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ABSTRACT 

The o b j e c t i v e  is  t o  explore t h e  p o s s i b i l i t i e s  of an 

approach t o  l i t e r a t u r e  der ived from Jacques M a r i t a i n l s  phi lo-  

sophy of a r t  a s  found i n  h i s  Creat ive I n t u i t i o n  & Art 

Poetry. 

A b r i e f  in t roduct ion  proposes a  p a r t i c u l a r  reading 

of Creat ive I n t u i t i o n  which b r ings  i n t o  r e l i e f  t h e  r e l a t i o n -  

s h i p  between poet and reader .  To I b r i t a i n  t h i s  r e l a t i o n s h i p  

is a  communication of i n t u i t i o n  from c r e a t i v e  t o  recept ive .  

To make c l e a r  what he means by t h i s  content ion,  t h e  emphasis 

throughout t h e  explora t ion  is  upon t h e  na tu re  and impl ica t ion  

of t h e  a r c ,  poet - poem - reader .  

The explora t ion  is  s i t u a t e d  wi th in  t h e  spectrum of  

present  day c r i t i c i s m .  The key r e l a t i o n s h i p ,  poet - poem - 
r eader ,  p o t e n t i a l l y  present  i n  t h e  reading of any l i t e r a r y  

work i s  f i r s t  considered i n  its naive expression. This naive 

expression i s  explored and i t s  s i g n i f i c a n c e  t o  c r i t i c i s m  

expl icated.  

Subsequently, Mar i ta in ' s  major concepts become known 

and reach understanding through an explora t ion  which grad- 

u a l l y  s p i r a l s  towards t h e  meeting of poet and reader  i n  t h e  

poem. What emerges is  a c l a r i f i c a t i o n  of t h e  concepts of 

a r t ,  poetry,  beauty,  c r e a t i v e  i n t u i t i o n .  poet ic  i n t u i t i o n ,  

poe t i c  knowledge, poe t i c  experience,  poet ic  sense,  and t h e  

na tu re  of poet and c r i t i c .  

iii 



With regard  t o  t h e  two major concepts ,  A r t ,  a s  t h e  

c r e a t i v e  work-making a c t i v i t y  of t h e  mind and Poetry ,  as t h e  

unique r e l a t i o n s h i p  between t h e  i n n e r  be ing  of  t h i n g s  and 

t h e  i n n e r  be ing  of t h e  human S e l f ,  a r e  explained from v a r i o u s  

pe r spec t ives .  The meaning of S e l f ,  which involves  t h e  d i s -  

t i n c t i o n  between person and i n d i v i d u a l  is made c l e a r .  The 

r e l a t i o n s h i p  o f  Self  t o  r e a l i t y  and i t s  impact f o r  c r e a t i v e  

i n t u i t i o n  is e l u c i d a t e d .  

An approach t o  t h e  l i t e r a r y  work i s  shown t o  proceed 

from a  consc ious  awareness of  both  t h e  c r e a t i v e  process  and 

t h e  r e c e p t i v e  process  through an unders tanding  o f  Poetry.  

It is  made c l e a r  t h a t  c r i t i c i s m ' s  t a s k  is  d i s c l o s u r e .  

The e x p l o r a t i o n  draws i n  v a r i o u s  a s p e c t s  r e l a t e d  t o  

o t h e r  approaches.  S i g n i f i c a n t  connec t ions  between Kea ts l  

Negative C a p a b i l i t y  and M a r i t a i n 1 s  p o e t i c  knowledge a r e  

brought o u t .  

I n  a  second p a r t ,  a  commentary on d i s c l o s u r e  r e v e a l s  

a s p e c t s  r e l a t i n g  t o  an  approach t o  l i t e r a t u r e .  Examples 

from modern poe t ry  a r e  looked a t ,  e s p e c i a l l y  from T. S.  E l i o t ,  

Marianne Moore, and Robert Lowell, 

A fundamental  conclusion drawn from t h i s  

is  t h a t  t h e  l i t e r a r y  work and c r i t i c i s m  a r e  both 

nomous and persona l ,  M a r i t a i n t  s con ten t ions  and 

e x p l o r a t i o n  

t r u l y  au to -  

t h e i r  i m -  

p l i c a t i o n s  r e v e a l  a v i a b l e  approach t o  l i t e r a t u r e  because 

t h e y  a r e  commensurate w i th  t h e  n a t u r e  o f  a l i t e r a r y  work a s  

understood i n  t h e  p h i l o s o p h i c a l  t r a d i t i o n  of  A r i s t o t l e  - 
Thomas Aquinas. If P4ari tain1s approach is an a c c u r a t e  



v 

response i n  accord wi th  t h e  very reality of the l i t e r a r y  

work, then such an approach integrates the truths of other 

approaches into a higher synthesis. In this is the secret 

of its potential success. 



---TO A t4OHLL L A D Y  
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ART : 

"The c r e a t i v e  work-making a c t i v i t y  o f  
t h e  human mindfl(3/3 ) . 

POETRY: 

"a process  . . . t h a t  intercommunication 
between t h e  i n n e r  being o f  t h i n g s  and 
t h e  i n n e r  be ing  of  t h e  human S e l f  . . . ( 3 / 3 L  

POETIC SaNSE: 

"is t o  t h e  poem what t h e  s o u l  is t o  man 
and g i v e s  t o  t h e  poem i ts  i n n e r  cons i s -  
t ency ,  i t s  neces sa ry  c o n f i g u r a t i o n ,  and 
f i rs t  of  a l l  i t s  ve ry  be ing  and ex- 
i s tencelf (258/191) .  

--- Jacques ) l a r i t a in  1 

"Poet ic  s ense :  cannot be separa ted  from 
t h e  v e r b a l  form it animates  from w i t h i n o w  

--- Raissa Mar i t a in  2 

BEAUTY: 

"a b u t t e r f l y  r e s t i n g  on a  

--- na ive  

rose .  tt 

percep t ion  3  
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FOREWORD 

A comprehensive p o e t i c s  does  n o t  e s t a b l i s h  i t s e l f  i n  

a  vacuum, It must be  kep t  i n  mind t h a t  t h e  p h i l o s o p h i c a l  and 

a r t i s t i c  environment is such t h a t  no l i t e r a r y  s c h o l a r  can pre-  

s e n t  h i s  p o e t i c s .  I n  many ways Jacques  Maritain(1882-1973 ) 

has  been a b l e  t o  s y n t h e s i z e  v a r i o u s  l i t e r a r y  views--especia l ly  

from Romanticism--because of a primary o n t o l o g i c a l  b a s i s  which 

he worked o u t  through an  unders tanding  o f  t h e  A r i s t o t e l i a n -  

Thomistic metaphysical  philosophy,  

Without an  unders tanding  o f  t h e  format ive  i n f l u e n c e s  

upon Jacques Mar i t a in ,  h i s  p o e t i c s  may remain s i t u a t e d  i n  a  

narrow pe r spec t ive .  E s p e c i a l l y  because he may be c l a s sed  

r a t h e r  s u p e r f i c i a l l y  a s  a  s c h o l a s t i c  phi losopher  t h e r e b y  

i s o l a t i n g  him--since f o r  many, Scho la s t i c i sm has  a  dep reca to ry  

connotat ion.  A complete biography of  F la r i t a in  is  no t  t h e  

o b j e c t i v e .  The i n t e n t  i s  t o  a l low a view af t h i s  man i n  

r e l a t i o n  t o  h i s  p o e t i c s ,  t h e  l a t t e r  emerging from a p a r t i c -  

u l a r l y  e n r i c h i n g  m i l i e u ,  

Jacques h h r i t a i n  was born i n  P a r i s  i n t o  a  prominent 

l i b e r a l  P r o t e s t a n t  fami ly .  Educated a t  v a r i o u s  Lycees he 

l a t e r  a t t ended  t h e  Sorbonne. One o f  h i s  e a r l i e s t  f r i e n d s  

when s t i l l  a t  t h e  Lycee was t h e  w r i t e r  Ernes t  P s i c h a r i  (1863- 

1914) a grandson of Ernes t  Renan(1832-1892). A t  t h e  Sorbonne 

p o s i t i v i s m  was t h e  predominant philosophy. Two phi losophy 

p r o f e s s o r s  who in f luenced  him through t h e i r  l e c t u r e s  were 
x i  



x i i  

hi1 Durkheim (1858-1917) and Lucien Levy Bruhl(l857-1939). 

It was during t h i s  time (9901) a t  t h e  Sorbonne t h a t  Mari ta in 

met h i s  f u t u r e  wife, t h e  Russian Jewess poet ,  Raissa Ouman- 

s o f f .  They were married i n  1904 when s t i l l  a t  t h e  Sorbonne, 

The p o s i t i v i s t i c  philosophy l e f t  Mari ta in unsat-  . 

i s f i e d .  Together, he and Haissa sought answers t o  fundamen- 

t a l  quest ions i n  t h e  phi losophica l  w r i t i n g s  of Spinoza and 

Nietzsche. I n  t h e s e  e a r l y  years  a t  t h e  u n i v e r s i t y ,  Mari ta in 

befriended another  w r i t e r ,  Charles pkWy (1873-1914 1. It was 

Peguy who took t h e  b T a r i t a i n s 9 0  t h e  College de France t o  

a t t end  t h e  l e c t u r e s  of  Henri Bergson (1859-1941 1, Besides 

Thomas Aquinas, Bergson was probably t h e  g r e a t e s t  i n t e l l e c t u a l  

inf luence  on h r i t a i n  which l a s t e d  throughout h i s  l i f e  and is 

seen i n  most of h i s  wr i t ings .  H i s  f irst published work was 

Berasonian Philosophy and Thomism. Undoubtedly, Creat ive 

I n t u i t i o ~  & A r t  and Poetry shows a s t rong  Bergsonian in -  

f luence  although reformulated wi th in  a  Thornistic understanding. 

From 1906-1908 they  l ived  i n  Heidelberg where 

I h r i t a i n  worked under Hans Driesch(1867-1941), a  b i o l o g i s t  

whose research  was a t  t h i s  t ime on embryo-genetic theory  of 

neo-vitalism. These s t u d i e s  had a  considerable  impact and it 

seems obvious t o  r e l a t e  t o  them a s t rong  v i t a l i s t i c  tone  i n  

I b r i t a i n ' s  whole i n s i g h t  i n t o  t h e  c r e a t i v e  process.  A t  

Heidelberg he a l s o  at tended t h e  l e c t u r e s  of t h e  Neo-Kantian 

philosopher Wilhelm ~indelbrand( l640-1915) .  After  h i s  r e t u r n  

t o  France, Elaritain l ived  a  quas i - re t i red  l i f e  f o r  about t h r e e  

years during which he undertook an indepth s tudy of A r i s t o t l e  
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and e s p e c i a l l y  Thomas Aquinas. 

M a r i t a i n t s  c a r e e r  a s  l e c t u r e r  and professor  i n  phi lo-  

sophy, began i n  France i n  1912 and ended i n  1961 a t  Princeton 

University.  During t h e s e  years  he taught  a l s o  a t  t h e  I n s t i t u t  

Catholique de P a r i s ,  a t  Notre Dame (Indiana 1, Chicago and 

Toronto. H i s  p r o l i f i c  c a r e e r  a s  a  w r i t e r  can be seen from t h e  

400 e n t r i e s  l i s t e d  i n  Ga l l agher f s  bibl iography of Maritain.  
1 

The comprehensiveness of Mar i ta in ' s  w r i t i n g s  covering t h e  

most d i v e r s e  s u b j e c t  matter--from ontology, epistemology and 

l o g i c  t o  A r t  and Poetry v ia  educat ion,  p o l i t i c a l  theory,  

anthropology based upon an ontology of t h e  person and e t h i c s -  

wi tness  t o  t h e  urbane f e r t i l i t y  of h i s  mind. In recogni t ion  

of h i s  con t r ibu t ions ,  t h e  Jacques Mari ta in Center was es tab-  

l i shed  a t  Notre Dame and opened i n  t h e  F a l l  of  1958, 

Arti,sts seem t o  have had a deep and continuous impact 

upon him. H i s  f irst book about t h e  philosophy of a r t ,  

and Scholast ic ism was w r i t t e n  with t h e  p a i n t e r  Georges 
I_ 

Rouault i n  mind.2 It is r a t h e r  a  meaningful coincidence t h a t  

t h e  first t r a n s l a t i o n  i n t o  English of t h i s  book was by Er ic  

G i l l  whose hand-printed e d i t i o n  i s  i n  i t s e l f  a  poe t i c  testimony 

t o  Maritain.  As Mari ta in ' s  c i r c l e  of f r i e n d s  i n  h i s  formative 

years  was mostly a r t i s t i c ,  so  i n  union with Raissa h i s  married 

l i f e  formed t h e  nucleus of an environment whose a r t i s t i c  

fermentat ion contr ibuted i n  no small  mat te r  t o  h i s  poe t i c s ,  

A s  one of Mar i ta in ' s  f r i e n d s ,  Professor  Yves Simon of t h e  

Universi ty  of Chicago t e s t i f i e s  i n  h i s  essay  which considers  
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t h e  growth of Mari ta in"  unders tanding ,  

From t h e  beginning Mar i t a in  had t h e  s o u l  of . . . a n  
a r t i s t ,  I have some no t ion  of t h e  people  whose company 
he l i k e d ,  f o r ,  over  a  long  pe r iod ,  it was my p r i v i l e g e  t o  
v i s i t  h i s  home on Sunday a f te rnoons .  The l i v i n g  room was 
g e n e r a l l y  crowded, l e s s  by t e a c h e r s  o r  s t u d e n t s  t han  by 
w r i t e r s ,  poe t s ,  p a i n t e r s ,  music ians  . . . . Most of t h e  
a r t i s t s  were o f  t h e  vanguard d e ~ c r i ~ t i o n . 3  

Last  b u t  no t  t h e  l e a s t ,  t h e  c o n t r i b u t i o n  of  Ra i s sa ,  h e r s e l f  a  

p o e t e s s  of some s t a t u r e ,  remains immeasurably s i g n i f i c a n t .  

It is w e l l  known t h a t  A r t  and Scho la s t i c i sm was t o  a g r e a t  

e x t e n t  t h e  exp res s ion  of h i s  wife .  Her d e a t h  i n  1960 had a n  

i n c r e d i b l e  impact on M a r i t a i n ,  t h e  e f f e c t  of  which, i n  r e l a t i o n  

t o  h i s  l a t e r  works, needs a s  y e t  t o  be c l a r i f i e d .  

b r i t a i n ' s  ph i lo soph ica l  s t a n c e  w i t h i n  Thomism can be 

guaged from t h i s  remark i n  h i s  A Preface  5 Metaphysics: 

The Thomist ph i losopher  is  dubbed s c h o l a s t i c ,  a name 
de r ived  from h i s  most p a i n f u l  a f f l i c t i o n .  S c h o l a s t i c  
pedant ry  i s  h i s  p e c u l i a r  foe.4 

This  remark becomes more s i g n i f i c a n t  when seen w i t h i n  t h e  

s i t u a t i o n  of  Thomism. Since i t s  h e i g h t  Thornism went through 

a  l ong  per iod o f  decadence which now i s  recognized a s  q u i t e  

removed from t h e  thought  o f  Thomas Aquinas. The l a s t  c e n t u r i e s  

have seen  a  r e v i v a l .  I n  t h e  words of P ro fe s so r  Van Hiet: 

About 1850, t h i n k e r s  began t o  e f f e c t  a  r e s t o r a t i o n  of 
Thomistic philosophy.  I n  o r d e r  t o  accomplish t h i s  immense 
t a s k ,  t h r e e  t h i n g s  were r equ i r ed .  F i r s t  of  a l l ,  it was 
neces sa ry  t o  form en  unders tanding  o f  S t .  Thomas h imse l f ,  
t o  p l a c e  him i n  c o n t e x t ,  and t o  f i n d  o u t  j u s t  what were h i s  
aims. Secondly, t h e  e s s e n t i a l  e lements  o f  a p h i l o s o p h i c a l  
s y n t h e s i s  had t o  be e x t r a c t e d  from h i s  works. F i n a l l y ,  it 
was neces sa ry  t o  s a t i s f y  t h e  ex igenc ie s  o f  modern thought .  
I n  o r d e r  t o  p r o f e s s  a l i v i n g  and v i t a l  neo-Thomism, h i s t o r -  
i c a l  Thomism had t o  be  thought  o u t  anew, and made t o  b e n e f i t  
from t h e  p rog res s  achieved i n  t h e  prev ious  t h r e e  c e n t u r i e s  
o u t s i d e  t h e  Thomistic school .  

Today, a f t e r  a  hundred yea r s  o f  l a b o r ,  a n  a c c u r a t e  



h i s t o r i c a l  knowledge of S t .  Thomas has  been acqui red .  
D i l i g e n t  e f f o r t  has  been made t o  unders tand t h e  f e r t i l e  
a s p i r a t i o n s  o f  modern t imes  and t o  i n t e g r a t e  them i n t o  
t h e  body o f  Thomism.5 

A b a s i c  r e s u l t  of t h i s  r e s t o r a t i o n  is  t h e  r e c o g n i t i o n  of  t h e  

emphasis upon e x i s t e n c e  i n  Thomisrn. Modern Thomism is  now 

o f t e n  r e f e r r e d  t o  a s  an  e x i s t e n t i a l  metaphysics  because t h e  

emphasis is  upon e x i s t e n c e  wi thout  t h e  n e g l e c t  o f  o n t o l o g i c a l  

r o o t s .  The r a t i o n a l i s m s  and e s s e n t i a l i s m  o f  t h e  p a s t  cen- 

t u r i e s  through which Thornism was unders tood is  now v e r i f i a b l y  

understood a s  f o r e i g n  t o  t h e  w r i t i n g s  o f  Thomas Aquinas. 

M a r i t a i n  became one of t h e  foremost  exponents of a 

renewed a u t h e n t i c  Thomism. His e f f o r t  was t o  p r e s e n t  t h e  

e x i s t e n t i a l  phi losophy a s  always t end ing  toward and termin-  

a t i n g  in e x i s t e n c e m 6  Rat ional ism o r  e s s e n t i a l i s m  is t h e  abyss 

which grows u p  between be ing  and unders tanding.  This  abyss  

does n o t  come i n t o  e x i s t e n c e  i n  t h e  w r i t i n g s  o f  Thomas Aquinas 

bu t  a r i s e s  a s  an a s p e c t  of  t h e  h i s t o r i c a l  process .  E x i s t e n t i a l  

metaphysics h o l d s  no t  on ly  t h a t  form profoundly p e n e t r a t e s  

m a t t e r  b u t  a l s o  t h a t  essence  p e n e t r a t e s  ex i s t ence .  7 



INTRODUCTION 

To read Mar i t s in ' s  works on a r t1  is t o  become aware 

of t h e i r  p o t e n t i a l  f o r  l i t e r a r y  c r i t i c i sm.*  A widespread 

acceptance of h i s  views has  not  occurred because of  c e r t a i n  

inherent  d i f f i c u l t i e s  . 3  His con t r ibu t ion  t o  e philosophy 

of l i t e r a t u r e  although extensive i s  no t  e a s i l y  access ib le ,  

s i n c e  mostly d ispersed  throughout h i s  w r i t i n g s  and o f t e n  

combined with o t h e r  f a c e t s  of a phi losophica l  nature.  H i s  

phi losophical  s t ance  i n  t h e  Aristotelian-Thornistic context  

became an a  p r i o r i  reason f o r  a mere perusa l  of h i s  w r i t i n g s  

on a r t ,  dismissing them a s  theo log ica l  opinions without 

value f o r  c r i t i c i s m .  Mar i te in ' s  English ,' lengthy  convoluted 

sentences i n  per iodic  s tyle ,makes h i s  most important work, 

Creat ive I n t u i t i o n  in t imida t ing  t o  most. 

These obs tac les  a r e  unfor tunate ,  based a s  they  a r e  

upon erroneous understanding, M a r i t a i n T s  i n s i g h t s  a s  

p rec i se ly  formulated,  a r e  an accura te  expression of t h e  

n a t u r a l  l i t e r a r y  experience of an educated reader .  Mar i ta in ' s  

philosophy of l i t e r a t u r e  does provide an approach t o  t h e  

l i t e r a r y  work5 t h a t  i s  t r u l y  sound, necessary and of t h e  

people. This t h e s i s  grew ou t  of a  d e s i r e  t o  make a v a i l a b l e  

t h e s e  i n s i g h t s  of Elaritain which a re  answers i m p l i c i t l y  

sought by c r i t i c i s a  i n  theory and p r a c t i c e ,  6 

To overcome t h e s e  quasi-obstacles ,  a reading  of 
1 
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C r e a t i v e  h t u i t i o n  i s  i n  a primary sense  an 

t o  i s o l a t e  a philosophy o f  l i t e r a t u r e .  But t h e  

o f  l i t e r a t u r e  s imply emerges i n  consequence of t h e  

o b j e c t i v e  of t h i s  t h e s i s .  The o b j e c t i v e  is  t o  p re sen t  an  

approach t o  l i t e r a t u r e  i n  accord wi th  human exper ience  and 

t h e  n a t u r e  o f  t h e  poem, i n  t h e  c o n t e x t  o f  M a r i t a i n t s  i n s i g h t s ,  

S ince  t h e  r ead ing  o f  Mar i t a in  's Crea t ive  I n t u i t i o n  

was a s e a r c h  f o r  an  approach t o  l i t e r a t u r e ,  t h e  wphilosophyll 

t h a t  emerged i s  r a t h e r  a  d e s c r i p t i o n  o f  t h e  c r e a t i v e  process  

and t h e  fo rmula t ion  o f  t h e  poem's o n t o l o g i c a l  s t a t u s ,  &t 

no t  f o r  i t s e l f ,  because t h e r e  is  an  analogy between t h e  

c r e a t i v e  process  and t h a t  p rocess  which r e s u l t s  i n  an  under-  

s t a n d i n g  o f  t h e  poem: t h e  r e c e p t i v e  process .  It is a n  ex- 

p l o r a t i o n  of  t h e  c r e a t i v e  process  t h a t  r e v e a l s  t h e  coning 

t o  be of  t h e  poem and s imul taneous ly  t e a c h e s  t h e  mode o f  -- 
approach f o r  unders tanding  t h e  poem. The s e a r c h  f o r  a n  

approach t o  l i t e r a t u r e  i s  then  concur ren t  w i th  t h e  emergence 

o f  a  philosophy of  l i t e r a t u r e .  

To make l d b r i t a i n t s  democrat ic  view o f  a r t  under- 

s t andab le  w e  need t o  r e a l i z e  t h a t  t h e  o n t o l o g i c a l  s t a t u s  o f  

t h e  poem i s  analogous t o  t h e  o n t o l o g i c a l  s t a t u s  o f  t h e  person,  

t h i n g s ,  r e a l i t y ,  l i t e r a l l y  t o  every th ing ,  The s t u d y  o f  every- 

t h i n g  i n  i t s  most i n t i m a t e  r e a l i t y ,  i n  a l l  i t s  conc re t e  r i c h -  

ness, t h a t  is  an  o n t o l o g i c a l  approach,  it is  metaphysics. 7 

k t ,  it is  p o s s i b l e  t o  ques t ion  man's a b i l i t y  t o  under take  

such a s t u d y  and t h e  v a l i d i t y  of  t h e  r e s u l t s  o f  such a  s tudy ,  

That a l s o  comes under metaphysics a s  epistemology,  



M a r i t a i n ,  by h i s  v e r y  s t a n c e ,  a f f i r m s  t h e  a b i l i t y  

of man t o  under take  metaphysical  s t u d i e s .  & i n  has  t h a t  cog- 

n i t i v e  power. I n  accord wi th  t h e  unders tanding  of Thomas 

Aquinas, M a r i t a i n ' s  ep i s t eao logy  

. . . i s  an i n t r i n s i c  p a r t  of  h i s  metaphysics because . . . knowledge Cisf a way o f  being; which t r anscends  
t h e  l i m i t a t i o n s  of m a t e r i a l  e x i s t e n c  and r eaches  o u t  
t o  a l l  t h a t  i n  any way is  o r  can be. 8 

A s  we s h a l l  come t o  unders tand ,  it is  p o e t i c  sense9  

t h a t  g i v e s  t h e  poem i t s  unique be ing  and e x i s t e n c e .  Poe t i c  

s ense  is t h e  c r e a t i v e  i n t u i t i o n  o f  t h e  author1' o r  poe t ,  b u t  

as embodied poem. Without p o e t i c  s ense  t h e r e  i s  no work o f  

a r t .  Some a s p e c t  of  r e a l i t y  i n  i t s  v e r y  uniqueness  invades  

t h e  uniqueness  of  t h e  poet .  That union i s  a f e r t i l e  seed 

which when embodied, a s  p o e t i c  s ense ,  i s  coextens ive  wi th  

every  a s p e c t  of t h e  poem through t h e  p l a s t i c i t y  o f  words and 

language. That ,  i n  an e lementary sense ,  i s  t h e  be ing  s t a t u s  

o r  o n t o l o g i c a l  s t a t u s  of  t h e  poem. 

An o n t o l o g i c a l  approach a c c e p t s  t h e  r e a d e r ' s  p o t e n t i a l  

t o  exper ience t h e  ve ry  being and e x i s t e n c e  of t h e  poem. But 

no t  every  r e a d e r  w i l l  be a b l e  t o  fo rmula te  t h i s  exper ience i n  

terms t h a t  r e v e a l  a t r u e  unders tanding  o f  t h e  poem. A con- 

s c i o u s  awareness o f  t h e  n a t u r e  of  t h e  poem and of t h e  

c r e a t i v e - r e c e p t i v e  p roces s  is  a p r e r e q u i s i t e  t o  t h e  proper  

execut ion  o f  t h e  c r i t i c a l  t a sk .  

We could summarize t h e  p h i l o s o p h i c a l  donnde of t h i s  

t h e s i s  a s  fol lows.  Man i s  capable  of metaphysical  t h i n k i n g  

s i n c e  h i s  power t o  know is  n o t  r e s t r i c t e d  by l o g i c a l  reason.  



But r e a l i t y  is not  only  mat ter ;  t h e  i n d i v i d u a l  a s  person 

is supra-physical .  Both the  r eader  and t h e  poem p a r t i c i p a t e  

i n  being and a r e  more than  t h e i r  m a t e r i a l  extension. The 

l a t t e r  i s  open t o  human understanding. I n  t h i s  sense  t h e  

experience of  t h e  poem is mete-physical. 11 

More genera l ly ,  t h e  whole Thomistic ontology which 

is  t h e  foundat ion of M a r i t a i n f s  i n s i g h t s  i s  not  debated, it 

is t h e  donnde of  t h i s  t h e s i s .  We f u l l y  agree  with and accept  

a s  t r u t h ,  metaphysical  th inking  which t o  Mar i ta in  is authen- 

t i c a l l y  e x i s t e n t i a l .  We a l s o  r e a l i z e  t h a t  M a r i t a i n T s  onto- 

l o g i c a l  g rasp  of t h e  poem and of c r i t i c i s m  i s  only  one pos- 

s i b l e  understanding amongst many o the r s .  To debate  t h e s e  

a spec t s  a t  t h i s  poin t  would place t h i s  s tudy wi th in  t h e  

d i s c i p l i n e  of philosophy. 13 

The not ion  of i n t u i t i o n  is  c e n t r a l  t o  Mar i ta in1s  

epistemology, e s p e c i a l l y  i n  r e l a t i o n  t o  t h e  c rea t ive -  

r ecep t ive  process i n  a r t .  I n t u i t i o n  is one dimension of 

man's cogn i t ive  power. Mari ta in recognizes  two ca tegor ies  

of i n t u i t i o n :  one a s  immediate knowledge, t h e  o t h e r  a s  in -  

c l i n a t i o n .  The l a t t e r  is  a spontaneous, non-conceptual 

recognition--knowing without d iscourse .  Since it involves 

t h e  whole person and no t  t h e  i n t e l l e c t  only ,  it i s  t r u l y  an 

i n c l i n a t i o n ,  ye t  cogni t ive .  I n  an elementary sense  it is a 

nan-discursive inmediate con tac t  with t h e  r e a l ,  with th ings .  

Creat ive i n t u i t i o n  is then  an i n c l i n a t i o n  which only  

f i n d s  e x t e r n a l  ex i s t ence  a s  poe t i c  sense  c o n s t i t u t i n g  t h e  

poem. But t h e  poem is r e a l ,  a t h i n g ,  once crea ted .  The 



reader  has  t h e  p o t e n t i a l  t o  r ece ive  t h e  poem through a 

s i m i l a r  mode of  i n t u i t i o n  which now is  r e c e p t i v e ,  not  

c r e a t i v e  and belongs t o  inmediate knowledge. In  s h o r t ,  t h e  

core of an approach t o  l i t e r a t u r e  is t o  make c l e a r  and c r e a t e  

t h e  p o s s i b i l i t i e s  f o r  an understanding of  t h e  poem through 

t h e  r e a l i z a t i o n  of t h e  communication of i n t u i t i o n  from 

c r e a t i v e  t o  r ecep t ive ,  This,  i n  capsule  form, is t h e  h e a r t  

of a  c r i t i c i s m  t h a t  approaches t h e  poem from an on to log ica l  

s t ance ,  

A s  a  r e s u l t ,  t h i s  t h e s i s  r e v e a l s  t h e  c r e a t i v e  process  

and na tu re  of t h e  poem, In  doing s o ,  we a l s o  r e f l e c t  on t h e  

na tu re  of t h e  ind iv idua l  a s  person, I n  l i g h t  of these c l a r -  

i f i c a t i o n s  and d i s c o v e r i e s ,  c r i t i c i s m ' s  t a s k  emerges. We 

a l s o  see ,  w i t h  Mar i ta in ,  t h e  poem a s  s i t u a t e d  a t  t h e  c e n t e r  

of t h e  a r c ,  poet-reader. The poem rece ives  t h e  f u l l n e s s  of  

i t s  being from t h e  poet and i n  t h e  reader .  A personal  com- 

munication a t  t h e  l e v e l  of dialogue:  t h a t  is c r i t i c i s m ' s  

p o t e n t i a l  and t a sk .  

A s p e c i f i c  con t r ibu t ion  of t h i s  t h e s i s  i s  t h e  wins ide-  

out" reading of Mar i ta in ' s  Crea t ive  I n t u i t i o n ,  The r e l a t i o n -  

s h i p  between c r e a t i v e  i n t u i t i o n  i n  t h e  poet and recep t ive  

i n t u i t i o n  i n  t h e  reader  is  an aspect  of Mar i ta in ' s  Crea t ive  

I n t u i t i o n  t h a t  is  not  emphasized and has received no c r i t i c a l  

no t i ce ,  In  reading  b r i t a i n t s  work from t h e  perspect ive  of  

t h i s  p o t e n t i a l  r e l a t i o n s h i p ,  I found t h e  key t o  a  compre- 

hensive p resen ta t ion  of Creat ive I n t u i t i o n  f o r  c r i t i c i s m ,  

Some method of reading  had t o  be chosen because Crea t ive  
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I n t u i t i o n  is no t  a philosophy o r  theory  of c r i t i c i s m .  Its 

purpose is t o  make c l e a r  t h e  d i s t i n c t i o n  and i n d i s s o l u b l e  

r e l a t i o n s h i p  between a r t  and Poetry. 14 

I n  t h e  choice of a reading method I have been gulded 

by Professor  Fergusson's suggest ion t h a t  although nA con- 

s i s t e n t  v i s ion  of  poem-making u n d e r l i e s  t h e  whole . . ." of 

Crea t ive  I n t u i t i o n ,  Mar i ta in ' s  . . purpose is  not  t o  

present  an a b s t r a c t  t h e s i s ,  but  t o  lead t h e  r eader  t o  new and 

more exact  percept ions.  Because t h e  scope of Creat ive 

I n t u i t i o n  is s o  g r e a t ,  Professor  Fergusson adv i ses  t h a t  t h e  

b e s t  way t o  approach t h i s  work is  ". , . by way of some 

problem-whether of psychology, epistemology; . . . t a s t e  o r  

criticism--which t h e  reader  himself i s  s t r u g g l i n g  wi thOnl5  

Mar i ta in ' s  view of a r t i s t i c  c r e a t i v i t y  shows t h e  

poem a s  an expression of t h e  human s p i r i t .  What is  t h e  r e -  

l a t i o n  between t h e  n o b i l i t y  of t h e  person and t h e  poem? If 

a s  is  u n i v e r s a l l y  agreed w e  need t o  safeguard t h e  d i g n i t y  of 

t h e  person and t h e  poem is  an embodied expression of a unique 

person, then  t h e  poem needs t o  be approached i n  a manner t h a t  

accords wi th  i t s  r e a l i t y .  That is t h e  s p e c i f i c  but i m p l i c i t  

nproblemn which governs t h i s  t h e s i s .  

In  r evea l ing  unambiguously not  on ly  t h e  t r u l y  personal  

dimension of t h e  poem but  a l s o  t h e  s i g n i f i c a n c e  of t h e  

personal  dimension through a reading of Crea t ive  I n t u i t i o n ,  a 

conscious awareness of t h e  poem's r e a l i t y  forms i t s e l f ,  An 

approach t o  l i t e r a t u r e  determines then  t h e  na ture  of c r i t i c i s m  

because conscious awareness of t h e  s u b j e c t  t o  be considered 
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is  a l r e a d y  a  s t e p  w i t h i n  t h e  process  of c r i t i c i s m .  The 

persona l  sphe re  i n  which c r i t i c i s m  f u l f i l l s  i t s  t a s k  can be 

recognized and consequent ly ,  d r a s t i c a l l y  i n f l u e n c e s  t h e  

p r a c t i c e  of  c r i t i c i s m  because i t s  o b j e c t i v e s  become modified. 

A s  b r i t a i n  contends i n  h i s  a r t i c l e  A r t i s t i c  Judgmentw: 

Everything changes t h e  moment we t h i n k  t h a t  a r t  is  a 
c r e a t i v e  e f f o r t  o f  which t h e  w e l l s p r i n g s  l i e  i n  t h e  s p i r i t ,  
and which b r i n g s  u s  a t  once t h e  most i n t i m a t e  s e l f  of t h e  
a r t i s t  and t h e  s e c r e t  concurrences  which he has  perceived 
i n  t h i n g s  by means o f  . . . i n t u i t i o n  a l l  h i s  own, and 
n o t  t o  be  expressed i n  i d e a s  and i n  words--express ible  
o n l y  i n  t h e  work of a r t ,  Then t h a t  work w i l l  appear  t o  
u s  a s  i n fused  w i t h  t h e  double  mystery o f  t h e  a r t i s t ' s  per-  
s o n a l i t y  and o f  t h e  r e a l i t y  which has  touched h i s  h e a r t .  
And what we s h a l l  demand of it is t o  make t h i s  mystery 
mani fes t  t o  u s ,  i n  t h a t  eve r  renewed joy produced by 
c o n t a c t  wi th  beauty.  We s h a l l  judge t h e  work of a r t  a s  
t h e  l i v i n g  v e h i c l e  of a  hidden t r u t h  t o  which both t h e  
work and we o u r s e l v e s  a r e  t o g e t h e r  s u b j e c t ,  and which is 
t h e  measure a t  once o f  t h e  work and o f  o u r  mind. Under 
such c i rcumstances  we t r u l y  judge because we do n o t  s e t  
o u r s e l v e s  up a s  judges b u t  s t r i v e  t o  be obedien t  t o  t h a t  
which t h e  work may t e a c h  u s ,  16 

The methodology of  t h i s  t h e s i s  i s  t h e  i n d i c a t e d  

s p e c i f i c  r e a d i n g  o f  Crea t ive  I n t u i t i o n ,  But s i n c e  e v e r y  

methodology has  an i m p l i c i t  s t r u c t u r e  it w i l l  be b e n e f i c i a l  

t o  p re sen t  it a t  t h i s  po in t .  As a  d e s i g n  we can p i c t u r e  t h e  

t h e s i s  a s  two cones whose apex meet. Beginning from an  o u t e r  

c i r c l e  and s p i r a l l i n g  towards t h e  apex,  t h e  t h e s i s  g r a d u a l l y  

d i s c l o s e s  t h e  c r e a t i v e  process  w i th  a l l  t h e  r a m i f i c a t i o n s  

e n t a i l e d  i n  poem-making. The apex is  both t h e  poem, au to-  

nomous t o  poet  and r e a d e r ,  and t h e  p o t e n t i a l  co~?munica t ion  of 

i n t u i t i o n  from c r e a t i v e  t o  r e c e p t i v e .  A t  t h e  apex t h e  t ex t  

beg ins  t o  show t h e  process  of c r i t i c i s m  wi th  a l l  i ts ram- 

i f i c a t i o n s .  A d i s c l o s u r e  o f  t h e  r e c e p t i v e  process  s p i r a l s  
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outward towards ever  wider c i r c l e s  of  l i t e r a r y  s i g n i f i c a t i o n .  

