers of human fate,

And black Misfortune’s baleful train!
Ah, shew them where in ambush stand
To seize their prey the murth’rous band!

Ah, tell them, they are men! (855-60)

Atthiswarningvoice,variousdoomsthattakemanunawares,forexample,
“Despair”(69), “Sorrow”(70), “Poverty”(88), “slow-coming Age”(90),

appear. Of course, “death” is “more hideous” than anything else:

Lo, in the vale of years beneath
A grisly troop are seen,
The painful family of Death,
More hideous than their Queen. (81-84)

Men are all condemned “alike to groan”(92). Innumerable pains and
troubles and final death are awaiting them. Like his previous ode,
however, here too the poem doesn’t end only with the gloomy reference
to death. Gray says that there is no need to let the youth know their

severe destiny:

Yet, ah! why should they know their fate?
Since sorrow never comes too late,

And happiness too swiftly flies,
Thought would destroy their paradise.
No more; where ignorance is bliss,

‘Tis folly to be wise. (95-100)

Again here is the familiar carpe diem tone advising us to enjoy the day
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because time is always fleeting. The unchanged beautiful scene around
Eton collegeis not highly praised, norimmortalized. The sceneryisonly
used as a means to express the poet’s gloomy thought on death.

Thus, Gray wrote odes to give a high praise to the immortality of
poetry and at the same time, he also used death as an important theme
for his odes. After Gray, the English ode began to express poets’s
various private feelings more and more. Meditation on transience,
mortality, and death became their preferred theme. The glorious ode on
blissful immortality was gradually turned into the morbid ode on gloomy
deéth.

Like Gray, William Collins (1721-1759) could read Horace in the
original. He often referred to Alcaeus,v Sophocles and Plato, and was
greatly influenced by the classical literature including the odes of Pindar
and Horace.26) Many of his odes, for example, “Ode to Liberty,” “Ode to
Fear” and “Ode to Mercy,” attempt the traditional triadic form. They
begin with an invocation or a calling to the subject by using “O Thou” or
“Thou” to sincerely follow the tradition of the ode of praise and
immortality.

It is true that Collins owes much to the classical models, but what
should be noticed here as the important characteristic of his odes i.s that
he often treatgd the ode as a kind of dirge or elegy, that is to say, he
introduced elegiac, or morbid elements into the ode. Originally the
elegy was based on very personal, passionate meditation on death and
mortality. “Ode Written in the Beginning of the Year 1746” and “Ode on
the Death of Mr. Thomson” are good examples of such an elegiacode. The

former was written on the killed soldiers and the latter on the death of
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a poet. In both odes, Collins doesn’t praise or immortalize the honor of
the deceased. Heonly mournstheir death. Atsomeone’s death, he used
the form of an ode to gloomily meditate on mortality and death in general.
About the popularity of the genre of elegy, Alastir Fowler says,
“Originally implying a lamentation, the term [elegy] was later used for
hymns, epigrams, genethliacs, and othertypes...itbelonged toabroader
category of genre than hymn or genethliacon.”27) As Fowler points out,
especially irn the late eighteenth and the early nineteenth century, the
elegiacelements wereintroducedinto various literary genres such as ode,
ballad, hymn and so on. Many poets attempted their own elegiac
elements in various poetic forms. Influenced by the popularity of these
elegiacelements expressedinvarious poetic forms, Collins too attempted
his own elegiac meditation in his odes. Because of his rather gloomy
elegiac tone, critics often call Collins a harbinger of the morbid
graveyard poets, or of the Romantic poets.28) 1In the following, we will
see how death appearsinthe above-mentioned two odes of Collins. Then,
a few remarks will be made concerning his “Ode to Evening” where death
never appears.

“Ode Written in the Beginning of the Year 1746,” the “finest short
ode in language,”?% has only twelve lines. Collins wrote this poem in
order to commemorate the English soldiers who were killed at the war in
1746 whenthe English army was defeated by the Young Pretender, Charles
Edward Stuart, who claimed the throne of Great Britain. As the poem

is very short, it may be quoted in full here:

How sleep the Brave, who sink to Rest,
By all their Country’s Wishes blest!
When Spring, with dewy Fingers cold,
Returns to deck their hallow’d Mold,
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She there shall dress a sweeter Sod,
Than Fancy’s Feet have ever trod.

By Fairy Hands their Knell is rung,

By Forms unseen their Dirge is sung;
There Honour comes, a Pilgrim grey,

To bless the Turf that wraps their Clay,

And Freedom shall a-while repair,
To dwell a weeping Hermit there!30)

It is true that, following the tradition of the ode of praise, Collins refers
to the honor of the soldiers, “Honour comes, a Pilgrim grey,/ To bless the
Turf that‘ wraps their Clay.” However, he doesn’t concretely tell about
the Vg_reat achievements of the deceased to praise them highly, nor about
the immortality of the soldiers’ honor after death. Instead, here he only
mentions “Spring,” “Fairy,” “Forms unseen,” “Honour” and “Freedom” that
visit and deck the grave of the soldiers. This occasional ode, dedicated
to those who were killed in the defense of their country, is used only to
meditate on the death and the grave of the killed soldiers. Filled with
various gloomy images such as “Mold,” “Sod,” “Knell,” “Dirge,” “Turf,”
“Clay” and “weeping,” the ode incessantly reminds us of a gloomy
graveyard and sad death.

“Ode on the Death of Mr. Thomson” was written in 1748 when James
Thomson, a poet and a friend of Collins, died. Here too, we can find no
concrete reference to Thomson’s honor as a great poet, nor to his
immortality after death.. Collins only mourns Thomson’s death in the

middle of the lyrical beauty of nature:

In yonder Grave a DRUID lies
Where slowly winds the stealing Wave!
The Year’s best Sweets shall duteous rise
To deck it’s POET’s sylvan Grave!

In yon deep Bed of whisp’ring Reeds
His airy Harp shall now be laid,
That He, whose Heart in Sorrow bleeds
May love thro’ life the soothing Shade. (1-8)
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In his “Advertisement” to this poem, Collins says, “The Scene of the
following STANZA is suppos’d to lie on the Themes near Richmond.” He
depicts the dead poet’s “sylvan Grave” and mourns his death by using the
familiar beautiful natural scenery where Thomson really lived and
Collins himselflived too, though temporarily. Notonly Collins but also

all men and women who know Thomson grieve over his death:

Then Maids and Youths shall linger here,
And while it’s Sounds at distance swell,
Shall sadly seem in Pity’s Ear
To hear the WOODLAMD PILGRIM’s Knell. (9-12)

Under the burden of deep grief, however, Collins asks himself if his

“Dirge” and “Tears” can be of any use:

But Thou, who own’st that Earthy Bed,
Ah! what will ev’'ry Dirge avail?
Or Tears, which LOVE and PITY shed
That mourn beneath the gliding Sail! (21-24)

In-the similar odes on someone’s death written by the earlier poets, we
are told that there is no need to grieve over death because the deceased

gains immortality. For example, Jonson sings, “And think, nay know,

d

thy Morison’s not dead. / He leaped the present age,” or Dryden says, “But

look aloft, and if thou ken’st from far / Among the Pleiads a new-kindled
star ... ‘Tis she that shines in that propitious light.” But here Collins
never refers to blissful immortality after death. Instead, he meditates
on “the buried FRIEND”(32), “Dear parted SHADE”(35), and the ode-ends

in deep grief:

The genial Meads assign’d to bless
Thy Life, shall mourn thy early Doom,
Their Hinds, and Shepherd-Girls shall dress
With simple Hands thy rural Tomb.

Long, long, thy Stone and pointed Clay
Shall melt the musing BRITON’s Eyes,
O! VALES, and WILD WOODS, shall HE say
In yonder Grave YOUR DRUID lies! (37-44)
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All nature grieves Thomson’s “early Doom.”3D) Though this is an
occasional ode on the death of a friend, it never refers to his fertile
immortality after death. The ode is used only to gloomily meditate on
“Tomb,” “Grave,” and death.

Jump points out that, around this time, poets began to write odes
whose themes cannot be classified as any of conventional ones, such as
praise, immortality, mortality, and death. He takes Collins’ “Ode to
Evening” as an example of the odes with this new outlook. It has been
already argued that the introduction of nature into the ode often made
the poets meditate on death and immortality. Such meditation was one
of the characteristics of the odes of Horace, Gray, Collins, Cowper and
many other English poets after them. It is true that “Ode to Evening”
is filled with natural description and the beautiful evening scenery, but
it never refers to, nor meditates on, death. However, it really creates
a morbid, “wistful,”32) “totally elegian”33) atmosphere of its own. It is
the ode neither on inimortality nor on death, written by “a pioneer in
Romanticism.”34)

Though “Ode to Evening” has the new outlook, it also follows the
tradition of the ode of praise by effectively using an invocation and a
prayer. In the opening stanza, Collins says that this ode is dedicated
to “chaste Eve”(2) “to soothe” her “modest Ear”(2). Then the “chaste

»

Eve” is called in various phrases such as “O Nymph reserv’d”(5), “Maid
compos’d”(15), “calm Vot’ress”(29) and “meekest Eve”(42) just like the
ancient gods and goddesses were called in a hymn. And also, just like

the hymnal ode, many invocations and prayers to Evening are repeated,

for example, “Now teach me, Maid compos’d / To breathe some soften’d
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strain”(15-16), “Then lead, calm Vot’ress, where some sheety Lake /
Cheers the lone Heath”(29-30), “But when chill blustering Winds, or
driving Rain, / Forbid my willing Feet, be mine the Hut”(33-34).
Furthermore, Collins attempts to “hail” and “hymn” the name of Evening
by singing, “As musing slow, I hail/ Thy genial lov’d Return!”(19-20) or
“Shall Fancy, Friendship, Science, rose-lip’d Health, /! Thy gentlest
Influence own, / And hymn thy fav'rite Name!”(50-52). Apparently this

ode has several elements of the traditional ode of praise to a certain

degree.
But there is no voice of high praise and immortalization. Collins
does nothing but describe the lyrical scene of a quiet evening. Instead

of a loud voice of celebration, we can find quite subtle auditory sense of
the poet, who can catch the shrill shriek of a flying bat and the delicate

sound of the alae or wings of a beetle:

Now Air is hush’d, save where the weak-ey’d Bat,
With short shrill Shriek flits by on leathern Wing,
Or where the Beetle winds
His small but sullen Horn
As oft he rises ‘midst the twilight Path,
Against the Pilgrim born in heedless Hum. (9-14)

The ode is now “stealing thro’” the “darkening Vale”(17) till it melts into
the “Stillness” of the evening and becomes the part of the quiet evening
itself.