The methodology chosen is simultaneously t h e o r e t i c a l  and 

p r a c t i c a l ,  because it is a l s o  a paradigm f o r  an approach t o  

l i t e r a t u r e  (poem) and f o r  t h e  t a s k  of c r i t i c i s m  ( c r e a t i v e -  

r ecep t ive  i n t u i t i o n  ) ,  

My aim i n  explor ing  Crea t ive  I n t u i t i o n  is three- fo ld ,  

F i r s t ,  t o  b r ing  out  t h e  t r u l y  autonomous n a t u r e  of t h e  poem 

a s  l i t e r a r y  work without diminishing t h e  very personal 

q u a l i t y  which c o n s t i t u t e s  t h e  poem. Second, t o  show a s  a  

consequence t h e  s i g n i f i c a n c e  of  c r i t i c i s m  a s  "personaln 

thereby i n d i c a t i n g  t h e  union of t h e  autonomous l i t e r a r y  

work with t h e  n p e r ~ o n a l  spherew. Third,  t o  demonstrate 

an ontology of c r i t i c i s m  which prevents  reductionism of 

e i t h e r  t h e  l i t e r a r y  work o r  t h e  t a s k  of c r i t i c i s m .  The 

l a t t e r  aim makes it poss ib le  t o  recognize t h e  con t r ibu to ry  

q u a l i t i e s  of o t h e r  d i s c i p l i n e s  without reducing c r i t i c i s m  t o  

one of t h e  c o n t r i b u t o r s ,  17 

There is a  cons tant  search  i n  t h e  f i e l d  of l i t e r a r y  

c r i t i c i s m  t o  f i n d  an approach t o  l i t e r a t u r e  ever  more d i s t i n c t  

and comprehensive bu t  a l s o  open-ended, 18 To discover  an 

approach which makes a v a i l a b l e  t o  t h e  c r i t i c  t h e  g r e a t e s t  

poss ib le  oppor tuni ty  t o  e x e r c i s e  h i s  t a s k  is always t h e  goal, 

Also, t h e  spectrum of c r i t i c i s m  is s o  wide t h a t  i t s  extrem- 

i t i e s  a r e  not perceivable  a s  c r i t i c i s m .  l9 There is  then  a 

need f o r  c r i t i c i s m  t o  have a  conscious awareness of i t s e l f ,  

To meat these  requirements a  comprehensive c r i t i c a l  knowledge 

needs t o  be commensurate with t h e  na tu re  of t h e  l i t e r a r y  work. 
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h r i t a i n  uficovers t h e  on to log ica l  roots20  of  t h e  poem. 

Since Elaritain meets t h e  s t a t e d  requirement, h i s  

i n s i g h t s  a s s i m i l a t e  o t h e r  approaches without denying t h e i r  

v a l i d i t y ,  It is no t  a quest ion of mere r e l a t i v i s m ,  Rather 

Mar i ta in ' s  philosophy of l i t e r a t u r e  enables  c r i t i c i s m  a s  er 

whole t o  i n t e g r a t e  i n t o  t h e  f i e l d  of c r i t i c i s m  t h e  i m p l i c i t  

awareness t h a t  l i t e r a t u r e  is  of the person, by t h e  person, 

a nd f o r  t h e  person, 

The s i t u a t i o n  of c r i t i c i s m  today becomes e a s i e r  t o  

understand if  seen from two re fe rence  po in t s ,  poin ts  which 

if  extended could form a contour,  The two re fe rence  poin ts  

a r e  on t h e  one hand New Cr i t i c i sm and on t h e  o t h e r ,  Cr i t ic i sm 

of Consciousness, 

An aquaintance of  New Cr i t i c i sm from i t s  genes i s  t o  

t h e  present  is assumed, John Crowe Ransom, a s  good a spokes- 

man f o r  New Cr i t i c i sm a s  any, affirmed h i s  indebtedness t o  

Kant , Kant r e j e c t e d  t h e  p o s s i b i l i t y  of an ontology i n  t h e  

t r a d i t i o n a l  sense,  To him, t o  know t h e  wth ing- in - i t se l fn  i s  

impossible,  H i s  wontologyw is t h e r e f o r e  "a mere Analytic of  

t h e  pure understanding. v22 Here we only  i n d i c a t e  t h e  r o o t  of  

a problem wi th in  New Cri t ic ism--against  which t h e r e  a r e  s o  

many vituperations--namely, t h a t  " p u r i f i c a t i o n  of l i t e r a r y  

c r i t i c i s m w  which wcu t  l i t e r a t u r e  o f f  from l i f e n ,  23 As Kant ts  

philosophy is  equa l ly  c u t  o f f  from ex i s t ence ,  from l i f e ,  it 

is  not  s u r p r i s i n g  t o  see  t h i s  c h a r a c t e r i s t i c  i n  New Cr i t ic i sm,  

The l i t e r a r y  work is a s  it were posited i n  an i d e a l  world, 

It is n a t u r a l  t h a t  an emphasis on ex i s t ence  wou3.d 



emerge and t h a t  t o  a  degree w E x i s t e n t i a l  Philosophy a rose  

from disappointment with Kent's not ion  of ' th ingoin i t s e l f 1  

. . . .  tt24  he paradox is t h a t  t h e  c r i t i c i s m  of conscious- 

ness  stemming from both e x i s t e n t i a l i s m  and phenomenology is  

a c r i t i c i s m  no t  of t h e  l i t e r a r y  work per  s e  but a  d i s c l o s u r e  

o r  phenomenology of consciousness. The l i t e r a r y  o b j e c t  has 

again "disappeared and again idea l i sm emerges. 

Mar i ta in ' s  c r i t i c a l  r ea l i sm prevents  these  unrea l  

dimensions from developing. It i s  e s s e n t i a l  f o r  c r i t i c i s m  

t o  remain rooted i n  r e a l i t y ,  The l i t e r a r y  work i s  an o b j e c t  

of r e a l i t y .  My approach i n  t h i s  i n v e s t i g a t i o n  begins i n  t h e  

here-and-now of "plain t a l k w  about a  poem o r  novel,  then 

proceeds t o  b r ing  out  t h e  s i g n i f i c a n c e  i n  " t a lkn  which l eads  

towards t h e  explora t ion  proper. This progressive approach 

i s  not  s t r i c t l y  consecutive but r a t h e r  contiguous. What 

seems t o  be unre la ted  is  a c t u a l l y  near  and adjacent  t o  t h e  

core of M a r i t a i n r s  content ion because c r i t i c i s m  a s  a  conscious 

reading of t h e  poem is  a p o t e n t i a l  of every person and present  

e i t h e r  na ive ly  o r  c r i t i c a l l y  through every reading,  

Since t o  Mari ta in t h e  poem and every work of  a r t  has 

a s p e c i a l  r e l a t i o n  t o  beauty,  it is impossible t o  grasp h i 8  

i n s i g h t s  without some understanding of h i s  phi losophical  

views on beauty. These views, adopted from t h e  Ar i s to te l i an -  

Thornistic t r a d i t i o n ,  a r e  then  a l s o  in t roduc to ry  and presented 

a t  t h i s  poin t  t o  c l a r i f y  t h e  content ion and impl ica t ion  of  

t h e  a s s e r t i o n  t h a t  c r e a t i v e  o r  poet ic  i n t u i t i o n  engenders i n  

beauty, 



Thomas Aquinas def ined beauty a s  . . t h a t  which, 

being seen,  pleases .  2 5  The f u l l  s ign i f i cance  o f  t h i s  da f -  

i n i t i o n  can only  be understood i f  t h e  psychosomatic wholeness 

of t h e  ind iv idua l  is affirmed. It i s  t h e  f u l l  cogni t ive  

being, t h e  person, t h a t  beauty invades and which is expressed 

i n  "seenow S imi la r ly  npleasesn  is t o  be understood i n  

r e l a t i o n  t o  t h e  good of t h e  ind iv idua l ,  not  n e c e s s a r i l y  t o  

what t h e  ind iv idua l  wants. Beauty i s  n o t  s u b j e c t i v e  o r  

r e l a t i v e  depending on t h e  r e a c t i o n  of  t h e  ind iv idua l  a s  t h e  

d e f i n i t i o n  might seem t o  suggest.  

We could say  t h a t  i f  man's cogni t ive  power were f u l l y  

developed, and unimpaired, while simultaneously not  l imi ted  

by h i s  m a t e r i a l  o r  bod i ly  ex i s t ence ,  then beauty would be 

revealed t o  him i n  i ts f u l l n e s s  and everything would d i s c l o s e  

some aspect  of  beauty,  But t h i s  is  tantamount t o  asking 

what it would be l i k e  if  man could g rasp  t h e  whole of r e a l i t y ,  

because every being shows some pe r fec t ion .  There is no being 

without pe r fec t ion  s i n c e  ex i s t ence  is a l ready  a per fec t ion .  

In  t h i s  sense  we g rasp  vaguely t h a t  "beauty i s  t h e  pe r fec t ion  

of be ingow Hence, beauty is co-extensive with being. As 

such, beauty t ranscends every category. But man is an em- 

bodied being with m a t e r i a l  l i m i t a t i o n s .  He is  not  pure mind 

o r  consciousness. Even when envisioned a s  p e r f e c t ,  it is 

impossible f o r  man t o  "graspn beauty. Yet, man does perceive 

beauty from t h e  r e a l i t y  of h i s  embodied exis tence .  



From wi th in  t h e  m a t e r i a l  r e a l i t y  o f  h i s  embodiment, 

through senses  and sense percept ion,  t h e  province of beauty 

gradual ly  revealed is  a e s t h e t i c  beauty. It is a w p a r t i c u l a r  

determinat ionw (l63/125 ) of t ranscendenta l  beauty 's  i n f i n i t e  

extension. We could s a y  t h a t  t h e  ocean of  beauty is 

approached through t h e  ever  widening r i v e r  of  a e s t h e t i c  

beauty. The of the  ocean is  connatural  with poe t i c  

i n t u i t i o n ,  

Man's f r e e  c r e a t i v i t y  tends  towards cogni t ive  

a c t u a t i o n ,  seeks t o  "seew f u l l y .  I n  t h i s  t h e  person f i n d s  a 

n a t u r a l  d e l i g h t  o r  exhal ta t ion .  But c r e a t i v i t y  is  f r e e ,  it 

has no ob jec t .  Mari ta in r i g h t l y  concludes t h a t  "beauty is  

not  t h e  o b j e c t  of poetryw (170/130). Rather,  f o r  Poetry, 

beauty i s  t h e  "nat ive climate1t and "the a i r  L i t ]  breathes 

i n n  (170/130 1. Conceptually more exac t ,  beauty is . . t h e  

t ranscendenta l  c o r r e l a t i v e  of poet ryn  (170/130). It is f o r  

t h i s  reason t h a t  we need t o  say,  Poetry is engendered 

beauty, 

We now consider how Poetry i s  engendered & beauty, 

The A r i s t o t e l i a n  not ion of form connotes "the inner  onto- 

l o g i c a l  p r i n c i p l e  which determines t h i n g s  i n  t h e i r  essences 

and q u a l i t i e s  , . . through which t h e y  a re ,  e x i s t  and a c t w  

(161/123 1. When E b r i t a i n  speaks of "splendor of formf1 

(161/123) i n  t h e  t r a d i t i o n  of perennia l  philosophy it de- 

s c r i b e s  t h e  radiance or c l a r i t y  inherent  i n  beauty. In 

o t h e r  words, t h e  very r e a l i t y  of beings--a f lower,  an e d i f i c e ,  

a r t i f a c t ,  poem,--radiate i n t o  consciousness i n  s o  f a r  a s  t h e i r  



pe r fec t ion  i s  a t r anspa rency  o f  c l a r i t y ,  Here we must not  

f o r g e t  t h a t  . . . being  is i n t e l l i g i b l e  i t s e l f  

Being has  t h e  p rope r ty  o f  knowabi l i ty .  But t h i s  p rope r ty  

may be obscured i n  m a t t e r  o r  o u r  i n t e l l e c t  may no t  be a b l e  

t o  g r a s p  t h i s  p rope r ty  except  obscure ly .  Now t h a t  p rope r ty  

of  a l l  t h i n g s  i n  r e a l i t y ,  a  d e s i r e  of which i s  an i n t r i n s i c  

c h a r a c t e r i s t i c  of  t h e  i n t e l l e c t ,  i s  r ad i ance  o r  c l a r i t y ,  \ 
Since sp lendor  of form i n  t h e  poem is p o e t i c  s ense ,  t h e  

s i g n i f i c a n c e  o f  man's c o g n i t i v e  power needs t o  be made c l e a r ,  

We must no t  cons ide r  t h e  c h a r a c t e r i s t i c s  of beau ty  

i n  a  narrow sense .  I n  t h e  f u l l  s ense  o f  t h e  word, t h a t  which 

knows i s  man's knowing power, i n t e l l i g e n c e .  I n t e l l i g e n c e  is 

then  t h e  "proper pe rce iv ing  power, t h e  sense, . . , of t h e  

b e a u t i f u l  "(161/123 1. But t o  see es " l i g h t v  p l e a s e s  t h e  

i n t e l l e c t .  We speak t h e n ,  o f  r ad i ance  o f  c l a r i t y ,  a char-  

a c t e r i s t i c  of beau ty ,  a s  " t h a t  which, emanating from t h i n g s ,  

causes  i n t e l l i g e n c e  t o  seen(161/123) .  

The i n t e l l e c t  i s  a l s o  pleased i n  cond i t i ons  which 

a r e  unimpaired. A t h i n g  i s  complete and forms a n  e n t i r e t y .  

This completeness i s  both  whole and f u l l ;  i n  a  way t h e  f u l l -  

n e s s  of being is  d i s c l o s e d .  This  is i n t e ~ r i t v ,  ano the r  

c h a r a c t e r i s t i c  t r a d i t i o n a l l y  recognized i n  beauty.  

The t h i r d  c h a r a c t e r i s t i c ,  p ropor t ion  o r  consonance 

r e l a t e s  t o  bo th  o r d e r  and u n i t y  which t h e  i n t e l l e c t  a l s o  

d e s i r e s .  Not on ly  does  consonance r e l a t e  t o  t h e  i n t r i n s i c  

d i s t r i b u t i o n  o f  p a r t s  amongst themselves and wi th in  t h e  whole 

but it a l s o  i s  an agreement of harmony, We emphasize t h a t  
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t h e s e  c h a r a c t e r i s t i c s  a r e  r ea l i zed  i n  an i n f i n i t e  v a r i e t y  

of ways. Hence t h e s e  nnot ions a r e  no t  univocal ,  but 

analogous not ionsrr  (162/124 )--flowers, landscape, mathematical 

demonstration, a c t s  of  generos i ty ,  t h e  human being--all  of  

these  a r e  b e a u t i f u l  ye t  d i f f e r e n t l y  s o ,  because of t h e  

wana log ica l  communityn (162/124 ) t o  which beauty belongs. 

The analogous cha rac te r  o f  beauty f i n d s  its reason 

i n  beauty 's  co-extensiveness with being. Also, beauty 

cannot be enclosed and t ranscends every form of  enclosure,  

Beauty permeates and imbues everything. Jus t  a s  of a 1 1  

th ings  we can say  "It & f  i n  i t s  own wayn s o  beauty is i n  

i ts  own way an a t t r i b u t e  of  everything. Hence, "beauty s p i l l s  

over o r  spreads everywhere, and is everywhere d i v e r s i f i e d n  

Aesthet ic  beauty is beauty wi th in  t h e  perception 

of t h e  i n t e l l e c t  "as engaged i n  sense perception"(16b/125 ). 

I n t e l l e c t  and sense  a c t  toge the r  i n  a  s i n g l e  a c t .  I n  r e spec t  

t o  man's m a t e r i a l  condi t ion ,  "things d i v i d e  i n t o  b e a u t i f u l  

and uglyw(16b/125). A t h i n g  a s  e x i s t i n g  abounds i n  being 

and t o  t h a t  e x t e n t  has t h e  p o t e n t i a l  t o  p lease  even though, 

t o  whatever degree,  t h i s  thing may be deprived of due pro- 

por t ion ,  radiance o r  i n t e g r i t y .  The beauty of t h e  human 

being a s  a being may wel l  be a  radiance even though, t o  t h e  

senses ,  t h e r e  i s  depr iva t ion .  The human being o r  any t h i n g  

may n200k" ugly  but  t h e  radiance of  being, of t h e  person, may 

be such as t o  overshadow and thus  en l igh ten  t h e  ugly. Yet 

it remains t h a t  the  "ugly i s  what, being seen, d i s p l e a s e s  



. . .  w(164/126). To speak of t h e  t a s k  o f  c r i t i c i s m  a s  d i s -  

covery and i l lumina t ion  is i n  p a r t  rooted i n  and va l ida ted  

by t h i s  understanding of per fec t ion  i n  r e a l i t y ,  

Fear is r e l a t e d  t o  ugly28 i n  t h a t  it is  of fens ive .  

We need t o  make a  d i s t i n c t i o n  i n  t h e  category of t h e  ugly  

s i n c e  t h e  o f fens ive  i s  not  n e c e s s a r i l y  noxious. Things a r e  

ugly  because they  a r e  repugnant t o  t h e  inner  proportion of 

t h e  sense i t s e l f  which i s  a  r a t i o  o r  harmony.29 A r t  en- 

deavours t o  overcome t h e  d i v i s i o n  between beauty and ugly  

"by absorbing ug l iness  i n  a  super io r  spec ies  of beauty, and 

by t r a n s f e r r i n g  u s  beyond t h e  ( a e s t h e t i c  ) b e a u t i f u l  and 

uglyw ( l65/ l26 ) . 
The struggle and chal lenge of a r t  is t o  surmount 

a e s t h e t i c  beauty i n  i t s  d i s t i n c t i o n ,  not  sepa ra t ion ,  from 

Beauty, A s  t h e  r i v e r  flows i n t o  t h e  ocean so Poetry d e s i r e s  

t o  be engendered i n  t h e  ocean of beauty. Joy is  d e l i g h t  i n  

beauty,  Joy is a  g i f t  of  beauty. I n  t h e  very a c t  of  knowing, 

beauty makes u s  r e j o i c e ;  a  joy which overflows from t h e  th ing  

t h e  a c t  of knowing a t t a i n s .  S p e c i f i c a l l y  and f o r  both t h e  

poet and t h e  c r i t i c  "Beauty c o n s i s t s  of i n t u i t i v e  knowledge, 

Beauty and i n t e l l e c t  a r e  then i n d e s t r u c t i b l y  r e l a t e d ,  

To speak o f  heauty without a c l e a r  not ion  of t h e  cogni t ive  

power of man is  f u t i l e .  Aesthet ic  beauty is  no exception 

because : 

tr . . . t h e  beauty of s e n s i b l e  th ings  is  no t  perceived 
by senses only  but  . . . by t h e  senses  as a sha rp  point  
of t h e  i n t e l l e c t  i n t e n t  on t h e  world of experience-hy 



t h e  senses  a s  permeated by i n t e l l i g e n c e  and i n t e l -  
l e c t  ion  (l66/126-27 ) , 

Beauty, even wi th in  t h e  l i m i t s  of a e s t h e t i c  beauty not  only  

keeps i t s  t ranscendenta l  essence but  a l s o  its e s s e n t i a l l y  

analogous charac ter .  This appears t o  man s t r i k i n g l y  when 

he r e a l i z e s  t h a t  beauty i n  o rde r  t o  e x i s t  i n  t h e  poem was 

previously conceived and nurtured i n  t h e  i n t e l l e c t ,  A sun- 

s e t  depicted i n  a  poem may be more b e a u t i f u l  than any one 

a c t u a l  sunset .  Confronting t h e  poem born ou t  of  man, t h e  

i n t e l l e c t  f i n d s  i t s e l f  i n  t h e  most i d e a l  condi t ion  t o  ex- 

per ience,  through i n t u i t i o n ,  a  joy both of  t h e  sense  and 

i n t e l l i g e n c e .  This is  t h e  goal  of a r t ,  A r t  is s t r i v i n g  

cease less ly  t o  d i s c l o s e  new analogates  of  beauty. A l l  lit- 

e r a t u r e  of Poet ic  s t r e n g t h  c a l l s  f o r t h  and awakens i n  u s  t h e  

sense of  our  Se l f  a s  yet  hidden and "draws u s  toward t h e  

sources of beingn which is t o  dwell  on e a r t h  Poet ica l ly .  

i?e now need t o  look a t  t h e  r e l a t i o n s h i p  between 

Poetry and beauty. Poetry i s  r e l a t e d  t o  t h e  f r e e  l i f e  of  

t h e  i n t e l l e c t  and t h e  f r e e  c r e a t i v i t y  of t h e  s p i r i t .  Th is  

not ion,  an  u rgemy and tendency t o  express  and c r e a t e ,  i s  one 

w i t h  t h e  na tu re  of  t h e  i n t e l l e c t .  But t h e  urge and tendency 

t o  know i s  a l s o  one with t h e  na tu re  of t h e  i n t e l l e c t .  Both 

c o g n i t i v i t y  and c r e a t i v i t y  a r e  then t h e  two e s s e n t i a l  a spec t s  

of man ls i n t e l l e c t u a l  nature.  

Mar i t a in l s  content ion i s  t h a t  i n  sc ience  and a r t ,  

c r e a t i v i t y  is  no t  f r e e ,  By t h i s  he means t h a t  c r e a t i v i t y  is  

subordinate  t o  an ob jec t .  The c r e a t i v e  func t ion  i n  sc ience  
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d e a l s  wi th  t h e  produc t ion ,  w i th in  t h e  mind, of concepts ,  

judgments and r ea son ing  by means o f  which t h i n g s  a r e  known 

o r  i n t e l l e c t u a l l y  seen.  This  f u n c t i o n  of  t h e  i n t e l l e c t  is 

e n t i r e l y  subord ina t e  t o  i t s  c o g n i t i v e  f u n c t i o n .  I n  a r t  

however, t h e  c o g n i t i v e  f u n c t i o n  of t h e  i n t e l l e c t  is  e n t i r e l y  

subord ina t e  t o  i t s  c r e a t i v e  f u n c t i o n  because t h e  i n t e l l e c t  

knows f o r  t h e  sake  of t h e  poem t o  be made. C r e a t i v i t y  r e s u l t s  

t h e n  i n  t h e  e x i s t e n c e  o f  work o u t s i d e  t h e  i n t e l l e c t .  &t i n  

Poe t ry  t h e  c o g n i t i v e  f u n c t i o n  "comes i n t o  p l ay  i n  p o e t i c  

i n t u i t i o n ;  and . . . c r e a t i v i t y  . . . i s  f r e e  c r e a t i v i t y w  

(168/129 1. 

We s e e  t h a t  Poe t ry  has  no o b j e c t  a s  s c i ence  o r  a r t ,  

where t h e  o b j e c t  i s  r e s p e c t i v e l y  independent of  t h e  i n t e l l e c t  

and dependent on t h e  work t o  be made. Poet ry  has  on ly  one 

urge :  t o  g i v e  express ion  t o  t h a t  knowledge which is  p o e t i c  

i n t u i t i o n  i n  which "both s u b j e c t i v i t y  o f  t h e  poet and t h e  

r e a l i t i e s  o f  t h e  world awake obscu re ly  i n  a  s i n g l e  awakeningn 

(170/130 ) . 
Poet ry  t h e r e f o r e ,  having no o b j e c t ,  cannot have 

beauty a s  an o b j e c t .  Yet f r e e  c r e a t i v i t y  t e n d s  o f  n e c e s s i t y  

towards t h a t  i n  which t h e  i n t e l l e c t  d e l i g h t s .  Mar i t a in  con- 

c e i v e s  o f  t h e  n o t i o n  t l t ranscendenta l  c o r r e l a t i v e  of  poe t ryn  

(170/130) t o  make e x p l i c i t  t h a t  Poe t ry  has  n e i t h e r  g o a l  n o r  

s p e c i f y i n g  end. The s p e c i f y i n g  end belongs t o  a r t ,  n o t  t o  

Poetry. 

But no power can proceed t o  a c t  wi thout  an o b j e c t ,  

Thus Poetry  has t o  make a n  o b j e c t  f o r  i t s e l f .  Here i s  t o  be  
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found a fundamental d i s t i n c t i o n  i n  r e l a t i o n  t o  Kant's system. 

True, t h e  o b j e c t  is created by t h e  i n t e l l e c t  a s  i n  t h e  

Kantian system, but  it i s  *an o b j e c t  & be made, no t  an 

o b j e c t  t o  be knownw(170,n.lS/1~1,n,ll 1. Kant d e a l t  with 

knowing a c t i v i t y  of t h e  i n t e l l e c t  and thought t h a t  t h e  o b j e c t  

known was a product of c r e a t i v i t y  subsuming empir ica l  appear- 

ances under t h e  a p r i o r i  forms. Then, we know only  "phen- 

omenal? tho  i n t e l l e c t  has manufactured. The o b j e c t  a s  th ing-  

i n - i t s e l f  cannot be known. 

The answer, t o  Mari ta in,  i s  t h a t  Poetry i s  engaged 

i n  a trend, dynamic i n  na tu re  which i s  t h e  t r end  of a r t .  It 

is t h e  expression Poetry yearns t o  g ive  t o  poe t i c  i n t u i t i o n  

which w i l l  of n e c e s s i t y  be something made, an e x t e r n a l  ex- 

i s t e n t ,  t h e  poem. The c o n c l u ~ i o n  is  t h a t  Poetry ntends t o  

beauty a s  t o  i t s  n a t u r a l  co r re la t ive f i  but  a l s o  t h a t  Poetry i$ 

"engaged by na tu re  i n  t h e  progression of a r t  s t r i v i n g  toward 

productionn ( l ? l / l3 l ) .  Nevertheless t h i s  engagement must be 

understood a s  a f r e e  bestowal because i n  i ts  essence Poetry 

remains always f r e e ,  Poetry i s  not  entrapped i n  a r t  but 

committed t o  a r t .  Poetry remains f r e e  and a s  such is 

super io r  t o  a r t ' s  productive a c t i v i t y ,  

Since Poetry,  i n  i t s e l f ,  a s  t h e  prime a c t u a t i o n  of 

the f r e e  c r e a t i v i t y  has no o b j e c t  and does not  tend towards 

beauty a s  towards an  o b j e c t  which would 

it, t h e  r e l a t i o n s h i p  between Poetry and 

nconnatura l i tyn  (172/132). Poetry t ends  

toward t h a t  without which it cannot be. 

have dominance over 

beauty is one of 

toward beauty a s  

That is why when 
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poet ic  i n t u i t i o n  "is r e a l l y  expressed it w i l l  i n e v i t a b l y  

be expressed i n  beauty,  even without meaning it, ( l72/ l32 1. 

I n t e g r i t y ,  consonance and radiance i n e v i t a b l y  emerges from 

any r e a l  expression of poet ic  i n t u i t i o n ,  

The fo l lowing c o r o l l a r i e s  a r e  now understandable.  

F i r s t ,  a r t  is  a b l e  t o  engender i n  beauty because Poetry has 

imbued it with a new l i f e  i n  i t s  very o r ig in .  Second, a r t  

makes a good work r a t h e r  than a b e a u t i f u l  work. The good is 

i n  accordance with t h e  r u l e s  of  making. Third,  i f  beauty is  

made an o b j e c t  of a r t ,  t h e  a r t i s t  recedes from beauty and 

d e v i a t e s  towards wacademicismw (l'&/l33 1. To produce beauty 

is t h e  na tu re  of  a r t ,  But a r t  does not produce beauty a s  an 

o b j e c t  of making, For these  reasons w e  understand academicism 

i n  poems a s  a dev ia t ion  of f i n e  a r t ;  t h e  f law of  perfectionism. 

Fourth, t o  engender & beauty docs no t  seem t o  be a property 

s p e c i a l  i n  na tu re  of t h e  f i n e  a r t s .  Poetry demands t o  in-  

f luence any a r t .  S imi la r ly  u t i l i t y  is not  a s p e c i a l  property 

of a r t  a s  i s  obvious i n  a r c h i t e c t u r e .  Thus n e i t h e r  t h e  u s e f u l  

nor the  f i n e  a r t s  seem t o  have a domain of t h e i r  own, F i f t h ,  

it may be t h a t  a l ack  of p rec i se  vocabulary caused t h e  d i f -  

f i c u l t i e s ,  In  more r igorous  terms, we say t h a t  t h e  a r t i f a c t  

produced i s  e i t h e r  more o r  l e s s  "good f o r  something e l s e , "  

while another  a r t i f a c t  is "good i n  i t se l f  and f a r  i t s e l f n  

(175/134). A r t  i n  t h e  l a t t e r  sense i s  obviously f r e e ,  i n  t h e  

former it is  a l s o  f r e e  but may a t  t h e  same time se rve  another  

purpose. For t h e s e  reasons Mari ta in p re fe r s  t h e  term &- 

s e r v i e n t  (175/1341. These c l a r i f i c a t i o n s  draw ou t  t h e  r e a l i t y  
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t h a t  Fine  A r t  i s  f r e e  whi le  u s e f u l  a r t  i s  subse rv i en t .  We 

have become conscious  of a wider dimension which is  now 

i m p l i c i t  i n  t h e  no t ion  of  Fine A r t  through which w e  now ex- 

p r e s s  a l s o  t h e  i n t e g r a l  a s p e c t  o f  man's a r t  o f  making with-  

o u t  d imin i sh ing  t h a t  o b j e c t  which i s  a 

In t h e s e  i n t r o d u c t o r y  remarks 

t h a t  P k r i t a i n  is capable  of  p re sen t ing  

t h i n g  of  beauty,  

it becomes obvious 

h i s  philosophy o f  

l i t e r a t u r e  by exp res s ing  t h e  i n t i m a t e  bond between t h e  n a t u r e  

of  t h e  poem, t h e  person,  and a l l  t h i n g s  through h i s  onto- 

l o g i c a l  s t a n c e .  But how is  it p o s s i b l e  t o  r e l a t e  s o  d i v e r s e  

a gamut o f  e n t i t i e s ?  It is p o s s i b l e  because u n i t y  i n  d i v e r -  

s i t y  i s  o u r  exper ience  and t h i s  exper ience  becomes under- 

s t andab le  through t h e  n o t i o n  of  analogy: 

In  metaphysics ' be ingT  s i g n i f i e s  a p rope r ly  analogous 
o b j e c t  whose a n a l o g i c i t y  is  fundamental e x i s t e n t i a l l y  
and formal  l o g i c a l l y :  t h i n g s  ex is t  i n  v a r i o u s  propor- 
t i o n a l l y  s i m i l a r  ways; t h e r e f o r e  t h e  a r e  known i n  
va r ious  p r o p o r t i o n a l l y  s i m i l a r  ways. k 

The ph i lo soph ica l  donn6q of  t h i s  t h e s i s  can be r e s t a t e d  a s  

t h e  acceptance o f  t h e  Thornistic no t ion  o f  analogy: 

For it is imposs ib le  t o  g r a s p  being i n  a p rope r ly  meta- 
phys i ca l  way without  s imul taneous ly  apprehending i t s  
e s s e n t i a l l y  analogous va lue  : Being a s  such . . . is ,  
a s  I h r i t a i n  pu t s  it, 'grasped by a pure and genuine 
i n t u i t i o n  o n l y  when i t s  palyvalence o r  analogy,  . . , 
i s  grasped t h e  same . . . J u s t  a s  M a r i t e i n ' s  
t h e o r y  of  b e i n g s  a n a l o g i c a l  through and through,  s o  
of n e c e s s i t y  is h i s  t h e o r y  o f  kn0wled~e.31 

& r i t a i n l s  whole phi losophy o f  a r t  and Poe t ry  can 

be seen  a s  dominated by t h e  no t ion  o f  analogy.  A metaphys ica l  



b a s i s  of t h a t  philosophy i s  h i s  t h e o r y  o f  beau ty ,  l i kewise  

o n l y  und,erstandable i f  beau ty  i t s e l f  is viewed a s  e s s e n t a i l l y  

a n a l 0 ~ o u s . 3 ~  Even an a n a l y s i s  of t h e  b a s i c  o n t o l o g i c a l  r e -  

quirements of i n t e g r i t y  and p e r f e c t i o n ,  harmony, and r ad i ance  

can on ly  be understood a n a l o g i c a l l y .  We can no t  f o r g e t  t h a t  

t h e  p rope r ty  which causes  d e l i g h t  and joy,  i m p l i c i t  i n  t h e  

i d e a  of t h e  b e a u t i f u l  i s  t o  be understood i n  i t s  f u l l  ana- 

l o g i c a l  ampli tude.  It does no t  rob  beau ty  of i t s  o b j e c t i v e  

r e a l i t y .  Beauty a s :  

The power of  t h e  r e a l  t o  r e v e a l  i t s e l f  t o  our  appre- 
hension and i n  t h a t  v i s i o n  t o  move u s  t o  d e l i g h t ,  i s  
a t  once a  r e l a t i o n  o  a  s u b j e c t  and an i n t r i n s i c  con- 
s t i t u e n t  of  t h ings .  5 3  



PART ONE - 
CRITICAL EXPLORATIONS 



CHAPTER ONE 

CRITICISM AS "TALKw 

Reflec t ions  on Talk 
Perhaps a  most elementary d e f i n i t i o n  of c r i t i c i s m  is :  

t o  t a l k  about a l i t e r a r y  work. Although t h i s  d e f i n i t i o n  may 

be too  broad s i n c e  no reader  of l i t e r a t u r e  is excluded, it 

holds never the less  a  bas ic  t r u t h  which Maritain b r ings  o u t ,  

namely t h a t  every reader  i s  p o t e n t i a l l y  a  c r i t i c .  How t h i s  

is s o ,  we w i l l  come t o  understand but  because of  t h e  ndemo- 

~ r a t i c , ~ ~  v p e r s o n a l i s t i c n  na tu re  of M a r i t a i n l s  i n s i g h t  it is 

advantageous t o  look a t  both t h e  p o s i t i v e  and negat ive 

a s p e c t s  of f r e e l y  expressed views about a l i t e r a r y  work. 

As " ta lk , "  c r i t i c i s m  is  an  a c t  performed by every 

reader  e i t h e r  a s  i n t e r i o r  r e f l e c t i o n  a r  a s  conversation. 

Is c r i t i c i s m  then a  q u a l i t a t i v e  expression o f t h e  a c t  of 

reading? Yes, but  reading i n  t h i s  context  implies  a whole 

process of  discovery.  It begins with a nfirstn reading,  

evolves through o t h e r  readings thus  increas ing  our knowledge 

of t h e  poem. Eventually our knowledge of  t h e  poem may be 

such t h a t  we t r u l y  understand it. 

This simple account has c e r t a i n  i m p l i c i t  fundamentals 

brought o u t  by Mari ta in and which a r e  a p a r t i c u l a r  con- 

t r i b u t i o n  of h i s  i n s i g h t s .  For example, we f ind  a n  i m p l i c i t  

con t inu i ty  between t h e  reader  and t h e  c r i t i c .  Every reader  

23 
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has t h e  p o t e n t i a l  t o  con t r ibu te  t o  our  understanding of t h e  

poem. But obviously a t  an elementary l e v e l ,  a  d i s t i n c t i o n  

we may observe is t h a t  t h e  c r i t i c  is  presumed t o  have an 

indepth knowledge of the  world of l i t e r a t u l - e ,  while t h e  

average reader  may no t  have such knowledge. What t h e  s ign-  

i f i c a n c e  of t h i s  d i s t i n c t i o n  i s  w i l l  become progress ive ly  

c l e a r ,  a t  which t ime it a l s o  w i l l  be obvious how i n  M a r i t a i n f s  

view every reader  has a  con t r ibu ta ry  p o t e n t i a l ,  

In  t h e s e  remarks we immediately r e a l i z e  t h e  need f o r  

some i n i t i a l  c l a r i f i c a t i o n  about h r i t a i n t s  understanding of 

t h e  human being. But our eroded apperception of t h e  human 

may be a  c r e d i b i l i t y  gap, e s p e c i a l l y  when t h i s  e ros ion  in -  

volves t h e  understanding of our  cogni t ive  power. O f  course 

whenever we express  our  views we r e v e a l  our  capaci ty  t o  know, 

even though t h e  person i n  quest ion may not be conscious of 

t h e  na ture  of t h i s  capaci ty .  Now hfaritain makes e x p l i c i t  

what i n  p r a c t i c e  remains i m p l i c i t ,  because recogni t ion  is  

absent.  I n  o t h e r  words, whet r e a l i t y  r evea l s ,  Bkr i t a in  

explores  p e r s i s t e n t l y  and a t  ever  g r e a t e r  depth,  

It may well  be t h a t  the  *humane i s  no longer  a 

self-evident  c h a r a c t e r i z a t i o n  of man's experience anti of his 

consciousness of himself i n  t h e  world. Thus we a r e  t o  a  

degree compelled t o  expla in  t o  ourse lves  who we a r e ,  s i n c e  

our  not ion of t h e  flhummw has become b lu r red ,  



What has seeminely become vague is  t h e  q u a l i t y ,  s i g n i f i c a n c e  

and impl ica t ion  of t h a t  c h a r a c t e r i s t i c  which makes t h e  human 

a  p o s s i b i l i t y ,  namely r e f l e c t i v e  consciousness. 