In this serene twilight, Collins imagines various evgning scenes in

various seasons:

While Spring shall pour his Show’rs, as oft he wont,
And bathe thy breathing Tresses, meekest Eve!
While Summer loves to sport,
Beneath thy ling’ring Light:
While sallow Autumn fills thy Lap with Leaves,
Or Winter yelling thro’ the troublous Air,
Affrights thy shrinking Train,
And rudely rends thy Robes. ' (41-48)



74

It is true that here Collins describes the incessant change of the seasons,
but he never refers to-transience, mortality, or death. However, the ode
really has an elegiac, morbid atmosphere of its own. Walter C. Bronson
argues that the odes of Collins “in their main effect, are not intellectual
and didactic, butimaginative, pictorial, and lyrical.” He acutely points
out “the absence of the didactic point of view” as an important
characteristic of the odes of Collins.35) The gloomy meditation on death
and the didactic tone, which often can be found in the ode_s of Gray,
completely disappear in this poem, not to mention the familiar loud voice
of celebration and immortality. Though using the form of a praise
similar to the conventional hymnal ode, Collins wrote the ode only to
describe lyrically and serenely the peaceful evening filled with
“hush’d”(9) air, “twilight”(13) and “Stillness”(18) under the “dusky
Veil” (40). The theme of the ode had been already changing from loud
praise and immortalization to the morbid meditation on death. And in
the mid-eighteenth century Collins introduced a simply lyrical poem
reflecting the melancholic, elegiac feelings of the poet. He attempted
an quite original ode whose theme was neither immortality nor death.

William Cowper (1731-1800) also attempted an original ode. But
unlike Collins, Cowper tried to criticize the tradition of the ode itself
rather than to establish some striking originality, and he often made a
critical assertion in his own odes. As has been pointed out, the
encomium ode had already become very formal in those days. “At its
best,” George N. Shuster argues, “the English poem of praise is
distinguished for sincerity, thought, and enthusiasm. But at its

worst . . . the encomiastic ode is a startling scarecrow crammed with
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bombast gnd official sentimentality.”36) Nevertheless, many Poets
Laureate frequently used this poetic form especially in the eighteenth
and the early nineteenth century when a lot of Birthday Odes and New
Year Odes were written. However, while some poets persistently stuck
tothe tradition of the ode, others began to assume a very qritical attitude
toward it. Cowper was one of those critical poets. In his letter dated
4 August, 1783, he says that “we have few good English Odes.”37)
Because of his really critical attitude toward literary convention,
Coleridge called him “the best modern poet.”38 Of course Cowper could
read Horace in the original. But Thomson asserts that there is
practically no need to say “that Cowper was an excellent classical scholar
for a writer of his date” because of his too severe, critical attitude toward
tradition which he often expressed in his odes.39)

Of course Cowper too followed the t?adition of the ode in some of his
poems. As it is clear from the title, “Ode Supposed to be Written on the
marriage of a Friend” is an occasional ode celebrating the marriage of his
friend. “An Ode on Reading Mr. Richardson’s History of Sir Charles
Grandison” tells about a deep impression he got on reading a history. In
this ode, Cowper depicts the “illustrious course”(10)4% of Grandison and
other truly great men whom he calls in various phrases such as “the race
of glory”(7v), “the great and good”(26), and the “guardiansofmankind”(27).
Here Cowper highly praises the rare virtue of rare men.

These traditional odes of praise, however, are very few in case of
Cowper. Most of his odes were written to severely criticize the
traditional ode of praise and immortality in one way or another. In such

critical odes, Cowper never mentions high praise or immortality.
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Furthermore, though he sometimes refers to death, he rarely uses a
didactic tone like Gray, or an elegiac morbid tone like Collins. In
addition té writing his own cr.itical odes, Cowper also translated some of
the odes of Horace. It was not because he was simply fascinated by the
classical literature nor because of mere pedantry. Actually he used
them as an really effective means of criticism.

In “A Reflection on the Foregoing Ode” written immediately after
his translation of Horace’s “Book 2, ode 10” in which Horace tells about
the “golden mean,” Cowper draws a sharp line between a “Christian”(4),
thatis, Cowper himself, and Horace, a Roman. About Horace’s assertion
of “golden mean,” he boldly asks, “And is this all?”(1) and calls Horace
a “Sweet moralist!” and severely criticizes the didactic tone of this
ancient great ode poet. At the same time, Cowper attempted the
translation of “Book I, ode 38” twice, in which Horace prefers simplicity
rather than tooelaborate sophisticationand magnificence. Inthispoem
Cowper tried to criticize the tradition of too elaborate odes with the
assistance of Horace who asserts, “I] hate their empty shows, / Persian
garlands I detest”(1-2), or “I detest all Persian Fopperies, / Fillet-bound
garlands are to me disgusting”(1-2). Through his many translations,
Cowper condemned too formal, too elaborate odes and their conventional
themes, that is to say, immortality and death.

Needless to say, Cowper’s condemnation of too conventional odes
appears more definitely and frequently in his own odes than in his
translations. “An Ode: Secu-ndum Artem” is his first serious ode of
criticism. From the very beginning, Cowper scathingly criticizes the

way conventional odes begin their opening stanzas:
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Shall I begin with Ah, or Oh?
Be sad? Oh! Yes. Be glad? Ah! no.
Light subjects suit not grave Pindaric ode,
Which walks in metre down the Strophic road. (1-4)

He goes on his severe criticism about too artificial odes with various
bitter words such as “the vacant mind”(11), “Mechanic dealers in
sublime”(34), “Sadness in mechanic woe”(5.2v), “Trim epithets”(53),
“sound shall triumph over sense”(66).

“Ode to Apollo on an Ink-glass almost Dried in the Sun” is an ode
written as a light verse. It defies the tradition of the ode as a sublime
hymn to the gods. Though the poem begins with an invocation to Apollo,
its main theme is nothing but an ink bottle dried up by the sun. He says

that the ink is happy because it is stolen by Apollo, the god of poetry:

Illustrious drop! And happy then
Beyond the happiest lot,

Of all that ever pass’d my pen,
So soon to be forgot! (21-24)

The transience of poetry expressed in “So soon to be‘forgot!” is quite
contrary to what the traditional ode repeatedly asserts concerning the
immortality of poetry. The poem bitterly criticizes the traditional
theme of the ode, that is, the sublime and immortality.

“Ode on the Death of a Lady who Lived One Hundred Years, and Died
on her Birthday, 1728” was written to the memory of a woman. But
Cowper never attempts to praiseorimmortalize the honor ofthe deceased.
He only refers to her in the first four lines. Then he begins to tell about

mortality and death in avery placid, objective, orratherindifferent tone:

We, the herd of human kind,
Frailer and of feebler pow’rs;

We, to narrow bounds confin’d,
Soon exhaust the sum of ours.

Death’s delicious banquet—we
Perish even from the womb,
Swifter than a shadow flee,
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Nourish’d, but to feed the tomb. (5-12)

Cowper doesn’t end his ode only with the melancholic reference to, nor
meditation on, death. He depicts the miserable aging process that man
has to go through before death. We “mourn,” dream, “doat” and “drivel”

as we grow older:

And if life o’erleap the bourn,
Common to the sons of men;

What remains, but that we mourn,
Dream, and doat, and drivel then?

Fast as moons can wax and wane,
Sorrow comes; and while we groan,

Pant with anguish and complain,
Half our years are fled and gone. (17-24)

Here we can hardly find any elegiac atmosphere suitable for the.
lamentation over someone’s death nor some serene meditation on
mortality and death. In this ode Cowper tells about aging and death
quite objectively and calmly Without any didactic or morbid tone. He
assumed a critical attitude toward the two traditional themes of the ode,
immortality and death, and expressed it in his odes. The same critical
attitude can be foundinthe odes of Burns, who criticized the conventional
themes more scathingly than Cowper.

Robert Burns (1759-1796) wrote only four odes. In his few odes,
Burns criticized tradition very severely and tried to discard it. After
him, the theme of the ode was to undergo a great change. The odes of
Burns were, as it were, a harbinger of coming change.

Burns wrote “Ode to Spring”4!) as a genuine lyric. Beginning with
the lines filled with sexual connotations such as “when maukin bucks, at
early f---s, / In dewy glens are seen”(1-2),%2) the ode depicts a typical
scene of spring where we can see “the leaves sae green”(4) and “a bower

where many a flower / Sheds fragrance on the day”(11-12), and hear the
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fascinating song of “wild-birds”(15), such as “thrush”(17),
“blackbird”(19), “linnet”(21), and “lark”(22). Everything is fresh and
full of energy. No gloomy meditation on death can steal into this lively
spring scene. Such total disapﬁearance of death and, as we will see more
clearly in the later Romantic poets, the disappearance of honor and glory
are important characteristics of the odes of Burns. In his odes the two
traditional themes are equally rejected.

In “Ode: For General Washington’s Birthday” too, honor and glory
completely disappear. In the opening lines, Burns flatly rejects the

classical tradition:

No Spartan tube, no Attic shell,
No lyre Eolian I awake;
‘Tis Liberty’s bold note I swell,
Thy harp, Columbia, let me take. (1-4)

Then he gives a praise of his own to America,.to the “sons of Liberty, /
Columbia’s offspring, brave as free/ In danger’s hour still flaming in the
van”(25-27). Andin the latter half of the ode, he begins to level caustic

criticism at England. Alfred, the King of Wessex, is addressed:

Alfred, on thy starry throne,

Surrounded by the tuneful choir,
The Bards that erst have struck the patriot lyre,
And roused the freeborn Briton’s soul of fire,

No more thy England own. (29-33)

The great poets of old who loved England and its freedom very much can
be found nowhere in this country now. What Burns asserts here is
entirely different from the everlasting succession of the great poets from
the ancient days through the present and to the future, which Gray
repeatedly emphasized in his progress ode. In this ode, the glorious
immortality of poetry doesn’t exist. Burns crieé, “Thy England

execrates the glorious deed!”(36), and incisively condemns England for
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having meddled in the “glorious deed,” that is, America’s independence:

y»

England in thunders calls—“The Tyrant’s cause is mine
That hour accurst, how did the fiends rejoice,

And hell thro’ all her confines raise th’ exulting voice,
That hour which saw the generous English name

Linkt with such damned deeds of everlasting shame! (39-43)

Instead of everlasting honor, which is often referred to in traditional
odes, “everlasting shame” appears. In this ode, Burns never tells about
glorious immortality.

“Ode, Sacred tothe Memory of Mrs. —of—“begins with an invocation,
“Dweller in yon dungeon dark, / Hangman of creation, mark!”(1-2). So
it may seem to be a traditional ode written in triadic form to mourn over
the death of someone great. But Burns never refers to the honor or the
immortality of the deceased. He only plays down the death of a woman
and never makes it an important occasion to meditate on man’s destiny.

First he introduces the woman to whom the ode is dedicated:

Who in widow weeds appears,

Laden with unhonoured years,

Noosing with care a bursting purse,
Baited with many a deadly curse? (3-6)

The ode was written at the death of a quite “unhonoured” woman. Her
unattractive features and poor pers‘onality are revealed one by one in
various phrases like “the wither’d beldam’s face”(7), “that eye” where
“rheum o’erflows”(10), “those hands, ne’er stretch’d to save, / Hands that
took—but never gave”(12-13). Burmns tells about the dishonorable life of
the woman, that is, the “Keeper of Mammon’s iron chest”(14). Because
of her innumerable dishonorable behavior, “She goes, but not to realms
of everlasting rest”’(16) and glorious immortality would never be
bestowed on her after death. Here we cannot find any elegiac tone or

morbid meditation on mortality and death aroused by a woman’s death.
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Burns, a “rustic” and “contemporary” poet,*3) severely criticized the two
themes of the traditional ode, while attempting a very lyrical simple ode
on spring.

Just like the case of Cowper, however, Burns could not go farther
than the mere criticism on tradition. After all, he could not find any
original theme for his odes. The poets after Burns, thatis, Wordsworth,
Coleridge, Shelley, Byron, and Keats, never attempted such criticism on
the tradition of the ode in their works any mor‘e. Instead, they devoted
themselves to establishing the ode of their own. In their efforts, they
found their original themes, that is, immortality, glory and death.
These familiar themes of the traditional odes were to revive in the odes
of the Romantic poets, though, of course, they were quite different from
the ones in the previous traditional odes. In the following chapter, we
will see the return of glory, immortality, and death to the odes of the

English Romantic poets.
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CHAPTER III

RIVIVAL OF IMMORTALITY AND GLORY:

THE ODES OF THE ENGLISH ROMANTIC POETS

As is well known, the English Romantic poets wrote a lot of odes.
As George N. Shuster says that “the major poets of the Romantic time
seldom were innovators in the sense that they devised new verse
patterns . . . they were surprising content to store their harvest in
familiar hives,”?) most of the Romantic poets frequently wused
traditional, familiar, poetic forms, such as ballad, sonnet and ode.
Needless to say, they didn’t blindly follow the tradition but made a choice
of their own. By the time of the English Romantics, the ode had been
already gcclimated to England as one of the important literary genres.2?)
Thereforé, the Romantic poets cannot have been too conscious of the
conventional, essential function of the ode as a hymn or a praise to
immortalize man’s honor anymore. Meanwhile, the morbid meditation
on mortality and death, which had become anotherimportant theme in the
eighteenth century odes, and the severe criticism on the ode tradition
itself, these twonew themes also had reached a deadlock. Atthisperiod,
the Romantic poets, free from restraint, could wrote the ode of their own
and establish originality,without blindly following the tradition, or
severely criticizing and rejecting it.

Of course the Romantic poets wrote various odes on various themes,
but at least we can find three characteristics in many of their various
works. First, they introduced nature into the ode. As has been

examined, to depict nature in the ode was becoming a new convention in
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those days. Many of the eighteentﬁ century pgets, such as Gray, Collins
and Cowper, had already introduced nature in their odes. They depicted
nature in order to dolefully meditate on mortality and death. For the
Romantics, however, nature was not only a kind of stimﬁlu's to the gloomy
meditation on death. As Shuster points out about the nature depicted
in the Romantic odes, “"Nature’ was now not a norm merely but also an
avenue of approach to man and his significance,”3) nature directly
appealed tothe poet’s mind.4) Byresponding to, and sympathizing with,
nature, the Romantic poets could meditate on, and be relieved from, their
inner crisis.

The second characteristic is that the poets repeatedly referred to
the loss of glory. Needless tosay, the gloryinthe Romanticodesis quite
different from the glory in the traditional ode of praise, which is closely
connected with the honor of someone great. The Romantic ode attempts
to sing about not the glory of others but the glory of the poets themselves,
the glory inm their mind. M. H. Abrams remarks, “The Romantic
meditations . . . often turn on crisis—alienation, dejection, the loss of
a ‘celestial light’ or ‘glory’ in experiencing the created world.”5) Abrams
points out that the loss of glory is a very important element of the odes
of the Romantic poets and it is even akin to the spiritual crisis of the
earlier religious poets. To the Romantic poets, glory and its loss were
closely connected with their inner crisis, thatis to say, the crisis of their
imagination, which meant death for them. In their odes, they often
lamented such inner crisis, the total dryness of their imagination, and
ardently sought after a relief.

The third and the most notable characteristics of the Romantic ode
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is the return of immortality. As we have seen in the preceding chapter,
immortality was severely criticized and flatly rejected as a too
conventional, formal theme by the eighteenth century poets. To the
Romantic poets, however, immortality meant a final relief from their
inner crisis, from .their spiritual death. It enabled the poets in
dejection to feel the glory in nature and really enjoy their glorious power
of imagination once more. Again in the ode immortality came to be
praised and ardently sought after. Of course, the immortality in the
Romantic ode “would no longer be ‘the one’ of yesteryear.”®) To the
Romantic poets, immortality was no more associated with some formal
public honor once given to someone great to praise and immortalize his
name. From the eighteenth century, the ode rapidly became a
“subjective lyric,”7) a suitable vehicle to express poets’ personal voice
and emotion. Asthe Romantic ode thus gradually became very personal,
immortality, which had gained very public, formal character, was also
internalized and personalized. 1In their odes, poe‘ts lamented the loss
of glory and their present state of spiritual death. They ardently sought
after and praised blissful immortality that should exist within
themselves, which became a new theme of the ode. In the following, we
will see the poets’ confession of their own state of spiritual death, their
recovery from that miserable state, and the revivalofimmortality in some
of the odes of the English Romantic poets. Sometimes their longed-for
immortality was really gained after the severe struggle of the poets.
But of course in most cases, fertile immortality was merely sought after
in vain.

On the classical knowledge of William Wordsworth (1770-1850),
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many critics give various comments. For example, Gilbert Highet
asserts that “he [Wordsworth] had a good university education, knew a
considerable amount of Latin and a little Greek,”s) and thinks that
Wordsworth knew fairly well about classical literature. On the other
hand, John D. Jump doesn’t place a high value on his classical knowledge, -
arguing, “William Wordsworth, too, had a copy of Pindar in his library.
But when this was offered for sale the author of the best-known irregular
ode of the Romantic period in England was found never to have read it.”?
Nobody know the truth, but at least we may say that Wordsworth did not
write his odes with so wide, rich classical knowledge as Jonson and Gray
enjoyed.

But of course Wordsworth must have fully realized the importance
of the tradition of the ode and his deep indebtedness to it. His “Ode to
Duty” is a good example. In his note addressed to Isabella Fenwick in

1843, he says:

This Ode, written in 1805, is on the model of Gray’s Ode to Adversity
which is copied from Horace’s Ode to Fortune; but is not the first
stanza of Gray’s from a Chorus of Kchylus? And is not Horace’s
Ode also modelled on the Greek!®

His ode uses Gray’s “Ode to Adversity” as a model, which is also on the
model of Horace’s ode, which is, again, onthe model of various Greek odes.
Here Wordsworth is fully conscious of the long, great tradition of the ode
that exists behind his present poem. Gray’s “Ode to Adversity” has the
typical characteristics of the traditional ode as a hymn. Therefore,
modeled on such a poem, the ode of Wordsworth also uses many hymnal
elements. For example, loud callings to the subject of the ode, such as
“Stern Daughter of the Voice of God! / O Duty”(1-2), “Stern Lawgiver! Yet

thou dost wear / The Godhead’s most benignant grace”(49-50), are



90

repeated many times. And alotofconventional prayers appear, like “To
humbler functions, awful Power! /I call thee”(57-58), “Giveuntome, made
lowly wise, / The spirit of self-sacrifice; / The confidence of reason
give”(61-63).

Similarly, “Ode: 1814” also reflects his consciousness of tradition.
Wordsworth takes the lines from Horace’s “Book 4, ode 8" as a motto of

this ode:

We can give a poet’s song and name the value of the lyre. Not
public engravings on a marble base through which a second life is
given to good men after death . . . set forth more clearly one’s fame
than the Muses; and if poems are not silent about what you have
done well, you will have your reward.

The praise of the immortal powei‘ of poetry, which repeatedly appears in
the traditional ode, is chosen as a motto. In this ode Wordsworth tells
about the fall of Napoleon Bonaparte at Waterloo in 1815. It is the ode
of praise to celebrate the English “patriot heroes”(116) who bravely
fought against the army of Napoleon, and laud “their great deeds,
perpetual mel;lory”(147). The nine Muses are chanting “for patriot
heroes the reward / Of never-ending song!”(116-117) and the poet prays
the Muses to strike “audibly the noblest of your lyres . . ./ So shall the
characters of that proud age / Support their mighty theme from age to
age”(125-132). This is a very conventional ode where the immortality
of honor is highly praised.

While Wordsworth was thus fully conscious of the tradition of the
ode and his deep indebtedness to it, he displayed striking originality in
his ode. “Ode: Intimations of Immortality from Recollections of Early‘
Childhood” is a good example of such original ode which exerted a great

influence on the odes after him. It was written in two parts. The first
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four stanzas were written in 1803, and the latter stanzas were written
in 1806. In 1815, the present title was given and the three lines from
“The Rainbow,” “The Child is father ofthe Man;/And I could wishmy days

»

to be / Bound each to each by natural piety,” were used as an epigraph.
But when it was first published in 1807, it was simply entitled, “Ode,”

and instead of the lines from “The Rainbow,” the epigraph was derived

from Virgil’s Eclogues IV, 1,1, "Paulo majora canamus,” which means,
“Let us sing a loftier strain.” From this first epigraph, it is clear that
Wordsworth was still fully conscious of the convention of the ode. He

still thought that essentially the ode should be used to sing something
sublime, something “loftier.” For him, however, the sublime no more
belonged tothe honor of some other great men. Itexisted withinthe poet
himself. In hisnote toIsabella Fenwick, Wordsworth says thatthe germ
of this poem has taken root in his childhood’s “sense of the

indomitableness of the spirit within me”:

I communed with all that I saw as something not apart from, but
inherentin, my own immaterial nature. Many times while going to
school have I grasped at a wall or a tree to recall myself from this
abyss of idealism to the reality. At that time I was afraid of such
processes. In later periods of life I have deplored a subjugation
of an opposite character, and have rejoiced over the remembrances.

The ode attempts to devotedly contemplate on the “immaterial nature” of
the poet himself. It is really a “self-contemplating,” “self-reflexive”
ode!!) and is quite different from the traditional odes of the previous
poets. But Paul H. Fry, regarding the note of Wordsworth as an
“apology,” very truly points out that “Wordsworth’s apology in the
Fenwick note for his chosen myth of a prior existence reflects the
etiological anxiety of any ode, the fear of dark places, and also recalls

the antinomian relation of an ode to orthodoxy.”!2) As Fry remarks, it
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cannot be denied that even in this very “self-contemplating” ode, the poet
must have been fully conscious of the tradition, of his unfathomable
indebtedness to the long history of the ode, which must have forced him
to write this “apélogy.”