Rea l i ty  invades t h e  human being; t h i s  is  h i s  in -  

e v i t a b l e  e x i s t e n t i a l  condition.  In  t h e  human being r e a l i t y  

comes t o  consciousness,  In  o t h e r  words, 

. . . t h e  human mind, a s  mind, i s  open t o  t h e  amplitude 
of  r e a l i t y  o r  being, i n  t h e  sense t h a t  it is  t h e  
f a c u l t y  of  apprehending t h e  i n t e i l i g i b l e  and t h a t  every 
being is, a s  such, i n t e l l i g i b l e .  

The tendency t o  a s s i m i l a t e  r e a l i t y  and t h e  simultaneous 

i n c l i n a t i o n  towards r e a l i t y  a r e  t h e  two f a c e t s ,  d i s t i n c t  

yet  one, i n  t h e  u n i t y  of t h e  person, These two f a c e t s ,  

knowledge, encompassed by t h e  a f f e c t i v e  capaci ty ,  a r e  a t  t h e  

\ 
r o o t  and p r i n c i p l e  of l i f e  of the  human being. This impl ies  

, 
\ 

\ t h a t  t h e  human being,  e s  human being, i s  t h e  author2 of h i s  

I l i f e ,  of  h i s  development. However impaired t h i s  capac i ty  

may be i n  a c t u a l  l ived  l i f e ,  Mari ta in is  elways aware of t h i s  

/ capaci ty ,  
1 

I With an awareness of t h e  personte  c a p a c i t i e s  and h i s  

1 unique presence i n  t h e  world, we a r e  inc l ined  t o  recognize 

and pay g r e a t e r  a t t e n t i o n  t o  his con t r ibu t ion  a t  every level, 

however naive,  To advance t h i s  important content ion of t h e  

t h e s i s  l e t  u s  look a t  naive peroeption and its expregsion 

compared t o  l i t e r a r y  t a l k  o r  conversation. As a l ready  men- 

t ioned,  it w i l l  become progressively c l e a r  t h a t  t h e  d i s -  

t i n c t i o n  between reader  and c r i t i c  d e r i v e s  from a fundamental 

percept ion i n t o  c r e a t i v i t y  a s  an o r i g i n a l  expression of t h e  
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human being. 

The i n i t i a l  r eac t ion  t o  a poem i s  t h e  point  of de- 

par ture  f o r  both t a l k  and c r i t i c i s m ,  To t a l k  about a poem 

is n a t u r a l  and flows from d i r e c t  experience.  A t  t imes it 

is t h e  impact a poem has made t h a t  f o r c e s  us  t o  t a l k .  We 

f e e l '  t h e  need t o  express  the  e f f e c t  t h e  work had. Talk as an 

i n i t i a l  r e a c t i o n  may be e i t h e r  p r a i s e  o r  condemnation. 

Obviously spontaneous reac t ion  involves judgment, and t a l k  is 

then a r e f l e x  a c t i o n  which i s  aware of spontaneous judgment. 

Shared i n i t i a l  r eac t ion  may be conversat,ion about a 

x q $ & q i n s i g h t  i n t o  a poem. To t a l k  about t h e  impact of  

t h e  poem i s  attempt t o  convey t h e  content  of t h e  poem from 

a p a r t i c u l a r  The perspect ive  is  from our  ex- 

perience of explain becomes both a c l a r i f i c a t i o n  
1 

of and an argu e n t  f o r  our view of t h e  poem, 

To s a r e  our  view of a poem with o t h e r s  e l i c i t s  /! t a l k  about our i n i t i a l  reac t ion .  demands o f  u s  d i scuss io  

g r e  e r  c l a r i f i c a t i o n  and more prec ise  argumentation because 

--- 
, /r view of t h e  poem may not  be shared completely by a l l .  If 

we have knowledge of o t h e r  poems by t h e  same author ,  we may 

want t o  and a r e  a b l e  t o  c l a r i f y  our  views with r e fe rence  t o  

these  poems. If we have read much we may br ing  i n t o  t h e  

conversation o t h e r  poems by d i f f e r e n t  au thors .  Also, we may 

have read a l l  t h e  poems of a p a r t i c u l a r  au thor  and be well  

versed and a b l e  t o  expound our  views. With an informal  

reading background a s  t h i s ,  w e  a r e  a b l e  t o  t a l k  about 

p a r t i c u l a r  poems i n  r e l a t i o n  t o  a v a r i e t y  of  o t h e r  poems. I n  



f a c t ,  comparison becomes a means through which w e  hope t o  

c l a p i f y  o u r  exper ience  of  t h i s  p a r t i c u l a r  poem which forms 

t h e  t o p i c  o f  a  g iven conversa t ion .  But i n  comparison w e  may 

ve ry  w e l l  r e s t a t e  o u r  e a r l i e r  p r a i s e  o r  condemnation i n  terms 

of good and bgd. We may s a y  t h a t  t h i s  poem is  t h e  au tho r ' s  

b e s t .  O r  t h i s  is t h e  b e s t  poem we have read .  Hence, ou r  

e a r l i e r  spontaneous judgment becomes an e v a l u a t i o n  through 

comparison. 

To s h a r e  invokes  reemant because o t h e r s  do n o t  

have o u r  exper ience  of A d i f f e r e n c e  may emerge a s  

\ t o  t h e  g r a s p  o f  t h e  whole poem, But i n  c l a r i f y i n g  t h e  d i f -  

f e r e n c e s  a disagreement  may around a  p a r t i c u l a r  a spec t  

of  t h e  poem, An a s p e c t  may ajor o r  minor, A g r a s p  of  a 

c h a r a c t e r ,  scene ,  o r  idea  may e a c o n s t i t u t i v e  element o f  
/ 
i 

our  g r a s p  of  t h e  whole poem S i m i l a r l y ,  a metaphor, image o r  I" 
symbol may become t h e  c e d e r  o f  t h e  conversa t ion .  In  o t h e r  

words a n a l y s i s  i s  an  A e c t  of  t a l k .  In  t a l k ,  a n a l y s i s  o f t e n  

l a s e s  s i g h t  

poems by t h e  same 

au tho r  o r  d i f f e r e n t  a u t h o r s  which o t h e r s  may have,  v a r i e s .  

This  v a r i e t y  i n  p a r t  de te rmines  t h e  q u a l i t y  o f  t h e  t a l k .  

Another q u a l i t a t i v e  a s p e c t  of t a l k  is  i t s  though t fu l  and 

o r d e r l y  express ion  a s  r e l a t e d  t o  one and t h e  same t o p i c  o r  

s u b j e c t .  But when t a l k  becomes o r d e r l y  i n  t h a t  it i s  an  

extended expross ion of  thought  on one s u b j e c t ,  t a l k  has ,  as 

it were, advanced t o  o r  assumed t h e  q u a l i t y  o f ,  d i s cou r se .  

Talk, however, o f t e n  lacks t h e  c a p a c i t y  f o r  orderly thought 
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because t h e  necessary  d i s c i p l i n e  which it e n t a i l s  i s  absen t .  

This absence is t o  be expected because such d i s c i p l i n e  is 

based on a  knowledge o f  t h e  founda t ions  from which t h e  s u b j e c t  

under  d i s c u s s i o n  emerges, 

Never theless ,  i n  t a l k  nuch i s  revea led  which, w i th in  

a thought-out  pe r spec t ive ,  belongs  t o  d i scou r se .  Talk o f t e n  

f l u c t u a t e s  between t h e  s u b j e c t  m a t t e r  of  t h e  poem a s  found i n  

t h e  poem and a s  found o u t s i d e  t h e  poem. The e x t e n t  t o  which 

t a l k  becomes d i r e c t l y  un re l a t ed  t o  t h e  poem depends again on 

t h e  g r a s p  of l i t e r a t u r e  a s  r e f l e c t e d  by t h e  p a r t i c i p a n t s  i n  

an  informal  t a l k .  This  i n d i r e c t  and seemingly i n e v i t a b l e  

tendency of a  c o n v e r s a t i o n a ~  group t o  veer towards t h e  con- 

t e x t u a l  o r  t o  p a r a - l i t e r a r y  t a l k  i s  n o t  t o  be dismissed o u t  

of hand. True, it r e v e a l s  a  l a c k  of  d i s c i p l i n e  and is t h e r e -  

f o r e ,  a s  we have i n d i c a t e d ,  a  c h a r a c t e r i s t i c  of  t a l k .  This  

tendency, however, a l s o  shows a c e r t a i n  dep th  of thought 

because it expres ses  a d e s i r e  f o r  re levancy.  That l i t e r a r y  

work has  r e l evancy  f o r  u s  i n  t h e  he re  and now of  ou r  l i v e s ,  

is t h e  i m p l i c i t  a s s e r t i o n .  To t a k e  t h e  inadequacy of 

a r t i c u l a t i o n  o r  fo rmula t ion  a s  i n d i c a t i v e  of  a  l a c k  of l i t e r a r y  

awareness would miss t h i s  po in t .  

What t a l k  b r i n g s  o u t  through t h e s e  t endenc ie s  is  an  

unspoken impera t ive ,  t o  r e l a t e  t h e  poem t o  l i f e ,  because t h e  

poem d i s p l a y s ,  i n  whatever s p e c i f i c  conc re t e  manner, funda- 

mental  a s p e c t s  o f  l i f e  o f  which we a r e  aware. These a s p e c t s  

o r e  presentad, resolved o r  brought  t o  a conclusion wi th in  the 

conf ines  o f  t h e  poem. L i t e r a r y  conc lus ions  a r e  no t  obvious 
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and do n o t  n e c e s s a r i l y  seem conc lus ive .  Rather t h e  enigmat ic  

is  reso lved  w i t h i n  t h e  f i n a l i t y  o f  t h e  poem. Reso lu t ion  o f  

t h e  enigmat ic  w i t h i n  t h e  r eade r "  a t tempt  t o  g r a s p  t h e  poem 

is an unspoken demand. The impera t ive  t o  r e l a t e  t h e  poem t o  

l i f e  a l s o  d e r i v e s  from t h i s  demand. I n  o t h e r  words, con- 

c l u s i v e n e s s  a s  c h a r a c t e r i s t i c  of a  poem i s  a  concealed demand 

f o r  re levancy.  

Since t h e  poem i s  a  un ive r se  un to  i t s e l f ,  it is seen 

a s  t h a t  by which we f i n d  d e p t h  o f  unders tanding  of  bo th  o u r  

knowledge o f  l i f e  i n  t h e  world and o f  o u r s e l v e s  i n  communion 

wi th  t h i s  world a s  a l i v e d  r e a l i t y ,  Although i m p l i c i t ,  t a l k  

r e v e a l s  t h i s  n a t u r a l  r e a l i s m  ev iden t  i n  t h e  a s s e r t i o n  t h a t  

t h e  poem i s  r e p r e s e n t a t i o n  of t h e  very  r e a l i t y  i n  which we 

l i v e ,  r e p r e s e n t a t i o n ,  by which we g a i n  dep th  of unders tanding.  

We be-come. We a r e  and come t o  be,  The poem, i n  o t h e r  words, 

makes p o s s i b l e  an a c t u a l i z a t i o n  of  p o t e n t i a l  w i t h i n  t h e  

r eade r .  Here, s t i l l  wi th in  t h e  l i m i t a t i o n s  of  t a l k ,  we f i n d  

vaguely a r t i c u l a t e d  and inadequa te ly ,  t o  be s u r e ,  b u t  never-  

t h e l e s s  ve ry  r e a l ,  a n  a f f i r m a t i o n  of  t h e  fundamental concern 

t o  unders tand t h e  poem. M a r i t a i n ' s  philosophy is  a thought-  

o u t  and formulated i n s i g h t  gained from n a t u r a l ,  perhaps na ive ,  

r e a l i s m  d isp layed  i n  t a l k .  

Talk a l s o  r e v e a l s  t h a t  a s  knowledge about t h e  poem 

increases, so do t h e  p o s s i b i l i t i e s  of unders tanding t h e  poem 

a s  a  whole, Knowledge l e a d s  t o  unders tanding bu t  knowing a  

poem i s  no t  n e c e s s a r i l y  unders tanding  t h a t  poem, If under-  

s t a n d i n g  imp l i e s  t h e  poem a s  a whole t hen  knowledge makes 
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poss ib le  unders tanding ,  One o f  t h e  f a c t o r s  t h a t  seems t o  

lead t o  an  unders tanding  of t h e  poem i s  a  c e r t a i n  u n i f y i n g  

p r i n c i p l e ,  o p e r a t i v e  e s p e c i a l l y  i n  t a l k ,  because it r e l a t e s  

d i r e c t l y  t o  l i f e .  This  p r i n c i p l e  simply s t a t e d  is t h a t  t h e  

conclusiveness  of a poem becomes unders tandable  i n  r e l a t i o n  

t o  t h e  inconc lus iveness  of  l i f e .  The r e a d e r ' s  l i f e  is  on- 

going and t h e r e f o r e  inconc lus ive .  I n  a poem t h e r e  is  f i n -  

a l i t y .  The a c t i o n  ends.  Aspects which a r e  fundamental can 

be reso lved  o r  a r e  concluded i n  t h e  poem whi le  t h e y  remaSn 

inconc lus ive  i n  l i f e  because it i s  i n  t h e  process  o f  be ing  

l i ved .  Even though t h e  ve ry  r e a l  a n a l o g i c a l  d i s t i n c t  i o n  

between what i s  unfolded i n  t h e  poem and l i f e  must never  be  

b l u r r e d ,  it does  no t  mean t h a t  t h e y  a r e  o r  need be s e p a r a t e d ,  

l e t  a l o n e  be  dichotomized. Represen ta t ion  a s  t h a t  by which 

we know and unders tand ,  makes d i s t i n c t i o n  wi thout  s e p a r a t i o n  

poss ib l e ,  Man 's n a t u r a l  r e a l i s m  a s s e r t s  i m p l i c i t l y ,  even i n  
/' 

t a l k ,  t h a t  l i fe ' s  inconc lus iveness  becomes c l e a r e r  and t h a t  

l i f e  r e v e a l s  more because o f  t h e  impact t h e  poem had a s  con- 

c l u s i v e  r e p r e s e n t a t i o n .  Talking about  a poem may n o t  b r i n g  

t h i s  o u t  fo rma l ly  and d i s t i n c t l y ,  bu t  t a l k  shows t h e s e  i m -  

p l i c a t i o n s  i n  l i v e d  r e a l i t y .  

An o b j e c t i o n  o f t e n  heard i n  t a l k ,  shows o t h e r  impl ic -  

a t i o n s  which we cannot ignore .  Usually t h e  o b j e c t i o n  t a k e s  

a form such a s ,  "1 l i k e  t h i s  poem and read it f o r  pleasure-  

a l l  t h i s  t a l k  i s  j u s t  t a l k .  There is noth ing  profound i n  a  

poem. By ana lys ing  every th ing ,  you d e s t r o y  t h e  poem." 

F i r s t  of  a l l  we s e e  t h a t  even w i t h i n  t a l k ,  a tendency 



a r i s e s  t o  go below t h e  s u r f a c e ,  t o  g e t  t o  t h e  bottom o f  it. 

A t  t h e  bottom we f i n d  foundat ion.  Talk s ea rches  f o r  s o l i d  

ground. The poem is then  a cha l lenge .  Every cha l l enge  i n  

l i f e  can be ignored o r  contained.  Containment is a neu t -  

r a l i z i n g  ~f t h e  chal lenge.  I n  t h i s  con tex t  we unders tand 

p l easu re  a s  a c e r t a i n  s u p e r f i c i a l  contentment gained from 

read ing  t h e  % t o r y m W  This s u p e r f i c i a l  contentment is  a pot-  

e n t i a l  f o r  s ea rch .  Through sea rch ,  knowledge is extended 

which l e a d s  t o  unders tanding.  Thus t h e  np le8sure t t  of under- 

s t and ing  i s  joy. 

Again we s e e  an  i n d i c a t i o n  o f  a fundamental a s p e c t  

r e l a t e d  t o  t h e  poem which emerges even i n  t a l k .  When t a l k  

p e n e t r a t e s  below t h e  s u r f a c e  and d i s c o v e r s  v a r i o u s  l a y e r s  o f  

s i g n i f i c a n c e  through which deeper  a s p e c t s  a r e  brought o u t ,  

t h e  poem is ,  a s  it were, being f i l l e d  o u t  i n  i t s  volumin- 

ousness. We engage more deep ly  i n  t h e  s e a r c h  and r e a l i z e  t h e  

r e l a t i o n s h i p  t h a t  e x i s t s  between unders tanding t h e  poem and 

To f i n d  joy i n  a poem t a l k  must be profound, which 

means t h a t  t a l k  must be r e l a t e d  t o  t h e  ground o r  must have 

depth.  ihen t a l k  is  about  o r  r e l a t e d  t o  t h e  dep th  o f  a poebl 

t h e r e  i s  re levancy.  A t  t h e  core  o r  r o o t  o f  t h i n g s  r e l a t i o n  

and harmony amongst a 11 t i ,  i ngs  becomes v i s i b l e  . 3  

Obviously t h e  f a l l a c y  t h a t  a  poem can be des t royed  
/ 

through t a l k  i s  erroneous.  iJe can a l low o u r  p a r t i a l  knowledge 

t o  be des t royed  bu t  n o t  t h e  poem. Nei ther  can ou r  under- 

s t and ing  o f  t h e  poem be des t royed .  If w e  a r e  n o t  on s o l i d  
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ground o u r  percep t ion  nay be des t royed  and o u r  pe rcep t ion ,  

it could be s a i d ,  ought t o  h e  des t royed ,  because it i s  e r r -  

oneous, Limited knowledge g i v e s  a t  t imes  erroneous views. 

We may resist such d e s t r u c t i o n  f o r  psychologica l  reasons  

because w e  can n o t  cope w i t h  the cha l l enge  t h e  poem poses. 

These f a c e t s  a r e  simply revea led  i n  t a l k  a s  d i s p u t e s ,  about  

a s p e c t s  w i t h i n  t h e  poem which come t o o  c l o s e  t o  a s p e c t s  

w i t h i n  ou r se lvos ,  t h a t  a r e  s t i l l  i n  process .  To have d i s t a n c e  

i s  t h e n  seen  t o  be e s s e n t i a l .  But t h i s  d i s t a n c e  need n o t  be 

i n  i n t e l l e c t u a l i z a t i o n  o r  s y s t e n i z a t i o n  which n e u t r a l i z e s ,  4 

The c o n f l i c t  of re levancy  shows i t s e l f  a t  everv  po in t  i n  t h e  

c r i t i c a l  continuum,5 

S ign i f i cance  of Talk 

The random sampling of  t a l k  ho lds  cons ide rab le  

s i g n i f i c a n c e  beyond t h e  immediate r e f l e c t i o n s  a l r e a d y  given.  

To look c l o s e r  i n t o  t h i s  s i g n i f i c a n c e  i s  important  because 

what is n a i v e l y  p r e s e n t  i n  any  human a c t i v i t y  of  awareness is  
6 

both o r i g i n a l  and fundamental,  Talk i s  mainly na ive  expres-  

s ion ,  The s e l f - e v i d e n t  f a c t s  a r e  p r e s e n t  i n  na ive  exp res s ion ,  

The se l f - ev iden t  taken o u t  from na ive  express ion  and thought-  

fully reformulated remai.ns i n s e r t e d  i n  t h e  streant of  l i f e ,  

The pr imord ia l  e x p e r i e n t i a l  c o n t a c t  f ormuleted a s  e x i s t e n c e  

and becoming i s  t h e  o r i g i n a l  consciousness  o f  b r e a t h i n g  and 

growing. 7 

Naive express ion  o r i g i n a t e s  i n  na ive  pe rcep t ion ,  8 

Naive pe rcep t ion  does  no t  d i s c o v e r  w i t h i n  r e a l i t y  an  a c t i o n  



(ve rb )  which is  pure copula. Naive percept ion d iscovers  

wi th in  t h e  s e l f  ev ident ,  formulated a s  "1 e x i s t n ,  t h e  o r i g -  

i n a l ,  Naively expressed, ontology is t h e  th ink ing  out  of t h e  

r e a l i t y  of brea th ing  and growing. A s  a  body of knowledge, 

ontology is t h e  formulat ion of  t h i s  th ink ing  out. Ontological 

evidence i n  e x i s t e n t i a l  form is  rooted i n  naive percept ion,  

To remain i n  touch with t h e  o r i g i n a l  a s  ground is  a n a t u r a l  

rea l i sm,  found i n  man ls naive expression. Thought ou t  and 

formulated,  n a t u r a l  r ea l i sm becomes c r i t i c a l  rea l i sm,  Merit- 

a h ' s  on to log ica l  i n s i g h t s  belong t o  c r i t i c a l  rea l i sm,  
9 

Naive percept ion is a common experience t o  a l l .  In  

t a l k  a l s o  c e r t a i n  a s p e c t s  o r  components of  a poem appear a s  

c l e a r  and obvious t o  a l l ,  But expressing naive perception 

revea l s  i n d i v i d u a l i t y ,  However, within a  d i f f e r e n c e  of 

expression t h e  o r i g i n a l  can be discovered. Upon a f i r s t  

reading of a  poem we do not  always f e e l  t h e  need t o  theor ize .  

We express what we spontaneously perceive.  The poem is a 

r e a l  o b j e c t ,  a v a i l a b l e  t o  a l l ,  A consensus m y  emerge and 

usua l ly  e x i s t s  i n  t a l k  about t h e  genera l  sub jec t  mat ter  of  a  

poem. 

Even concerning fundamentals a consensus may emerge 

i n  t a l k .  It i s  c l e a r  t o  naive percept ion t h a t  wi th in  t h e  

sphere of l i t e r a t u r e  language is t h e  m a t e r i a l  w i t h  which t h e  

author  works and ou t  of which he eventua l ly  makes some t h i n g ,  

a l i t e r a r y  work. What seems t o  t a k e  place is, t h a t  compre- 

hensive reality is  ??taken i n n  by t h e  poet ,  who then  i n  

molding language b rea thes  l i f e  i n t o  t h i s  ma te r i e l ,  t hus  baking 



t h e  unique work. The s k i l l  of making, involves f a m i l i a r i t y  

w i t h  t h e  ma te r i a l .  To know how t o  use  it, what can o r  cannot 

be done with t h e  m a t e r i a l ,  makes t h e  author  a  craftsman. 

Aspects of language a r e  f a m i l i a r  t o  u s  from naive perception. 

If c r i t i c s  themselves had not somehow perceived tihe deployment 

of components of language i n  every d a y  l i f e ,  they  could never 

have r e f l e c t e d  on t h e  s ign i f i cance  of components of language 

wi th in  l i t e r a t u r e  i t s e l f .  But t h i s  i s ,  of course,  more 

eminently t r u e  of t h e  author.  A consensus of experience with 

r e a l i t y  and language forms a  r e l a t i o n  between author  and 

c r i t i c  on t h e  l e v e l  of naive perception. 

Spontaneous evidence,  wi th in  naive percept ion is  t h e  

naive v a l i d a t i o n  of most t a l k .  I n  l i f e  t h e  se l f -evident  

na ture  of whet t h e  author  i s  saying is  na ive ly  assumed a s  

t r u e .  These naive percept ions a r e  not  n e c e s s a r i l y  inva l id  

but r a t h e r  t h e  inescapable s t a r t i n g  point  no t  only  of t a l k  

but a l s o  of d i scourse  and of any c r i t i c a l  approach. The 

whole continuum of l i t e r a r y  t a l k  is governed by manta n a t u r a l  

realism. A s  e x i s t e n t i a l ,  o r i g i n a l ,  and fundamental, n a t u r a l  

real ism provides d i r e c t  i n s i g h t  because t h e  se l f -evident  

a s s e r t i o n s  which c o n s t i t u t e  t h i s  rea l i sm a r e  va l ida ted  by 

t h e i r  compelling impact of immediate conviction. That "1 

e x i s t w  needs no demonstration. A negation of t h i s  r e a l i t y  

would lead t o  absurd consequences. Naive percept ions,  a s  

n a t u r a l  rea l i sm,  gained i n  a  first reading,  a r e  t h e  empir ica l  

foundations f o r  t h e  whole continuum of " t a l k w  about l i t e r -  

a tu re .  
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Talk shows t h a t  n o t  every  i n d i v i d u a l  approach is  

rooted i n  n a t u r a l  r e a l i s m :  n e i t h e r  is e v e r y  c r i t i c a l  school ,  

Never theless  any c r i t i c a l  approach a t t e m p t s  t o  make i m p l i c i t  

percep t ions  of t h e  poem e x p l i c i t  i n  o r d e r  t o  c r e a t e  a com- 

prehensive body o f  knowledge which w i l l  make p o s s i b l e  t h e  

unders tanding of t h e  poem. Some approaches ,  be t h e y  t h o s e  o f  

i n d i v i d u a l s  o r  schools  a r e  t h e n  n o t  grounded. Removed from 

e x i s t e n c e  i n  whatever manner, t h e y  do n o t  e x h i b i t  t h a t  whole- 

n e s s  and completeness necessary  t o  make t h e i r  approach i n -  

t e g r a l ,  They l a c k  t h e  p o s s i b i l i t y  o f  an on to logy  which is  

c r i t i c a l  rea l i sm.  A c r i t i c a l  approach emerging from n a t u r a l  

r e a l i s m  ahd d i s c o u r s e ,  thought  o u t  and formulated a s  a 

philosophy of  l i t e r a t u r e  which forms a t h e o r e t i c a l  knowledge 

f o r  t h e  c r i t i c  must,  of  n e c e s s i t y ,  be i n t e g r a l  c r i t i c i s m .  

We r e f e r  t hen  t o  c r i t i c i s m  of  a non- in tegra l  dimension a s  

d i f f e r e n t i a l  c r i t i c i s m ,  whi le  c r i t i c i s m  rooted i n  n a t u r a l  

r e a l i s m  is i n t e g r a l  c r i t i c i s m .  The realm of  knowledge 

which i n t e g r a l  c r i t i c i sm provides  must be capable  o f  i n t e g -  

r a t i n g  t h e  p a r t i c u l a r i t i e s  of d i f f e r e n t i a l  c r i t i c i s m  wi th  i ts  

own pe rcep t ions  b u t  must a l s o  be a b l e  t o  e x p l i c a t e  t h e  per- 

cep t ions  o f  d i f f e r e n t i a l  cri t icism. Informal  t a l k  t h u s  re- 

v e a l s  t h a t  a  c r i t i c a l  approach t o  l i t e r a t u r e  needs t o  have 

t h e  p o t e n t i a l  of i n t e g r a l  c r i t i c i s m  t o  be true end r e l e v a n t .  

h i t a h  's view, rooted i n  n a t u r a l  r e a l i s m ,  has this  p o t e n t i a l .  

I n  t a l k  n o t  eve ry  express ion  is  de r ived  from na ive  

percept ion.  But we know t h a t  t h o s e  e lements  of  na ive  per- 

cep t ion  which a r e  t r u e  because t h e y  man i f e s t  t h e  compell ing 
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c h a r a c t e r  of inescapable  evidence,  exp res s  and form t h a t  

n a t u r a l  r e a l i s m  which i s  t h e  presence of t h e  c o g n i t i v e  human 

be ing  i n  r e a l i t y ,  t h e  world,  l i f e .  We a l s o  know t h a t  na ive  

percep t ion  can be expressed n a i v e l y ,  r e a l i s t i c a l l y  o r  c r i t -  

i c a l l y .  Also, t h e  n a t u r a l  r e a l i s m  of  na ive  percep t ion  is 

d i scove rab le ,  But what of  t hose  exp res s ions  o f  thought 

which do no t  and have no t  o r i g i n a t e d  i n  na ive  percep t ion?  

Often it i s  necessary  t o  know t h e  system from which t h e s e  

express ions  o f  thought  stem b e f o r e  t h e y  can be d i s c l o s e d  and 

t h e  o r i g i n a l  d iscovered.  These exp res s ions  may t hen  be 

found t o  l a c k  e i t h e r  ground o r  r o o t .  They may be pure con- 

s t r u c t s  of  t h e  mind. 

Moreover, i n  any t a l k  about  a  l i t e r a r y  work, expres-  

s i o n s  rooted i n  na ive  percep t ion  do mingle w i th  exp res s ions  

stemming from c o n s t r u c t i o n s  o f  thoucht .  That which i s  o r i g -  

i n a l  seems then ,  s o  hidden a s  no t  t o  be  recognizab le .  To 

d i s c l o s e  t h o  hidden is a long  and arduous t a s k  e s p e c i a l l y  when 

t h e  manner o f  d i s c o v e r y  has  t o  be shown, s o  t h a t  t h e  r e l a t i o n -  

s h i p  between t h e  a c t u a l  express ion  and t h e  r e a l i t y  which i s  

hidden is  not  l o s t .  It i s  no t  neces sa ry  f o r  v a l i d i t y  t h a t  

t h e  speaker  o f  an express ion  r e c o g n i ~ e  upon d i scove ry ,  what 

was hidden i n  h i s  c o n s t r u c t i o n  o f  thought  o r  na ive  express ion .  

The e lementa l  exp res s ions  which make up n a t u r a l  

r ea l i sm,  thought  o u t  and f o r n u l a t e d ,  form o n t o l o g i c a l  evid-  

ences.  Fundamental i n s i g h t s  on which i n t e g r a l  c r i t i c i s m  i s  

grounded must be rooted i n  t h e s e  o n t o l o g i c a l  evidences .  Thus 

t h e  judgment and a f f i rma t ion  nI ex i s tn  is a s e l f  ev iden t  f a c t  



of l i f e .  It has  t h e  compePling c h a r a c t e r  o f  i ne scapab le  

evidence,  These spontaneous s e l f  ev iden t  f a c t s  o f  l i f e  a r e  

more r e l i a b l e  t h a n  c o n ~ t r u c t ~ i o n s  based upon thought ,  expres-  

sed a s  a  ph i lo soph ica l  system, C r i t i c a l  approaches de r ived  

from systems of thought ,  be  t h e y  s c i e n t i f i c ,  l i n g u i s t i c ,  

psychologica l ,  s o c i o l o g i c a l ,  p o l i t i c a l  o r  even ~ o n t o l o g i c a l n  

a s  i n  t h e  Kantian system, a r e  t h e r e f o r e  i n  t h e  n a t u r e  o f  d i f -  

f e r e n t i a l  c r i t i c i s m .  Within t h e  continuum which i s  l i t e r a r y  

t a l k ,  t h e r e  i s  a t  any given p o i n t ,  evidence t h a t  what is  

being expressed is sepa ra t ed  from r e a l i t y ,  from l i f e ,  from 

t h e  l i v e d  r e a l i t y  o f  t h e  reader .  lo We a l r e a d y  s e e ,  and it 

w i l l  p r e s e n t l y  become c l e a r ,  t h a t  t h i s  s e p a r a t i o n  is between 

n a t u r a l  r e a l i s m  and c o n s t r u c t i o n s  of pure  thought .  

While it cannot be denied t h a t  na ive  pe rcep t ions  

having t h e  q u a l i t y  o f  natural r e a l i s m  a r e  more fundamental  

and r e l i a b l e  t han  t h e  cons t ruc ted  evidence of pure t hough t ,  

t h e s e  na ive ,  s e l f  ev iden t  obse rva t ions  may n e v e r t h e l e s s  be 

erroneous e s p e c i a l l y  i n  t h e i r  express ion .  It is  t h e r e f o r e  

ques t ionable  i f  t h e s e  s e l f  evidences  can be used without  

v e r i f i c a t i o n  i n  a  c r i t i c i s m  t h a t  d e s i r e s  t o  be i n t e g r a l .  What 

is necessary  i s  a  norm, Poss ib ly  t h e  evidence of t h e  p a s t  

r e v e a l s  a norm, 

Thomisn, M a r i t a i n  and C r i t i c i s m  

Efa r i t a in t s  ph i lo soph ica l  ou t look  i s  Thornistic and 

Crea t ive  I n t u i t i o n  i s  ga thered  from and i n s e r t e d  i n  t h i s  

t r a d i t i o n ,  But bo th  philosophy and works of a r t  a r e  a l s o  
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, t h e  o t h e r  incar -  

na t iona l .  Both d e r i v e  from experionce. 

Philosophy is then ,  not  t o  be found i n  a new system, 

be it of t h e  pas t  o r  f u t u r e .  The metaphysicians P la to ,  

A r i s t o t l e  and Thomas Aquinas ". . . had no system i n  t h e  

i d e a l i s t i c  sense of t h e  word." l1 Their  a t tempt  was not  t o  

formulate  a philosophy once and f o r  a l l ,  b u t  " to  maintainn 

man's n a t u r a l  r ea l i sm and "to s e r v e w  t h i s  r ea l i sm through 

formulation conditioned by and f o r  % h e i r  own t imesv*  Sim- 

i l a r l y  a t  t h e  present  time, and a s  h r i t a i n  d i d ,  "we have 

t o  maintian it and se rve  it." I n  t h i s  pe renn ia l  philosophy 

t h e  ques t  is  not  "to achieve a system of t h e  world a s  i f  

being could be deduced from thought." I n  nearness  t o  a l l  

t h a t  is, t h e  quest  i s  " to r e l a t e  r e a l i t y , "  t o  d iscover  ground 

and r o o t  "in whose l i g h t  a l l  t h e  changing problems of . .. 
a r t  have t o  be solved.w12 Mar i ta in ' s  i n s i g h t s  a r e  unique. 

Thomas Aquinas did not  express  himself on t h e  sub jec t  of t h e  

Fine Arts s p e c i f i c a l l y .  But s i n c e  Mar i ta in ' s  i n s i g h t s  have 

t h e  same o r i g i n  a s  t h e  perennia l  philosophy whose exemplars 

a r e  P la to ,  A r i s t o t l e ,  Aquinas, many of t h e i r  i n s i g h t s  were 

a v a i l a b l e  t o  Maritain-and a r e  t o  US. 

Naive percept ion can be expressed i n  a manner which 

is exemplary because of t h e  i n t e l l e c t u a l  a b i l i t y  of t h e  per- 

son. Tested through time t h e s e  expressions became a norm. 

But it must not  be fo rgo t t en  t h a t  a s  norm t h e y  remain o r ig -  

i n a l .  Percnnis ~ h i l o s o p h i a ~ ~  i s  t o  be understood, i n  t h i s  

sense,  no t  a s  a t i t l e ,  bu t  a s  t h a t  which i s  o r i g i n a l  and 



continuous i n  any t r u e  i n s i g h t ,  The norm i s  o f t e n  no t  re- 

cognized because t h e  o r i g i n a l  i n  t h e  norm is  e i t h e r  f o r g o t t e n  

o r  has become corroded and concealed,  Both t h e  compell ing,  

inescapable ,  evidence o f  this norm and naive s e l f  evidences  

are t h e r e f o r e  u l t i m a t e l y  v a l i d a t e d  upon f i rs t  p r i n c i p l e s .  14 



CHAPThR TWO 

PERIPHERAL EXPLORATION 

Desc r ip t ive  C l a r i f i c a t i o n s  

V a r i t a i n  's ph i lo soph ica l  e x p l o r a t i o n  g i v e s  founda t ion  

t o  much of  what is revea led  o r  implied i n  t h e  realm of t a l k .  

O f  course  t a l k  b r i n g s  ou t  a s p e c t s  which a r e  i r r e l e v a n t  o r  

erroneous e s p e c i a l l y  when, a s  is s o  o f t e n  t h e  c a s e ,  t h e  poem 

i s  i d e n t i f i e d  wi th  t h e  poe t ' s  l i f e  and psychology. Because 

we a r e  aware of a  r e l a t i o n s h i p  between t h e  poem and t h e  poe t ,  

we i n t u i t i v e l y  know t h a t  t o o  f a c i l e  an  exp lana t ion  about  t h e  

n a t u r e  of  t h i s  r e l a t i o n s h i p  does  n o t  s t and  up. It is  this 

c r u c i a l  r e l a t i o n s h i p  which occupied b r i t a i n  first and which 

he i n v e s t i g a t e d  both  i n  t h e  East  and ~ e s t . l  Everywhere he 

recognized t h e  same a c t i o n  t a k i n g  p lace .  The poem emerges 

from t h e  a u t h o r  a s  a  u n i f i e d  whole q u a l i t a t i v e l y  d i f f e r e n t  

and r i c h e r  t han  t h e  sum of  i t s  p a r t s .  This  whole is  a  

oneness of e x t e r n a l  r e a l i t y  and t h a t  ve ry  r e a l i t y  pe r sona l i zed ,  

imbued wi th  something of  t h e  a u t h o r ' s  s e l f .  

To f u l f i l l  t h e  o b j e c t i v e  of  t h i s  t h e s i s  I fo l low and 

c l a r i f y  M a r i t a i n T s  e x p l o r a t i o n  of t h e  c r e a t i v e  a c t i o n ;  an 

a c t i o n  made v i s i b l e  i n  t h e  a r t  o f  both t h e  East  and t h e  West. 

This c l a r i f i c a t i o n  is  e s s e n t i a l  because t h e  r e l a t i o n s h i p  which 

e v e n t u a l l y  produces t h e  poem, i s  analogous t o  t h e  r e l a t i o n s h i p  

which e v e n t u a l l y  t a k e s  p lace  between reali ty-as-poem and t h e  

k0 
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r e a d e r - a s - c r i t i c ,  The ques t ion  which emerges and which w i l l  

be answered i s  "1s t h e  poet  a  c r i t i c  and t h e  c r i t i c  a  poet?" 

Through t h e  i nduc t ive  survey  o f  Eas te rn  and Western 

a r t ,  Mar i ta in  recognized one fundamental  p r i n c i p l e ,  an em- 

p i r i c a l  evidence of  u n i v e r s a l  dimension, revea led  i n  a l l  a r t .  

To make t h i s  p r i n c i p l e  c l e a r  h e  f i rs t  d e f i n e s  t h e  terms Thing1 '  

and "Self." Se l f  d e s i g n a t e s  both  t h e  s i n g u l a r  uniqueness  and 

i n t e r n a l  dep th  of t h e  f l e s h  and blood e x i s t e n t  endowed wi th  

immanent a c t i v i t y ,  e s p e c i a l l y  r e f l e c t i v e  consciouuness;  Self  

is  t h e  a r t i s t  a s  person. Thing d e s i g n a t e s  a l l  t h a t  i s ,  i n  i t s  

s i n g u l a r i t y  o r  complexity. It is  both . . t h e  s e c r e t i v e  

dep th  of an  i n f i n i t e  h o s t  of  be ingsw(10/9)  and t h e  interwoven 

i n t r i c a c y  of a s p e c t s ,  even t s ,  phys i ca l  and moral t a n g l e s .  It 

is r e a l i t y  i n  any one of i t s  a s p e c t s  as  bo th  s i n g u l a r  and 

whole, It is  t h e  indec ipherab le  "other."  It is t h a t  which 

f a c e s  t h e  a r t i s t  i n  a  myriad of  p o s s i b i l i t i e s .  

Thing invades Se l f .  The work of  a r t  is  t h e  o f f s p r i n g  

of t h i s  union,  The same p r i n c i p l e  is u n i v e r s a l l y  revea led  

and d i scoverab le :  O r i e n t a l  a r t ,  though i n t e n t  on Things, never-  

t h e l e s s  r e v e a l s  obscure ly  t h e  S e l f ,  t h e  p e r s o n a l i t y  o f  t h e  

a r t i s t ;  whi le  Occidental  a r t ,  though i n c r e a s i n g l y  i n t e n t  on 

t h e  S e l f ,  n e v e r t h e l e s s  r e v e a l s  obscu re ly  t h e  i n c e r  dep th  of 

Things. !!ko peoples r e v e a l  two a r t s ,  i n t e n t  on oppos i t e  po l e s  

of i n t e r e s t ,  y e t  d i s p l a y i n g  i n  t h e i r  a r t  t h e  same fundamental 

p r i n c i p l e .  A r t  is a  mutual r e v e l a t i o n  of  bo th  Se l f  and Thing, 

which is  poe t i c  i n t u i t i o n .  The poem a s  e x i s t e n t  belongs  t o  

t h e  realm of Thing. If t h e  c r i t i c  i s  l i k e  t h e  poet  i n  t h a t  a s  
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persons both a r e  equa l ly  capable of a  Poet ic  ex is tence ,  then 

t h e r e  is t h e  p o s s i b i l i t y  of a  unique and complete under- 

s tanding between t h e  poem and t h e  c r i t i c ,  This analogy is  

opera t ive  throughout Creat ive I n t u i t i o n  , 

Because of Mar i t s in ' s  phi losophica l  i n c l i n a t i o n  and 

h i s  s i t u a t i o n  i n  l i f e , 2  he could not  r e s i s t  t h e  challenge of 

t h e  problem revealed i n  h i s  survey, The appea l  f o r  Mari ta in 

was t o  demythologize a r t  and d i s p l a y  i ts  nature.  To him 

d i sc losure  of r e a l i t y  must be empir ica l  t o  t h e  f u l l  content 

of human experience and i n  accordence with human nature.  It 

is t h i s  double aspect  of human ex i s t ence ,  .%r i t a in l s  empir ical  

p r i n c i p l e ,  t h a t  needs t o  be d is t inguished s o  t h a t  i ts  f u l l  

dimension can be understood .3  

Creat ive  I n t u i t i o n ,  a f t e r  years  of l e s s  ambitious 

a t t e n p t s ,  is  M a r i t a i n t s  mature and developed i n s i g h t  i n t o  t h e  

whole process  of c r e a t i v i t y .  A development of personal d i s -  

covery is harmoniously uni ted  with i n s i g h t s  formulated by t h e  

perennial  philosophy.4 A t  t h e  r i s k  of being l e s s  accura te  

phi losophica l ly  and the re fo re  open t o  mis in te rp re ta t ion ,  we 

have " t r ans la ted  , I t  s o  t o  speak, and uni f ied  t h e  lengthy philo- 

sophical  j u s t i f i c a t i o n s  which support  h i s  view i n  our reading, 

Elar i ta inls  focus br ings  out  t h a t  t h e  very r e a l i t y  of t h e  poem 

is an incarnat ion  of  t h e  spirit5 of man, Creat ive I n t u i t i o n  

shows how t h i s  i s  so ,  The need f o r  an exp l i ca t ion  of what is 

meant by t h e  union o f  Thing and Sel f  is  foremost. This union, 

however, is  only  v i s i b l e  i n  t h e  poem, 

To make h i s  i n v e s t i g a t i o n  immediately access ib le ,  



43 

Mari ta in  beg ins  wi th  a d e f i n i t i o n  o f  a r t  and Poetry ,  But, 

t h e  t r u e  s i g n i f i c a n c e  of t h e s e  terms becomes c l e a r  progres-  

s i v e l y  throughout Crea t ive  I n t u i t i o n .  A r t  i s  ". . . t h e  

c r e a t i v e  o r  producing, work making a c t i v i t y  of  t h e  human mindw 

and Poetry  is  t h a t  r e a l i t y  which i s  lf.  . . a process  . . . 
t h a t  intercommunication between t h e  i n n e r  being o f  t h i n g s  and 

t h e  i n n e r  be ing  of  t h e  human Se l f  . . / . poetry6 i s  a 

r e a l i t y  of wide ex tens ion ,  It i s  not  o n l y  t h e  i n n e r  l i f e  o f  

a l l  t h e  Arts and t h e r e f o r e  more g e n e r a l  and primary than  t h a t  

r e a l i t y  which c o n s i s t s  i n  t h e  w r i t i n g  o f  v e r s e  bu t  a l s o  a dim- 

ens ion  of  every  human being,  Without d i s c l o s i n g  t h e  r e a l i t y  of 

Poe t ry  through a r i go rous  i n v e s t i g a t i o n  which i s  t h e  par-  

t i c u l a r  c o n t r i b u t i o n  of I b r i t a i n ,  Coler idge named t h e  same 

process  poesy. 

Obviously, whet needs t o  be  made c l e a r  is  t l ,  . . both  

t h e  d i s t i n c t i o n  and t h e  i n d i s s o l u b l e  r e l a t i o n s h i p  . . ,11(3/3 ) 

between a r t  and Poetry.  E x p l i c i t l y  it is  necessary  t o  show 

". . , t h e  e s s e n t i a l  p a r t  played by t h e  i n t e l l e c t  o r  reason  i n  

bo th  a r t  and poe t rym(4 /3 )  bu t  e s p e c i a l l y  t o  c l a r i f y  how , . 
poet ry ,  has i t s  source  i n  t h e  preconceptua l  l i f e  o f  t h e  i n -  

t e l l e c t n ( 3 / 3 ) .  The i n t e l l e c t u a l  p rocess  which i s  a r t ,  i n  so 

f a r  a s  it r e l a t e s  t o  a l l  making, needs t o  be explored7 be- 

cause  M a r i t s i n ' s  

. . . i nduc t ive  i n q u i r y  s u g g e s t s  t h a t  a t  t h e  r o o t  of t h e  
c r e a t i v e  a c t  t h e r e  must be a q u i t e  p a r t i c u l a r  i n t e l l e c t u a l  
p rocess ,  wi thout  p a r a l l e l  i n  l o g i c a l  r ea son ,  through which 
Things and t h e  Self a r e  grasped t o g e t h e r  by meahs of a 
kind o f  exper ience o r  knowledge which has  no conceptua l  ex- 
pres s ion  and is expressed o n l y  i n  t h e  a r t i s t ' s  work(34/30) 



A r t  a s  a  c a p a c i t y  and a b i l i t y  of t h e  person,  has  i t s  

own f u n c t i o n  which however d i f f e r s  when in f luenced  by Poetry ,  

It is  t h e n  e s s e n t i a l  t o  know what a r t  is ,  be fo re  it i s  i n -  

f luenced  by Poetry ,  

The I n t e l l e c t  and A r t  - 
Since t h a t  which we know i s  revea led  i n  t h e  a c t  of  

knowing, & r i t a i n 8  does  no t  cons ider  whether man has  t h e  

c a p a b i l i t y  t o  know. Ha developed9 i n s i g h t s  i n t o  man 

knows and comes t o  unders tand ,  That man knows, i s  i r r e f u t -  

ab l e .  We cannot admit t h a t  we do not  r e a l l y  know what it is  

t o  know, Even though we cannot exp res s  it w e  l1knowW it, 
10 

In  l i f e ' s  a c t i v i t i e s ,  i n  t h e  t a s k  o f  c r i t i c i s m ,  we n a t u r a l l y  

employ o u r  knowabi l i ty ,  

Often t h e  c u l p r i t  a t  t h i s  po in t  is  t h e  confusion be- 

tween man's a b i l i t y  t o  know and h i s  a b i l i t y  t o  know exhaus- 

t i v e l y ,  The l a t t e r  is no t  implied i n  t h e  former. P la r i t a in  

d i f f e r s  from o t h e r s  who f irst  c i rcumscr ibe  r e a l i t y  wi th  

thought and s o  l i m i t  what knowledge is,  Within a  wsystemw s o  

c rea t ed ,  knowledge i s  exhaus t ive  ,11 But r e a l i t y  is no t  circum- 

s c r i b a b l e ,  Pe renn ia l  philosophy is  a s t a n c e  of conscious  

openness t o  l i m i t l e s s  r e a l i t y ,  R e a l i t y  r e t a i n s  i t s  q u a l i t y  o f  

mystery. R e a l i t y  a s  an  i n e x h a u s t i b l e  realm of  p o s s i b l e  know- 

ledge  and deeper  unders tanding  r e t a i n s  i t s  c h a r a c t e r  of  cha l -  

Xenge. This  cha l lenge  r e v e r b e r a t e s  i n  t h e  poe t ,  i s  p r e s e n t  a s  

poem and engages t h e  c r i t i c ,  While t h e  mystery o f  r e a l i t y  o r  

being appears  i n  every  dimension of conc re t e  r e a l i t y ,  we s h a l l  
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s e e  t h a t  t h e  poem, a s  a  c r e a t i o n  o f  man, makes un rea l i zed  

dep ths  of  r e a l i t y  knowable, 12  

When invest igat ing13 t h e  d i v e r s e  i n t e l l e c t u a l  a c t s  o f  

t h e  S e l f ,  we d i s t i n g u i s h  and cons ide r  t h e  n a t u r e  of  t h e s e  

a c t s .  D i s t i n c t i o n s  s o  brought o u t  have long  been recognized 

and t h e i r  s ign i f i cance14  is of importance. A s  engaped i n  pure 

i n t e l l e c t u a l  a c t i v i t y  f o r  t h e  sake  of knowledge, t h e  Se l f  l ongs  

t o  s ee ,  Its o n l y  g o a l  i s  t o  g r a s p  t h a t  which is Truth,  So 

engaged, t h e  Self  is  n o t  concerned wi th  o t h e r  a c t i v i t y .  On t h e  

o t h e r  hand, when engaged f o r  t h e  sake  o f  a c t i o n ,  t h e  S e l f  

longs  f o r  a c t i v i t y  t o  be  guided o r  t a s k s  t o  be  achieved.  

Thus we a r e  aware of two b a s i c a l l y  d i f f e r e n t  ways i n  

which t h e  i n t e l l e c t  e x e r c i s e s  its a c t i v i t y ,  e i t h e r  s p e c u l a t -  

ive15 o r  p r a c t i c a l .  This  d i s t i n c t i o n  is  e s s e n t i a l  because t h e  
4 

e n t i r e  dynamism of  t h e  i n t e l l e c t  depends upon whether t h e  ob- 1 

j e c t  is  knowledge o r  ac t ion .  &en t h e  approach t o  i t s  o b j e c t  I 

i s  dependent on t h e  o b j e c t .  

In s p e c u l a t i v e  a c t i v i t y  t h e  w i 1 1 1 6  b r i n g s  t h e  i n t e l -  

l e c t  t o  t h o  e x e r c i s e  of  i ts power. Once a c t i v e ,  t h e  w i l l  is  

not  engaged because t h e  a c t i v i t y  is  pure ly  i n t e l l e c t u a l ,  But  

i n  p r a c t i c a l  a c t i v i t y  t h e  w i l l  is  a c t i v e  i n  t h e  whole process  

of knowledge. The w i l l  o p e r a t e s  i n  conjunc t ion  wi th  t h e  i n t e l -  

l e c t ,  Taken i n  i tself  t h e  i n t e l l e c t  t ends  t o  g r a s p  r e a l i t y  o r  

Being. But permeated by t h e  w i l l  which t e n d s  towards a c t i o n ,  

t h e  i n t e l l e c t  coopera tes  w i th  t h e  w i l l  and is a l s o  engaged 

towards a c t i o n ,  

I n  pe renn ia l  philosophy,  t r u t h  i s  t h e  conformity  of 
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t h e  i n t e l l e c t  with r e a l i t y  o r  Being--which fo l lows l o g i c a l l y  

from man's capaci ty  t o  know, a s  understood i n  t h i s  t r a d i t i o n ,  

This is  t r u e  i n  specu la t ive  knowledge but  i n  p r a c t i c a l  know- 

ledge " there is no previous ly  e x i s t i n g  t h i n g  with which t h e  

i n t e l l e c t  can make i t s e l f  consonan tn (~7 /33) ,  The t h i n g  has  a s  

yet not  been brought i n t o  exis tence ,  It is with t h e  tenden- 

t i a l  dynamism of  t h e  human being, t h a t  t h e  p r a c t i c a l  i n t e l l e c t  

must make i t s e l f  consonant. Truth i n  p r a c t i c a l  knowledge i e  

then, conformity of t h e  i n t e l l e c t  with t h e  t enden t iona l  dynam- 

i s m  of  t h e  w i l l .  

A second e s s e n t i a l  d i s t i n c t i o n  i n  p r a c t i c a l  knowledge 

i t s e l f  is  between a c t i o n s  t o  be done and th ings  t o  be made, 

This d i s t i n c t i o n  d i v i d e s  i n t o  two realms t h e  a c t i v i t y  which i8  

moral and t h e  a c t i v i t y  which is a r t i s t i c ,  Moral i ty  is con- 

cerned with doing, t h a t  is, with t h e  use  of  free w i l l .  But 

a r t  concerns with making, Thus, good o r  bad making has t o  da 

with a r t  and i s  o u t s i d e  t h e  realm of mora l i ty ,  while good o r  

bad behaviour has  t o  do with mora l i ty  and is ou t s ide  t h e  r e a h  

of a r t ,  

I n  t h e  moral o rde r  t h e  performing of good a c t 8  engen- 

d e r s  moral v i r t u e .  It i n c l i n e s  t h e  person t o  a c t  we l l  i n  a l l  

circumstances, because t h e  person is, a s  it were, bent towards 

t h e  good. Moral v i r t u e  is then  t h e  r e s u l t  of moral conduct i n  

t h e  pas t ,  A t  t h e  h e a r t  of t h e  moral l i f e  is t h e  v i r t u e  of 

,17 t h e  h ighes t  perf  c c t i o n  i n  determining whet a c t s  

should be performed i n  p a r t i c u l a r  circumstances. It involves 

r i g h t  reasoning and judgmnts  concerning t h i n g s  t o  be done i n  
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e p a r t i c u l a r  case, Si tuated a t  t h e  threshold  of t h e  moral 

l i f e ,  prudence impregnates a l l  t h e  o t h e r  v i r t u e s  which a r e  a  

guide t o  ac t ions .  18 

Analogous t o  prudence i n  t h e  moral o rde r  is  a r t  i n  t h e  

o rde r  of making. The v i r t u e  of a r t  involve8 r i g h t  reasoning 

and judgments concerning th ings  t o  be made. A s  is  prudence, 

s o  a r t  is a per fec t ion ,  a  n a t u r a l  i n c l i n a t i o n .  It is 

inner  q u a l i t y  o r  , . . d i s p o s i t i o n  t h a t  r a i s e s  t h e  human sub- 

j e c t  end h i s  n a t u r a l  powers t o  a higher degree of v i t a l  form- 

a t i o n  and energy . , ,1f(lt8/35). A r t  becomes a second na tu re ,  

which is  l i k e  a  possession, and r e s u l t s  i n  an undeviat ing a c t -  

i v i t y  i f  t h e  person does not r e s i s t  t h e  n a t u r a l  * i n c l i n a t i o n w  
i 

acquired. A r t  belongs both t o  knowing and t o  a c t i n g ,  r e -  
I 

veal ing  t h e  in t imate  compenetration of knowledge and w i l l  i n  I 

I 

t h e  u n i t y  of consciousness a s  S e l f ,  a s  personal  ;rl 
In  a r t  t h e  w i l l  tends t o  t h e  work and no t ,  a s  i n  t h e  I 

moral order ,  t o  t h e  f u l f i l l m e n t  of human l i f e .  The pe r fec t ion  

of t h e  w i l l  i n  a r t  is then i n  r e d t i o n  t o  t h e  good o f  t h e  work 

t o  be made, by means of r u l e s  discovered by t h e  i n t e l l e c t ,  

But adherence t o  r u l e s  is derived from i n n s r  n e c e s s i t y  a s  re- 

s u l t i n g  from t h e  v i r t u e  of  a r t .  Rule is no t  a  ready-made 

rec ipe ,  but  a  v i t a l  way of making, discovered by t h e  i n t e l -  

l e c t s '  c r e a t i v i t y .  It is r a t h e r  invention. To t h e  degree 

t h a t  r u l e s  a r e  mere r e c i p e s  they  a r e  obs tac les  t o  a r t .  Always 

t h e  primary rule is  t h e  s a t i s f a c t i o n  of t h e  need towards which, 

from t h e  very s t a r t ,  t h e  w i l l  t ends  and which is grasped by 

t h e  i n t e l l e c t ,  



A r t  and Beauty -- 
Another d i s t i n c t i o n  of importance t o  b r i t a i n  is 

between useful  a r t  and f i n e  a r t .  A r t  is u se fb l  when t h e  

th ing  mads answers t o  a p a r t i c u l a r  need. UsefUl a r t  is 

u t i l i t a r i a n ,  while f i n e  a r t  is a e s t h e t i c ,  because "what t h e  

w i l l  o r  appe t i t e  demands is t h e  r e l e a s e  of  t h e  pure c r ea t -  

i v i t y "  o f  t h e  Sel f  'in its longing f o r  beeutyn(54/40). To 

evoke beauty19 i n  t h e  work produced is t h e  f i n a l  measure and 

not t h e  u t i l i t a r i a n  value. 20 The value i n  f i n e  a r t  does not  

depend upon t h e  imi ta t ion  of appearance but  i n  t h e  a b i l i t y  t o  

evoke beauty i n  t he  p a r t i c u l a r  dep ic t ion  i t s e l f .  A l l  t h i s  

flows from the  nature  of man's understanding. "Left t o  t h e  

freedom of i t s  . . . nature  the  i n t e l l e c t  s t r i v e s  t o  engender 

beautyw because, . . beauty is r ad i an t  with i n t e l l i gencew 

(55/40). The need, a s  ob j ec t ,  is  not  extraneous but one with 

t h e  i n t e l l e c t .  Thus t h e  e s s e n t i a l  th ing  i n  f i n e  a r t  i s  t h e  
, 

need, a v i t a l  dynamism, of t h e  i n t e l l e c t  t o  manifest  extern-  

a l l y ,  what is  grasped within i tself  i n  c r ea t i ve  i n t u i t i o n ,  and 

t o  manifest it i n  beauty. 

To s ee  a l l  What 1s21 i n  i ts dimension of beauty is t o  

see  t h e  t r u e  appearance of a Thing. But t h e  beauty of any- 

th ing-- i t s  perfect ion-is  t h e  harmonious u n i t y  of being, good 

and t rue .  In t h i s  sense Beauty is both Truth and Good end an 

.expression of t h e  e x i s t e n t  a s  ex i s ten t .  Man must dwell  on 

ea r th  poet ical ly22 t o  see t h a t  Truth i s  ~ e a u t ~ . * ~  

It is thus  t h a t  t h e  w i l l  longs f o r  and responds t o  
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beauty. The c r e a t i v i t y  is t h e  power t o  engender. The dyn- 

amism of t h e  w i l l  tends o r  aims by means of r u l e s ,  discovered 

by t h e  i n t e l l e c t ,  t o  engender. Let u s  i nd i ca t e  a t  t h i s  point  

t h a t  c r ea t i ve  i n t u i t i o n  is t h e  first "rulew and from it t h e  

whole work o r ig ina tes .  Now t h e  i n t e l l e c t  not  only engenders 

i n  t h e  inner  word o r  concept but  s t r i v e s  *to express and u t t e r  

outward . . .n(55/40)e It tends t o  manifest  i tself i n  a work. 

Both t h e  w i l l  and emotive powers make t h e  i n t e l l e c t  go out  of  

i t s e l f .  I n  o the r  words, t h e  c r e a t i v i t y  of  t h e  Self  is "the 

first ontologica l  roo t  of a r t i s t i c  a c t i v i t y w  ( 55/40 1. The 

whole and s o l e  tendency of t h e  i n t e l l e c t  is t o  engender i n  

beauty, To t h i s  end t h e  whole Self  is concentrated i n  a l l  i ts 

powers. That is t h e  v i t a l  dynamism of f i n e  a r t .  

A r t  exerc ises  i ts c r ea t i ve  judgment i n  tending towards 

beauty. Creative judgment comes i n t o  accordance with rules, 

But, first of a l l ,  through t h e  impact of beauty t h e  not ion of 

r u l e  i t s e l f  is transformed because wru lesn  cannot be r u l e s  if  

t h e  need is a perpetual  newness of c r e a t i v i t y .  Newness is a 

necess i ty  because t h e  objec t  t o  be made is t o t a l l y  un l ike  any 

other .  Every poem is  unique but  moreover, s ince  beauty is 

coextensive with Being, "no form of a r t  however pe r fec t  can 

encompass beautyn (56/42 ) . The ways of pa r t i c i pa t i ng  i n  beauty 

are, then,  never l imi ted .  The a r t i s t  continuously hunts f o r  

analogous, " typ ica l ly  d i f f e r e n t  ways of pa r t i c i pa t i ng  i n  

beautyw( 57/42 ) . New ways of making must be employed and these  

ways w i l l  be new adoptions of fundamental r u l e s  o r  r u l e s  

h i t h e r t o  not employed. 
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These r u l e s  i n  t h e i r  newness may be d isconcer t ing ,  

They a r e  not  r u l e s  of p a r t i c u l a r  making but  more un iversa l  

laws, concealed i n  t h e  roo t s  of a r t ' s  s t r eng th  and energy and 

l ived  r a t h e r  than conceptualized, They a r e ,  i n  t h e  a r t i s t ,  

t he  foundations of h i s  i n t e l l e c t u a l  s t r eng th  and hence, p r i o r  

t o  t echn ica l  manifestat ion,  These r u l e s  a r e  exemplified i n  

t h e i r  r espec t ive  d i v e r s i t y  by t h e  outstanding works of any 

epoch o r  ~ t ~ l e . 2 4  

Also, t h e  r u l e s  of making, come i n  t h e  f i n e  a r t s  t o  

share  i n  suppleness and adap t ab i l i t y ,  because they d e a l  every 

time with t h e  u t t e r  s i n g u l a r i t y  of a new case,  t h e  work t o  be 

made an end i n  i t s e l f ,  For t h e  a r t i s t ,  t h e r e  is every time 
l 

and f o r  every work, a unique and new way t o  s t r i v e  a f t e r  t h e  
l 

end. Rules flow from t h e  contingency of s i ngu l a r  cases. It I 

I 

is  through aspec t s  of s t reng th  l i k e ,  "perspicaci ty,  ciscum- 
'I 

spec t ion ,  precaution, indust ry ,  boldness, shrewdness and g u i l e ,  

t h a t  t h e  craftsmanship af t h e  a r t i s t  succeeds i n  engendering 

Moreover, t h e  s t reng th  and energy with which t h e  a r t i s t  

i n c l i n e s  t o  engender i n  beauty is a l s o  unique, A s  we'have seen, 

t h e  t r u t h  of t h e  p r a c t i c a l  i n t e l l e c t  c o n s i s t s  i n  conformity 

with t h e  undeviating w i l l  a s  s t r eng th  and energy, It is i n  

f i n e  a r t s  t h a t  t h i s  s t r eng th  and energy tends r a t h e r  t o  beauty, 

Hence, an i n t e n s i t y  of impetus is required from t h e  undeviat ing 

will. Idea l ly ,  "to produce i n  beauty t h e  a r t i s t  must be i n  

love with beautyW(58/43). This,  t o  Mari tain,  is a necessi ty-  

ac tual i%ed i n  every outstanding Poet, 
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&, Beauty, Creat ive I n t u i t i o n  

In t h e  f i n e  a r t s  t h e  primary r u l e  . . is t h e  v i t a l  

ac tua t ion  . . . through which f r e e  c r e a t i v i t y  . . . expresses 

i t s e l f  first . . . and t o  which . . . t h e  mind of t h e  a r t i s t  

must first of a l l  be loyalfi(59/44).  The first  v ig i l ance  19 

t o  t h e  senses ,  s i nce  t h e  c r e a t i v i t y  i n  its longing f o r  beauty 

passes and a c t s  through t h e  senses.  A l l  t h i s  t akes  place 

before t he  threshold of a r t  has been crossed, 

Only when t h e  making of a  work comes under t h e  r e ign  

of c r ea t i ve  i n t u i t i o n  have we approached t h e  realm of f i n e  

a r t .  Creative i n t ~ i t i o n * ~  w i l l  be discussed l a t e r ,  here it is 

mentioned i n  r e l a t i o n  t o  beauty. Born i n  t h e  "heartn of t h e  

i n t e l l e c t ,  c r ea t i ve  i n t u i t i o n  is t h e  t r u e  incept ion  of  f i n e  

a r t .  nFor t h e  r e a l l y  genuine v i t a l  ac tua t ion  through which 

t h e  f r e e  c r e a t i v i t y  expresses i t s e l f  . . . is t h i s  c r e a t i v e  o r  

poet ic  in tu i t ion"(59/44) .  The work t o  be engendered i n  beauty 

*as a kind of unique cosmosn (59/45) is appendent ' to  t h i s  

c r ea t i ve  i n tu i t i on .  Without c r ea t i ve  i n t u i t i o n  t h e r e  is no 

f i n e  a r t  and no work can be engendered i n  beauty. 

If c rea t i ve  i n t u i t i o n  i s  lacking,  a  work can be p e r f e c t l y  
made and it is nothing, t h e  a r t i s t  has nothing t o  say. 
But if c r ea t i ve  i n t u i t i o n  e x i s t s  and passes t o  some ex ten t  
i n t o  t h e  work, t h e  work e x i s t s  a s  a t h i n  engendered i n  
beauty even i f  it is imperfect ly made(60 7 45) .  

In  genera l ,  dependent on t h e  q u a l i t y  of t h e  a r t i s t ' s  

. c r e a t i v e  i n t u i t i o n ,  t h e  a r t i s t  has an unlimited freedom wi th in  

t h e  universe  of c r ea t i ve  i n t u i t i o n .  From what has been s a i d ,  

we r e a l i s e  t h a t  t h e  d i s t i n c t i o n  between a r t  and f i n e  a r t  is  i n  

no way a separat ion.  As a mat ter  of f a c t  t h e  highest  form of 



use fu l  a r t  expresses beauty bes ides  being useful .  Such u s e f u l  

a r t  is tangent ,  i n  i ts  highest  form t o  works of f i n e  a r t  i n  

which t h e  c r ea t i ve  i n t u i t i o n  is communicated t o  a  minor extent. 

But t h i s  t angen t i a l  p o s s i b i l i t y  must not be construed a s  ob- 

l i t e r a t i n g  t h e  d i s t i n c t i o n .  "Everything sa id  about a r t  i n  

genera l  is t o  be t ransf igured when appliedw(63/48) t o  t h e  f i n e  

a r t s .  Because, a s  we s h a l l  t h e  i n t e l l e c t  o r  reason i n  

f i n s  a r t  is "not conceptual,  d i scurs ive ,  l o g i c a l  reason, nor 

even working reason. It is i n t u i t i v e  reason, . . . i n  which 

t h e  i n t e l l e c t  exerc ises  its a c t i v i t y w  a t  t h e  s i n g l e  roo t  of 

t h e  Self  *s powers and nconjoin t ly  with themw (63/48). Fine 

a r t  is transcendent with regard t o  u se fu l  ar t .  

Fine a r t  belongs never theless ,  t o  t h e  gener ic  na ture  

of a r t  and p a r t i c i p a t e s  i n  t h e  law of u s e f u l  a r t .  Working 

reason plays an e s s e n t i a l ,  though secondary pa r t ,  i n  f i n e  a r t .  

Conceptual, d i scurs ive ,  and l o g i c a l  reason a l s o  play a second- 

a r y  p a r t ,  which is merely an instrumental  pa r t  and r e l a t e s  t o  

t h e  p a r t i c u l a r  ways of making an ob j ec t ,  and of t h e  r e a l i a -  

a t i o n  of c r ea t i ve  i n t u i t i o n  i n  matter.  When t h i s  secondary 

pa r t  becomes primary, t h e  work of a r t  is but  a  product of 

academicism. 

However, when these  secondary r u l e s ,  cont ro l led  by a master 

become, f i g u r a t i v e l y ,  t h e  f i n g e r s  of  c r e a t i v e  i n t u i t i o n ,  they  

compose t h e  indiapensib le  means of c r a f t ne s s :  

As it must not ,  so  geniua cannot, be lawless;  f o r  it is 
even t h i s  t h a t  c o n s t i t u t e s  it genius-the pow95 of ac t i ng  
c r ea t i ve ly  under laws of its own or ig ina t ion .  



Art and Cr i t ic ism -- 
In  considering so  c lo se ly  t h e  v i r t u e  of  a r t ,  we must 

not f o rge t  t h e  dynamic whole, t h e  person. The v i r t u e  of a r t  

does not  l i v e  i n  i s o l a t i o n ,  but is an  i n t r i n s i c  aspect  of t h e  

whole p r inc ip le  of l i f e ,  Its a c t i v i t y  communicates with t h e  

whole i n t e l l e c t ,  with t h e  whole person. The normel clfmate 

of a r t  is understanding; i ts s o i l ,  t h e  whole of  r e a l i t y ,  

. . t h e  i n f i n i t y  of human experience enlightened by t h e  

passionate i n s igh t s  of anguishn and "the i n t e l l e c t u a l  v i r t u e s  

of a contemplative mind (64/49). 

Also, t he  person a s  t h e  knowing sub jec t ,  appears t o  

consciousneas a s  a r e a l  tendency and a p p e t i t e  f o r  knowing, f o r  

becoming , 
28 

The person e x i s t s  a s  a capaci ty  f o r  becoming, i n  

t h a t  r e a l i t y  invades t h e  person and a t t a i n s  t o  consciousness. 

But t h i s  capaci ty  is  a t  t h e  same time a knowledge of arelf. 

This double knowledge of  both ob3ects and self is one a c t  of 

t h e  person, en immanent a c t i v i t y ,  The primary and i r r educ ib l e  

element o f  consciousness shows i tself  t o  be a tendency. nTo 

tendw is a c e r t a i n  way of being, t h a t  t h e  person f i n d s  himself 

t o  be, The person experiences himself a s  both a lacking o f  

being and a capaci ty  f o r  increas ing i n  being, t o  f i l l  up t h i s  

pr ivat ion ,  

I n  knowing any ob jec t ,  t h e  person knows t h e  self. The 

person becomes conscious of s e l f  a t  t h e  same time and ins tance  
I t h a t  knowledge of  t h e  ob jec t  is given, Within broad conscious- 

ness t h e r e  a l s o  appears self-consciousness,  t he  knowledge of 

t h e  s e l f  by t h e  self,  wKnowledgen and "se l f  conscfousnessw 



e re  inseparable i n  human knowledge. These two poles of h u m  

consciousness, given a s  one spaciousness of the  mind, i s  de- 

scribed a s  r e f l ec t ive  consciousness. Although inadequate, 

the  best  image f o r  re f lec t ive  consciouaness, i n  t h e  process 

of widening i ts horison, is t o  see it a s  a luminous f i e l d :  

. . . when knowing an object ,  a s  a s o r t  of luainous f i e l d  
spreading progressively from the object  t o  the  subject  
without abandoning the  object . . . self-consefousness is 
not, a t  l e a s t  a t  first, a d i s t i n c t  a c t  i n  opposition t o  
the  knowledge of the  object.  Rather it is t h e  same a c t  i n  
so f a r  a s  it is transparent t o  i t s e l f ,  Furthermore by 
t h i s  self-consciousness t h e  subject  does not properi be- 
come an t ~ b j e ~ t t  of knowledge l i k e  o ther  objects  because 
the  subject  knows i tself  a s  subject ,  t h a t  i5 ,  from within, 
within the  a c t  of d i r e c t  o r  objective knowledge. Thfs i 8  
why self-consciousness does not i n t e r f e r e  i n  any way with 
the  knowledge of the  object  . . . even though the  a t ten-  
t i on  of the  subJect can be focused a t  one time more on t h e  
object,  a t  another time more on i t s e l f .  We can see now 
how . . . ' r e f lec t ionf  makes it possible t o  have a r igor-  
ous epistemological analysis  s ince t h i s  reflex knowledge 
does not take t h e  place of d b e c t  knor l@ge ,  but accom- 
panies it and perfects  it a s  knowledge, 

As a r t  develops, simultaneously r e f l e c t i v i t y  develops. 

But what is re f l ec t ive  consciousness i n  t h e  realm of a r t ?  It 

is w ~ r i t i ~ a l  reasonn(6O/r+5 ) , an accumen t o  look and reveal  

i t s e l f .  Here is the  first ontological  root  of cr i t ic ism.  
I 

h r i t a i n  agrees with Baudelaire tha t :  

. , . every great poet becomes na tu ra l ly  inevi tably  a 
c r i t i c .  I am sorry  f o r  poets who a r e  guided by i n s t i n c t  
alone; I consider them incomplete; In  the  s p i r i t u a l  l i f e  
of great  poets a c r i s i s  i n f a l l i b l y  a r ieea ,  i n  which they 
want t o  reason out t h e i r  a r t ,  t o  discover the  obscure laws 
of v i r tue  of which they have produced, and t o  der ive  from 
such a scrut iny a s e t  of precepts whose divine aim is in-  
f a l l i b i l i t y  i n  poetic production.30 

A; t he  consideration of a r t  shows, Maritain gives a precise 

foundation f o r  t h i s  view of Baudelaire even though we recog- 

n i t e  the  l a t t e r ' s  reasoning t o  be a na tura l  development of 



t h e  a r t i s t ' s  a t t e n t i o n  and imp l i c i t  i n  t h e  nature  of r e f l e c t -  

i v e  consciousness. But Baudelaire prefaced t h i s  view, "It 

would be qu i t e  a new departure i n  t h e  h i s t o r y  of t h e  a r t s  f o r  

a c r i t i c  t o  t u r n  poet, a r eve r sa l  of  a l l  psychological laws, a 

monstrosity; . . . w31 In  regard t o  t h i s  view, more'needs t o  

be sa id  t o  show Mari tain 's  disagreement,32 because t o  him, 

Baudelaire is t a lk ing  about a person who would have . . 
only t h e  g i f t s  of a c r i t i cn (65 /69)  and i n  view of what has 

a l ready been sa id  t h i s  is nonsensical assumptionw (65/49 1. 