The notable characteristic of this personal ode based on the
contemplation from his childhood is its frequent rgference to the loss of
glory. Though using a poetic form which should sing glory, Wordsworth
sings its total loss.13) In the first four stanzas, nature and' its
transcendental beauty are introduced, andinthe middle of thisdreamlike
supernafural aura, the total loss of glory and the dryness of the poet’s
sensibility arerevealed. In the latter section, we are told that the glory
exists not in the external world but within the poet himself, and finally
the poet comes to realize that the inner glory is immortal.

In the opening lines the poet sta.nds in the middle of rather
conventional natural scenery with “meadow,” “grove,” and “stream,”

which was once filled with “celestial light” and “glory” for him:

There was a time when meadow, grove and stream,
The earth, and every common sight,
To me did seem
Apparelled in celestial light,
The glory and the freshness of a dream.
It is not now as it has been of yore;---
Turn wheresoe’er I may,
By night or day, .
The things which I have seen I now see no more. (1-9)

Apparently, nature has not changed at all. Itis as beautiful, fresh, and
lively as before. But the poet senses that something has changed
somewhere. He acutely feelsthat he is utterly excluded from the jubilee
in the natural world around him and deeply laments the loss of glory in

nature. He says, “But yet I know, where’er I go, / That there hath past
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away a glory from the earth”(17-18). Needless to say, the glory here is
quite different from some exalted feeling or condition often aroused by
loud admiration and praises in the traditional ode. To borrow the OED’s
definition, the glory in this ode is the “resplendent beauty or
magnificence,” “an earthly beauty attrvibuted by imagination.” It is
filled with “heavenly light” and “visionary gleam” and closely connected
with man’s essential ability to quickly respond to the beauty and joy in
the external world. Totally deprived of such essential glory, the poet
only laments his lost ability to innocently enjoy the radiant plenitude in
nature, though even now, the “joyous song”(19) sounds in the happy
natural world. He obstinately repeats questions, “Whither is fled the
visionary gleam?/ Where is it now, the glory and the dream?”(55-56).
Seeing the beauty of nature, he oscillates between joy and despair.
Examining the poet who in the middle of the lively nature thus
deeplylaments his present state of mind and longs for his formerinnocent
days, Fry points out that this ode has something in common with Gray’s
“Ode on a Distant Prospect of Eton College” and “Ode on the Spring.”14%)
It is true that Gray begins his odes with the reference to the total loss
of glory and the deep lamentation just like the case of the ode of
Wordsworth. But Gray finally turns his thought toward something more
external, public, and general to end his ode with the moralistic
meditation on mortality of all men. On the other hand, beginning with
the loss of glory and lamentation, Wordsworth turns his thought inward,
toward his quite personal inner feelings and his state of mind to end his
ode with the assurance of inner immortality of his own. He gives no

didactic or moralistic messages about mortality in general. Instead, he
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only refers to the immortality of his soul, that is to say, the immortality
of glory and sensibility within him, which has existed long before his

birth and will exist forever after his death:

The Soul that rises with us, our life’s Star,
Hath had elsewhere its setting,
And cometh from afar:
Not in entire forgetfulmness,
And not in utter nakednes's,
But trailing clouds of glory do we come
From God, who is our home:
Heaven lies about us in our infancy! (59-66)

Aswe grow from “our infancy” into the “growing Boy”(68) and “Youth, who
daily farther from the East / Must travel”(71-72) and finally become the
“Man”(75), glory gradually fades “intothe light ofcommon day”(76). But
the children and their genuine joy in nature always remind the poet of
the heavenly happingss and glory which he really enjoyed in his infancy
and now he totally forgets. For him, the children and their innocent joy
in nature are the unfailing proof of the immortality of the soul. Such
remembrance of inner glory, though it tends to be buried in everyday life
and falls into oblivion, can be repeatedly recollected in the poet’s mind
atcertain stimulus. Through suchintermittentrecollection, he gains full
assurance of the immortality of inmner glory, that is to say, the
immortality of his sensibility to respond to the joy in the outer world.

Now that the poet is entirely assured of his inner immortality, or
the immortality of glory and sensibility of his own, he does not lament
any more even when he sees the lively joy in nature. As he says, “The
. thought of our past years in me doth breed / Perpetual
benedictions”(136-137), the recollection of the past days gives him
immortal consolation. It is not some sentimental, nostalgic, private

recollection of his infancy, but the recollection of the days long before
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his birth. It is “the fountain light of all our day”(155) and “a master

light of all our seeing”(156). Such precious “shadowy recollections”:

Uphold us, cherish us, and make
Our noisy years seem moments in the being
Of the eternal Silence: truths that wake,
To perish never. (156-159)

Though the old age dims his memory, the poet is still convinced of the
immortality of inner glory and says, “Though inland far we be, / Our
Souls have sight of that immortal sea”(165-166).

In the opening stanzas, the poet lamented and was irritated at the
sight of joyful nature. But now, because of this firm conviction, he can
very generously speak to all the creatures around him, “Then sing, ye
Birds, sing, sing a joyous song! / And let the young Lambs bound / .
We in thought will join your throng”(171-174). Then he begins what Fry
calls “the conversion to earthly sympathy.”15 He tries to turn his eyes
not only to the beautiful scenery in nature but also to all the things in
this actual world, whether they are pleasant or not. Now the poet can
accept and truly sympathize even with the “human suffering”(187) and
“man’s mortality”(201), in addition to the innocent beauty and joy in
nature. Assured of the immortality within himself, now he can live with
joy whatever fate may be awaiting him. Needless to say, such a firm
conviction of immortality, the immortality of his inner glory and
sensibility, is gained through his incessant interchange with the
external world, especially with nature.!¢) Asis well known, Wordsworth
often refers to a precious moment of interchange with the outer world.

For example, in The Prelude he tells about such a precious rare moment:

A balance, an ennobling interchange

Of action from within and from without,

The excellence, pure spirit, and best power

Both of the object seen, and eye that sees. (Book XIII, 8376-379)
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Through such incessant “ennobling” interchange with nature, with the
external world, he recovers his precious remembrance of supreme joy in
heaven long before his birth, and comes to be firmly assured of the
immortality of glory within himself.

Many critics point out the great influence which this ode gave on
the later poets.!” Antony H. Harrison argues that this is “a p‘oem of
extraor.dinary ideological power, instructing its audience that nature
beneficently hopes man to perceive the <certainty of spiritual
immortality.”18) As he truly points outthatthe essential characteristic
of this ode is “a conscious revolt . .. against ‘subjugation’ by nature, by
finitude and mortality,” the most important point about this ode is that
it attempts to treat and contemplate on “immortality” as its theme
against “mortality” or “finitude.” It is notthe immortality which often
appears in the traditional ode as a simple means suitable to praise some
great achievements of other men. What Wordsworth attempts to sing
here is inner immortality, the immortality of sensibility to directly feel
and respond to beauty in the external world. For the poet, the unfailing
assurance of immortality of this kind is the crucial relief which enables
him to get over the total loss of glory, or the dryness of imagination.
Thus through the interchange with nature, what is highly praised here
is the quite personal immortality, the immortality of one's ability to feel
and respound. Itis entirely different from the public immortality in the
conventional, occasional ode. As the most sgitable poetic form to sing
and praise such personal inner immortality, Wordsworth chose the form
of an ode. Though the ode had been already acclimated to England in

those days and the poets were not so conscious of the essential function
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of the ode any more, Wordsworth still regarded it as an appropriate poetic
form to sing and praise the immortality of his own.

Before examining the odes of the other Romantic poets, there is one
important point to be noticed here. For Wordsworth, immortality was a
state of bliss closely and directly connected with his inner glory.
Apparently we can find mno dismal or oppressive element in his
immortality. Itis always a desirable state filled with fertility and joy.
Of course he refers to “man’s mortality”(201) in the ode, but there exists
no gloomy mood. However, it cannot be denied that for once in his ode
when he addresses a child apparelled “in celestial light,” “Thou, over
whom thy Immortality / Broods 1like the Day, a Master o’er a
Slave”(117-118), some gloomy, oppressive characteristic of immortality
is subtly hinted at.19) The blissful immortality is ponderously brooding
over the child. Such a dark shadow lurking in the fertile world of
immortality will be discuésed in the following chapters on the odes of
Keats. Therefore, for the moment we won’t consider this point any
further.

Samuel Taylor Coleridge (1772-1834) often referred to the state of
apathy and the dryness of imagination in his letters. For example, he
says, “My Imagination is tired, down, flat and powerless . . . as if the
organs of Life had been dried up; as ifonly simple BEING remained, blind
and stagnant!” “I have been . . . undergoing a process of intellectual
exsiccation. ... The Poet is dead in me.”29) What is asserted in these
letters is that Coleridge is now only giving a dull response to the external
world and that he is as good as spiritually dead. He experienced the

same dryness and decline of sensibility as Wordsworth confessed in his
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ode. In “Dejection: An Ode” Coleridge revealed such inner dryness and
attempted to be relieved from that miserable state. In 1799 he met Sara
Hutchinson, Mrs. Wordsworth’s sister, for the first time, and he wrote
her a verse letter in 1802. This ode was written mostly based on this
verse letter to Sara, tho-ugh Coleridge omitted some of its personal
contents. Needless to say, as it was originally written as a private
letter, the ode has some biographical characteristics. T. S. Eliot says
that in this ode the “passionate self-revelation rises almost to the height
of great poetry”2!) and he sets a high value on its autobiographical
elements. Coleridge wrote this poem as a kind of response to the first
four stanzas of Wordsworth’s “Ode: Intimations of Immortality from
Recollections of Early Childhood.” Both odes deeply lament over the
loss of glory and joy, and seek for a relief from their present miserable
state of spiritual death. Therefore, critics often point out the influence
that Wordsworth gave on Coleridge and the similarity between their odes.
As we have already seen, however, after the fourth stanza in his ode
Wordsworth comes to be firmly convinced of inner immortality, and
finally he can somehow get over spiritual death. On the other hénd,
Coleridge cannot experience any such confident realization of the
immortality within him to be entirely relieved from the total dryness of
imagination after all. Because of this final failure, the ode of Coleridge
seems to appeal to us more immediately and dramatically than the ode
of Wordsworth who is szLl-y relieved. Coleridge’s deep lament
over the loss, decline, and spiritual death sounds really painful and
poignant. Because of this, his ode is sometimes called a “dirge.”%2)

As an epigraph to this ode, Coleridge took four lines from “Sir
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Patrick Spence.” This is a popular ballad which fictionalizes the
frequent shipwrecks that the Scottish nobles often suffered in the
thirteenth century.23) The quoted lines of the ballad (25-28) are the
words of a sailor who foretells a fatal storm from the look of the sky in
order to dissuade Patrick Spence, his captain, from sailing out, but in
vain. The ballad is written, based on the familiar folklore superstition
that some natural phenomenon is the prophecy of some ominous accident.
Under the present threatening sky, which seems to be foretelling a fatal
storm just like the “new Moon” foretelling “a deadly storm” in the ancient
ballad, Coleridge laments over the dryness of imagination and his present
miserable state of spiritual death. And he attempts to be relieved from
the pain with the help of the oncoming storm. Here too, nature plays an
important role to directly respond to the poet’s mind, to awake and revive
his dried-up imagination.

For the poet, the gathering wind of this tranquil night seems to give
him a really blissful relief. Seeing the threatening sky similar to the
sky depicted in the ancient ballad, he ardently hopes to be relieved from
the apathy through the overwhelming power of the oncoming storm. He
sees “the old Moon”(13) in the lap of “the New-moon winter-bright”(9)2%

which is, according to the ancient superstition, a symptom of:

The coming-on of rain and squally blast.
And oh! that even now the gust were swelling,
And the slant night-shower driving loud and fast!
Those sounds which oft have raised me, whilst they awed,
And sent my soul abroad,
Might now perhaps their wonted impulse give,
Might startle this dull pain, and make it move and live! (14-20)

The repetition of “even now” and “now” makes us expect the impending

change of the weather, and consequently the imminent change within the
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poet’s mind. He hopes toenjoy the “wonted impulse” again with the help
ofthe enormous power ofnaturalphenomena, suchasrain, blast, and gust.
Under the stimulus of the gathering wind, he expects “a correspondent
inner breeze”?5) which would revitalize his dead mind and give him again
the wonted energy and life. For him, the present state of apathy is a
“grief without a pang”(21) and yet he has no control over it at all.
Therefore, he turns to nature for a relief. In The Rime of the Ancient
Marine.r, amariner, alone on the lifeless wide, wide sea, ardently wishes
for life and movement, and he hopes that the wind blow to make his ship
goon. Themariner looks westward for some token of blissin the sky only
to see a “spectre-bark”(202) with its ominous crew, Death and Life-in-
Death. Just like the mariner, here the poet, alone and as good as dead,
tries to gaze “on the western sky”(28) with “blank”(30) eyes in order to
find a relief in vain. Then he looks at the “crescent Moon”(35) similar
to the “horned Moon”(210) that the lonely mariner gazes on in despair.
Looking at the western sky, at the crescent moon, at the “thin clouds
above”(31), and the at stars that are now “sparkling, now bedimmed, but
always seen”(34), the poet cries, “I see them all so excellently fair, / I
see, not feel, how beautiful they are!”(37-38). All he can do now is to
“see” beauty in the external world without feeling it with real pleasure.
The spell of the slain albatross does not break from the miserable mariner
until he comes to really feel, bless, and love the beauty of the water-
snakes in rich attire. Similarly, the desired salvation is not given to
the poet because he is now suffering from spiritual (ieath and he cannot
feel or sympathize with beauty in the outer world at all.

Then he comes to realize that it is “a vain endeavour”(42) to seek



101

for a relief from without, that his wished-for relief exists within
himself(45-46). He says that “inour life alone does Nature live”(48) and

begins to turn his eyes inward to his own mind:

Ah! from the soul itself must issue forth
A light, a glory, a fair luminous cloud
Enveloping the Earth—
And from the soul itself must there be sent
A sweet and potent voice, of its own birth,
Of all sweet sounds the life and element! (53-58)

The “beauty-making power”(63) that gives birth to overwhelming light
a-nd glory in the external world really exists within the poet himself.
Because of the existence of this immortal inner power, “We in ourselves
rejoice!”(72) and “Joy,” “Life,” and “Life’s effluence” are born.

Unlike Wordsworth, however, the poet’s affliction cannot be soothed
even when he realizes the immortal glory and power within him. In the
sixth stanza, which Eliot calls “one of the saddest of confessions that I
have ever read,”26) the poet recollects all his former blissful days when
joy really existed within him. He compares his miserable present days

to those happy bygone days :

But now afflictions bow me down to earth:
Nor care I that they rob me of my mirth;
But oh! each visitation
Suspends what nature gave me at my birth,
My shaping spirit of Imagination. (82-86)

In his miserable state totally deprived of shaping power, all he can do
now is nothing but “be still and patient”(88) and temporarily divert to
some abstract intellectual studies.

After al»l,the desired salvation from his spiritual death hasnotbeen
given. Even the vigorous power of the raging storm, or the contemplation
and the assurance of the immortal shaping s»pirit within him cannot give

him life and energy at all. Nowthe poetlistens tothe raving wind again.
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But it cannot be a benignant savior for him anymore. Instead, the
gathering windis now nothing but a useless “Mad Lutanist”(104) who only
makes “Devil’s yule, with worse than wintry song”(106). Utterly
despaired of getting his wished-for relief, the poet now attempts to pray,
not for himself, but for his beloved Sara, that the external world “from
pole to pole” might be filled with joy and life forever(134-136). He
wishes Sara the eternal joy that has not been granted to him. He prays,
“Thus mayest thou ever, evermore rejoice”(139). As George Dekker says
that the “last stanza sees hope for Sara not for the poet,”?27) he ends his
ode by wishing immortal joy and glory not to himself but to Sara. The
repetition of “ever” and “evermore” in the last line reveals his still
lingering longing for the rejected immortality of glory and joy within him.

M. H. Abrams says that what was intolerable to Coleridge was the
dualism, that is to say, the “absolute separétion between mind and the
material world.”28) Just like Wordsworth, he suffered from the total
lack of the wonted interaction with nature. He ardently wished for the
blissful correspondence between him and the external world. In other
words, what he sought after was the primary imagination in his mind
stimulated by the interaction with the world around him. To use the
words of Coleridge himself, it was “the living power and prime agent of
all human perception,” and “a repetition in the infinite mind of the
eternal act of creation in the infinite I AM.”29 He sought for immortal
creation, immortal beauty-making pbwer, and immortal shaping spirit of
imagination within himself. He realized very well that immortality,
that is, the immortal glory and joy in his mind, was indispensable for him

as a poet. But he could not be firmly assured of its real existence
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anymore because he was so greatly suffering from its total lack.3%9 It
may be said that, as the natural phenomena depicted by a sailor of “Sir
Patrick Spence” was ominously foretelling the final death of the nobles
and the mariners, the gathering storm around the poet is foretelling the
frustrated wish without any relief in the end. From the beginning, the
storm is foretelling the final helpless state of the poet in unfathomable
spiritual death.

Thus Coleridge attempted to confess the utter loss of inner glory by
using the poetic form of ode like Wordsworth. For these poets, the ode
was a suitable vehicle to tell.about their inner afflicted state of spiritual
death, and furthermore, about immortality and life as a relief from their
dejection. While Wordsworth became assured of his inner immortality
and praised it as a salvation from personal crisis, Coleridge could not get
any such assurance after all. Then, how about the other Romanticpoets?
Of the two younger poets who followed them, George Gordon Byron
(1788-1824) was “a traditionalist in language and style” who “seems an
odd one.”31) His odes are a little bit different from the ones of the other
Romantics. In his few odes, itisrather difficult to find any lament over
his own inner dryness, or an earnest longing for inner immortality, or
another new theme of hisown. However, inthose days he could not write
totally traditional odes anymore, though he was a devbted admirer of
Greece.32) Before examining the ode of Shelley, we will have a brief look
at Byron’s two odes, “Ode to Napoleon Bounaparte” and “Ode on Venice”
to see their characteristics, which are different from other poets of that
period.

Judging from their titles, these twoodes may seem to follow the form
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of the traditional ode of praise. But actually they only sing about the
loss of glory quite severely without any conventional high praises
dedicated to soﬁleone great. “Ode to Napoleon Bounaparte” begins by
addressing Napoleon in acid tone, “"Tis done—but yesterday a King!/ And
arm’d with Kings to strive— / And now thou art a nameless thing”(1-3).33)
This is an ode written to completely deprive Napoleon of his former glory.
It does not attempt to praise his great achievements and glorious
victories at all in order to immortalize his name. Napoleon, who is now

so “abject—yet alive”(4), is portrayed as a really miserable man:

The Desolator desolate!
The Victor overthrown!
The arbiter of others’ fate
A Suppliant for his own! (37-40)

Without deei)ly lamenting over the present miserable state of the former
hero at all, the poet devotes himself to telling about the total, perpetual
loss of glory from this “King” in a very cool, cynical tone, questioning,
“Are all thy playthings snatched away?”(162). In the last stanza he
changes his harsh tone for the first time to say, “Yes—one—the first—
the last—the best--/ .../ Bequeath’d the name of Washington, / To make
man blush there was but one!”(173-177). By naming Washington as a
really great man who might replace Napoleon, Byron makes us turn away
from the abject King and suggests immortal continuity of glory attributed
to really great men like Washington.

V“Ode on Venice” begins with a loud calling to the subject, “Oh
Venice! Venice” (1), but it does not follow the tradition of therode of high
praise at all. Like the ode dedicated to Napoleon, this is an ode that
tells about the eternal loss of glory in Venice. The former glorious

commonwealth, Venice, is now utterly deprived of its glory:
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Thirteen hundred years
Of wealth and glory turn’d to dust and tears;
And every monument the stranger meets,
Church, palace, pillar, as a mourner greets. (15-18)

Progressive deterioration or incessant de'cayis theonly way for miserable
dying Venice to continue to live. Here too, in the last stanza the poet
changes his harsh tone. He says, “Fly, and one current to the ocean add,
/ One spirit to the souls our fathers bad, / One freeman more, America,
tothee!”(158-160) and attempts to set hopein America asanideal country
where new glory will be born in future.

Now the former national hero Napoleon becomes an abject desolator,
and glorious Venice isutterly covered with dust. Byron depicts thetotal
loss and deprivation of glory with “an unrelieved irony.”34) His ironical
tone is quite different from the tone in the traditional ode that highly
praises glory, continuity and progress in order to give honorable
immortality to its great subject. Napoleon is now so “abject—yetalive,”
and Venice is still living in its own incessant decay. These two great
subjects of the ode are given immortal shame or disgrace, which is, in a
sense, similar to the “everlasting shame”(43) given to England in Burn’s
“Ode: For General Washington’s Birthday.”