Effec t s  of Pqetrp. on && 

To make poss ib le  a c l a r i f i c a t i o n  of t he  r e l a t i onsh ip  

between a r t  and Poetry, t h e  nature and a c t i v i t y  of  a r t  has 

been s e t  f o r t h  i n  t he  s t r i c t l y  determined sense given t o  t h i s  

word by Maritain.33 He has shown t h a t  a r t  is rooted i n  t h e  

i n t e l l e c t .  I n  o the r  words, a r t  is  under t h e  aeg i s  of man's 

cognit ive power, Logical reason is only one, granted,  major 

aspect  of t h i s  cogni t ive  power, Other cognit ive aspec t s ,  f o r  

example, a r e  r e f l e c t i v e  consciouaness, awareness, empir ical  

perception, i n t u i t i o n ,  reason and poe t i c  knowledge. The l a s t  

is born i n  c r ea t i ve  i n tu i t i on .  Of importance is t h a t  cogni t ive  

power is opera t ive  i n  many ways, l o g i c a l  and non-logical. In 

t h e  r e a l i t y  of t h e  non-logical t h e  wellsprings of Poetry a r e  

found. But reason which is non-logical is not  neces sa r i l y  

i r r a t i o n a l  o r  an t i - r a t i ona l ,  Often t h e  cognit ive powers o f  

man which a r e  o the r  than l o g i c a l  reason receive  t oo  f a c i l e  a 

d ismissa l ,  This occurs because t o  many, l o g i c a l  reason does 

exhaust man's cogni t ive  power o r  more accura te ly ,  man's 
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cognit ive power is seen t o  be co-extensive with l og i ca l  

reason. O f  course, it is then l o g i c a l  t o  re lega te  o ther  know- 

ledge t o  t h e  realm of t h e  i r r a t i o n a l ,  

The foregoing is intended a s  a c la r i fy ing  introduct ion 

t o  a s i gn i f i c an t  paradox. We a r e  considering e f f e c t s  of 

Poetry, not  Poetry i t s e l f ,  Now t h e  paradox Maritain recog- 

n izes  is t h a t  " A r t  longs t o  be f reed  from l o g i c a l  reasonw 

( 7 1 / ~ 1 ) . ~ ~  Throughout h i s t o ry  t h e r e  have been some a r t i s t s  

who longed f o r  t h i s  freedom but  i n  modern a r t  e spec ia l ly ,  an 

in tense  longing has emerged i n t o  consciousness. This s igni f -  
1 

i c a n t  phenomenon is a p a r t i c u l a r  aspect  of a wider development I 

'I1 
which has taken place i n  modern times: a q u a l i t a t i v e  expansion )I1 

I /  

of man's r e f l e c t i v e  consciousness, Now t h e  poet, becoming I (  

progressively more conscious of a r t  i tself ,  found a t  t h e  cen te r  I I, 

\I 

of h i s  own c r e a t i v i t y ,  Poetry, Poetry i n  i ts  naked and free 111 
a v a i l a b i l i t y ,  an inc red ib le  power, an ocean whose waves crash I l l1 

i l  

upon t h e  shores of t h e  domain of t h e  Se l f ,  who is not only 

cogni t ive  but d e s i r e s  t o  understand. Here is t h e  source of 

t h e  demand f o r  freedom from l o g i c a l  reason. 

But power can be misused o r  be overpowering. Once 

cognisant of Poetry, t h e  a r t i s t  is vulnerable.  The p o s s i b i l i t y  

f o r  abuse and excess becomes evident ,  Both t h e  a r t i s t  and t h e  

c r i t i c  recognize t h e  inherent  danger which becomes v i s i b l e  i n  

t h e  poem, eventual ly  leading t o  a cessa t ion  of 

If any imposition from l o g i c a l  reason is re jec ted  simply f o r  

t h e  sake of a s s e r t i n g  poe t i c  sovere igni ty ,  t h e  self-centered 

ego in t rudes  upon and imprisons t h e  manifestat ion of Poetry. 
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Since love of beauty, towards which t h e  a r t i s t  tends,  is a l s o  

what he  w i l l s ,  understanding and w i l l  cooperate t o  be .true t o  

Poetry, The a r t i s t  needs t o  r e j e c t  an in toxica t ion  of Poetry 

which l e ads  t o  using Poetry f o r  one's own aggrandizement and 

g r a t i f i c a t i o n ,  Obedience t o  Poetry is e s sen t i a l ,  

To Maritain a r t  i n  t h e  present century has primari ly 

been immersed i n  Poetry, Now, t h e  abundance of product iv i ty  

i n  f i n e  a r t ,  t h e  f l o u r i s h  of publicat ion i n  l i t e r a t u r e  makes 

endorsement i n  sweeping terms impossible, e spec ia l ly  when con- 

s ide r ing  t h e  l a s t  twenty-f i v e  .36 Maritainta  view applied 

t o  t h e  present  s i t u a t i o n  must be seen i n  its cor rec t  perspec- 

t i v e  o r  inner  p r inc ip le ,  The increase  of a r t i s t i c  a c t i v i t y  

a s  a r e s u l t  of a growth i n  conscious awareness may produce 

more works of Fine A r t .  But a profusion of Fine A r t  is con- 

t i ngen t  upon manTs dwelling on ea r th  Poet ical ly.  O f  n ece s s i t y  

t h e  p o s s i b i l i t i e s  a r e  l imi ted  i n  r e l a t i o n  t o  a notion of 

evolution which is te leo log ica l .  Although PoetryT$ diaphanous 

presence is seen i n  many poems of our time, i n  r e l a t i o n  t o  t h e  

output how many a r e  t r u l y  Poetic? As is  obvious, Mar i t a in t s  

opinion is based upon t h e  very na tu re  of Poetry and t h e  person 

i n  t h e i r  dynamic unfolding i n  r e a l i t y  and a s  pe r t  of r e a l i t y .  

When l i t e r a t u r e  is  approached from i ts  ontologica l  roo t s ,  cer- 

t a i n  aspects  can be known and understood p r io r  t o  t h e  t a s k  of 

crit icism.37 These f a c e t s  o r  aspects  a r e  a l s o  cons t i tuen t s  of 

an approach t o  l i t e r a t u r e ,  

A s  an au then t ic  in tegra t ion ,  t h e  discovery of Poetry 

inaugurated a newness of c r e a t i v i t y ,  Becoming conscious of 
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a r t %  r e a l i t y  and a c t i v i t y  is a challenge t o  t h e  a r t i s t .  It 

is  t h e  challenge of Poetry. This chal lenge,  according t o  

Maritain can be seen i n  t h e  evolut ion of modern poetry. What 

Maritain discovers3b i n  t h i s  evolut ion is s i g n i f i c a n t  because 

t h i s  challenge a s  process is ongoing, a t  work i n  every poet. 

Also, a concrete look a t  t h e  e f f e c t  of Poetry f a c i l i t a t e s  our  

attempt t o  make c l e a r  what is involved i n  an approach t o  

l i t e r a t u r e .  

Evolution of ArZ, I 

I 

The evolut ion of a r t  a s  v i s i b l e  i n  modern poetry d i s -  1 
I 

c loses  a threefold  r e s u l t  derived from t h e  de l i be r a t e  penet- I 1 

r a t i o n  of r e f l e c t i v e  consciousness. The poet is conscious of I 
, 

a freedom with respect  t o  everything which is not  Poetry and I 

/I 

i ts unspoken laws. He is conacious of t h e  necess i ty  which 

binds a r t  master everything which is not  i ts own c r ea t i ve  I' 
l 

and engendering s t rength .  He is conscious of a l o y a l t ~  40, 
I 

t ru th39  which i s  an undeviating determination t o  h i s  o m  

s ingu la r  ins igh t ,  

The process i n  quest ion is i n  essence an ac t i on  of 

l i b e r a t i o n  of an i n t r i n s i c  impulse, . . . one with t h e  

na tu re  of a r t ,  which requ i res  it t o  trensform t h e  th ings  it 

uses  .bO The craftsman deprivesb1 mate r ia l s  of  t h e i r  n a t u r a l  

form i n  order  t o  impose a form born of h i s  mind. The t r e e  is 

trans-formed and becomes, f o r  example, a t ab le .  Similar ly,  

but  more eminently so ,  t h e  a r t i s t  imbues t h e  mate r ia l  with a 

new form. Wood, deprived of i ts  "treenessW becomes a unique 
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e x i s t e n t ,  a t o t a l l y  s i n g u l a r  scu lp tu re ,  The poet,  l ikewise  

while conscious of t h e  n a t u r a l  appearances sf t h e  r e a l i t i e s  

of t h e  world, depr ives  these  r e a l i t i e s  of t h e i r  own n a t u r a l  

form and beauty s o  t h a t  they  l i t e r a l l y  become a p l a s t i c i t y  of  

raw m a t e r i a l ,  i n t o  which he inca rna tes  a form born of h i s  mind 

and emotion, h i s  S e l f ,  

Neither t h e  craftsman nor t h e  a r t i s t  c r e a t e s  ou t  of 

nothing, Both have mate r i a l  t o  work with. Mater ia l  a s  an ex- 

i s t e n t  has  form otherwise it would be nothing, J u s t  a s  wood 

o r  some o t h e r  concrete  m a t e r i a l  is t h e  mat ter  which t h e  a r t i a t  
I 

in-forms s o  is t h e  word o r  language t h e  m a t e r i a l  which becomes 

informed. In  t h i s  context  t h e  a r t i s t  of language superimposes 

i n  t h a t  he . . produces t h e  being of h i s  work i n  s o  f a r  a8  I 

he confers  on c e r t a i n  m u l t i p l i c i t i e s  t h e  u n i t y  of  form con- l l  

ceived by h i s  i ~ n a ~ i n a t i o n . ~ b ~  Deprivation of form can never 
I 

be absolu te ,  no t  even i n  l i t e r a t u r e  

of thought. w43 Words, s i n g u l a r  and 

aura of a l l u s i o n s  and assoc ia t ions .  

t a b l e  made of wood, But t h a t  which 

1: 
where ma t t e r  i s  e "channel 

express ive  u n i t s ,  keep an 

Obviously t h e  t a b l e  i s  a 

makes a t r e e  a t r e e  is 

absent  from t h e  r e a l i t y  of t h e  t a b l e ,  even though anyone may 

st i l l  make t h e  a s s o c i a t i o n  t a b l e  - wood - t r e e .  An outs tanding  

and represen ta t ive  example is  t h e  incorpora t ion  i n t o  a poem, 

of  some element of  another  poem, Let u s  t a k e  a t  random any 

modern poem, I n  t h e  s i x t h  s tanee  of  Robert Lowellts  poem 

"skunk Hourn44 we f i n d  t h e  l i n e  '1 myself am h e l l ,  an  obvious 

i n t e n t i o n a l  a l l u s i o n  t o  Paradise Lost where Setan says ". . 
myself am ~e11;"45 But, t h a t  which makes Paradise hst ,  
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brought out  i n  
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Paradise Lost, l e t  us f o r  now say, t h e  very being of Paradise 

Lost, is absent because the  very being of another object  - 
namely nSkrunk Hourn is present. In  o ther  words, t he  poetic  

sense which cons t i t u t e s  "Skunk Hourn deprives everything used 

i n  the  making of t h i s  poem, of i ts na tu ra l  form. ~ l l u s i o n ~ ~  

is l i t e r a l l y  a playfulness of the  Poet i n  the  presence of 

Poetry. A l l  Things f ind t h e i r  i d e n t i t y  i n  end through t h e  

Poet ' s *play. 

Even the  pat terns  of thought may be s imi l a r ly  deprived 

i n  order  t o  produce "a work invested with a new form and 

beauty born out of t he  a r t i s t ' sw(73/53)  unique Self .  Pound, 

El io t  and Joyce have accomplished a metamorphosis of t h e  

thought process. More recen t ly  o thers  have followed t h e i r  

example. Charles Olson is a notable instance. In  t h i s  context 

Maritain 's contention t h a t  " l ibera t ion and transformation . . . 
keep pace with one anothere(73/53) becomes understandable.47 

Three developmental s t eps  a r e  progressively disclosed 

i n  the evolution of modern a r t ,  F i r s t ,  the re  is an endeavour 

t o  f r e e  a r t  from nature and i t s  forms, I n  transforming nature,  

a r t  allows another universe of forms t o  emerge out  of r e a l i t y ,  

I a deeper r e a l i t y .  The withinness of nature i a  

transformation simultaneously with a kinship t o  

dreams and emotional s t a t e s  of which nature is symbolic, 

However, t h i s  i s  accomplished i n  a r t ' s  own f a b r i c  o r  posi t ion- 

ing of words, metaphors and images, There is no contempt of 

nature nor a separat ion from nature but r a t h e r  an attempt t o  

" s t ea l  from nature i ts own sec re t s  (73/53 ) of poetic  dimension. 
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Nature reveals  i t s  beauty through a un i f i ca t ion  i n  d i v e r s i t y  

which may appear a s  i r r egu la r ,  I r r e g u l a r i t y  a s  such is a 

cha rac t e r i s t i c  of beauty, The ancient  and val id  understanding 

of imi ta t ion i n  a r t  t h a t  nArt imi ta tes  nature  i n  t he  manner of 

i ts operation is  again affirmed i n  t h i s  s t ruggle  towards 

a r t ' s  na tura l  freedom, 

Second, modern poetry endeavours t o  be l ibe ra ted  from 

language and t o  transform language. Language is burdened and 

concealed: burdened with s o c i a l  and u t i l i t a r i a n  connotations, 

concealed through ready-made associa t ions  and worn-out mean- 

ings. Language is "invaded by t h e  inev i tab le  insipidity which 

r e s u l t s  from habi tn  (74/54). Language i n  t h i  s way i n t e r f e r e s  

with the  poet 's attempt t o  incarnate.  Perpetually,  language 

s idet racks  t h i s  attempt and makes poetry say something o the r  

than what Poetry wants t o  say,49 Is preoccupation with lan- 

guage and words, so prevalent now, not evidence of t h e  s t ruggle  

of modern poets t o  f r e e  themselves of language formed out of 

l og i ca l  reason? But o thers  . . . conceal t h e  l o g i c a l  sense 

i n  a language made up of images t o  t he  evocation of which t h e  

words a r e  dedicated ( '&/56).  The search remain6 i n t e n t  on 

l i be ra t i ng  language from i n t e l l i g i b l e  ex te rna l  consistency, 

aspects  of which a r e  still  discernable even among the  most 

outstanding a r t i s t s . 50  As l i b e r a t i o n ,  t h e  r e s u l t  is a c l a r i t y  

of speech: the poem. This speech is no longer bound t o  o r  

l imited by log i ca l  reason, 

Third, modern poetry endeavours t o  en te r  darkness, 

Having a t  l e a s t  glimpsed t h e  b r i l l i a n c e  of Poetry, l i k e  a 



62 

glimpse a t  t h e  cen te r  of t h e  sun, poets  see now t h e  darkness 

a t  t h e  cen te r  of l i g h t .  Modern poetry r e v e a l s  t h i s ;  it has 

entered t h e  region of obscuri ty .  Logical reason is not  con- 

cealed;  t h e  a r t i s t  has f reed  h i s  work from l o g i c a l  sense it- 

s e l f .  More eager t o  embody an invaluable  content ,  t h e  poem 

"speaks no longer ,  seems mutew(75/55). The poem " s t r i k e s  a t  

t h e  heart1t(7$/55) i n  t h e t  it is a presence i n  conscious aware- 

ness.  The ". . . l o g i c a l  sense has  been d iges ted  . . . by t h e  

poe t i c  sensen(75/55),  i n  t h a t  l o g i c a l  sense has  been broken 

up, and d i s loca ted ,  ". . . t o  s u b s i s t  on ly  a s  e kind of  

var iegated mat ter  of poet ic  sensew (75/55 1. Here, t h e  concen- 

t r a t e d  energy of an in tense  poe t i c  sense makes t h e  poem a 

dynamic "black h o l e o w  Poet ic  sense a lone  as a vor tex  pul- 

s a t i n g ,  ye t  diaphanous, a t t r a c t s ,  When t h i s  a t t r a c t i o n  is 

allowed t o  invade t h e  reader ,  t h e  a e s t h e t i c  experience a s  

encounter t akes  place and b r ings  about a c e r t a i n  r e b i r t h  o r  

newness of exis tence.  Poet ic  sense is  t h e t  which makes a poem 

a besouled being. 

dimension poe t i c  sense  is  t h e  

t e l e c h y  of  t h e  po4mw51 and g ives  t o  t h e  poem "its very  being 

end s u b s t a n t i a l  i i g n i f  icencen (75/54 1. I n  o t h e r  words, poe t i c  

s t a n t i a l  form, when conceived a s  essence,  

of a poem, But t h e  conception of  en- 
/ 
/ 

t e l e c h y  c a r r i e s  a c t u a l i t y  f u r t h e r ,  i n  t h e t  en te lechy con- 

s t i t u t e s  a per fec t ion  which is t h e  complete a c t u a l i t y  of  a 



th ing ,  In  o t h e r  words, t h e  f u l l  s ign i f i cance  of t h e  l i t e r a r y  

work e x i s t s  e x t e r n a l  t o  consciousness, We a r e  a b l e  t o  become 

conscious of t h i s  ex te rna l  r e a l i t y  through discovery.  It is 

a comprehensive knowledge of t h e  work i n  conscious awareness 

which makes understanding possible .  

Poet ic  sense is not  t h e  same a s  l o g i c a l  sense. For 

example, t h e  p r i n c i p l e  of l i f e  i n  man is  not  i d e n t i c a l  with 

h i s  speech, Inseparable  from t h e  formal s t r u c t u r e  of  t h e  

work, poe t i c  sense is present  whether t h e  work is c l e a r  o r  

obscure. Poet ic  sense i s  independent of l o g i c a l  sense.  "The 

poe t i c  sense  is s u b s t a n t i a l l y  bound t o  t h e  form, . . ."(75/54) 

of t h e  work and is the re fo re  an a c t i v i t y  wi th in  t h e  work 

which permeates it i n  a l l  a spec t s ,  from t h e  "organism of 

wordsw t o  t h e  "poet ic  s t r u c t u r e  a s  a ~ h o l e ~ ~ ( 7 5 / 5 5 ) . ~ ~  

A s  a l i b e r a t i o n  from l o g i c a l  reason, t h e  developmental 

s t e p s  show t h a t  t h i s  process is no t  an abandonment of reason 

i t s e l f .  Rather, what becomes c l e a r  is  reason ' s  depth and 

width. Reason not only a r t i c u l a t e s ,  connects and i n f e r s  b u t  

it &O f l ~ e e s . ~ ~ ~  Rational  i n t u i t i o n  is t h e  wprimary a c t  end 

functionw(75/55) of  a s i n g l e  power, t h e  i n t e l l e c t .  a n ' s  

i n t e l l e c t  a s  a c t i v i t y  possesses a l i f e  whose dinens ions  a r e  

"deeper and less conscious than  i t s  a r t i c u l a t e  l o g i c a l  l i f e N  

( ? 5 / 5 5 ) .  I n s i g h t s  from t h e  depth of consciousness a r e  recog- 

nieed i n  a l l  d i s c i p l i n e s  : philosophy, sc ience ,  and a r t  because 

wdemonstration . . . r e so lves  i n t o  f irst  p r i n c i p l e s  which are 

no t  demonstrated bu t ,  seen,n54 Often d iscovery  i s  born i n  an  

i n s t a n t ,  a f l a s h ,  no t  on ly  before bging l o g i c a l l y  t e s t e d  and 
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j u s t i f i ed  but  a l s o  aga ins t  what was previously thought out  

r a t i o n a l l y  o r  even hypothesized. 5 5  I n  Poetry, i n t u i t i v e  reason 

becomes dominant; reason is not  d i s t r ac t ed .  h r t h e r  explan- 

a t i o n  w i l l  show t h e  r e l a t i o n  between i n t u i t i v e  reason and 

w i n t u i t i o n  of emotive o r ig inw  (76155 ) which t akes  place i n  

v i t a l  connection with imagination. 56 

Mare needs t o  be sa id  about t h e  r e l a t i o n s h i p  between 

reason and Poetry e spec i a l l y  with regard t o  t h e  less conscious 

a c t i v i t i e s  wi th in  t h e  person. Maritain suggests  t h a t  t h e  

Platonic Muse myth is replaced,  through understanding, by t h e  

notion of c r ea t i ve  i n t u i t i o n  a s  a v i t a l i t y  a t  t h e  core of t h e  

human being. P la tonic  i n s p i r a t i o n  from above r e a l i t y  is re- 

placed through preconceptual reasoning, t h a t  is, poet ic  

experience. To e s t a b l i s h  t h i s  t h e s i s  Maritain first demon- 

s t r a t e s  t h e  exis tence  of a  preconscious, t o  be d is t inguished 

r a d i c a l l y  from t h e  Freudian unconscious. Now i n  t he  process 

which g ives  b i r t h  t o  concepts t h e r e  is, i n  t h e  i n t e l l e c t ,  a  

preconscious a c t i v i t y ,  This a c t i v i t y ,  i n  t h e  abs t r ac t i ve  

funct ion  of t h e  i n t e l l e c t ,  has been recognized i n  d ive rse  

ways throughout h i s t o r y  but e spec i a l l y  i n  t h e  t r a d i t i o n  of 
I 

t h e  perennial  philosophy, Bas ica l ly ,  Maritain maintains t h a t  

under t h e  impact of poe t i c  experience, t h i s  preconscious 

a c t i v i t y  g ives  b i r t h  t o  c r e a t i v i t y  which u l t ima te ly  r e s u l t a  

i n  a poem produced ex te rna l ly ,  not a concept produced i n t e r -  

na l ly .  

Authent.ic Versus Automatic Unconscious 



To Mari tain,  preconscious denotes t h a t  a c t i v i t y  which 

is t: . . . p r i n c i p a l l y  unconscious , . . t h e  point  of which 

emerges i n t o  consciousnessn(91/6~),  For example, a s  we s h a l l  

see  i n  d e t a i l  l a t e r , 57  when c r ea t i ve  i n t u i t i o n  is awakened i n  

preconscious a c t i v i t y ,  t h e  poet is aware of t h i s  a c t i v i t y  a s  

an inner  d i s rup t ion  of equil ibr ium through which a glimmer of  

l i g h t  emerges and which is t h e  first f a i n t  recognit ion of t h e  

primary r u l e  and normative p r inc ip l e  t o  be adhered t o  i n  t h e  

a c t i v i t y  of  making, This awareness is on t h e  edge of con- 

sciousness.  A s  a c t i v i t y ,  t h i s  dynamism within t he  person is 

a t  l e a s t  p o t e n t i a l l y  under t h e  dominance of t h e  author ' s  Sel f ,  

I i n t e n t i o n a l l y  des ignate  t h i s  not ion of pre-conscious ac t i v -  

i t y  a s  au then t ic  unconscious a c t i v i t y  t o  i nd i ca t e  sharp ly  its 

d i s t i n c t i o n  from automatic uncongcious a c t i v i t y .  58 This l a t t e r  , 

a c t i v i t y  is i d e n t i f i a b l e  with t h e  F'reudian not ion but  is not  

r e s t r i c t e d  t o  h i s  understanding of t h e  idea,  Because of t h e  

p ro l i f e r a t i on  of Freudian not ions,  e spec i a l l y  his ins igh t8  

about unconscious a c t i v i t y ,  a d is regard  f o r  and o f t en  a t o t a l  

obl iviousness t o  au then t ic  unconscious a c t i v i t y  has become a 

f a c t .  A c l o se r  look a t  Mari tein 's  presenta t ion  is necessary, 

e spec i a l l y  because he does not deny o r  disapprove of an auto-  

matfc unconscious a c t i v i t y  a s  set f o r t h  by Freud and others .  59 

Maritain r e c a g n i ~ e s  and d i s t i ngu i shes  between . . . two 

domaina of psychological a c t i v i t y  screened from t h e  grasp  of  

consciousness . , ." (91/67) au then t ic  and automatic unconscious 

a c t i v i t y ,  Authentic a c t i v i t y  wells up wi th in  man and stems 

from t h e  " l iv ing  spr ingsw a t  t h e  o r i g i n  of Self. Automatic 
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a c t i v i t y  is an . . . unconscious ( a c t i v i t y )  of . . . in -  

s t i n c t s ,  tendencies ,  complexes, repressed images and d e s i r e s ,  

t raumatic  memories a s  cons t i t u t i ng  a . . . dynamic wholen 

(91/67 1, h r i t a i n  recognized automatic unconscious a c t i v i t y  

a s  deaf t o  t h e  i n t e l l e c t ,  s t ruc tu red  i n t o  a world of i ts own, 

apa r t  from t h e  cogni t ive  universe.  60 

Although these  two domains of a c t i v i t y  a r e  autonomous, 

. . . i n  concrete exis tence  t h e i r  r espec t ive  impacts on con- 

sc ious  a c t i v i t y  . , . i n t e r f e r e  and intermingle . . . "(92/67). 

Response t o  impact o f  t h i s  na ture  is diverse .  But p o t e n t i a l l y  

t h e  individual  has t h e  capaci ty  t o  l i v e  h i s  l i f e  under t h e  

authorship of h i s  Sel f .  Automatic unconscious a c t i v i t y  does 

not have f r e e  re ign ,  even though Maritain says ". . . I th ink ,  

never--except i n  some r a r e  ins tances  . . does t h e  au then t ic  

unconscious noperate without t h e  o the r  being involved, be it 

t o  a very small  extentw(92/67).  In  so  f a r  a s  t h e  person has 

ascended towards authorship  of h i s  l i f e ,  automatic unconscious 

a c t i v i t y  is, upon emergence, in tegra ted  within t h e  p a r t i c u l a r  

l i f e  s t y l e  of t h e  individual .  The S e l f ' s  authorship  has t h i s  

po t en t i a l  t o  gradual ly  a s s e r t  i t s  mastery thereby giv ing 

au then t ic  meaning t o  automatic unconscious a c t i v i t y  and simul- 

taneously allowing t h i s  a c t i v i t y  t o  emerge i n t o  consciousness. 

In  o the r  words, t h e  development of t h e  ind iv idua l  is an ascen- 

dency which t h e  a r t i s t  r evea l s  i n  and through h i s  work. 

Maritein makes t h e  r e a l i t y  of en au then t ic  unconscious 

a c t i v i t y  very c l ea r .  Its rea l i sm must be understood. It is 

not  a euphemism f o r  myst ical  experience. Neither is it an 
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except ional  occurence l i k e  a e s t h e t i c  experience, g iv ing  a 

sense  of d e l i g h t  i n  something seen a s  b e a u t i f u l  but  without 

understanding, Authentic unconscious a c t i v i t y  is none of 

t h e s e ,  It is  r a t h e r  an every-day a c t i v i t y  of  t h e  human being, 

coextensive with h i s  being i n  t h e  world, wi th  his exis tence.  

It is  t h e  a c t i v i t y  i n  which ideas  a r i s e  o r  emerge i n  con- 

sciousness .  This inc ludes  "genuine i n t e l l e c t u a l  grasping,  

o r  new discovery,  n61 

Maritain *s demonstration and con t r ibu t ion  t o  our  g rasp  
I 

of t h e  realm of  unconscious a c t i v i t y  is no t  only  s i g n i f i c a n t  

f o r  an understanding of c r e a t i v e  i n t u i t i o n  but  a l s o  and pr in-  

c i p a l l y  f o r  an understanding of t h e  poem. A r e a l i z a t i o n  of  an 

a c t i v i t y  of w i l l  and i n t e l l e c t  which is not  conscious and 

which precedes t h e  a c t i v i t y  of  conscious w i l l  and i n t e l l e c t  

makes a v a i l a b l e  t o  t h e  c r i t i c  a new perspect ive  because t h e  

poem, if it i s  a work of f i n e  a r t ,  r e v e a l s  an  aspec t  of per- 

sona l i ty .  How t h i s  comes about w e  w i l l  look a t  subsequently. 62 

But, now we a l ready  r e a l i z e  t h a t  t h e r e  is an a c t i v i t y ,  authen- 

t i c  and p r i n c i p a l l y  unconscious which p e r t a i n s  t o  t h e  i n n e r  

powers of t h e  human being and t o  h i s  personal  freedom, s t r i v -  

ing ,  knowing, and see ing ,  An unconscious a c t i v i t y  which, 

never the less  sp r ings  from and expresses  t h e  humanness of  t h e  

ind iv idua l  bu t  which s p e c i f i c a l l y  d i f f e r s  from automatic un- 

conscious a c t i v i t y .  

We need t o  c l a r i f y  t h e  not ion  of a s i n g l e  source a t  

t h e  r o o t  of a u t h e n t i c  unconscious a c t i v i t y ,  h r i t a i n  r e f e r s  

t o  t h e  Thornistic formulat ion which concerns t h e  emanation o f  
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powers from t h e  p r i n c i p l e  of  l i f e  i n  man, The less developed 

emanate from t h e  more developed. I n  o rde r  of n a t u r a l  p r i o r i t y  

i n  t h i s  on to log ica l  procession, one powor proceeds from t h e  

p r i n c i p l e  of l i f e  through t h e  medium of  another ,  which eman- 

a t e s  beforehand. I n t e l l i g e n c e  does n o t  e x i s t  f o r  t h e  senses  

but  t h e  senses  e x i s t  f o r  i n t e l l i g e n c e ,  I n  each power t h e r e  

is an  a c t i v i t y  which goes back t o  t h e  depth of  t h e  p r i n c i p l e  

of l i f e  and is l a r g e l y  unconscioua, Consequently t h e  imagin- 

a t i o n  "proceeds o r  flowsn from t h e  essence o f  t h e  p r i n c i p l e  of 

l i f e  %hrough t h e  in te l lec t" (107/76  ) , Also t h e  e x t e r n a l  senses  

"proceedw from t h e  p r i n c i p l e  of l i f e  "through t h e  imaginationw 

(107/76). The e x t e r n a l  senses  e x i s t  i n  man w t o  se rve  imag- 

i n a t i o n ,  and through imagination, i n t e l l i g e n c e n  (107/76 1. The 

foregoing expos i t ion  belongs t o  t h e  epis temological  donnth of  

t h i s  thes i sO63  

A t  t h e  cen te r  of man% p r i n c i p l e  of l i f e ,  a l l  powers 

a r e  engaged i n  common, . . t h e  f a c t  i s  t h e r e  exists e com- 

mon r o o t  f o r  a l l  t h e  powers . . . which is hiddenw(l10/78) 

wi th in  a u t h e n t i c  unconscious a c t i v i t y .  A t  t h e  roo t  of  t h i s  

a c t i v i t y  "the i n t e l l e c t  and t h e  imagination, as well a s  t h e  

powers of  d e s i r e ,  love ,  and emotion a r e  engaged i n  commonn 

(llO/78). These powers envelop one another.  The univerae  o f  

sense percept ion is i n  t h e  universe  of imagination, which is 

i n  t h e  universe  of i n t e l l i g e n c e ,  A l l  of  t h e s e  a r e  a c t i v a t e d  

wi th in  t h e  very a e g i s  o f  cogni t ive  power by t h a t  a spec t  of  man 

which al lows him t o  have understanding i n  conscious awareness. 

The i n t e l l e c t u a l  l i g h t  of  understanding is a f u l l n e s s ,  a 
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becoming which is t o  stand-under what we know, Expl ica t ion  

of d e t a i l s  l eads  a t  t i n e s  t o  neg lec t  of t h e  r e a l i s a t i o n  t h a t  

it is always t h e  person who is  t h e  author  of  a l l  t h e  powers 

t h a t  emanate from t h e  S e l f ,  Inexp l i ca t ion  i n t e g r a t i o n  is 

presumed. 

The universe  of  sense percept ion and of imagination is 

a c t i v e  under a t t r a c t i o n  of and f o r  t h e  benef i t  of  t h e  i n t e l -  

l e c t ,  When automatic unconscious a c t i v i t y  is no t  allowed t o  

block t h i s  a t t r a c t i o n ,  t h e  imagination and t h e  senses  par- 

t i c i p a t e  f u l l y  i n  t h e  very q u a l i t y  of human a c t i v i t y  under t h e  

S e l f ' s  authorship.  To some e x t e n t  t h i s  a t t r a c t i o n  and the re -  

f o r e  t h e  r e i g n  of  t h e  S e l f ' s  au thorship  is l imi ted  o r  blocked, 

because automatic unconscious a c t i v i t y  is never t o t a l l y  pre- 

vented from exerc i s ing  i ts autonomous power. Then, t o  a 

degree,  both senses  and imagination lead  a l i f e  of  t h e i r  own 

under t h e  inf luence  of  an autonomous power, Ult imately,  i n  

a r t i s t i c  c r e a t i v i t y  it is  the  q u a l i t a t i v e  s t r e n g t h  of Poet ic  

sense t h a t  limits t h e  presence of o r  prevents  t h e  manifes ta t ion  

of a spec t s ,  ca r ry ing  s i g n s  of  t h e i r  o r i g i n  i n  automatic uncon- 

ac ious  a c t i v i t y .  

To employ i n  a  f r u i t f i l  manner not  only  t h e  myriad of  

a s p e c t s  which invade t h e  a r t i s t  but  a l s o  what a u t h e n t i c  uncon- 

sc ious  a c t i v i t y  makes a v a i l a b l e ,  any a r t i s t  needs a s  it were, 

t o  ga the r  himself i n  a  concentrat ion of r e f l e c t i v e  a t t e n t i o n .  

Mar i ta in  has  a l r eady  h in ted  a t  t h e  reasons f o r  t h i s  necess i ty .  

A t  t h e  common r o o t  of  au then t i c  unconscious a c t i v i t y  t h e r e  is 

another  we l l  spring of l i f e ,  a :  



. . . kind of  l i f e ,  which makes use  o f  o t h e r  resources  
and another  r e se rve  of v i t a l i t y  . . . which is f r e e  . . . 
from t h e  engendering o f  a b s t r a c t  concepts and ideas ,  from 
working reason, from l o g i c a l  thought,  from a c t i o n  t o  re- 
g u l a t e  l i f e ,  from t h e  law of  o b j e c t i v e  r e a l i t y  t o  be known 
by sc ience  and d i s c u r s i v e  reason( l l0 /79) .  

This freedom is  s t i l l  under t h e  a e g i s  of  man's cogni t ive  power 

and hence productive and expansive, obeying an inner  law which 

makes poss ib le  a manifes ta t ion  of  c r e a t i v i t y ,  As f r e e  power 

it is wshaped and quickened by c r e a t i v e  i n t u i t i o n n ( l l l / 7 9 ) .  

To Mari te in,  Poetry has i ts source i n  t h i s  free l i f e  o f  t h e  

i n t e l l e c t  wwhich involves a free l i f e  o f  t h e  imaginationw 

(111/79), a t  t h e  s i n g l e  roo t  of  man's powers. The recogn i t ion  

of  t h e  very r e a l i t y  where Poetry o r i g i n a t e s  i n  Ban is a chal-  

lenge. Few can f u l l y  respond. Few have completely mastered 

l i t e r a t u r e ,  The r e a l i t y  is  t h a t :  

. . . because poet ry  is born i n  t h i s  r o o t  l i f e  where t h e  
powers . . . a r e  a c t i v e  i n  common, Poetry impl ies  an 8s- 
s e n t i a l  requirement of  t o t a l i t y  o r  i n t e g r i t y .  Poetry is 
t h e  f r u i t  n e i t h e r  of t h e  i n t e l l e c t  a lone ,  nor of  t h e  
imagination a lone  . . . it proceeds from t h e  t o t a l i t y  of  
man, sense,  imagination, i n t e l l e c t ,  love ,  d e s i r e ,  i n s t i n c t ,  
blood and s p i r i t  t oge the r  (lll/80). 

The chal lenge is t h a t  if. . . t h e  first o b l i g a t i o n  i m -  

posed on t h e  poet is t o  consent t o  be brought back t o  t h e  

hidden place,  near  t h e  cen te r  . . .w(111/80) of  h i s  ve ry  S e l f ,  

of h i s  being, nuhere t h i s  t o t a l i t y  e x i s t s  i n  t h e  s t a t e  of a 

c r e a t i v e  sourcen( l l l /80) .  

Poe t i c  I n t u i t i o n  

A t  t h e  r o o t  of man's powers when it comes t o  Poetry,  

t h e r e  is something which is nonconceptual and neverthelesg 

e x i s t s ,  "a s t a t e  of d e f i n i t e  i n t e l l e c t u a l  a c t u e t i o n n ( l l l / 8 0 ) .  
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Like a "germn which does not  tend toward a concept t o  be form- 

ed b u t  which i n  i t s  a c t u a t i o n  is f u l l y  determined, though 

still  within t h e  a u t h e n t i c  unconscious . . such t h i n g  is 

knowledge i n  actv(112/80) .  We w i l l  now look a t  t h i s  knowledge 

which is involved i n  poe t i c  a c t i v i t y ,  "a kind of inherent  

knowledge t h a t  is immanent i n  and consubs tant ia l  with poetry,  

one with i t s  very essencen( l l2 /81) .  

To begin with,  we r e c a l l  t h e  not ion of  f r e e  c r e a t i v i t y .  

In t h e  craftsman t h i s  c r e a t i v i t y  is i n  union with a p a r t i c u l a r  

goa l  which i s  "the s a t i s f y i n g  of a p a r t i c u l a r  needn (112/81). 

I n  t h e  poet t h i s  c r e a t i v i t y  is t r u l y  f r e e  n f o r  it only  tends  

t o  engender i n  beauty . . . and involves an i n f i n i t y  of pos- 

s i b l e  r e a l i z a t i o n s  and . . . choicest1(l12/81). Poetry i a  en- 

gaged i n  t h i s  f r e e  c r e a t i v i t y .  By impl ica t ion  an i n t e l l e c t i v e  

a c t  n o t  formed by t h i n g s ,  is formative and forming by i ts own 

essence. But t h e  poet does not  have complete knowledge of 

himself. H i s  c r e a t i v e  i n s i g h t  needs t h e  e x t e r n a l  world, de- 

pends upon t h e  myriad of man-made forms, and t h i n g s  genera t iom 

have learned and a l s o  on t h e  domain of  s i g n s  used by s o c i e t y ,  

which t h e  poet "receives from a language he has not  madew 

1 1 3 1  . H i s  chal lenge is formidable. To ". . . subdue t o  

h i s  own purpose a l l  t h e s e  extraneous elementsw needed t o  c r e a t e  

and t o  %ani fes t  h i s  own substance i n  h i s  creationw(113/82). 

9ubject ivi ty64 i n  i ts  on to log ica l  sense  is, f o r  t h e  

poet,  of primary importance s i n c e  t o  g rasp  h i s  own a u b J e c t i v i t y  

i s  the  necessary requirement i n  o rde r  t o  c r e a t e ,  S u b j e c t i v i t y  

is . . t h e  s u b s t a n t i a l  t o t a l i t y  of t he  human personn(113/82 ) 
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which t he  p r inc ip le  of l i f e  through r e f l e c t i v e  consciousness 

makes t ransparent  t o  t h e  Self. Thus t h e  Self  a t  t h e  ncenter  

of a l l  t h e  sub jec t s  t h a t  it knows a s  ob j ec t s ,  grasps only 

i t s e l f  a s  sub jec t  n(113/82). But t o  know himself is not  t h e  

poet's aim. To c r ea t e  is t h e  goal  and imperative. Neverthe- 

l e s s ,  without w. . . knowing, a s  obscure aa it may be, . . . 
h i s  own sub j ec t iv i tyn( l14 /82) ,  t h e  poet cannot crea te .  For 

instead of being formed by th ings ,  Poetry forms i n t o  being 

nits essence is creativew(114/82). Such an i n t e l l e c t i v e  and 

c rea t ive  a c t  is t h e  meaning of Poetry. The poem produced, of 

necess i ty ,  expresses and manifests  t h e  very personal i ty  of t h e  

poet. This expression is t h e  more f u l l  and au then t ic  t h e  

c lose r  t h e  poet comes t o  t h e  source of Poetry. 

"But s u b j e c t i v i t y  as s u b j e c t i v i t y  is inconceptual- 

i s ab l ew  ( l l4 /82 1. I n  r e f l e c t i v e  cqnsciot~sness t h e  poet knows 
I 

"a f l u i d  m u l t i p l i c i t y  of passing phenomena (14/83 which I 

emerge but  they do not  g ive  t h e  Self  i n  its essencs. The "1" 

has t h e  c h a r a c t e r i s t i c  t o  enl ighten i t s e l f .  This power of r e -  

f l e c t i o n  is such t h a t  t h e  "In can continuously stand back and 

overlook what is  before. I n  each s t e p  t h e  previous "In becomes 

t h e  object .  Vhe '1' mounts t h e  s tairway of s e l f  r e f l e c t i o n  . 
. . . But t he r e  always remains an 'I1, . . . which has not  y e t  

been ob j ec t i f i ed  . . . . n65 It is t h e  unobjec t i f i ab le  '1" as 

sub jec t ,  which t h e  poet discovers.  Not i n  i s o l a t i o n  through 

s e l f - r e f l e c t i on  but  through . . a repercussion of h i s  (con- 

sc iousness)  of thingsn(114/83 ). Only if t h e  poet allows t h a t  

W .  . th ings  resound i n  himfi(116/83) can h i s  s u b j e c t i v i t y  be 
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. . t h e y  and he come f o r t h  togetherw(l l4 /83) .  Hence, know- 

ledge of  s u b j e c t i v i t y ,  however obscurely,  is inseparable  from 

t h e  grasping  of  both o u t e r  and i n n e r  world, This is knowledge 

through a f f e c t i v e  union, Affec t ive  because Thing, i n  Poetry,  

is  not  something o t h e r  than t h e  poet ,  a s  it is i n  specu la t ive  

knowledge, but  r a t h e r  a union with h i s  emotion and grasped a s  

such without being separable .  It is i n  t h i s  sense  t h a t  we 

understand Mar i t a in ta  d e f i n i t i o n  o f  c r e a t i v e  i n t u i t i o n  a s  . 
,an obscure graspingw of t h e  au thor ' s  Self  and of Things i n  a 

knowledge through union o r  connatura l i ty66 which is born i n  

t h e  ", , . a u t h e n t i c  unconsciousft(115/8f+). Only i n  t h e  poem 

is t h e  knowledge f u l l y  r e a l i z e d  because t h e  f r e e  l i f e  of  t h e  

i n t e l l e c t  tends  t o  r e v e a l  what is v i r t u a l l y  contained i n  Poet ic  

i n t u i t i o n ,  From i t s  very incep t ion  c r e a t i v e  i n t u i t i o n  tends  

t o  r e v e a l  i n  a poem: 

both t h e  Sel f  of t h e  poet and some p a r t i c u l a r  f l a s h  of  
r e a l i t y  . . . b u r s t i n g  f o r t h  i n  i t s  unforge t t ab le  in-  
d i v i d u a l i t y ,  but  i n f i n i t e  i n  i ts meanings and echoing 
capac i ty  . . . (115/84) 

but  present  i n  i n t u i t i o n ,  

Poet ic  Knowledgg 

Since a c l e a r  i n d i c a t i o n  of t h e  na ture  of poe t i c  know- 

ledge has a l r eady  emerged we need only  t o  b r ing  out  t h e  major 

poin ts .  Poet ic  knowledge is a s p e c i f i c  kind of  knowledge 

through "af fec t ive  connatura l i ty"( l l8 /86)  which is expressed 

a s  a Poem. It is t h e  Poem i n  i t s  complete ex i s t ence  which is 

analogous t o  t h e  concept produced i n  t h e  mind. Only a s  Poem 
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is  poet ic  knowledge f u l l y  expressed, The author  does not  know 

before  t h e  Poem is f u l l y  expressed. Hence, it is f o r  both t h e  

reader  and t h e  author  an ob3ect of knowledge t o  be understood. 

This understanding can only  come when t h e  Poem is produced. 

But i n  t h e  mind of t h e  author ,  poe t i c  knowledge emerges i n t o  

consciousness only  impercept ibly and only  through "an impact 

both emotional and i n t e l l e c t u a l ,  o r  an unpredic table  exper- 

i e n t i a l  i n s i g h t  ( l l8 /b6  which g ives  an i n d i c a t i o n  of its ex- 

i s t e n c e  though never expressed a s  conceptual knowledge, Poet ic  

knowledge always remains ve i l ed  u n t i l  i ts f u l l  expression a s  a  

work. 67 Even a s  an e x i s t e n t  t h e  Poem never l o s e s  i t s  ve i led  

na tu re  p r e c i s e l y  because poe t i c  knowledge is no t  conceptual 

knowledge, The s p e c i f i c  t a s k  of c r i t i c i s m  a s  d i s c l o s u r e ,  un- 

v e i l i n g ,  o r  i l lumina t ion ,  f i n d s  i ts  s u b s t a n t i a t i o n  a t  t h i s  

point.  

In  poet ic  knowledge t h e  i n t e l l e c t  is no t  a c t i v e  by 

i t s e l f  but  " together  with a f f e c t i v e  i n c l i n a t i o n s  and t h e  d i s -  

pos i t ions  of t h e  wi1lW(117/85) both of  which shape and guide 

t h e  i n t e l l e c t ' s  a c t i v i t y ,  Although poe t i c  knowledge is know- 

a b l e  only  a s  Poem, we speak never the less  of genuine knowledge 

when t h i s  knowledge is  connatural .  
68 Eraotion is t h e  means f o r  knowledge through connatur- 

a l i t y .  The whole person is engaged i n  Poetry. This t o t a l  i n -  

volvement moves t h e  poet from h i s  cen te r ,  h i s  very being, The 

emotion is i n t e g r a l  t o  Poet ic  sense,  is an emotion a s  form, 

which being one with t h e  c r e a t i v e  i n t u i t i o n ,  g i v e s  form t o  t h e  

poem and which . , . c a r r i e s  wi th in  i t s e l f  i n f i n i t e l y  more than  
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i tselfw(120/87) .  Emotion is not  cogn i t ive ;  t h e  i n t e l l e c t  is. 

Ernotion needs t o  be i n  union with i n t e l l e c t  s o  t h a t  guided by 

t h e  w i l l  Poet ic  sense  emerges i n  t h e  work. "In poe t i c  know- 

ledge emotion c a r r i e s  . . . r e a l i t y  . . . i n t o  t h e  depth of 

sub j e c t i v i t y n  (122/88 ) i n t o  t h e  a u t h e n t i c  unconscious. We 

recognize now more c l e a r l y  t h a t  t h e  a u t h e n t i c  unconscious is  

an a c t i v i t y  o f  a v a i l a b i l i t y ,  and v i t a l  t e n s i o n  o r i en ted  t o  t h e  

whole of r e a l i t y .  Emotion, a s  r e t u r n  t o  S e l f ,  imbues t h e  i n n e r  

r e a l i t y  of  t h e  person, t h e  a u t h e n t i c  unconscious. Things be- 

come connatural  t o  t h e  Sel f  and simultaneously,  emotion a l s o  

imbues t h e  l i f e  of  t h e  i n t e l l e c t .  This l i f e ,  an  a c t i v i t y  of 

preserved experiences and memory through images, r e c o l l e c t i o n s ,  

a s s o c i a t i o n s  and unnamed f e e l i n g s  and d e s i r e s ,  is  under pres- 

su re  and now a c t i v a t e d  o r  s t i r r e d .  In t h i s  r e c e p t i v i t y ,  and 

while remaining.emotion, it is made i n t o  an instrument of i n -  

t e l l i g e n c e ,  and "becomes f o r  t h e  i n t e l l e c t  a determining 

meansw(123/89) through which Things a r e  grasped and known with- 

i n  t h e  Sel f .  Emotion understood a s  such is a means f o r  poe t i c  

i n t u i t i o n ,  . . which i n  i t s e l f  is an i n t e l l e c t i v e  f l a s h n  

(123/89) born i n  t h e  a u t h e n t i c  unconscious. 

It cannot be s t r e s s e d  t o o  much t h a t  t h i s  process o f  

incept ion  j u s t  descr ibed is n a t u r a l  i n  accord with t h e  n a t u r e  

of t h e  human being. Poet ic  i n t u i t i o n  is a cogn i t ive  capac i ty  

of t h e  person. It is  cont ingent  upon many f a c t o r s  if t h i s  

Poet ic  i n t u i t i o n  becomes an o b j e c t  of  knowledge, a s  a poem 

which should n o t  prevent u s  from r e a l i z i n g  t h a t  *. . . every 

h b a n  being is p o t e n t i a l l y  capable of  it [poetic ' in tui t ion]  l1 
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(l23/89 . 
Maritain no tes  t h a t  t h i s  b a s i c  f a c e t  of t h e  person is 

of ten  not  known i n  a conscious manner, even though unconscious- 

l y  it f i n d s  expression i n  naive ways, '' O f  course a c a p a b i l i t y  

may be dormant because of psychological,  socio-economic, 

p o l i t i c a l  o r  o t h e r  f a c t o r s ,  O r  a c a p a b i l i t y  may be ndeadn 

because it has been destroyed wi th in  t h e  person by himself 

through circumstances beyond h i s  c o n t r o l  o r  through a d e l i b -  

e r a t e  i n t e n t i o n ,  A l l  t hese  may and o f t e n  do r e s u l t  i n  an 

n i n s t i n c t i v e  resentment aga ins t  t h e  poetw (123/85). 

The na tu re lness  of  poe t i c  i n t u i t i o n  is seen i n  t h e  

spontanei ty  of any person i n  touch with h i s  own s u b j e c t i v i t y  

and i m p l i c i t l y ,  with r ea l i tyO7O Often matur i ty ,  i n  su f fe r ing  

and joy, awakens poe t i c  i n t u i t i o n .  Naivety, a s  an a l e r t  

presence responding with awe t o  t h e  seemingly i n s i g n i f i c a n t - -  

o f t e n  found i n  ch i ld ren ,  is a l s o  a s i g n  of  poe t i c  i n t u i t i o n *  

It e x i s t s  i n  "another fashion  i n  t h e  p r imi t iveW23/89)  but  

without t h e  depth of  consciousness which knowledge makes pos- 

s i b l e .  Poet ic  knowledge i s  n a t u r a l  t o  man through poe t i c  

i n t u i t i o n .  

Certain impl ica t ions  i n  t h e  not ion  of  poet ic  i n t u i t i o n  

need t o  be brought ou t ,  The content  of  poe t i c  i n t u i t i o n  is a 

un i f i ed  whole, t h e  union of  Things and Sel f  obscurely conveyed 

through emotion : 

The (self) is known i n  t h e  experience of  t h e  world and t h e  
world is known i n  t h e  experience of t h e  ( S e l f )  through a 
knowledge which does no t  know i t s e l f ,  For such knowledge 
knows, not  i n  o rde r  t o  know, but  i n  o rde r  t o  produce, It 
is towards c r e a t i o n  t h a t  it tends(124/90).  
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It i s  i n  t h e  l i t e r a r y  work i t s e l f ,  t h a t  we s e e  how t h e  sub- 

j e c t i v i t y  of t h e  author  and t h e  Things of t h e  world a s  imbued 

with Se l f ,  a r e  revealed.  "Direct,  i n t u i t i v e  con tac t  with any 

genuine work . . . which has . . . depth and a unique message 

of i ts omtt(124/90) g ives  s i m i l a r  evidence, a s  provided i n  

Mari ta in I s  explora t ion ,  

Poet ic  I n t u i t i o n  Both Cognitive pJ Creat ive  

We need t o  look a t  a major impl ica t ion  of poe t i c  

i n t u i t i o n ,  Poet ic  i n t u i t i o n  can be considered from e i t h e r  

perspect ive  a s  both cogn i t ive  and c r e a t i v e .  When looked a t  a s  

c r e a t i v e  it is with r e s p e c t  t o  a poem t o  be engendered. When 

looked a t  a s  cogn i t ive  it is with r e spec t  t o  =what p r a s ~ e d ~  

(125/91)7l by poe t i c  i n t u i t i o n .  Poet ic  i n t u i t i o n  is inc l ined  

and : 

. . . d i rec ted  toward concrete  ex i s t ence  a s  connatural  t o  
t h e  ( s e l f )  pierced by a given emotion: t h a t  is t o  s a y  each 
time toward some s i n g u l a r  e x i s t e n t ,  . . . some complex of  
concrete  and ind iv idua l  r e a l i t y ,  se ized  i n  t h e  v io lence  of 
i ts sudden self a s s e r t i o n  and i n  t h e  t o t a l  u n i c i t y  of i t s  
passage i n  time ( l 2 6 / 9 l ) .  

This "s ingular  e x i s t e n t n  o r  r a t h e r  "given e x i s t e n t w  is a s i g -  

n i f i c a n t  a spec t  of t h e  dynamic process which is c r e a t i v i t y  bu t  

not  i n  an exclus ive  manner. 

Poet ic  i n t u i t i o n  does no t  s t o p  a t  t h e  s i n g u l a r  e x i s t -  

en t .  The whole conf igura t ion  of r e a l i t y  i n  a l l  i ts dimensions 

throughout t h e  whole of  t he  un ive r se  is included i n  t h e  i n t e n t  

o f  c r e a t i v e  i n t u i t i o n .  A l l  t h i s  has  some r e l a t i o n  t o  t h e  

s i n g u l a r  e x i s t e n t  and i s  grasped through union wi th  and reson- 

ance i n  s u b j e c t i v i t y  which c r e a t i v e  i n t u i t i o n  conveys t o  t h e  



mind. With espect  t o  t h e  s i n g u l a r  e x i s t e n t  grasped i n  i t s  

i n f i n i t e  openness t o  t h e  r i c h e s  of  being, Poetry is more 

philosophical72 than  h i s to ry .  Especia l ly  because : 

. . . poe t i c  i n t u i t i o n  makes th ings  which it grasps  
diaphanous and a l i v e  and populated with i n f i n i t e  horisons.  
A s  grasped by poet ic  knowled e t h i n g s  abound i n  s i g n i f -  
icance and . . . meanings(l2 8 4  / 2 I . 

Poet ic  i n t u i t i o n  r e v e a l s  then  t h e  s u b j e c t i v i t y  of t h e  poet 

but what is  "most immediatew i n  t h e  a t ta inments  of  t h i s  in-  

t u i t i o n  is t h e  experience o f  t h i n g s  before  knowing i t s e l f ,  

and what is %ost principal"73 i s  t h e  experience of Self .  

In  t h e  l i t e r a r y  work poe t i c  i n t u i t i o n  comes t o  

ob jec t iv iza t ion .  The poem w i l l  be an ind i s so lub le  u n i t y  a s  is 

the poet ic  i n t u i t i o n ,  r evea l ing  t h e  s u b j e c t i v i t y  of t h e  au thor  

and a l s o  revea l ing  r e a l i t y ,  a s i n g u l a r  e x i s t e n t ,  t h a t  wpoe t i c  

knowledge has caused him t o  perceive"(128/93). The poem is an 

o b j e c t  per e, but  a t  t h e  same time a d i r e c t  s i g n  of  t h e  s e c r e t  

i n  Things a s  a t r u t h  and a reversed s i m 7 4  o f  the a u t h o r r s  

Se l f .  So t h e  work w i l l  abound i n  a myriad of s ign i f i cances  

and meanings and *. . . w i l l  s a y  more than it is, and w i l l  

d e l i v e r  t o  t h e  mind, a t  one s t r o k e ,  t h e  universe  i n  a human 

countenancew (128/93 1. The poem makes present ,  t oge the r  with 

i t s e l f ,  a gamut of s i g n i f i c a t i o n .  This gamut is  an i n d e f i n i t e  

expansion t ak ing  p lace  through a kind of poe t i c  ampl i f i ca t ion  
I 

"in t h e  i n f i n i t e  mir rors  of  analogyn(128/9k). That is  t h e  

poem i n  i ts  dynamic, autonomous ex i s t ence  a s  present  t o  a 

reader .  

We are  now a b l e  t o  g rasp  more c l e a r l y  t h e  t r u e  s i g -  

n i f icance  of poe t i c  sense  through which t h e  poem e x i s t s .  



The n s e c r e t  senses  of  t h i n g s  and t h e  all-embracing sense  . . . 
of sub jec t iv i tyn(129/94  Poetry captures ,  i n  o rde r  t o  syn- 

t h e s i z e  both i n t o  a ma t t e r  t o  be formed. Both Self  and Thing 

i n  union, compose one s i n g l e ,  complete and complex sense:  

poe t i c  sense. 

Besides t h e  cogni t ive  a spec t  of poe t i c  i n t u i t i o n  we 

now need t o  make a l a s t  remark about t h e  c r e a t i v e  a spec t  of 

poe t i c  i n t u i t i o n .  From its awakening, poe t i c  i n t u i t i o n  is an 

i n c i t a t i o n  t o  c rea te .  But t h i s  i n c i t a t i o n  can remain v i r t u a l .  

If poe t i c  i n t u i t i o n  has become predominant, a s  it is i n  t h e  

poet,  then t h e  person is cons tan t ly  open t o  hidden i n c i t a t i o n s .  

However, not  a l l  of them pass t o  t h e  a c t .  There a r e  var ious  

p o s s i b i l i t i e s .  Poet ic  i n t u i t i o n  may be dormant f o r  a long 

t ime till some day o r  moment it emerges from l a t e n c y  and com- 

pe l s  t o  c rea t ion .  75 As we know, contained i n  poe t i c  i n t u i t i o n  

is t h e  " t o t a l i t y  f o  t h e  work t o  be engendered . . . a l ready  

present  i n  advancen ( l34/99)  i n  i ts  f u l l  v i t a l i t y ,  and s t r e n g t h  

of c r e a t i v i t y .  This  t o t a l i t y  may be v i r t u a l l y  given i n  t h e  

first l i n e  of a poem o r  be v i r t u a l l y  concentrated i n  t h e  bud 

of a novel. 

With re spec t  t o  t h e  produced poem, t h a t  "element i n  

beauty which is i n t e g r i t y  concerns poet ic  i n t u i t i o n  a s  ob- 

j e c t i v i s i n g  i t s e l f  i n t o  t h e  a c t i o n  o r  t h e  themen(135/99). 

That element i n  beauty which is r e d i a n ~ e 7 ~  concerns poe t i c  in- 

t u i t i o n  i n  i ts  o r i g i n a l  s t a t e .  Poet ic  i n t u i t i o n  may be r a d i a n t  

even i n  a poem lacking  i n  i n t e g r i t y .  Fragments of a work may 

appear i n  f u l l  radiance,  be t r a n s p a r e n t ,  even a s i n g l e  l i n e  of 
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conta ins  t h e  whole poem, When only i n  a fragmentary way poe t i c  

i n t u i t i o n  is revealed i n  t h e  poem, it is because t h e  poet was 

i n  some way i n e f f e c t i v e  i n  car ry ing out  h i s  t a s k ,  h i s  a r t .  

A few s p e c i f i c  aspec t s  need s t i l l  t o  be looked a t .  

F i r s t ,  t h e  poet does not copy an "ideaw which is i n  h i s  mind* 

In t h e  u se fu l  a r t 8  poe t i c  i n t u i t i o n  may be of some influence;  

then a concern f o r  beauty w i l l  emerge i n  u se fu l  a r t .  We know 

however t h a t  poet ic  i n t u i t i o n  is not t h e  determinat ive focus 

of craftsmen i n  t h e i r  c r ea t i ve  work, A determinat ive focus 

was ca l l ed  "crea t ive  i d e a m V  This "idea is i n  no way a concept, 

f o r  it is n e i t h e r  cogni t ive  nor represen ta t ive ,  it i a  only  

generat ive;  . . n77 

Second, not a l l  a r t i s t s  a r e  genuine poets. Few f u l l y  

respond t o  poet ic  i n t u i t i o n .  Our humanness seemingly makes 

t h i s  inevi table .  There is q u a l i t a t i v e  va r i a t i on  i n  poet ic  

sense s ince  t h e  author ' s  a b i l i t y  t o  incarnate  is dependent upon 

both h i s  response t o  poet ic  i n t u i t i o n  and h i s  craftsmanship, 

No poem is  q u a l i t a t i v e l y  equal t o  another poem, The c r i t i c a l  

task derived from an approach governed by these  not ions d i s -  

c loses  and i l luminates  t h e  poem, This a c t i v i t y  revea l s  t h e  

poem, Gradation and va r i a t i on  i n  response t o  poet ic  i n t u i t i o n  

and de tec tab le  i n  t h e  poem is one of t h e  ba s i c s  f o r  a c r i t i c a l  

theory  i n  r e l a t i o n  t o  Mari tain 's  philosophy of l i t e r a t u r e .  

We have looked a t  t h e  c r ea t i ve  process i n  i t s e l f  with- 

out  a s  yet t ak ing  i n t o  considerat ion t h e  very  human dimension 

of t h e  poet. When a c t u a l  opera t ive  exerc i se  comes about f o r  
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poe t i c  i n t u i t i o n  it e n t e r s  a t  t h e  same time t h e  sphere and 

dynamism of a r t .  Also poe t i c  i n t u i t i o n  depends upon a  na t -  

u r a l  freedom of t h e  S e l f ,  t h e  person, both i n  r e l a t i o n  t o  h i s  

depth of s u b j e c t i v i t y  and of  imaginative powers, a s  w e l l  a s  

t o  t h e  n a t u r a l  s t r e n g t h  of  t h e  i n t e l l e c t .  Poet ic  i n t u i t i o n  

can not  be learned ,  nor exercised o r  d i s c i p l i n e d  so  a s  t o  i m -  

prove i ts  q u a l i t y .  Natural  freedom i n  r e l a t i o n  t o  poet ic  

i n t u i t i o n  through conscious a v a i l a b i l i t y  is primary, 

The poet 

poet ic  i n t u i t i o n  

t h i g  i n t u i t i o n .  

r e c e p t i v e  t o  a l l  

needs t o  reach f o r  an indepth recogni t ion  o f  

and t o  obey t h e  imperat ive "be humble t o n  

Then an a t t i t u d e  a r i s e s  which is a l e r t  and 

t h a t  is,  t h e  whole of  r e a l i t y ,  "The degree 

of  c r e a t i v e  s t r e n g t h  of  poet ic  i n t u i t i o n  is propor t ional  t o  

t h e  degree of depth of a t t e n t i v e  p a s s i v i t y w  (li+O/lCU+) .76 This  

presence t o  r e a l i t y  may not  be v i s i b l e  i n  t h e  person o f  t h e  

a r t i s t .  It is t h e  poem t h a t  r e v e a l s  both t h e  s t r e n g t h  and 

p a s s i v i t y ,  The poem t e s t i f i e s  t o  t h e  Self  o f  i ts author ,  

What is revealed i n  h i s  work t h e  author  may not  n e c e s s a r i l y  

r evea l  i n  h i s  person. 

When poe t i c  i n t u i t i o n  is hindered through a lack  o f  

n a t u r a l  freedom then  ins tead  of  l i s t e n i n g  i n  humil i ty  t o  

poe t i c  i n t u i t i o n  and r e c e p t i v i t y  t o  r e a l i t y ,  an eagerness t o  

produce, a  f r a n t i c  search ,  and p r ide  i n  s t r e n g t h  of  craftsman- 

s h i p  makes t h e  au thor  go poe t i c  i n t u i t i o n .  Weakness, 

o r  even e l ack  of poe t i c  i n t u i t i o n  emerges i n  t h e  poem, a s  

depr iva t ion  of genuineness, What happens is t h a t  poe t i c  in-  

t u i t i o n ,  when i n  a c t u a l  ope ra t ive  exe rc i se ,  becomes a 
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craftman's ncrea t ive  idean  ( l3? / lOl)  which r e s u l t s  i n  an i n t e l -  

l e c t u a l  concern t o  manufacture, l eav ing  behind many, most o r  

a t  t imes,  a l l  e s s e n t i a l s  which emerge from a poem. This 

depr iva t ion  t h e  a r t i s t  may endeavour t o  supplement through 

craftsmanship and subject ivism. Deprivation is compounded. 

Third,  t h e  Self of c r e a t i v i t y  i s  t o  be d i s t ingu i shed  

from t h e  se l f -centered  ego. We a l ready  had occasion t o  make 

reference  t o  t h i s  aspect  under t h e  not ion  of  subjectivisme8* 

In  l i f e ,  a s  i n  t h e  realm of  a r t  and e s p e c i a l l y  i n  l i t e r a t u r e ,  

t h e  person grows ahd emerges on ly  by c o n s t a n t l y  pur i fy ing  

himself of the  indiv idual .  The importance OK t h e  d i s t i n c t i o n  

between ind iv idua l  and person i s  fundamental and f a r  reaching. 

The "Iw of  Poetry needs t o  be . . t h e  s u b s t a n t i a l  depth of  

l i v i n g  and loving s u b j e c t i v i t y ,  . . . t h e  c r e a t i v e  S e l f ,  . . . n 

(143/106) t h e  person a s  g i f t  and vulnerable ,  ye t  emergent i n  

t h e  work a s  . . marked with . . . diaphanei ty  and expgnsive- 

ness  . . . (143/106). This "I* a s  person is i n  accord wi th  t h e  

r e a l i t y  which has emerged from t h e  indiv idualness  of t h e  

author.  When however, i n d i v i d u a l i t y  a s  s e l f  is revealed i n  t h e  

work, a j a r r i n g  discordance shows i t s e l f .  Then t h e  nIw i s  an 

i n t r u s i o n ,  a  r e c o i l i n g  d i s p l a y  because, . . . v u l g a r i t y ' s  

'1' is  nothing but  self centered ego . . . a  n e u t e r  subject of 

p red ica tes  and phenomena . . . marked wi th  opac i ty  and v o r a c i t y  

Only as d i s in te res tednessb2  of  self, which belongs t o  

pe r sona l i ty ,  can t h e  poet allow t h e  Se l f ' s  presence i n  e poem. 

Pe r sona l i ty  does no t  i n t r u d e  because it has t h e  s e n s i t i v i t y  of 
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poet ic  i n t u i t i o n  i n  f u l l ,  As person, t h e  c r e a t i v e  Sel f  both 

r e v e a l s  i t s e l f  and s a c r i f i c e s  i t s e l f  so t h a t  it "dies  t o  it- 

s e l f  i n  o rde r  t o  l i v e  i n  t h e  workw(143/107). 

Narrowness of ego is  t h e  n a t u r a l  enemy of poet ic  

c r e a t i v i t y  and g r o s s l y  r e v e a l s  i t s e l f  i n  t h e  work, Yet Baude- 

l a i r d s  "1 don' t  g ive  s damn f o r  t h e  human racew@ is t r u e  i n  

t h e  sense t h a t  concern f o r  t h e  human race  i n  t h e  a r t i s t ,  needs 

t o  be expressed through t h e  work wi th in  c r e a t i v e  i n t u i t i o n  and 

i n  an " i n t e r n a l  abundance of magnanimity, t h e  normal connatura l  

c l imate of a r tw(144/110) ,  In a s  much a s  he is an  a r t i s t ,  he 

t ranscends t h e  narrowness of ego, 

H i s t o r i c a l l y  we s e e  d i s i n t e r e s t e d n e s s  a s  an absence 

of any e x p l i c i t  s i g n  which would i n d i c a t e  a consciousness of 

c r e a t i v i t y  wi th in  t h e  selfbd4 Authors of  t h e  past  a r e  e i t h e r  

s i l e n t  o r  speak n a ve i l ed  manner about t h i s  a c t i v i t y .  

Probably t h e  d i s t i n c t i o n  between ind iv idua l  and person had not  

matured, a s  it has now. An i n t r i n s i c  f e a r  prevented them from 

endeavouring i n  t h e  d i r e c t i o n  ~ f ~ r e f l e c t i v e  consciousness 

because t h e  dangers of being enslaved by t h e  narrowness of  ego 

was, and is always, t o o  e n t i c i n g ,  

A v r e f l e c t i v e  s e l f  -awarenessw (l45/108 ) of both con- 

sciousness  of Self and of Poet ic  i n t u i t i o n  has developed i n  

t h i s  century t o  an ex ten t  no t  thought poss ib le ,  I n  so f a r  as 

t h i s  consciousness of Self  remains under t h e  dominance of t h e  

narrowness of ego and becomes a hinderance t o  c r e a t i v i t y  

through o b j e c t i v i a a t i o n  then  t h e  "poetic a c t  i t s e l f  is in- 

s i d i o u s l y  wounded " (ll&/lO%). If t h i s  developed process t a k e s  
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place i n  the  person of a  true artist ,  his work may reach new 

dimensions never before at ta inable .  



CHAPTER THREE 

INNHI EXPLORATION 

The Poet a Rea l i t e  -- 
Though we have located a dynamic wspacew i n  which t h e  

c rea t ive  process develops, we have not yet  reached the  point of 

looking a t  t h e  dynamism of t h e  process i t s e l f .  Before we can 

do t h i s ,  we need a deeper understanding of both poetic  exper- 

ience and poetic  sense. 

The poet 's presence is an a v a i l a b i l i t y ,  an openness 

t o  r e a l i t y .  To Maritain, t h i s  opennesa means t h a t  t h e  poet 

is . . inhabited by 911 t h i n m  by . . . t h e  powers of t h e  

world, by t h e  anima mndiW(229/l69).  This a f f e c t s  t h e  poet 

himself; his very being is transmuted .' Rimbaud's statement 

"I is anothern2 which 

dox, t h e  r e l a t i onsh ip  

world. 

If applied t o  

Maritain analyses,  makes 

between t h e  poet and the  

c l e a r  i n  pasa- 

Things of t h e  

t he  primary law of being, the  p r inc ip le  

of  i den t i t y ,  t he  statement is a contradict ion.  Iden t i f i ca t i on  

with another i n  a c t u a l  r e a l i t y  (o r  by means of signs which 

reqresent  them) is a c h a r a c t e r i s t i c  f e a t u r e  of an unreal  power, 

X t  is  also i l l u s o r y  because of  t h e  a t t r i b u t i o n  af power t o  

someone o r  th ing  which It does not have. I n  t he  realm of 

being, t h e  statement is an impossibi l i ty  but  a s  acted upon, 

it becomes a f ea tu re  of magic. 

85 
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In t h e  realm of knowledge t h e  same statement  r e v e a l s  

what does t a k e  p lace  i n  t h e  a c t  of knowing. It is an af f i rm-  

a t i o n  of  a  b a s i c  t r u t h  which has  a  ye t  deeper impl ica t ion  f o r  

t h e  a r t i s t  a t  t h e  l e v e l  of poet ic  knowledge. A pr ina ry  law 

of knowledge i s  t h a t  " in  t h e  a c t  of  knowing I am i d e n t i f i e d  

wi th  another ;  I, while  keeping my a c t u a l  i d e n t i t y ,  become 

i n t e n t l o n a l l y  t h e  o t h e r  i n  so  f a r  a s  it is anothern(230/170). 

In a  s t r i c t  g n a l y t i c a l  sense  and a s  i s o l a t e d ,  what is grasped 

is t h e  o b j e c t ,  only  without i n t e r f e r e n c e  of s u b j e c t i v i t y ,  

I n  t h e  realm of  Poetry t h e  same law of  knowledge is 

a l s o  an w i n t e n t i o n e l  i d e n t i f i c a t i o n *  bu t  t h e  pri~aerry law of 

poe t i c  knowledge is t h a t  i d e n t i f i c a t i o n  comes about 

through p o e t i c  i n t u i t i o n  by means of  emotion . . . * ( 230/170 ) , 
This i d e n t i f i c a t i o n  is with and through t h e  s u b j e c t i v i t y ,  and 

i n  o r d e r  t o  r e v e a l  t h i s  s u b j e c t i v i t y .  The o b j e c t  grasped, is 

grasped t o  be revealed r e s u l t a n t  upon t h i s  unique I n t e n t i o n a l  

iden t i f i ca t ion . .  The o b j e c t  invades t h e  a r t i s t  and becomes i n  

s u b j e c t i v i t y  a presence. As presence,  both r e a l i t y  afid Sel f  

w i l l  be revealed i n  a unique manner. 

Poet ic  knowledge t a k e s  a  pos i t ion  between a b s t r a c t  

knowledge and magical knowledge and a s  invasion,  is  a means 

which g ives  b i r t h  t o  poe t i c  i n t u i t i o n .  The Poet knows t h i n g s  

a s  presence. This presence i n  t h e  a u t h e n t i c  unconscious ex- 

presses  i t s e l f  through images i n  which t h e  thought of t h e  poet 

p a r t i c i p a t e s ,  t o  a  c e r t a i n  e x t e n t ,  i n  t h e  sphere of  t h e  imag- 

ina t ion .  Here t h e  p r i n c i p l e  of i d e n t i t y ,  a s  non-contradict  ion, 

does no t  come i n t o  fo rce .  Then t h i n g s  a r e  themselves and 
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another because , . t h e i r  presence i n  a sign-and a s  known 

through it--is mistaken f o r  a r e a l  and physical presencew 

(231/171), It is thus ,  i n  t h i s  aspect  of thought t h a t  t he re  

is a resemblance t o  magical knowledge. Of course we a r e  not  

implying t h a t  poetic  knowledge is affected by magical know- 

ledge, Poetic knowledge has nothing t o  do with power of 

Thing, confusion w i t h  Thing, o r  d i sso lu t ion  of Self i n t o  

Thing, Strength of and adherence t o  poetic  i n t u i t i o n  brings 

about en e s s e n t i a l  d is in tereatedness ,  which brings t h e  w i l l  

t o  power i n  conformity with poet ic  i n tu i t i on .  Then "in re-  

l a t i o n  t o  t he  evoking of inspirationw(233/171) and i n  absence 

of a w i l l  t o  power no f i s s u r e  i n  Poetry w i l l  occasion an em- 

ergence of t he  magical, The imperative of Poetry remains: t o  

heed poetic i n t u i t i ~ n  end not t o  a s s e r t  t he  ego, 

The Two Phases qf: Poetic Experience -- 
The a r t i s t  i n  the openness which is poetic  i n t u i t i o n  

experiences the  invasion of r e a l i t y ,  . . and the  enigmatic 

and innumerable r e l a t i o n s  of beings with each o ther  . . . w 

(234/172). In t he  human recesses of sub jec t iv i t y  an emotion 

awakens and an obscure knowledge, through connatural i ty,  cornea 

about, This is  the  inception of poetic  experience. From i t a  

very inception,  poetic  experience is or iented toward expree- 

s ion,  t o  terminate i n  u t terance ,  a s  a poem. 