Shuster points out that “Byron contributes little to t.he history of
the ode.”35) Just like Cowper, Collins, and Burns, Byron could not go
farther than the harsh criticism on the conventional ode of praise, nor
could he find a new theme of his own. It may be said that the ironical
reference to the loss of glory is the only characteristic of his odes. The
glory in his ode is quite different from the glory in the odes of Wordsworth
or Coleridge. Ithasnothingto do with his mind, hisimagination or with

his inner crisis. What he attempts to sing in his ode is not the loss of
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inner glory, but the loss of public, or universal glory of someone great
or something great. And in his odes he seldom depicts nature which
directly responds to his mind. Furthermore, thoughhe sometimesrefers
toimmortality, itistheimmortalityofshame and disgrace, whichis quite
different from the immortality of glory frequently celebrated in the
traditional ode. His immortality is not the conventional, honorable
immortality given to the victors and nobles, nor the personal, inner
immortality earnestly sought after by other Romantic poets. After
Byron, it was Shelley who again attempted to sing about immortality,
about a relief from inner death in the ode.

Percy Bysshe Shelley (1792-1822) was a devoted admirer of Greece
and he wrote severail odes. His strong consciousness of Greek influence

is clearly expressed in his preface to Hellas:

We are all Greeks. Our laws, our literature, our religion, our arts
have their roots in Greece. But for Greece—Rome, the instructor,
the conqueror, or the metropolis of our ancestors, would have
spread no illumination with her arms, and we might still have been
savages and idolaters.36)

As critics call him “a tremendous reader” and “the result of an excellent
classical education,”3?) he zealously read many Latin and Greek books in
the original. Therefore, itis very natural that his odes, which are often
called “the most Pindaricof our lyric poets,”38) have some characteristics
of the conventional clas‘sical odes. “Ode to Naples,” “the most
consummately crafted of all English odes,”39) is strictly written in the
traditional triadic form with strophe, antistrophe and epode. “Ode to
Liberty” also follows the tradition of the ode to praise or hymn some great
men and their achievements.

Among these traditional odes, “Ode to the West Wind” is the only
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one that laments over the poet’s total loss of inspiration, and craves for
energy, life, and rebirth to get over his present state of spiritual death
as Wordsworth and Coleridge attempt in their odes. Shelley gives the

following note to this ode:

This poem was conceived and chiefly written in a wood that skirts
the Arno, near Florence, and on a day when that tempestuous wind,
whose temperature is at once mild and animating, was collecting
the vapours which pour down the autumnal rains. They began, as
I foresaw, at sunset with a violent tempest of hail and rain,
attended by that magnificent thunder and lightning peculiar to the
Cisalpine regions.

Under the stimulus of “a violent tempest of hail and rain,” the poet’s
depressed spirit responded to nature around him, and the poem was born.
As Coleridge attempts to find a relief from dejection in the tremendous
power ofagathering storm, Shell‘ey searches for energy, life, arelief from
spiritual death in the power of the west wind.

Shelley at‘tempts to directly respond to the natural phenomena and
get a salvation in this poem, which is a rather new theme among his
conventional odes. The first three stanzas are written, however, in the
very conventional style of invocation, beginning with “O WILD West
Wind” and “Thou,” and ending with “oh, hear!” Throughout the poem,
Shelley depicts the power of the west wind with high praise and prayer,
following the tradition of the ode of praise. He repeats “rhapsodic
addresses”4% such as “O uncontrollable!”(47) and “impetuous or_1e!”(62).
These rhapsodiccallings to the subject of the ode are one of the important
characteristics of the classical ode of praise.*l) While following the
tradition of the ode in this way, Shelley attempted a new theme, that is,
arelief from his stagnant state of mind through the corr'espox;dence with

nature, which had just germed in the odes of Wordsworth and Coleridge.
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In the first three stanzas Shelley praises the great power and the
influence of the west wind exerted upon the earth, the sky, and the ocean.
Then, in the latter two stanzas he prajrs the wind for life and energy, that
is to say, a relief from the state of spiritual death from which the poet
and the whole universe are suffering now. From the beginning, the
contrast between death and life is very clear. By the “unseen
presenqe”(Z) of the west wind, “the leaves dead are driven, like ghosts
from an en.chanter fleeting”(2-3). The wind has not only the
overwhelming power to disperse death from the earth. It also has the

supreme revivifying power to change death into life:

O thou,
Who chariotest to their dark wintry bed

The wingéd seeds, where they lie cold and low,
Each like a corpse within its grave, until
Thine azure sister of the Spring shall blow
Her clarion o’er the dreaming earth, and fill

(Driving sweet buds like flocks to feed in air)
With living hues and odours plain and hill. (5-12)

The wind puts the seeds in “their dark wintry bed” to revive them again
in spring. | To the poet, the west wind is both a severe destroyer of the
dead old season and a tender preserver of the lively new season. It
completely drives death away and benignantly revives everything.

In the sky, the “loose clouds”(16) are dispersed by the west wind.
Just like the wind in the opening stanza of Coleridge’s “Dejection: An
Ode,” here the gathering powerful wind is now foretelling “the
approaching storm”(23), making the poet expect his hoped-for relief.
The wind is called a “dirge of the dying year”(23-24), and isloudly praised
for its overwhelming power to completely drive and disperse all the dead

things.
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Afterthese high praisestothe west wind, the poet begins hisprayer.
What he ardently wants to do now is “to pang beneath thy power, and share
/ The impulse of thy strength”(45-46). He hopes to make his dejected
mind respond to the strong wind and share its energy. All his prayers
in “sore need”(52), such as “Oh, lift me as a wave, a leaf, a cloud”(53) and
“Make me thy lyre”(57), are for relief and a rebirth from his present state
of spiritual death, from his inner pain and dejection. He is now falling
“upon the thorms of life!”(54) and bleeding. With his prayers and
rhapsodic addresses which are growing fervent more and more as theouter
wind gathers its force, the poet now begins to identify with natural
phenomena and finally becomes a part of the impetuous west wind itself.
He says, “Be thou, Spirit fierce, / My spirit! Be thou me, impetuous
one!”(61-62). Completelyvidentified with the fierce wind, he now aspires
to “quicken a new birth”(64) to the “unawakened earth”(68) just like the
west wind has revived him in dejection. He uses his personal inner
suffering as an occasion of universal renewal, and attempts to revive the
universe and give it blissful immortality with the help of the
overwhelming power of the west wind.

This ode may seem to have something in common with Coleridge’s
“Dejection: An Ode” because they both begin withthe discrepancy between
a powerless speaker and some elemental forces. However, while
Coleridge cannot find any final salvation, here the division between the
poet and the elemental forces is gradually erasea. And finally the poet
becomes the vital power itself. The ode ends by giving the poet a relief,
though the final part of this poem is often criticized as a too“ joyful

conclusion” or “optimisticresolution.”42) James Benziger pointsoutthe
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“distinctly orthodox affinities” in the lines such as “If Winter comes, can
Spring be far behind?”(70) or in the poet’s thoughts expressed in the first
and the second stanza which assert that “the seed must die if the new
plant is to germinate” and “the .cloud must be dispersed if the earth is
to be watered.”*3) It is true that these lines are based on a rather
orthodox, moralistic truism. But the important point to be noticed here
is that at least they suggest the eter‘nal cycle of seasons, or the
coexistence of life and death in nature. Shelley praises and aspires
after the impetuous power of the west wind that incessantly changes
deathinto life, and givesimmortal energy bothtohim andtothe universe.
He attempted an ode to praise and seek after the immortal enlivening
power in nature.

Thus, in an age when the ode had already become synonymous with
an elegy or a dirge to gloomily meditate on mortality and death,
Wordsworth wrote his own ode as a suitable vehicle to praise and seek
after immortality. Coleridge and Shelley also wrote their own odes by
using their dejected condition as a kind of stimulus. They ardently
praised and sought after life and energy in nature to be released from
their present state of inner death. In other words, what they aspired
after in their own odes was the immortality of their inner power and
imagination, the immortal ability to directly respond to the external
world. Through their struggle to get over their dejection, the Romantic
poets dispersed death and revived immortality and glory in their odes.

Then, how about the odes of Keats? How did hetreatthesetwomain
themes, immortality and death, in his odes? He never tells about any

personal crisis, spiritual death, or total loss of inner glory in his odes.
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Of course, he too sings and praises immortality just like the other
Romantic poets. But, unlike them, his immortality has nothing to do
with his inner conflict. It is far from being any final relief from
dejection. For Keats, immortal.ity simply represents his blissful world
of imagination itself, and at the same time, it conceals a horrible shadow
of death and reveals it to him all of a sudden. Blissful immortality and
horrible death are closely connected with his world of imagination,
reflecting its complicated characteristics. They coexist in his odes, at
once fascinating and flatly rejecting the poet’s mind. In the following
chapters, we will examine how the opposition between immortality and
death are depicted, and how they finally come to be reconciled in the odes

of Keats.
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CHAPTER IV

IMMORTALITY AS AN ELYSIUM:

IMMORTAL BOWER IN KEATS’S EARLY ODES AND “ODE TO PSYCHE”

When we speak of the odes of John Keats, probably what first comes
into our mind will be his five great odes that began with “Ode to Psyche”
in April, 1819. Of course these odes are really fine ones, but they are
not hisonly odes, nor did they come into being all of a sudden in hisrather
short career as a poet.v Previous to “Ode to Psyche,” Keats wrote “Ode
to Apollo” in May, 1815, “To Apollo” in the spring of 1817, “Ode to May”
in May, 1818, and “Ode” or “Bards of passion and of mirth” in December,
1818. These earlier odes of Keats were written, as it were, as a study,
and they only paved the way for his later great odes. Needless to say,
these odes are far form completion and sophistication, and too immature
to be compared to his later great ones. However, they seem to deserve
more attention here when we attempt to examine how Keats recognized
the ode as one of the important traditional poetic forms and, upon that
recognition, how he came to write his own odes later. Though they are
quiteimmature, hisearly odesindicate that, justlike manyother English
poets previous to him, he too realized the various conventions of the
traditional ode and considered the ode as a suitable poetic form for praise
and immortalization. Under the influence of such rather conventional
characteristics of his early odes, “Ode to Psyche” follows the tradition
of the ode most faithfully among his five odes and, at the same time, it
attempts to shed the tradition and create originality. After “Ode to

Psyche,” Keats begins to write his really original ode. In the following,
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before examining “Ode to Psyche,” we will start with the four early odes
of Keats to consider how he essentially regards the ode and how his early
odes are developed into his later great ones.

As far as his early odes are concerned, Keats seems to have expected
them to fulfill a very traditional function which can be found in many of
the Greek and Roman odes, and had been followed, as we have already seen,
by many of the English poets previous to him. Keats considered it an
essentialrole ofthe odetopraiseand immortalize the honorofthe subject.
John Barnard regards “Ode to Psyche” as a kind of “hymn” which was once

dedicated to the gods. He points out the germ of such hymnal

characteristics in the early odes of Keats:

Keats’s prayer to Psyche bring together Endymion’s bowers of
imaginative and sensual fulfillment and a recurrent feature of
Keats’s earlier poetry, the hymn to a god. It is a “pagan act of
worship” with its antecedents in the very early odes to Apollo, the
“Ode to May.”D)

“Ode to Apollo,” one of his t;vvo odes dedicated to Apollo which Barnard
indicates above, was written in 1815 and the earliest ode of Keats. It
depicts the six “Bards, that earst sublimely told / Heroic deeds and sang
of fate”(3-4).2) These great poets of yore, thatis, Homer, Virgil, Milton,
Shakespeare, Spenser, and Tasso, are now enjoying immortality and
blissfully singing in “thy western halls of gold”(1). Keats tells about
the great songs of these poets rather minutely one by one, and ends his
ode with a praise to Apollo.