The inner r e a l i t y  of anything is expreased i n  abstrac.t 

concepts when the  a c t i v i t y  is philosophical,  When t h e  ec t iv i t f  

is  Poetry, t h e  inner  r e a l i t y  of anything emerging through 



poet ic  experience is 

(235/173 1. Poetry's 
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expressed a s  embodied, a s  "in t h e  f l e s h w  

nourishment i s  found e ~ p e r i e n t i a l l y , ~  

. . . a t  every crossroad i n  t h e  wanderings of t h e  contingent 

and t h e  s ingu la rn  (236/174 1. Neither Poetry nor metaphysics 

is beguiled by appearance alone. Both pene t ra te  i n  discovery: 

Metaphysics i n  t h e  nature  of th ings  so  a s  t o  def ine  and Poetry 

"to any f l a s h  of exis tence  g l i t t e r i n g  by t h e  way, and any 

r e f l e c t i o n  . . .w(236/174) so  a s  t o  touch, c r ea t e ,  and embody 

i n  any manner whatsoever. 3 

Within t he  sphere of the  a r t i s t ' s  a t t i t u d i n a l  ac tua l -  

ity poet ic  experience is a unique impactn. . . which is l inked 

with p a r t i c u l a r l y  in tense  poet ic  i n t u i t i o n n  (239/l76). The 

impact br ings t h e  poet back t o  the source, a re turn  t o  t h a t  

cen te r ,  founta in  of a l l  v i t a l i t y ,  which is t h e  p r inc ip l e  of  

l i f e .  It is t h e  s i ng l e  concentrated sources of a l l  t h e  

powers i n  unison, ". . . where t h e  e n t i r e  s u b j e c t i v i t y  is 

. . . gathered i n  a s t a t e  of expectat ion and v i r t u a l  c r ea t -  

ivity"(239/174 ) a t  t h e  source of t h e  Self  e Then poet ic  exper- 

ience,  a s  l inked t o  an in tense  concentrat ion of free c rea t iv -  

i t y ,  is a double phased experience. "For poet ic  i n t u i t i o n  

first causes poet ic  Bxperience end is, i n  t u rn ,  f o r t i f i e d  by 

it, and so  they grow togethern  (242/179 ) . 
Maritain des ignates  t h e  two phases of poet ic  exper- 

i e n c e  a s  "systoleff end  diastole (242/179). The sy8 to l i c  

phase depends upon c e r t a i n  f a c t o r s  which determine t h e  reper-  

cuasion of t h e  empact. Both, circumstances of t h e  event and 

of t h e  poet,  a r e  involved. A c e r t a i n  psychological abeyance 
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so  t h a t  t h e r e  now only  remains a  concent ra t ion  on t h e  impact, 

is a n a t u r a l  repercussion of poe t i c  experience.  Simultan- 

eously ". . . t h e  a t t r a c t i n g  and absorbing a c t i o n  exe rc imd 

by a pre-conscious poet ic  i n t u i t i o n  . . .tf(242/179) i s  a l s o  

a  determining f a c t o r ,  In t h i s  s y s t o l i c  and unifying repose 

a l l  t h e  f o r c e s  gathered toge the r  a re  paradoxica l ly  i n  a  s t a t e  

o f ene rge t i c  dormancy. Poet ic  i n t u i t i o n  is  t h e  only a c t  

formed and a l s o  t h e  reason f o r  concentrat ion.  This same 

poe t i c  i n t u i t i o n  becomes, upon i n t e n s i f i c a t i o n ,  a c a t a l y t i c  

agent  s o  t h a t  a l l  t h e  energies  a t  t h e  source pass i n t o  a c t ,  

A t  t h a t  point  . . from t h e  s i n g l e  a c t u a t i o n  of  a l l  t h e  

f o r c e s  . . . withdrawn i n t o  t h e i r  r o o t  v i t a l i t y ,  a  s i n g l e  

t r a n s i e n t  motion w i l l  r e s u l t ,  which manifes ts  i t s e l f  by t h e  

entrance of poet ic  i n t u i t i o n  i n t o  t h e  f i e l d  of  conscious- 

ness" (243/179 ) . 
* 

The d i a s t o l i c  phase emerges then  like a b rea th  t h a t  

r i s e s  a f t e r  a s i l e n t  gathering.  Coning though, no t  from 

ou t s ide ,  b u t  from t h e  very c e n t e r  and source of t h e  person. 

This expansion may be almost impercept ible ,  ye t  be a  con- 

cent ra ted  c ~ m p e l l i n g  power through which t h e  whole work t o  

be produced, is given a s  energy, it may be a v i o l e n t  r a p t u r e  

of c r e a t i v e  a c t i o n  pouring f o r t h  i n  an ou tburs t  of uncontain- 

a  ble words. Ult imately,  t h e  expansion may t ake  on o r  come 

i n  any manner imaginable. This d i s c l o s u r e  of  s y s t a l t i c  dim- 

ension t o  poe t i c  experience is M a r i t a i n r s  i n s i g h t  i n t o  t h e  

not ion  of i n s p i r a t i o n .  



Poet ic  Experience and 

More than a  change of term, Mari ta in conveys what 

i n s p i r a t i o n  is-- a  genuine human experience.  We ahare t h i s  

understanding, It a l s o  r e i n f o r c e s  what Mar i ta in ' s  explor- 

a t i o n  continuously shows, t h a t  f i n e  a r t  even i n  its c r e a t i v e  

process expresses  and develops t h e  f u l l n e s s  of t h e  person. 

Not s u r p r i s i n g l y ,  what is engendered i n  beauty does r evea l  

t h e  s p i r i t  of man, 

Understood i n  i ts  r e a l i s t i c  unfolding, i n s p i r a t i o n  is 

e s s e n t i a l  t o  poetry l l .  . . nothing is more r e a l  . . . more 

n a t u r a l  and more i n t e r n a l ~ ( 2 4 3 / 1 8 0 ) .  This na tu ra lness  must 

not  be grasped a s  "continuous and f requen tn  (244/180 1. In- 

s p i r a t i o n  comes d isguised  and may t a k e  any form, It seems 

f r o a  poe t i c  experience t h a t  poet ic  i n t u i t i o n  is t h e  e s s e n t i a l  

. . primary element and c a t a l y t i c  agent  of  i n s p i r a t i o n  . . 
. Whatever o t h e r  f e a t u r e s  a r e  involved in i n s p i r a t i o n ,  

t h e y  depend n. ; . on an unforeseen moment of psychologice1 

suspense bu t  i n t a c t  dynamic i n t e g r i t y ,  (244/180) o f  course 
D1 

a s  in teg ra ted  with t h e  whole being of t h e  poet. In a primary 

senee . . i n s p i r a t i o n  is always necessary  a s  poe t i c  in-  

t u i t i o n  . . .n(244/180)a On t h e  o t h e r  hand, t h e  impact, which 

needs t o  be of such na tu re  a s  t o  f u l l y  unfold an al l -pervading 

emotion, t h i s  i n s p i r a t i o n  is always d e s i r a b l e  but  n o t  neces- 

,sary. Poet ic  i n t u i t i o n  i s  primary; not  t h e  q u a l i t y  of a  given 

impact .4 

Any notion of  i n s p i r a t i o n  needs t o  g ive  some v i a b l e  
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explanation f o r  t he  sus ta ining power a t  work i n  the  c rea t ive  

process, How is insp i ra t ion  sustained i n  a  long work o r  i n  

a work whose creat ion is of a  long duration? Maritain, 

through the  d i s t i n c t i o n  ju s t  made, between inspira t ion as 

poetic  i n t u i t i o n  and a s  poetic  experience, proposes an an- 

swer, s ince  ". . . no poem a s  a  rule (espec ia l ly  if it is  a 

long piece of poetry)  can proceed i n  its e n t i r e t y  from in-  

sp i r a t i on  . . ." (244/181) a s  poetic experience. In o ther  

words any intense all-pervading emotion is not sustainable.  

But ". . . every par t  of t he  poem must c l i ng  t o  insp i ra t ion  

. . ."(245/181) a s  poetic  in tu i t ion .  Hence i n  ap i t e  of 

length o r  durat ion,  poetic  i n t u i t i o n  is the  sustaining in-  

sp i r a t i on  s ince  t h i s  i n t u i t i o n  is the  a r t i s t ' s  a t t i t u d i n a l  

a c t u a l i t y  of h i s  existence.. The i n t e l l e c t  a s  ac t ive  both 

sus ta ins  and is sustained by the  power of inspi ra t ion.  

Insp i ra t ion ,  a s  demythologiaed, gives us  the  freedom 

t o  recogniae insp i ra t ion  f o r  what it *is. As insp i ra t ion ,  We 

can i n  t r u t h  say, it is  a breath but it . . cannot p lve  

formn(246/182) without t h e  a c t i v i t y  of reason. Inspira t ion - 
uses reason. "Inspirat ion 's  power is the  power of a source . 
. . which is . . . simultaneous with t he  e n t i r e  process . 6 . n 
(266/182). In  a s  much a s  poetic i n t u i t i o n  is the  insp i ra t ion ,  

no aspect  i n  the  making of t he  work should escape from its 

. vigilance. Inspira t ion of neceaaity requires  not only sharp- 

ness of reaaon but a l s o  v i r t u e  of a r t  and t h e  whole concen- 

t r a t i o n  of t he  cognit ive power, Inspira t ion is never an 

abdicat ion of t h e  i n t e l l e c t .  Dismissed through t h i s  
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c l a r i f i c a t i o n  i a  t h e  posaible  misconception t h a t  i n sp i r a t i on  

can do away with t h e  concentrated e f f o r t  of t h e  person. 

Poet ic  Sense and Imi ta t ion  

We have looked a t  t h e  not ionnto  copyw previously.5 

The notion of winsp i ra t ionw j u s t  considered, is r e l a t ed  t o  

n i m i t a t i o n . d  This word does not express t h e  r e a l i t y  t o  be 

conveyed because i n  its h i s to ry  t h i s  word has covered a var- 

i e t y  of  i n s igh t s ,  per ta in ing t o  t h e  same r e a l i t y ,  seen d i f -  

f e r e n t l y ,  It is d i f f i c u l t  t o  penet ra te  t h e  l a y e r s  of acquired 

meanings t o  t h e  o r i g i n a l  r e a l i t y  which t h e  word names, hi- 

t e t i o n  is no t ,  ne i t he r  a s  a c t  nor aa ob jec t ,  ", . . a sheer  

copy(ing) of na tu r a l  appearances . . ."(223/164). To k r i t a i n ,  

A r i s t a t l e  meant t h a t :  

, , . de l igh t  i n  see ing ( o r  beauty) is a l l  t h e  g r e a t e r  a s  
t h e  ob jec t  seen conveys a g r ea t e r  amount o f  i n t u i t i v e  
knowledge: thus  i n  a r t  and poetry t h e  ob jec t  is a l s o  a 
sign-through which some transapparent  r e a l i t y  is made 
i n t u i t  i v s l y  known, 7 

What is "imitated" i s  made v i s i b l y  known, which i a  not t h e  

n a t u r a l  appearance, but t h a t  which l i e s  hidden o r  is vei led  

i n  appearance. 

This "beyond appearancew is never theless  made known 

through na tu r a l  appearance, Aquinas i n s i s t s  t h a t  " a r t  imitate8 

na tu re  her operat ion,"  not  i n  reapect  t o  n a t u r a l  appearance 

but  i n  rearpect t o  t h e  ways i n  which nature  he r se l f  operates .  8 

. Maritain sees  imi ta t ion  i n  terms of t h e  a r t i s t ' s  a c t s ,  "to 

s t e a l w  from na tu re  o r  wto  e x t r a c t ,  %o connivew and ultim- 

a t e l y  *to p i l f e r n  from na tu re  and r e a l i t y .  A genuine under- 

s tanding of t h e  not ion n to  im i t a t ew  allows t h e  poet t o  c r ea t e  
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through "the boldes t  kind8 of t r a n s p o s i t i o n ,  t r a n s f i g u r a t i o n ,  

deformation, o r  r ecae t ing  of n a t u r a l  appearances . . .' 
(225/165), What t h e  poet has  "seenn t h e  work menifests 

i n t u i t i v e l y  and t o  t h a t  end boldness is a means. We must not  

f o r g e t  t h a t  it is through appearance t h a t  t h i n g s  r e v e a l  t h e i r  

inne r  o r  r a t h e r ,  t r u e  r e a l i t y  t o  t h e  poet ' s  i n t u i t i o n .  To 

i m i t a t e ,  a s  understood, does express  a n e c e s s i t y  t o  which a r t  

is bound, both with regard t o  what is  revealed through i n s p i r -  

a t i o n  and with regard t o  "na tura l  appearances themselves a s  

t o  be used ins t~unenta l ly"(225/165 ) . Hence, boldness always 

uses  appearances and does no t  r e j e c t  appearances psr s. In 
f a c t  t h e  % e c r e t n  discovered by the  poet through and i n  appear- 

ance, needs appearance i n  bold c rea t iveness  t o  r e v e a l  in -  

t u i t i v e l y ,  what was i n t u i t i v e l y  grasped, 

Poet ic  Sense 8nd t h e  Poem 

Poet ic  sense c o n s t i t u t e s  t h e  on to log ica l  s t a t u s  of  t h e  

poem and corresponds t o  poe t i c  experience i n  t h e  poet. A s  

a l r e a d y  mentioned, t h e  poet ic  sense i s  t h e  ente lechy of  t h e  

poam.9 When Mari te in c l a r i f i e s  h i s  no t ion  of poe t i c  sense  

through t h e  analogy t h a t  . , t h e  poe t i c  sense  is t o  t h e  

poem what t h e  s o u l  i s  t o  laan . . ,*(258/191) we a r e  reminded 

of  A r i s t o t l e ' s  precision i n  t h a t  . . t h e  body i s  no t  t h e  

ente lechy of  a p a r t i c u l a r  body.n1o I n  t h i s  analogy both t h e  

a c t  of ex i s t ence  and t h e  l i f e  act-soul a s  p r i n c i p l e  of l i fe-  

a r e  a t t r i b u t e d  t o  t h e  poem. 

Since t h e  power t o  produce a des i red  e f f e c t  belongs 



L 
t o  poetf  c i n t u i t i o n ,  p o e t i c  sense  $ r e h e - p ~ e ~ f ~ ~ - f n m o n - -  -- -- -- 

i t s e l f  communicated a s  poem. Poet ic  i n t u i t i o n  is embodied 

i n  i ts  o r i g i n a l  and n a t i y e  immediacy. . What p o e t i c  sense  
* 

means, through t h e  complex make up of a l l  t h e  elements and 

q u a l i t i e s  of t h e  poem is.,". . . s u b j e c t i v i t y  obs-curely grasped 

. . . t o g e t h e r  with some t ransapparent  r e s l i t y  resounding 

poem -its . . i n n e r  cons is tency,  i t s  necessary  config-  
+-, d 

uration"(258/J91).  In a primary sense  it g i v e s  t o  t h e  poem 

i ts  "very being and e x i s t e n c e n  (258/191.). 

In Thornism, t h e  human being i s  always seen  i n  h i s  

psychosomatic ex i s t ence .  There i s  never  a dichotomy of  

essence and ex i s t ence .  l1 Analogical ly ,  Mar i ta in  holds  t h e  

same f o r  the poem, no form-content s p l i t  is poss ib le .  Poe t i c  

sense can n o t  be separa ted  from i t s  v e r b a l  body which p o e t i c  

sense  animates from wi th in .  Every conceivable  a s p e c t  o r  

element of  t h e  poem is i n t e g r a t e d ,  forming a whole, a s  "be- 

~ o u l e d . ~  Moreover it is  p o e t i c  sense which causes t h e  whole 

complex of words t o  e x i s t  as  a poem.' 

We need t o  go even f u r t h e r .  Words i n  a l i t e r a r y  work 

". . . a r e  no t  o n l y  s i g n s  o f  concepts and i d e a s ,  b u t  o b j e c t s  

a l s o ,  . . . endowed wi th  t h e i r  proper sonorous quali tyw(258/ 
- - 

1911. Words a r e  o b j e c t s  taken from r e a l i t y  and inp* bold- 

ness of c r e a t i v e  i n t u i t i o n  t h e  au thor  re-mates them i n  re- 

l a t i o n  t o  h i s  own work, a s  animated from wi th in .  The f u n c t i o n  

of woMs a s  s ign8 ,  i n  t h e i r  mutual i n t e r r e l a t i o n ,  depends a t  . , 

t h e  sane t h e  on phys ica l  sonorous q u a l i t y  i t s e l f ,  on t h e  



images t h e s e  q u a l i t i e s  convey end on *the aura of unexpressed 

associat ionsw(258/191)  words c a r r y  with t h e  . Also, but only  

a s  a p a r t  of  t h e  whole, t h e i r  funct ion a s  s ign  depends on t h e  

i n t e l l i g i b l e  o r  l o g i c a l  meaning t h e  words carry.  To express 

t h e  npsychosomaticw u n i t y  of t h e  work more c l e a r l y ,  w e  need 

t o  say ". . . poet ic  sense  is a meaning which is immanent i n  

t h a t  o b j e c t  which i s  t h e  poem o r  consubs tant ia l  with it, and 

which t h e  reader  i n t u i t i v e l y  perceives Tr ( 258/192 ) . 
I n t u i t i v e  perception is no t  an instantaneous under- 

s tanding of t h e  whole poem i n  a l l  its aspects .  Rather, as 

Maritain says ,  . , perhaps a f t e r  a time of c a r e f u l  re -  

reading,  and e i t h e r  of i n t e l l e c t u a l  concentrat ion o r  of Pas- , 

s i v e  a t t e n t i o n  opening mind and f e e l i n g s  t o  s i g n i f i c a n t  
1 

emotfonnC?58/l.92) t h e  r eader  may come t o  understand t h e  whole 
I 

r e a l i t y  of t h e  poem a s  a unique s i n g u l a r  universe  i n  i ts  one- I 

n e w .  This understanding of a wholeness both dynamic and I 

complete is an i n t u i t i v e  nseeingv of poe t i c  sense a s  d i v e r s i t y  

i n  un i ty ,  A see ing  which is both a presenue and o s u n l i t  

expanse, t h e  paradox of poe t i c  embodiment and space. S i m l -  

taneously t h e  poem & and is t r ansparen t .  In  presence t h e  

poem is  both t h e  window and t h e  pane o f  g l a s s .  

The Poet ics  of h r i t a i n  and Keats - 
These exp lo ra t ions  i n t o  M a r i t a i n f s  understanding of 

Poetry end c r e a t i v i t y  b r i n g  t o  mind o t h e r  i n s i g h t s  about the 

same r e a l i t y ,  For example, a s p e c t s  of K e a t s f s  poe t i c s ,  of 

which Negative Capab i l i ty  is  t h e  outs tanding  not ion ,  soem t o  



agree  with Mar i t a in l s  view. But what i n t e r p r e t a t i o n  is  t o  be 

given t o  Keats l s  poe t i c s  s i n c e  h i s  views a r e  unsystematic and 

open t o  d i v e r s e  opinions? Rather than a r b i t r a t e  between 

d i v e r s e  c r i t i c a l  opinions,  we accept  t h a t  Keats t r i e d  t o  ex- 

press  i n s i g h t s  s o  as t o  become consciously aware of h i s  own 

c r e a t i v i t y ,  His a r e  t h e  i n s i g h t s  o f  a poet a s  poet. H i s  

formulated naive experience cannot be equated with an empir- 

i c a l  o r  Neo-Platonic philosophy of p o e t i c s ,  As systems of 

thought t h e s e  phi losophies  a r e  removed from t h e  immediate 

experience of r e a l i t y  of which Keats speaks. As naive exper- 

ience,  Kea t s t s  view i s  impressively accura te  i n  terms of  

perennia l  philosophy i n t o  which Mari ta in has i n s e r t e d  h i s  

explorat ions.  Keats expresses  i n  an immediate sense what 

Mari ta in has made a v a i l a b l e  sys temat ica l ly ,  Seen through 

Meri ta in 's  i n s i g h t s  K e a t s f s  formulat ions a r e  a very  percept ive  

but  naive and l imi ted  expression of Mar i te in ' s  philosophy. 

Negative Capab i l i ty  is  a quality13 of  t h e  person. 

This not ion incorpora tes  i m p l i c i t l y  Keats 's  percept ion of t h e  

b e a u t i f u l  and its inca rna t ion  a s  a paem. I n  this sense 

Negative Capabi l i ty  is  a q u a l i t y  which al lows far  Poetry. But 

if Poetry is a p o t e n t i a l  of every person which can be a c t u a l -  

ized ,  then Negative Capab i l i ty  seems t o  agree  with what Mar- 

i t a i n  understood by Poetry. 

There are  we be l i eve ,  l4 two i n t e r r e l a t e d  s i d e s  t o  t h e  

q u a l i t y  o r  v i r t u e  of Negative Capabi l i ty .  One is a p a s s i v i t y  

t h e  o t h e r  an i n t e n s i t y .  A s  p a s s i v i t y ,  Negative Capabi l i ty  

al lows f o r  t h e  invasion of r e a l i t y  i n t o  t h e  very being of t h e  



person. There is  no a s s e r t i o n  of  t h e  dominance of  t h e  ego 

upon r e a l i t y .  But t h i s  invasion is not  t m l y  passive i n  t h e  

ord inary  sense of  t h e  word, because t h e r e  is  an  a c t i v i t y  of  

a v a i l a b i l i t y  and d i spos i t ion .  The r e s u l t  is a s t ance  of i n -  

t e n s e  allowing. Paradoxical ly ,  we could speak of an in tense  

pass iv i ty .  This seems t o  agree  with one f a c e t  of  Poetry which 

allows f o r  t h e  intercommunication with t h e  i n n e r  being of 

things.  

The o t h e r  f a c e t  of  Negative Capabi l i ty ,  i n t e n s i t y ,  

al lows f o r  a concentrat ion of in-gathering, of  a l l  t h a t  l i e s  

wi th in  t h e  person's open a v a i l a b i l i t y .  The person imbues t h i s  

r e a l i t y  i n  h i s  uniqueness, To t h e  a r t i s t  t h i s  withinness  of 

r e a l i t y  i n  h i s  very being i s  a c t i v e ,  a c r u c i b l e  of  c r e a t i v e  

r e f i n i n g ,  The connotation of nallowingn i n  t h i s  ins t ance  had 

t h e  dimension of  withdrawal and s i l ence .  The r e s u l t  is  a s tance  

of allowing. Paradoxioal ly  we could speak of  a pass ive  

i n t e n s i t y .  This seems t o  agree  with another  face% of  Poetry,  

t h e  intercommunication with t h e  inner  being of  Se l f .  If t h e s e  

s i m i l a r i t i e s  a r e  c o r r e c t  then o t h e r  a s p e c t s  w i l l  a l s o  show 

correspondences, K e a t s t s  Negative Capab i l i ty  implies  t h a t  

t h e r e  is no i n t e n s i t y  without  p a s s i v i t y  while p a s s i v i t y  does not 

n e c e s s a r i l y  mean i n t e n s i t y .  This is obviously i n  accord wi th  

M a r i t a i n t s  not ion t h a t  a l l  persons are p o t e n t i a l l y  capable of 

l i v i n g  p o e t i c a l l y  which does not  imply of necess i ty ,  a r t i s t i c  

c r e a t i v i t y .  

The c a p a b i l i t y  of  i n t e n s e  p a s s i v i t y  and passive 

i n t e n s i t y  is negat ive  because it impl ies  a negat ion of 
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"consecuitive reasoning.n15 This negat ion is t o  Keats, 

pos i t ive ,  Right ly s o ,  if understood i n  Mar i t a in l s  sense of 

l i b e r a t i o n  from l o g i c a l  reason, I n  o t h e r  words, Meats's r e -  

ac t ion  a g a i n s t  t h e  r a t i o n a l ,  i f  seen es a c l a r i f i c a t i o n  of t h e  

na ture  of Poetry,  is  i n  accord with M a r i t a i n f s  not ion t h a t  

Poetry longs t o  be f reed  from l o g i c a l  reason. 

As a discovery,  Negative Capab i l i ty  a t tempts  t o  be 

inc lus ive  incorpora t ing  a t  once both t h e  q u a l i t y  of t h e  person 

necessary f o r  Poetry and t h e  energy-knowledge which makes 

c r e a t i v i t y  poss ib le .  Mar i ta in ' s  not ion of poet ic  i n t u i t i o n  

and knowledge seems t o  over lap  w i t h  both Negative Capabi l i ty  

and t h e  Keatsian sensa t ion ,  The l a t t e r  is not  j u s t  an empir- 

i c a l  notion of sensa t ion  because Keats 's  poetry,  e s p e c i a l l y  h i s  

Odes if nothing else, r e j e c t  such a view, Neither is it war- .--.-..9 

ranted t o  s e e  i n  sensa t ion  a  t ranscendenta l  percept ion and 

ignore t h e  very ex i s t ence  of  a l l  t h a t  is. Is sensa t ion  an i n -  

t u i t i o n  of t ranscondentaln o r  i s  it sense perception? This 

quest ion conta ins  two extremes; n e i t h e r  can b e  subs tan t i a t ed .  

Moreover t h e  quest ion is  not  answerable i n  an e i t h e r / o r  form 

but  r a t h e r  a s  both/and, K e a t s r s  sensa t ion  is r a t h e r  an 

i n t u i t i v e  knowing. As such t h e  ind iv idua l  e x i s t e n t  is  seen i n  

its very exis tence  and nature.  

Sensation f i n d s  i ts  meaning i n  opposi t ion t o  "con- 

secu i t ive  reasoning," The l a t t e r  imprisons man i n  a mental 

l a b y r i n t h  of  l o g i c a l  d e f i n i t i o n s  and conclusions.  Sensation is  

almost a mutual presence i n  conscious awareness of t h e  very 

bod i l fness  of Things, of r e a l i t y ,  It is  an i n t u i t i o n  which i s  
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cogni t ive ,  emotive and a f f e c t i v e  i n  dimension enabl ing t h e  

poet t o  be i n  communion with na tu re ,  Things, and a l l  of  r e a l -  

i t y ,  As an i d e n t i f i c a t i o n  i n  empathy with Things Kea t s t s  

not ion is not  un l ike  RimbaudTs "1 is another ,"  Obviously t h e s e  

a spec t s  show t h a t  Keats 's  not ion of i n t u i t i o n  is very c lose  t o  

what Plar i ta in c a l l s  poe t i c  knowledge, While Keats's formul- 

a t i o n ,  although most l i k e l y  no t  intended a s  a c r i t i c a l  t o o l ,  

l eaves  him open t o  t h e  widest  poss ib le  i n t e r p r e t a t i o n s ,  

Mar i ta in ' s  approach through c l e a r  conceptual d i s t i n c t i o n s  is 

a b l e  t o  express  t h e  r e a l i t y  which Keats seems t o  have attempted 

t o  convey. 

Senaa t i o n  i s  poss ib le  through Negative ~ a p a b i l i t y .  It 

is t h i s  q u a l i t y  t h a t  permits t h e  i n t u i t i o n  t o  be ac tua ted  

through and by t h e  senses .  Only he who is a b l e  t o  negate  t h e  

s e c u r i t y  of a system o r  s t r u c t u r e  has t h e  i d e n t i t y  f o r  sen- 

sa t ion .  But t h i s  i d e n t i t y  is  discovered i n  negation. Negative 

Capab i l i ty  depends upon one's personal  Self  o r  i d e n t i t y ,  while 

a t  t h e  same time it is a s i g n  of such i d e n t i t y ,  Negative Cap- 

a b i l i t y  a s  S e l f - r e a l i z a t i o n  makes sensa t ion  poss ib le ,  prevent- 

ing  t h e  l o s s  of i d e n t i t y  and g iv ing  t h e  s t r e n g t h  of emphatic 

i d e n t i f i c a t i o n .  A t  any c o s t ,  t h e  self-centered ego must no t  

in t rude ,  Through Mar i te in ' s  understanding of t h e  person we 

recognize how Keats expresses  an i d e n t i c a l  f a i t h f u l n e s s  t o  

Poetry which ob l iges  t h e  poet t o  d i e  s o  t h a t  t h e  poem may l i v e ,  

It is a l s o  poss ib le  t o  s e e  t h e  c r e a t i v e  process a s  a 

dynamic of  c r e a t i v i t y  i n  Keatsian terms, The poet impr in ts  h i 8  

Self through an i n t u i t i v e  sensa t ion  o r  i d e n t i f i c a t i o n .  Without 
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l o s i n g  t h e  Self  he is a b l e  t o  e x i s t  i n  "half-knowledgew f o r  

t h e  sake of c r e a t i v i t y ,  I n  Mar i ta in1s  view poet ic  knowledge 

i s  an i n t u i t i o n  of i n c l i n a t i o n  o r  conna tu ra l i ty  which is  spon- 

taneous and a non conceptua l iaable  knowing expressed only  a s  

poem. Poetic knowledge i s  fully knowledge as poem. Keata 's 

"half-knowledgew would never do f o r  Mari ta in,  but t h e  r e a l i t y  

t o  which Keats wanted t o  g ive  expression seems very much i n  

accord with Maritain *s not ion of  poe t i c  knowledgeel6 

Keats l s  experience of  r e a l i t y  was o f  such i n t e n s i t y  

t h a t  we a r e  inc l ined  t o  see h i s  c r e a t i v i t y  a s  t h e  r e s u l t  of a 

continuous bombardment of  s i g n i f i c a n t  impact. fiis poet ic  

experience was unique i n  i ts i n t e n s i t y .  Or an acu te  open 

presence t o  r e a l i t y  made h i s  c r e a t i v e  i n t u i t i o n  coincide with 

poe t i c  experience. If Negative Capab i l i ty  is manls poe t i c  

ex is tence ,  then t h e  q u a l i t y  of ex i s t ence  can be s o  i n t e n s e  t h a t  

l i t e r a l l y  every s i n g l e  aspect  o f  l i f e  is of  s i g n i f i c a n t  impact. 

I n  M a r i t a i n t s  poe t i c s ,  c r e a t i v e  i n t u i t i o n  is l i k e  Negative 

Capabi l i ty  and t h e  ground q u a l i t y  e g s e n t i a l  f o r  poe t i c  exper- 

ience ,  thus  recognizing t h e  r a r i t y  of s i g n i f i c a n t  impact. 

In  Keats's poe t i c  t h e r e  emerges an i m p l i c i t  philosophy 

which now seems t o  agree  remai-kably with Elar i te in ls  and i n  

genera l  with perennia l  philosophy. If we i n t u i t i v e l y  agree 

with Kee t s l s  views and w i t h  T. S. E l i o t  say t h a t :  

There is hardly  one s tatement  of Keats about poet ry  which . . . w i l l  no t  be found t o  be t r u e ;  and what is more, t r u e  
f o r  g r e a t e r  and more mature poet ry  than  anything t h a t  Keats 
ever  wrote .I7 

then  h r i t a i n l s  philosophy of  l i t e r a t u r e  g i v e s  t h e  t o t a l  p r e c i m  
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ehension of Kea t s t s  s c a t t e r e d  remarks. Mari ta in makes 

it poss ib le  t o  hold a  view of  poe t i c s  l i k e  Keats 's  i n t e l -  

l i g e n t l y  and defens ive ly  while  a t  t h e  same t ime providing an 

answer o r  e l iminat ing  t h e  misconceptions t o  which Keats l eaves  

himself open. 

Seeing K e a t s t s  poe t i c s  through M a r i t a i n t s  i n s i g h t s  

d i s c l o s e s  a  r e l a t i o n  between Keats 's  not ions  and t h e  impli-  

ca t ions  of Hopkinsts inscape- ins t ress ,  T. S. E l i o t ' s  o b j e c t i v e  

c o r r e l a t i v e  and t h e  genera l  not ion of a e s t h e t i c  d i s t ance .  In 

t u r n ,  a l l  of  t h e s e  r e l a t e  t o  and could be seen through Mari- 

t a i n t s  perspect ive.  An indepth comparative s tudy of t h e s e  

a spec t s  needs t o  be undertaken, here  we have only  presented an 

ind ica t ion  of poin ts  of agreement which c l a r i f y  Mar i ta in ' s  

i n s i g h t s  and make them f a m i l i a r  through placing them i n  a 

f a m i l i a r  context .  Wherever t h e r e  was a  conformity between 

Mari ta in and Keats, t h e  impl ica t ion  intended is  t h a t  t h e s e  

not ions  of Keats, e s t ab l i shed  i n  c r i t i c a l  d i c t i o n ,  f i n d  through 

Mari ta in an on to log ica l  s u b s t a n t i a t i o n .  

Another s i g n i f i c a n t  connection needs t o  be indica ted  

s i n c e  it has emerged i n  t h i s  context ,  M a r i t a i n t s  explora t ion  

of  Poetry i s  remarkably r e l a t e d  t o  Heidegger's e x i s t e n t i a l  

phenomenology which l eads  t o  t h e  d i s c l o s u r e  of t r u t h .  The un- 

v e i l i n g  of Being is  an *ontologyH because man has become f o r -  

g e t f u l  of Being. Professor  Sco t t  has made re fe rence  t o  a  

s i m i l a r i t y  between Negative Capabi l i ty  and Heidegger's not ion  

of  t h a t  d i s p o s i t i o n  which al lows f o r  emergence, 



Thus Keats wanted t o  keep i n  view t h e  p o s s i b i l i t y  tha t - -  
es Heidegger would say-the "adventw of Being must be 
waited f o r ,  p a t i e n t l y  and with no i r r i t a b l e  t r y i n g  a t  it, 
i n  a s p i r i t  of  medi ta t ive  openness t o  t h e  f u l l  amplitude 
of t h e  world. Heidegger's term is  not  "Negative Cap- 
a b i l i t y *  bu t  Gelassenheit-which means t h a t  s p i r i t  of 
d i a p o n i b i l i t e  before What-Is which permits u s  simply t o  
l e t  t h i n g s  be i n  whatever may be t h e i r  u n c e r t a i n t y  and 
t h e i r  mystery, When we reach t h a t  poin t  where t h e  at tempt  
a t  br inging  t h e  world t o  h e e l  is given up, when we consent 
t o  wa i t  f o r  t h e  advent of Being and t o  be content  with 
h a l f  knowledge, , . . 19 

Emergence2' is  t h e  newness of progress ive  discovery.  Discovery 

o f  What Is. But Poetry's  intercommunication is  i n  t h e s e  terms 

between What Is and t h e  inner  being of t h e  Self which i s  t h e  

q u a l i t y  recognized a s  Negative Capabi l i ty ,  



CHAPTER FOUR 

CENTRAL EXPLORATION 

TJg Dynamic of Poet ic  Experience: Poetry and "Musicn ' 

A s  poet t o  be,  man dwells  on e a r t h  i n  communion wi th  

na tu re  and a l l  of r e a l i t y .  Man is a poe t i c  being and a l s o  a  
1 

maker, From t h e  perspect ive  of t h e  h i s t o r i c a l  evolu t ion  of  

mankind man a s  maker precedes man a s  poet. In  t h e  a r t i s t  manta 

o r i g i n s  a r e  not  f o r g o t t e n  but emerge. I n  t h i s  emergence t h e  

i n d i s s o l u b l e  u n i t y  of  a r t  and Poetry becomes v i s i b l e .  These 

ma t t e r s  have been explored i n  t h e i r  s t a t i c  condi t ion.  The 

dynamic unfolding of t h e  c r e a t i v e  process can now be explored. 

The na tu re  of  t h i s  unfolding is dual .  F i r s t ,  an  i n n e r  

dynamism of  a u t h e n t i c  unconscious a c t i v i t y  which b r ings  t o  t h e  

consciousness of t h e  poet an awareness of c r e a t i v i t y ,  Second, 

t h e  conscious a c t i v i t y  of "rnaking,l9 both wi th in  consciousnsss 

and e x t e r n a l l y ,  which is t h e  opera t ive  exerc ise .  2 

It is a common experience,  not  only  f o r  poets ,  t o  ex- 

p ress  incept ion  of t h e  c r e a t i v e  process  a s  images which llascend 

from t h e  depths of t h e  beingn and wcom~ose 8 songft3 bu t  a l s o  f o r  

r eaders  t o  experience a  s i m i l a r  " inaudible  music"(304/205 ) 

awakened i n  a u t h e n t i c  unconscious a c t i v i t y .  A s  a  mat te r  of 

f a c t ,  it is t h e  l a t t e r  which v e r i f i e s  t h e  former. A l l  t h e  

musical q u a l i t i e s  found i n  t h e  poem a r e  i n  an u l t i m a t e  sense  

r e l a t e d  t o  an  inaudib le  music, one with poe t i c  intui t ion. '  
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L e t  u s  now explore  t h i s  dynamic o f  Poetry and music. 