First appears Homer. Inheaven, he gains “renovatedeyes”(12)and

sings his great songs quite powerfully:

There Homer with his nervous arms
Strikes the twanging harp of war,

And even the western splendour warms,
While the trumpets sound afar. (7-10)
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Next Virgil comes and his “sweet majestic” song enraptures all the souls

in heaven:

Then, through thy temple wide, melodious swells
The sweet majestic tone of Maro’s lyre.

The soul delighted on each accent dwell—
Enraptured dwells—not daring to respire. (13-16)

Then, when all the great poets, “the laurelled peers”(20) in heaven, are
awaiting in great expectation, Milton’s solemn song begins to sound and

the “ravished heavens” listen in a reverent silence:

‘Tis awful silence then again;
Expectant stand the spheres,
Breathless the laurelled peers,
Nor move till ends the lofty strain;
Nor move till Milton’s tuneful thunders cease,
And leave once more the ravished heavens in peace. (18-23)

After Milton, Apollo calls out Shakespeare as a master of passions:

Thou biddest Shakespeare wave his hand,
And quickly forward spring
The Passions—a terrific band—
And each vibrates the string
That with its tyrant temper best accords,
While from their Master’s lips pour forth the inspiring words.
(24-29)

Following Shakespeare, Spenser appears and dedicates a hymn to
Chastity in order to give high praise, which is one of the essential

functions of the traditional ode:

A silver trumpet Spenser blows,
And, as its martial notes to silence flee,
From a virgin chorus flows
A hymn in praise of spotless of Chastity. (30-33)

And finally Italian poet Torquato Tasso appears, filling all the heaven

‘with pity and love:

Next thy Tasso’s ardent numbers
Float along the pleased air,
Calling youth from idle slumbers,
Rousing them from Pleasure’s lair:--
Then o’er the strings his fingers gently move,
And melt the soul to pity and to love. (36-41)

After these songs of the great poets of old are thus finished, Apollo



120

himself appears with the nine Muses:

But when thou joinest with the Nine,
And all the powers of song combine,
We listen here on earth.
The dying tones that fill the air
And charm the ear of evening fair,
From thee, great God of Bards, revive their heavenly birth.
(42-47)

With the benignant help of Apollo who is the “great God of Bards,” the
“dying tones” of the songs of the great poets can gain “heavenly birth,”
that is to say, they gain immortality. Without Apollo, all the great
poems are doomed to be “dying,” only to vainly vanish into the air.
Apollo has the power to give immortality to the songs of the really great
poets. |

As we have already seen in the preceding chapter, Gray repeatedly
‘praises the great poets of old in “The Progress of Poesy. A Pindaric Ode”

»

by calling Shakespeare an “immortal boy,” and depicting the poetry of
Milton and Dryden as the “field of glory.”3) In the traditional ode, poets
repeatedly praise and immortalize the great poets of yore. In thisearly
ode of Keats too, the mighty poets are highly praised and they enjoy
immortality in heaven by the grace of Apollo. They sing their immortal
songs for us who “listen here on earth.” As has been pointed out in the
first chapter, toimmortalize someone’s name in order to give high praise,
that is, to praise someone great by means of immortalization, is a very
important, essential function of the ode. “Ode to Apollo” attempts to
depict and praise Apollo’s power of immortalization and the immortal
songs of the great poets of old. It is a very orthodox, though immature,

ode, faithfully following the convention of the ode of praise.

“To Apollo,” which was also dedicated to Apollo in 1817, is a
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fragmentary ode of o'nly 24 lines. One day in the spring of 1817, Keats
enjoyed wine with Leigh Hunt after dinner. In a really playful mood,
they crowned themselves with laurel after the fashion of Apollo and the
bards of old. And what was more, Keats wrote two sonn‘ets in a good
humor, “On receiving a Laurel Crown from Leigh Hunt” and “To the Ladies
who Saw Me Crowned,” on his playful behavior of that night. But soon
he deeply regretted his foolish conduct. In his letter to George Keats,
he says, “I hope Apollo is not angered at my having made a Mockery of
him at Hunt’s.”®) As Richard Woodhouse regards this ode as “an
apologetic ode to Apollo,”5) it was written as an apology to the great god
of poetry and music for insulting him. Here, the hymnal characteristic
is expressed more clearly than in the previous ode to Apollo.® The

opening lines loudly call to Apollo:

God of the golden bow,
And of the golden lyre,
And of the golden hair,
And of golden fire,
Charioteer
Of the patient year. (1-6)

The repeated adjective “golden” and the image of the god as a charioteer

»

of the sun, or a bard strumming the “lyre,” these are very conventional

attributes of Apollo, which can be found in various invocations to this god
in the traditional ode. After these callings, Keats begs Apollo’s pardon

for putting on a laurel crown just for fun:

Where, where slept thine ire,

When like a blank idiot I put on thy wreath,
Thy laurel, thy glory,
The light of thy story? .

Or was I a worm, too low-creeping for death?
O Delphic Apollo! (7-12)

“Delphic Apollo” is also a very conventional phrase. And furthermore,

in the following description of Jupiter’s wrath aroused by the insult to
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Apollo, conventional, or even stale attributions such as “Thunderer” and

“eagle” are repeated:

The Thunderer grasped and grasped,
The Thunderer frowned and frowned.
The eagle’s feathery mane
For wrath became stiffened. (13-16)

This ode, written as an apology full of comnventional callings and
attributions, follows in fact the tradition of a palinode (palinodia), a
poem of recantation to withdraw what a poet wrote before in his poem.

Horace too wrote this kind of poem in his Carmina:

O Maiden, fairer than thy mother fair,
Make any end thou wilt

Of my abusive lines, be it with fire

Or in the waters of the Adriatic! (“Book I, ode 16, 1-4)7)

Horace once injured a woman’s honor in his poem. So he wrote this ode
as a palinode to ask her forgivemess. Though a quite incomplete
fragment, Keats’s “To Apollo” may be also called a kind of a “palinode.”
He attempts to follow the convention of the ode both in its form and in
its contents.

“Ode to May,” which was written after these two odes to Apollo, is
also a fragment much shorter than the previous one. This is. an ode
dedicated to Maia, one of the Pleiades and mother of Hermes. It begins
with a loud calling to the goddess, expressing the poet’s intention to

give a hymn of praise to her:

Mother of Hermes! And still youthful Maia!
) May I sing to thee :
As thou was hymnéd on the shores of Baiae? (1-3)

Though the reference to the ancient and now totally forsaken worship of
Maia in Baiae, and its revival in this poem are left unfinished after all,
here too Keats follows the tradition and attempts to write a conventional

hymn to the goddess by using the form of an ode.
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It is in “Ode” (“Bards of passion and of mirth”) written about six
months later that we can find a subtle change in Keats’s thus faithful
attitude toward the tradition of the ode. About this ode, he says that
“now I will copy the other Poem—it is on the double immortality of
Poets.”8) Thisisanode written to praisethe blissfuldoubleimmortality
exclusively enjoyed by the great poets. It sings that even after death
the really great poets can enjoy immortality in heaven, and at the same
time, they can leave their immortal name to the mortal men on earth.
Like “Ode to Apollo,” this is an ode which highly celebrates the great
poets of old. Unlike the previous ones, however, there is no reference
to Apollointhisode. Itbeginsnotwithaconventional callingto Apollo,
the great patron of poetry, but with a direct calling to the great poets

themselves:

Bards of passion and of mirth,

Ye have left your souls on earth!
Have ye souls in heaven too,
Double-lived in regions new? (1-4)

Needless to say, the answer to this question is “yes,” because the great
poets are all destined to enjoy double immortality both on earth and in
heaven after death. Then, the ode depicts the heaven, the blissful
immortal abode of the bards. It is a kind of Elysium filled with sweet

flowers, cool fountains, and verdurous recesses:

Yes, and those of heaven commune
With the spheres of sun and moon;
With the noise of fountains wondrous,
And the parle of voices thund’rous,
With the whisper of heaven’s trees,
And one another, in soft ease

Seated on Elysian lawns

Browsed by none but Dian’s fawns,
Underneath large blue-bells tented,
Where the daisies are rose-scented
And the rose herself has got

Perfume which on earth is not. (5-16)
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The bards of old are now sitting peacefully on the “Elysian lawns” under
the immortal bower surrounded by many fountains, the whisper of

» o«

heavenly trees, “large blue-bells, rose-scented” daisies, and perfumed

roses. These blissful images may be compared to the image of the

7

immortal lovers, Psyche and Eros in “Ode tb Psyche,” who are peacefully
sleeping in each other’s arms upon the grass surrounded by leafy trees
and various sweet flowers in the fertile ideal world that can be called “an
Eden-like retreat.”? What should be noticed here is that all the great
poets who are now enjoying their immortal Elysium are totally lacking
in definite character. Compared to Milton and Spenser, whose names
and characteristics as a great poet are expressed minutely in “Ode to
Apollo,” here the poets remain anonymous to the last. Instead, their
immortal world, resplendent with flowers and leafy trees, comes to the
fore as anessentialelementtoenhance the greatness ofthe poets. Keats
spends most of the lines of this ode depicting the immortal blissful
Elysium. Now his interest is not in a conventional high praise of the
great poets of old and their honor, but in the description of the immortal
world, or rather, immortality itself.

Thus, judging from his earlier odes written from February, 1815 to
December, 1818, it is clear that Keats wvas greatly influenced by the
traditional ode as a proper poetic form to hymn or praise someone great.
Because of such faithful realization of the tradition and the convention
of the ode, he attempted to praise the gods, Apollo and Maia, or the great
poets of old, such as Virgil and Shakespeare, and their excellent works.
In order to give the highest praise to their names and their honor, he

referred to immortality and immortal world that these really great men
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were to gain. But Keats’s immortality and immortal world, though they
had been nothing but a mere means of giving a high praise to the great
subject, beganto stand out more prominently thanthe great, main subject
of the ode itself. As the word “double-immortality” in his letter
indicates, Keats gradually began to be fascinated not by the subjects of
his conventional praise, but by the immortal world and immortality itself
which his subjects were to enjoy. Therefore, in “Bards of passion and
of mirth” Keats devotes himself to depicting the happy immortal world
itself rather than to praising the greatness of each poet. Atpresent, his
immortal worldis stillequaltoahappy Elysium filled with trees, flowers,
'and fountains. It is the supreme world where the great poets cheerfully
sing their songs forever. Such fertile, immortal world appears again
and more vividly in “Ode to Psyche” where lovers are enjoying their
supreme love forever.

“Ode to Psyche” was written in April, 1819. As Cedric Watts says,
“Of Keats’s odes, ‘To Psyche’ is 1in the tradition of irregularity
established by Cowley and Dryden,”'% among his five great odes this is
the only one written with irregular stanzas. Justatthattime Keats was
just experimenting with the sonnet for the ideal poetic form of hisown.!D)
Therefore, it may be said that this ode is one of such experimental works.
As for the poetic form, it is, as it were, a transitional ode that is to gain
more fixed rggular stanzas of his own later. Furthermore, it has some
transitional characteristics not only in its form but also in its contents.
The poem, as it were, connects his earlier conventional odes of praise,
where immortalization is used as a means of celebration, with his later

original odes where he creates his own immortal world.
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In his journal letter of April, 1819 to the George Keatses, he copies

this ode and says:

You must recollect that Psyche was not embodied as a goddess
before the time of Apuleius the Platonist who lived after the
Augustan 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 tha[n] to let a
he[a]lthen Goddess be so neglected.2)

This declaration of his own orthodoxy, asserting that he cannot be
indifferent to the long-neglected worship, is, in other words, the
declaration of his resolve to give the proper praise and worship to the
neglected pagan Goddess by using the conventional form of an ode. He
attempts to follow the tradition of the ode as a suitable poetic form for
high praise. In the same letter, however, he Keats also argues that this

ode is quite different from his earlier ones:

The following Poem—the last I have written and the first and the
only one with which I have taken even moderate pains—I have for
the most part dash’d of[f] my lines in a hurry—This I have done
leisurely—1I think it reads the more richly for it and will I hope
encourage me to write other thing[s] in even a more peaceable and
healthy spirit.13)

“Ode to Psyche” is “the first and theonly one.” Itisendowedwithtotally
new characteristics quite different from those in his earlier odes. And
now h\e wants to “write other things in even a more peaceable and healthy
spirit.” After completing this ode dedicated to Psyche, he will continue
to write more odes with new characteristics of his own. In this poem
Keats attempts to shed tradition or orthodoxy in order to create
originality.

Some critics like T. S. Eliot set a high value on “Ode to Psyche.”1¥
But generally speaking, as Kenneth Allott says that “"To Psyche’ is the
Cinderella of Keats’s great Odes,”'5 compared to his other odes,

»

especially “Ode to a Nightingale” and “Ode on a Grecian Urn,” fewer
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critics treat this ode and that they tend to criticize it for its rather

ambiguous or strained elements. For example, Sidney Colvin says:

There is certainly something strained in the turn of thought and
expression whereby the poet offers himself and the homage of his
own mind to the divinity he addresses, in lieu of the worship of
antiquity for which she came too late.16) '

Colvin senses “something strained” in the worship that Keats attempts
here in his own original way instead of the traditional worship which has
been repeated in the conventional ode of praise. Colvin’s reproachful
remark is aimed at the incompleteness of the poet’s resolution tq break
tradition and create originality as Keats expresses in his letter. While
hoping to break the convention of the traditional ode, Keats still uses the
form of an ode as a proper poetic form to hymn and worship a deity, though
the goddess here has been neglected for a long time. About the

unfavorable reviews of this ode, Barnard argues:

The “Ode to Psyche” has been frequently under-valued because it is
the predecessor of the greater “Ode to a Nightingale,” and “Ode on
a Grecian Urn,” but also because it deals openly with a classical
goddess.!?)

This poem has been under-valued mainly because Keats “openly” and yet
incompletely chose a rather obscure classical goddess as its theme in
ordgr to shed the tradition of the ode. At this period in his career, Keats
had not completely broken tradition, nor definitely established his own
ode yet. Thisodereveals the transitional state ofthe poet, which critics
often point out and reproach.

As we have already seen, in Keats’s early odes immortality is used
as an important means of a praise, and the immortal world is equal to the
blissful Elysium where beautiful flowers are always in full bloom and the
great poets are happily singing forever under the evergreen leafy trees.

“Ode to Psyche” also depicts such immortal world in order to praise the
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ancient goddess. Psyche, who was originally a beautiful mortal Woxhan,
fell in love with Eros. After the great hardship imposed on Psyche,
Jupiter granted her immortal life and enabled the lovers to enjoy

immortal love. Asiswellknown,in Greek, the word “Psyche” has various
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meanings such as “butterfly, soul,” “life,” and “breath.” As Thomas
Blufinch remarks, “There is no illustration of the immortality of the soul
so striking and beautiful as the butterfly,”!8) the image of a butterfly,
together with its repeated metamorphosis, often reminds us of eternal
life, or immortality of the soul. Endowed with such an image of a
butterfly and the famous mythical episode about the blissful
immortalization of a mortal woman, the word “Psyche” came to represent
immortality itself.19)

Taking such background into consideration, we may say that, by
writing an ode on Psyche, Keats attempted not only to pra.ise an ancient
deity, but also to praise the blissful immortality itself. In this ode, the
praise ofimmortality is not sung aloud to alarge audience, but is secretly
whispered by the poet into the ear of the goddess herself, and her temple
is also secretly built within the mind of the poet. Immortality is taken
into the poet’s mind and exclusively, secretly enjoyed by him alone. The
oderepresents the poet’s quite personal, monopolized, internalized world
of immortality. The immortal world, which has belonged to the far
western sky or supreme heaven reigned by Apollo or Jupiter in the
traditional public ode, begins to undergo intermalization. In the

4

following, we will see how “Ode to Psyche,” while following the style of
the traditional praise of a goddess, attempts to praise, internalize, and

monopolize the immortal world. Unlike in “Ode to a Nightingale” and
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“Ode on a Grecian Urn,” here the immortal world still keeps the
characteristics of a fertile Elysium which can be found in his earlier
immature odes.

First, we will examine the original Psyche image for Keats. In “I

stood tip-toe upon a little hill” written in 1816, Psyche appears for the

first time in his works.:

So felt he who first told how Psyche went

On the smooth wind to realms of wonderment;

What Psyche felt, and Love, when their full lips
First touched; what amorous and fondling nips

They gave each other’s cheeks; with all their sighs,
And how they kissed each other’s tremulous eyes;
The silver lamp—the ravishment—the wonder—

The darkness—loneliness—the fearful thunder;

Their woes gone by, and both to heaven upflown

To bow for gratitude before Jove’s throne. (141-150)

At this rather early stage, what first attracts Keats’s mind must be, of
course, the physical and eroticlove between Psyche and Eros. But Keats
is also very much interested in the lovers’s feeling of “gratitude” to Jove,
that is to say, the immortality granted to Psyche by Jove. And even in
these pretty few lines, he refers to the great hardships endured by the
lovers, which is expressed in “darkness,” “loneliness,” “the fearful
thunder,” and “their woes.” Here he attempts to tell the famous
mythical episode in full. In “Ode to Psyche,” however, he never tells
about the fatal curiosity of Ps&che, who desires to see her husband in the
light, or the'innumerable tasks and hardships that Venus imposes upon
her. Instead, what Keats depicts in this ode are Psyche who has already
gained immortality to be called a goddess, and the blissful immortal love
of the immortal lovers. This is an ode completely free from any gloomy,
sorrowful images and icieas. It is really filled with a “happy mood”2®

and a “happy tomne.”21)
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It is said that Keats came to know the famous myth of Psyche and
Eros by reading John Lempriédre’s Classical Dictionary and Lucius
Apuleius’s The Golden Ass translated by William Adlington. In The
Golden Ass, this story is minutely told. But its three chapters on the
myth mainly depict their love in darkness, curiosity of Psyche, and her
great hardships and severe wanderings. Immortalization of Psyche and
the immortal love of the happy lovers in heaven, which must have much
attracted Keats’s mind, are told briefly in the final part of this rather

long story:

Jupitor ... toke a potte of immortalitie, and said: Hold Psyche and
drinke to the ende thou maist be immortal, and that Cupide may be
thine everlastinge husbande. By and by the great bankette and
marriage least was sumptuously prepared, Cupide satte downe with
his deere spouse betweene his arms. . . . Their Drinke was Nectar
the wine of the goddes, Vulcanus prepared supper, the howers
decked up the house with Roses and other sweete smelles, the
Graces threwe about baulme, the muses sange with sweete harmony,
Apollo tuned pleasauntly to the Harpe, Venus daunsed finely:
Satirus and Paniscus plaide on their pipes: and thus Psyche was
married to Cupide, and after she was delivered of a childe, whom
we call Pleasure.22)

In this closing part, Keats’s imagination must have been very much
aroused by “a potte of immortalitie” and the immortal, blissful world of

heavenly love between Psyche and Cupid celebrated with “roses and other

>

sweete smelles,” “baulme,” “sweete harmony,” “Harpe,” dance, and

“pipes.” _Ian Jack points out that only the final part of this long story

must have attracted Keats’s interest:

The first thing that strikes one, on setting the “Ode to Psyche”
against the background of the story and its interpreters, is that
whatever significance Keats saw in the fable he here concerns
himself only with the happy ending.23)

In his ode, Keats tells about only the “happy ending” of this famous long
myth. He makes his own image of Psyche a little bit different from her

traditional fixed image as a woman enduring great hardships, severe
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tasks, and wanderings.
From the beginning, it is clear that Keats follows tradition to some

extent while attempting to break it:

O Goddess! Hear these tuneless numbers, wrung
By sweet enforcement and remembrance dear,

And pardon that thy secrets should be sung
Even into thine own soft-conchéd ear. (1-4)

These opening lines, as Helen Vendler calls them “a formal liturgical
beginning,”24) follow the convention of the traditional ode as a hymn
dedicated to a deity.25) Theclassicalhymnusuallybegins witha fervent
direct calling to a god or a goddess, that is to say, an invocation, which
is often followed by a similarly ardent request or a command to the
deities.26) “Ode to Psyche” attempts such a conventional hymnal form,
by beginning with a fervent calling to a deity, “O Goddess!” which is soon
followed by some requests such as to' “hear” and “pardon.” Whatis more,
the vocative “O” follows, as Gordon Williams remarks that “it is normal
in hymnicaddress to gods,”2?”) the conventional style of address tothe god.
Such a vocative is an indispensable element in the traditional hymnal
ode.28) Therefore, reading these rather conventional opening lines, one
may expect that the rest of the poem would attempt to create a traditional
hymnal ode suitable for the conventional worship of the goddess.

The poet’s first request that follows the opening conventional
calling to the goddess is to “hear these tuneless numbers.” Of course,
“tuneless” means “unmusical” and “unpleasant to listen to.” The word
reveals the poet’s really modest feeling on his ode dedicated to the
goddes