A t  t h e  r o o t ,  Poetry and music a r e  an inseparable  

u n i t y  and a necessary extension of Mar i ta in ' s  concept of poet ic  

i n t u i t i o n .  He submits t h a t  ". . . t h e  very first e f f e c t  and 

s ign ,  of poe t i c  knowledge and poe t i c  i n t u i t i o n  a s  soon a s  it 

e x i s t s  . . . and even before t h e  s t a r t  of any opera t ive  exer- 

c i s e  i s  a kind of musical s t i rw(300 /202)  produced i n  t h e  

depths of t h e  poet,  This musical stir is p r i o r  t o  any word, 

image, o r  concept--uttered i n t e r n a l l y ,  Musical stir by i t s e l f  

5 precedes t h e  outpourings of words a t  l e a s t  i n  n a t u r a l  p r io r -  

i t y ,  A s  an unformulated song t h i s  stir is ". . . inaudib le  

t o  t h e  e a r ,  aud ib le  only  t o  t h e  h e a r t ,  . . . t h e  first s i g n  

through which t h e  presence of  poe t i c  experience wi th in  [ the 

se l f  is recognized (301/202 1. 

Poetry,  a s  an e x p e r i e n t i a l  occurence, is i n  i t s  very 

nature  a union. On t h e  one hand, an a c t u a l  f l a s h  of  poe t i c  

knowing a s  t h e  b i r t h  of  poe t i c  experience,  on t h e  o t h e r  hand, 

wi th in  t h e  poet a mil ieu of r e c e p t i v i t y  and passive a t t e n t i o n ,  

ye t  a f l u i d ,  a c t i v e ,  impressionable a l i v e n e s s  of a myriad of 

p o s s i b i l i t i e s  enlightened by t h e  i n t e l l e c t ,  ", . . seemingly 

a s l e e p  but  s e c r e t l y  t e n s e  and v i g i l a n t  . . . n ( 3 ~ l / ~ ~ 3 ) .  Within 

t h i s  mi l ieu  both "poetic experience and poe t i c  i n t u i t i o n  e x i s t ,  

. . . a s  an a c t  o r  a c t u a t i o n  d e f i n i t e l y  formed~(301/203).  As a 

rock c r e a t e s  waves when thrown i n  a pond, s o  poe t i c  experience 

produces waves a t  t h e  r o o t  of  t h e  S e l f ' s  a u t h e n t i c  unconscious. 

As an element of  i n n e r  dura t ion  t h i s  motion, an expansion of 

poe t i c  i n t u i t i o n ,  cones about wave a f t e r  wave, A s  primal 



u t t e rance ,  without words, it is  an inna te  ". . . expression 

which o r i g i n a t e s  i n  t h e  i n d i v i s i b l e  u n i t y  of t h e  poet ic  in -  

tui t ionn(301/203 ). Now, t h e  r e l a t i o n s h i p  between t h e  u n i t y  

i n  poe t i c  i n t u i t i o n  and . . t h e  success ive  p a r t i a l  u n i t s  

o f  its expansion o r  e x p r e ~ s i o n ~ ~ ( 3 0 2 / 2 0 3 )  which t akes  p lace  i n  

t h e  inner  v i t a l  mi l ieu ,  is one music. 

These p a r t i a l  u n i t s ,  dynamically charged wi th  v i r t u a l  

images and emotion now under t h e  inf luence  of  f r e e  c r e a t i v i t y  

and e s s e n t i a l l y  ". . . t e n d e n t i a l ,  dynamic, and t r a n s i e n t w  

(302/203 1, Maritain des igna tes  " i n t u i t i v e  ~ u l s i o n .  w6 But t h e s e  

var ious  puls ions a r e  i n  themselves not  t h e  f u l l  o r  t o t a l  ex- 

pression of poe t i c  i n t u i t i o n .  Rather,  t h e s e  puls ions a r e  i n  a 

f l u x  of movement and cont inui ty .  Poet ic  i n t u i t i o n  possesses 

through t h i s  moving, c o n t i n u i t y  between p a r t i a l  u n i t s .  A s  

moving con t inu i ty  it is  . . a meaning set f r e e  i n  a motion: 
7 a kind of melody . . . .* Melody, used here  i n  an  ana log ica l  

sense,  is  not  r e l a t e d  t o  sounds heard,  but  t o  a source,  a 

primeval s t i r ,  an inaudib le  charge, psychic i n  na tu re ,  of  

images and emotions.' These images i n  i n t u i t i v e  puls ions a r e  

a t  t h e  moment of i n i t i a l  expansion almost unconscious and i m -  

percept ib le .  Nascent a s  t h e s e  puls ions a r e  t h e y  awaken upon 

t h e  pressure which poet ic  experience exe r t s .  The awakening a s  

musical st ir  is t h e  t e n d e n t i a l ,  dynamic and t r a n s i e n t  beginning 

of c r e a t i v i t y  i n  t h e  c r u c i b l e  of v i r t u a l  images and emotions 

which is t h e  sp r ing  of a u t h e n t i c  unconscious a c t i v i t y .  Poet ic  

i n t u i t i o n ,  forms an i n n e r  comet-like melody which i s  a musical 

stir. - 



Only when t h e  musical stir has become voluminous i s  
* 

t h e r e  a spontaneous s t a r t  of opera t ive  exerc ise .  When volum- 

inousness comes about i n  s t a g e s  of  inne r  development an  expan- 

s iveness  r e s u l t s .  When more cognet,  t h e  musical stir is i n  a 

more advanced s t a g e  o f  maturation and t h e  ". . . soundless 

rhythmic and harmonic r e l a t i o n s  between i n t u i t i v e  puls ions  t o -  

ge the r  with t h e i r  soundless melody, merge i n t o  consciousnessn 

(303/203). This music i n  consciousness is s t i l l  inaudib le .  

We need t o  understand how music is f e e l i n g ,  no t  sound, i n  its 

primeval dawning. The d i s t i n c t i o n  between . . t h e  musical- 

9 i t y  of words . . even when t h e s e  words a r e  a s  y e t  n o t  ex- 

t e r n a l l y  u t t e r e d  and %hat musical stir l inked with p o e t i c  

i n t u i t i o n  i t s e l f  . . .tt(300/202) which is void of words, is a 

recogni t ion  through an understanding of what t h e  experience of 

both t h e  poet and t h e  r eader  gives.  

This d i s t i n c t i o n  r e v e a l s  two s t a g e s  i n  t h e  na tu re  of  

poe t i c  expression: 

The t r a n s i e n t  expression through . . . n a t u r a l  s i g n s  . . . comes f i r s t  and precedes i n  na ture  t h e  expres- 
s i o n  through . . s o c i a l  s i g n s  which a r e  t h e  words 
of language. 16 

Even though naive experience may reve r se  t h e  sequence because 

i n  t h e  temporal o rde r  they  may appear i n  t h a t  o rde r ;  neverthe- 

l e s s  wi th in  t h e  l o g i c  of  & r i t a i n t s  expos i t ion  we r e a l i z e  t h e  

n e c e s s i t y  o f  t h e  indica ted  sequence. 

Since t h e  music o f  t h e  i n t u i t i v e  puls ions  belongs t o  

t h e  s t a g e  o f  f i n a l  expression,  t h e  opera t ive  exe rc i se  s t a r t s  

with t h e  first s t a g e  of  poe t i c  expressiQn and a r t  begins t o  be 

involved under t h e  dominion of t h e  cogni t ive  power, a s  
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i n t e l l e c t .  l1 A t  any moment wi th in  t h i s  continuous progression 

t h e  p o s s i b i l i t y  e x i s t s  t h a t  . . t h e  first l i n e  of t h e  f u t -  

u r e  poem i s  a l s o  givenn(305/206) a s  a r e  a l l  t h e  f a c e t s  wi th in  

t h i s  process  given r i g h t  from poet ic  i n t u i t i o n  i t s e l f .  We 

need t o  understand t h e  i n t u i t i v e  puls ions a " p a r t i a l  and sec-  

ondary sparks  of i n t u i t i o n  depending on t h e  c e n t r a l  poe t i c  

i n t u i t i o n ,  and awakened i n  t h e  poet ' s  mind a l l  a long t h e  road 

t o  c rea t ion  , . ."(305/206). O f  course,  i n  t h e  s t a g e  of  f i n a l  

expression,  a s  production develops, t h e  working reason is a t  

p lay  performing t h e  a r t i s t i c  t a s k ,  applying t h e  r u l e s  of making 

i n  a complexity of d e l i b e r a t i o n  but  cons tan t ly  under t h e  v i g i l -  

ance o f  poe t i c  i n t u i t i o n ' s  inne r  dynamism t o  which t h e  poet 

never ceases t o  l i s t e n .  

Creat ive I n t u i t i o n  end Receptive I n t u i t i o n  

It could be s a i d  t h a t  t h e  extens ive  explora t ion  s o  f a r  

accomplished pr imar i ly  o r ig ina ted  from a perspect ive  wbehind 

t h e  c r e a t i v e  source i n  t h e  poet. This g e n e t i c  perspect ive  

provides a considerable  body of knowledge and understanding. 

A change o f  perspect ive  is  now appropr ia te ,  We a r e  i n  e pos i t -  

ion  t o  meet t h e  poem through Mer i t a in l s  approach t o  l i t e r a t u r e .  

What happens i n  t h e  gradual  discovery of a poem when t h e  poem 

is allowed t o  a c t  upon t h e  reader? To properly understand 

M a r i t a i n l s  content ion a t  t h i s  point  t h e  poem's "e f fec tw upon 

t h e  reader  is  b e s t  looked a t  i n  i s o l a t i o n .  I n  o t h e r  words t h e  

poem a s  e x i s t e n t  is  a l s o  e member of t h a t  which Mari ta in has  

termed Thing. Then t h e  ques t ion  becomes, what is t h e  i n t e r -  



communication between t h e  poem aa Thing and t h e  i n n e r  being 

o f  t h e  Self?  This question w i l l  be answered first followed 

by a considerat ion of var ious cont ingencies  which condi t ion  

t h i s  intercommunication, 

Poetic i n t u i t i o n  demands t o  be expressed ; demands 

autonomous exis tence.  In obedience t o  poe t i c  i n t u i t i o n  t h e  

poet incarna tes  an off-spring o f  h i s  Se l f .  Existence is t h e  

only  a c t  t h a t  mat ters  f o r  poe t i c  i n t u i t i o n .  But s i n c e  t h e  

poem properly speaking does no t  e x i s t  mental ly  a s  does t h e  

concept, exis tence f o r  poe t i c  i n t u i t i o n  is extra-mental. 

In  i ts  very na ture  t h e  poem is not  a means o f  com- 

munication. The poem is an end, not  a vehic le ,  As a par- 

t i c u l a r  new being engendered i n  beauty t h e  poem communicates 

because it is  an e x i s t e n t  of  beauty,  

A poet is a person among persons and communication is 

not  i r r e l e v a n t .  Communication is t h e  n a t u r a l  outgrowth of 

having created a t h i n g  of beauty, Conveying something t o  

o t h e r s ,  something t h a t  we have seen and only  we can communicate 

i n  a manner commensurate with our  see ing  is a c r u c i a l  and nec- 

e s s a r y  aspect  of c r e a t i v i t y ,  It i s  a figment of  t h e  imagin- 

a t i o n  t o  th ink  of a poem t h a t  does not  communicate t o  any pe r sm 

a t  any t i n e ,  Such a wpoemn l acks  t h e  t ransmiss ion  of poe t i c  

sense  end is then a non-existent wpoem.w 

As e x i s t i n g ,  t h e  poem invades t h e  reader ,  There t a k e s  

p lace  a gradual  dis-closure.  Also t h a t  which i s  crea ted  by t h e  

poet is shared by the  reader .  What is communicated i n  t h i s  

shar ing?  S p e c i f i c a l l y ,  t h e  poem is t h e  embodied poe t i c  sense  



109 

o r  t h e  incarnat ion  o f  poet ic  i n t u i t i o n .  The poem tends  t o  an 

inter-personal  communication. The same poe t i c  i n t u i t i o n  which 

was an i n t e g r a l  pa r t  of t h e  poet 's  Self  is  a s  poem conveyed t o  

t h e  Self  of t h e  reader  a s  a mutual sharing. Of i ts very na tu re  

t h e  poem is a r evea le r  and allows f o r  t h e  experience of  recog- 

n i t ion .  But poet ic  i n t u i t i o n  includes some aspec t  of  t h e  

ontologic  mystery12 present  i n  t h e  poet 's  poe t i c  experience 

of What Is. Therefore d i sc losure :  

. , . causes g communication of i n t u i t i o n ,  
a passage from c r e a t i y e  i n t u i t i o n  - 
r ecep t ive  i n t u i t i o n a l  

Receptive I n t u i t  ion gg Encounter 

Let us  term t h e  communication of i n t u i t i o n  an en- 

counter14 with t h e  poem. Encounter by which t h e  poem is  i m -  

mediately apprehended can be e i t h e r  d i r e c t  and complete i n  

what t h e  poem is, o r  t h e  poem can be apprehended i n  i t s  con- 

c re teness .  In  t h e  former t h e  i n t u i t i v e  knowledge is not  de- 

pendent upon a b s t r a c t  reasoning. To t h e  engaged reader  o r  

c r i t i c  both dimensions of encounter play t h e i r  pa r t .  V i r t u a l l y  

every person, a s  we have sesn,15 has  t h a t  capac i ty  t o  encounter 

t h e  poem. 

The poem i s  knowledge i n  a poe t i c  form analogous t o  

t h e  concept which i s  knowledge i n  an a b s t r a c t  form. To incar -  

na te ,  with a r t  and s k i l l ,  is f o r  t h e  poet t o  comunica te  

because he makes poss ib le ,  encounter. The poet does no t  com- 

municate d i r e c t l y  but  r a t h e r  i n  a round-about way o r  parabol ic-  

a l l y .  l6 H i s  poem i s  a t  t h e  mercy of t h e  reader  ls d i spos i t ion .  
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To make present  t o  o t h e r s ,  s o  t h a t  t h e y  may d iscover ,  is t h e  

poet ' s  way of  conveying. To d iscover  g i v e s  r i s e  t o  recog- 

n i t i o n  which is an ingred ien t  of encounter. 

As an e x i s t e n t  being, t h e  poem l i v e s  a l i f e  of  its 

own throughout genera t ions ,  ever  changing t h e  f a c e t s  by which 

it is  understood. What mat ters  is t h a t  some f a c e t  of t h e  

" inexhaust ible  intuit ion"(308/209 ) from which t h e  poem pro- 

ceeds and t o  whatever degree incarnated ,  i s  d isc losed .  However 

i n f i n i t e s i m a l  t h e  f a c e t ,  t h e  s ign i f i cance  of  t h e  poem is more 

extensive and more d i v e r s i f i e d  i n  t h e  r eaders  than i n  t h e  

author ,  because t h e  poet addresses  an aspec t  of  t h e  Sel f  of 

every person, The poem e x i s t s  a s  a  u n i t y  i n  m u l t i p l i c i t y .  

A c r i t i c  i n  so  f a r  a s  he s t r i v e s  t o  a t t a i n  an under- 

s tanding of t h e  poem is not  u n l i k e  many a  reader.  O f  course,  

he adds t o  understanding, t h e  t a s k  of conveying h i s  under- 

s tanding  t o  o t h e r s  through c r i t i c a l  w r i t i n g s  and addresses ,  

For t h e  present  we consider  t h e  c r i t i c  a s  reader .  Not every 

reader  is equal ly  engaged i n  t h e  a c t  of reading. Some a r e  not  

engaged a t  a l l .  The readers  . . who glancing a t  a work 

expect from it a mere p leasurable  mir ror ihg  of t h e i r  own cus- 

tomary f e e l i n g s ,  h a b i t s  of thought,  and t r i t e  percept iveness  

. . ."(308/209) approach t he  poem i n  an e x i s t e n t i a l  mode of 

disengagement and t h e r e f o r e  a l i e n  t o  encounter. 

M a r l t a i n t s  content ion goes f u r t h e r .  It is necess i t a t ed  

by t h e  impl ica t ions  of h i s  philosophy of l i t e r a t u r e .  Readers 

may have an  extens ive  i n t e l l e c t u a l  background which may inc lude  

genera l  l i t e r a r y  knowledge o r  spec ia l i zed  l i t e r a r y  knowledge; 



never the less  t o  Maritain t h e  same p r i n c i p l e  holds:  

. . . a mere e x t e r n a l  contemplation of  a work, apprec- 
i a t i n g  i ts  q u a l i t i s  even with t r a ined  f n t e l l i g e n c e  and 
a e s t h e t i c  discernment, but from t h e  outside(308/209) 

is not  a readinq of t h e  poem, because it l a c k s  engagement and 

makes encounter impossible. It makes encounter impossible 

because a l l  those  who approach t h e  poem i n  a manner of unin- 

volvement remain ". . . on t h e  threshold of  ~ o e t r ~ " ( 3 0 8 / 2 0 9 ) .  

Nearness t o  Poetry i s  always e s s e n t i a l .  It is  a 

p o t e n t i a l  o f  t h e  person but not  n e c e s s a r i l y  l ived .  Poet ic  

i n t u i t i o n  is ,  f o r  both poet and c r i t i c ,  an wontological a t tuned-  

ness . . . of being-in-the-world "17 which must be an ex i s t en -  

t i a l  mode t o  allow f o r  engagement. It is analogus, but  p r i o r  

t o  conceptual knowledge which is  a l s o  an at tunedness  t o  being 

i n  t h e  world. This at tunedness  l i s t e n s  t o  t h e  p r i o r  ex i s t en -  

t i a l  mode of poet ic  i n t u i t i o n .  

Forgetfulness  of Poetry makes engaged c r i t i c i s m  d i f -  

f i c u l t .  Unless t h e  cogni t ive  dimension of t h e  c r e a t i v e  process  

and i ts  product a s  conveyed by h r i t a i n  o r  o t h e r s  is kept  i n  

conscious awareness, t h e  tendency w i l l  always be t o  fo rge t  

about Poetry. We need t o ,  o r  i n  f b r i t a i n T s  committed imperative 

"We must l i s t e n  t o  t h e  i n t e r i o r i t y  of t h e  work and t o  t h e  poe t i c  

sense ,  be open t o  what it conveys, l e t  ourse lves  be a t t r a c t e d  

. *" (308/209) .  But how t o  accomplish such an approach t o  

l i t e r a t u r e  is t h e  quest ion.  A first p r e r e q u i s i t e  is f o r  t h e  

r eader ' s  approach t o  be ". . . a s o r t  of previous,  t e n t a t i v e  

consent--to t h e  work and t o  t h e  i n t e n t i o n s  of t h e  poet . . . n 

because u n l e s s  such a v a i l a b i l i t y  becomes t h e  d i s p o s i t i o n  of t h e  



1 1 2  

reader ,  he ". . . cannot be taken i n t o  t h e  confidence of t h e  

poemw(308/209). To a c t u a l i z e  t h e  first p r e r e q u i s i t e ,  a  second, 

concurrent p r e r e q u i s i t e  is  necessary: a growth i n  l i t e r a r y  

consciousness,  e s p e c i a l l y  of  t h e  na tu re  of l i t e r a t u r e .  Mar- 

i t a i n t s  work is an obvious o r i e n t a t i o n  towards t h i s  end. It 

is  a l s o  an o b j e c t i v e  of t h i s  t h e s i s .  

Let us prevent any misconception. A s  t h e  poet does 

n o t  l o s e  h i s  i d e n t i t y  i n  c r e a t i v i t y ,  s o  t h e  c r i t i c  does not  

l o s e  it when engaged i n  h i s  t a sk .  No subjec t iv ism is implied,  

It i s  no t  a s u p e r f i c i a l  emotional fus ion  of  both c r i t i c  and 

poem out  of which t h e  c r i t i c a l  work emerges a s  a re -crea t ion  

o f  t h e  poem, nor ,  i n  t h e  widest  app l i cab le  sense is "what we 

rece ive  when we make ourse lves  t h u s  open . . . a p a r t i c i p a t i o n  

i n  t h e  s u b j e c t i v i t y  o r  t h e  s u b j e c t i v e  f e e l i n g s  of t h e  poet* 

(308/209). To be engaged i s  not  a  l o s s  of i d e n t i t y  but r a t h e r  

an a f f i rma t ion  and q u a l i t a t i v e  enrfchment of t h e  person. In  

conscious awareness of o therness ,  we become more ourse lves  

because we a r e  d i f f e r e n t i a t e d  from what we a r e  not  and a b l e  t o  

a c t u a l i z e  t h i s  understanding of Se l f  and o the r .  

More needs t o  be s a i d  about encounter i t s e l f .  Re- 

ceived i n  encounter,  though it may be p a r t i a l  and d e f i c i e n t  : 

. . . an i n t e l l e c t u a l ,  g i f t  a  p a r t i c i p a t i o n  i n  poet ic  know- 
ledge and poe t i c  i n t u i t i o n  through which t h e  poet has per- 
ceived a  c e r t a i n  a p s t e r y  i n  t h e  mystery of t h e  world; then  . . . s i n c e  poe t i c  i n t u i t i o n  is knowledge through emotion, 
we r ece ive  a  p a r t i c i p a t i o n  i n  e poet ' s  emotion . . . i n  
h i s  emotion a s  caus ing  to see. Pb 

This emotion is, a s  we have seen,  i n t r i n s i c  t o  poet ic  i n t u i t i o n  

and at tunedness .  Knowledge a s  poe t i c  i n t u i t i o n  is an expres- 



s ion  of t h e  poet a s  an a f f e c  t i v e  Self .  This knowledge is ,  a s  

poet ic  i n t u i t i o n ,  incarnated,  As embodied, t h e  emotion, a 

f a c e t  i n t e g r a l  and coextensive with t h e  poem, is a caus ing  

see i m p l i c i t  i n  encounter through recep t ive  i n t u i t i o n .  - 
Mystery may be a b a f f l i n g  not ion a t  f irst  but  it need 

not  be dismissed out  of hande19 In numerous f a c e t s  it is p a r t  

of  d a i l y  experience. For example, l e t  u s  look a t  f r i endsh ip .  

I know my f r i e n d ,  I understand him but  I do not  have an 
exhaustive,  cogni t ive  grasp  of him. He r e  a i n s  unknown 
and mysterious, I know him inc lus ive  of t h a t  unknown, of  
t h e  mystery t h e t  he is.20 

Friendship is a r e l a t i o n  of continuing discovery made poss ib le  

because we a r e  mysterious t o  each o t h e r ,  This paradigm is 

app l i cab le  a t  a l l  l e v e l s .  Mystery a s  mystery is knowledge, 

Mystery a s  known and understood i n  t h e  inexhaus t ib le  r e a l i t y  

of t h e  o t h e r  can be glimpsed. Although paradoxical ,  mystery 

does r e v e a l  a cogni t ive  dimension, Professor  Joad g ives  an 

exce l l en t  d i s c r i p t i o n  of t h e  f u l l  extension i m p l i c i t  i n  t h e  

r e l a t i o n s h i p  between t h e  reader  and t h e  poem. I n  encounter: 

We g e t  a momentary and f l e e t i n g  glimpse of t h e  na tu re  of  
t h e t  r e a l i t y  t o  a f u l l  knowledge of  which t h e  movement of 
l i f e  is  progressing. For t h a t  moment, and a s  long a s  t h e  
glimpse p e r s i s t s  we r e a l i z e  i n  a n t i c i p a t i o n  and almost 
a s  it were i l l i c i t l y ,  t h e  na ture  of  t h e  end. We a r e ,  i h  
we may s o  put it, f o r  a moment t h e r e ,  j u s t  a s  t h e  t r a v e l l e r  
may a t t a i n  a f l e e t i n g  glimpse o f  i s t a n t  country from an 
eminence passed on t h e  way, and cease f o r  a moment from h i s  
journey t o  enjoy t h e  view. And s i n c e  we a r e  f o r  a moment 
t h e r e ,  we experience,  while t h e  moment l a s t s ,  t h a t  sense  
of l i b e r a t i o n  from t h o  urge and d r i v e  o f  l i f e ,  which has 
been noted a s  o e of t h e  c h a r a c t e r i s t i c s  of  a e s t h e t i c  ex- 
perience . , . 2P 

&counter t akes  place within t h e  continuum of acqui r -  

i n g  knowledge, a becoming, which l eads  t o  understanding and 
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f u l l n e s s  of  understanding. Without encounter t h e r e  can be no 

f u l l  understanding of t h e  poem. The being t h e r e  of encounter 

is an inexhaus t ib le  source which may lead t o  f u l l  understand- 

ing.  Obviously encounter is  not  a s u b s t i t u t e  f o r  i n t e l l e c t u a l  

e f f o r t  and accumen. In  o t h e r  words we can now say t h a t ,  en- 

counter  i t s e l f  is  dependent upon c e r t a i n  c r i t e r i a  and t h a t  t h e  

p o s s i b i l i t y  of a c t u a l i z i n g  encounter is  dependent upon s i m i l a r  

and o t h e r  c r i t e r i a .  

Encounter is  not  t o  be understood as en i n i t i a t i o n  

i n  and condit ion f o r  membership i n t o  a pr iv i leged group of 

l i t e r a r y  gnos t ics .  Although obvious from t h e  previous ex- 
I 
I 
I 

pos i t ion ,  l e t  us make c l e a r  t h a t  encounter,  with inadequate 
I 
I 

I 

knowledge and lack of understanding makes t h e  e r r o r s  so  obvious 

i n  naive perception. Nevertheless,  encounter so conditioned, I 
I 

simultaneously i n  s p i t e  of i t s  l i m i t a t i o n s ,  provides much of 
I 

value. 22 I d e a l l y ,  l i t e r a r y  knowledge, wi th in  a broad l i b e r a l  {I 

knowledge, combines i n  t h e  person, with many f a c e t s  of acquired 

understanding. It is  wi th in  such aggregate ,  cogni t ive  ex i s t ence  

t h a t  t h e  educated reader ,  but  e s p e c i a l l y  t h e  c r i t i c ,  a s  engaged, 

d iscovers  ve ry  n a t u r a l l y  and encounters t h e  poem. In ins tances  

a s  t h e s e ,  t h e r e  w i l l  be not  only depth of encounter but  a l s o  an 

extens ive  a c t u a l i z a t i o n  of encounter. 

Lived-rea l i ty  is  not  always so favourable  a s  t o  make 

. engaged c r i t i c i s m  possible .  Often a major o b s t a c l e  is  t h a t  t h e  

r eader  is not  aware of an approach t o  t h e  poem i n  accord 

with t h e  p r i n c i p l e s  set f o r t h  by Y a r i t a i n  and o t h e r s ;  so:  



through a d is regard  f o r  t h e  i n t r i n s i c a l l y  i n t e l l e c t u a l  
charac ter  and knowledge ya lue  of poe t i c  i n t u i t i o n  and 
of  t h e  e s s e n t i a l  d i s t i n c t i o n  between simple emotion 
( f e e l i n g )  and the i n t u i t i v e  emotion which is  proper t o  
poet ic  knowledge, 23 

a fo rge t fu lness  of Poetry becomes an acceptable  norm. 

Of course,  r eader s  do, by n a t u r a l  i n c l i n a t i o n  approach 

t h e  poem i n  an a u t h e n t i c  engaged manner. We encounter without 

necessa r i ly  having t h e  understanding t o  t a k e  f u l l  advantage of 

such discovery. Often naive expression is an a c t u a l i z a t i o n  of 

encounter, Naive percept ion and expression need t o  be accepted 

a s  l y i n g  within t h e  f i e l d  of c r i t i c i s m ,  But because of s o c i e t a l  

consciousness, naive percept ion ,  although it may cohtain a 

glimpse of encounter o r  be encounter,  is deprived of a c t u a l -  

i z a t i o n  because it is not  r e c ~ ~ n i z e d . ~ b  

The C r i t i c  - 
The c r i t i c  is  not  only  an exper t  r eader  he i s  a l s o  

engaged, i n  a deeper sense, i n  t h a t  h i s  l i t e r a r y  commitment has 

become a l i f e - s t y l e .  "The c r i t i c  must perceive much more pure ly  

and deeply than  t h e  . . . reader  a l l  t h a t  which conveyed by t he  

poem, makes con tac t ,  i n t u i t i v e l y ,  with t h e  c r e a t i v e  i n t u i t i o n  

of  t h e  poetm(324/223). In  t h e  c r i t i c ,  c r i t i c a l  reason i s  

developed because of a concerted a t t e n t i o n  and a p p l i c a t i o n ,  

Supported by a body of l i t e r a r y  knowledge and wide l i b e r a l  

l ea rn ing ,  t h e  c r i t i c ,  through c r i t i c a l  reason, i s  a b l e  t o  u n v e i l  

t h e  poem, I n  him t h e  r e f l e c t i v e  f a c u l t i e s  pene t ra te  beyond 

what is  a v a i l a b l e  t o  most readers .  Mari ta in r e q u i r e s  t h a t  t h e  

c r i t i c  must be a b l e  t o  r ece ive  ' i n s t a n t l y '  t h e  'immortal 
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woundt25 which is  t h e  s e e i n g  of a poem a s  . . a World i n  a 

Gra i n  of Sand . w26 Encounter ought t o  be a f a c i l e  na tu ra lness  

t o  t h e  c r i t i c .  

To consider  a c r i t i c  who would on ly  possess c r i t i c a l  

reason is an imposs ib i l i ty ,  a s  w e  have seen. 27 Hence Raude- 

l a i r e  "was dea l ing  with a figment of t h e  mindn(324/223 ) when 

he considered such t f c r i t i c s t r  t r u l y  c r i t i c s .  To l l b r i t a i n ,  a s  

we now understand, "the c r i t i c  i s  a poet and has t h e  g i f t s  of 

a poet ,  a t  l e a s t  v i r tua l lyw(324/224) .  A c r i t i c  without r ec tp -  

t i v e  i n t u i t i o n  i s  l i k e  a poet without c r e a t i v e  i n t u i t i o n .  

When a c r i t i c ' s  r e c e p t i v e  i n t u i t i o n  is  developed, Poetry i n  

him ". . . has migrated t o  (h i s ]  c r i t i c a l  worksn(325/224). 

Then t h e  development of r e f l e c t i v e  f a c u l t i e s  may make it i m -  

poss ib le  f o r  him t o  be a c r i t i c  and a poet a t  t h e  same time. 

The c r i t i c ' s  t a s k  i s  t o  come t o  understand t h e  poem. 

T h i s  is  t h e  way of discovery,  which inc ludes  encounter. 

Aquaintance and f a m i l i a r i e a t i o n  w i t h  t h e  poem is of foremost 

importance t o  him: 

. . . he must d iscover  t h e  c r e a t i v e  i n t e n t i o n s  from which 
Cthe poem] proceeds and t h e  most secretl t h ings  which 
s t i r r e d  . . . t h e  author(324/223).  

To d iscover  t h e i r  s e c r e t s  is t o  f i n d  t h e  p r i n c i p l e  of  t h e  poem% 

ex i s t ence  and u n i t y ,  t h e  poe t i c  sense.  To d iscover  t h e  poem a s  

a u n i t y  i n  m u l t i p l i c i t y  is t o  encounter. Moreover a l l  t h e  

s t r u c t u r a l  and t e c h n i c a l  a spec t s  of t h e  poem have meaning i n  s o  

f a r  a s  they  express  and embody t h e  poe t i c  sense.  "Before 

judging of t h e  work a s  t o  its ways of execution . . (324/223 ) 

t h e  c r i t i c  through encounter is a b l e  t o  r e v e a l  t h e  s ign i f i cance  
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not  onLy of s t r u c t u r e  and t e c h n i c a l  a s p e c t s  but  of e l l  f a c e t s  

o f  t h e  poem. 

That c r i t i c s  a r e  f r u s t r a t e d  poets  is  a  poor accusation. 

Nevertheless,  our  present  understanding of t h e  c r i t i c  recog- 

n i z e s  a g r a i n  of t r u t h  i n  t h i s  s ta tement  which can e a s i l y  be 

admitted,  once we possess a  c l e a r  i d e n t i t y  of t h e  c r i t i c .  

Mari ta in does not  f a i l  t o  consider  t h a t  some who d e s i r e  t o  

c r e a t e  lack  an adequate sense  of Poetry even though s k i l l f u l  

craftsmen. A s  c r i t i c s  t h e i r  t a s k  may we l l  be ". . . t h e  

s a t i s f a c t i o n  of a  suppressed c r e a t i v e  wishn (325/224). Simil- 

a r l y ,  t h e r e  a r e  poets  who have nothing t o  say  because Poetry 

is absent.  A l l  t h e  a t t endan t  a spec t s  of t h e  c r e a t i v e  process 

a r e  inadequate,  and a s  we have seen2$ poe t i c  i n t u i t i o n  cannot 

be learned o r  wil led through pure w i l l  power. Such "poetsw 

a r c  not  r e a l l y  poets ,  n e i t h e r  a r e  they  c r i t i c $ .  Their r e a c t i o n  

t o  t h e  poem i s  common t o  ". . . t h e  ord inary  emotional person," 

but  a s  "developed a t  an except ional  degreew (325/224). In  

t h e s e  ins tances  we see  n e i t h e r  c r i t i c i s m  nor  c r e a t i v i t y  because 

i n  t h e  reading of t h e  poem t h e  n c r i t i c - p o e t v :  

. . . fecundates  ( h i s )  emotions t o  produce something 
new which i s  not  c r i t i c i s m ,  bu t  is no t  . . . t h e  b i r t h  
of c rea t iveness  (325/224 1. 

A s  t h e r e  a r e  unsuccessful  poets ,  s o  t h e r e  a r e  unsuccessful  

c r i t i c s .  Few a r e  unsuccessful  a s  both poets  and c r i t i c s .  

I n  t h e  foregoing d e s c r i p t i v e  account of c r i t i c i s m  and 

t h e  c r i t i c ,  our  s o l e  at tempt  is t o  put i n t o  r e l i e f  t h e  s i g n i f -  

i c a n t  cont r ibut ion  Mar i ta in ' s  i n s i g h t s  can make with regard 

t o  c r i t i c i s m .  



CHAPTER FIVE 

FUNDAMENTAL EXPLORATION 

The Poem: Embodied Poetic Sense -- 
The concern of t h i s  t h e  l a s t  explora t ion  is t h e  t a s k  

sf c r i t i c i s m  i t s e l f .  Not a l l  a spec t s  of  c r i t i c i s m  could pos- 

s i b l y  be considered, To show t h e  r e l a t i o n s h i p  between every 

aspect  of c r i t i c i s m  and an approach derived from Mari ta in is 

beyond t h e  scope of t h i s  study. The aspec t s  chosen here  f o r  

r ep resen ta t ive  reasons do not exhaust a l l  t h e  p o s s i b i l i t i e s ,  

They e r e  se lec ted  because e i t h e r  Mari ta in himself brought them 

t o  t h e  a t t e n t i o n  o r  t h e i r  obvious inportance made it imperat ive 

t o  show how they  a r e  seen when inse r t ed  i n t o  Mari te in 's  gh i lo -  

sophy of l i t e r a t u r e ,  Such i n t e g r a t i o n  i s  va l ida ted  through a 

c l a r i f i c a t i o n  which shows how these  a s p e c t s  a r e  r e l a t e d  t o  t h e  

(on to log ica l )  r o o t s  of Poetry. Here t h e  in tegra l1  na ture  of 

a  c r i t i c i s m  derived from M a r i t a i n r s  philosophy of l i t e r a t u r e  

( i tself  in tegra ted  i n t o  perennial  philosophy2) emerges a s  d i s -  

t i n c t  and v iab le .  

The poem i s  embodied poet ic  sense,  Only if a r eader  

is consciously aware of t h i s  f a c t  with a l l  i t s  impl ica t ions  

w i l l  h i s  reading and anything he says  about t h e  poem be com- 

mensurate with t h e  s i g n i f i c a n c e  and very being of  t h e  poem. 

Ehbodiemtn can a l s o  be understood a s  a  necessary l i m i t a t i o n  of 

poe t i c  sense,  Once t h e  poet i s  consciously aware of Poetry 

118 
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and a t  t h e  same time recognizes t h e  l i m i t a t i o n s  c r e a t i v i t y  

must impose, t h e  a t t a c k  upon embodiment begins.  To inca rna te  

without embodiment i s  an imposs ib i l i ty .  I n  consequence h i s  

incessant  s t r i v i n g  is  t o  embody i n  such a  manner t h a t  it o f f e r s  

t h e  l e a s t  poss ib le  hindrance s o  as  t o  f r e e  Poetry a s  poe t i c  

sense i n  a l l  i t s  pleni tude.  To f a c i l i t a t e  c r i t i c i s m ' s  t a s k  i n  

i ts endeavour t o  d i s c l o s e  t h e  poem w e  need t o  make c l e a r  as-  

pec t s  which a r e  t h e  r e s u l t  of embodiment. 

Poems r e v e a l  t h e i r  q u a l i t y  i n  a  v a r i e t y  of ways. 

Poet ic  sense,  e s p e c i a l l y  i n  outs tanding poems, has imbued every  

aspect  which t h e  poet has brought i n  t o  make t h i s  poem. But 

poet ic  sense is not l o g i c a l  sense.  The l a t t e r  is  only  one of  

t h e  a spec t s  o r  components of poe t i c  sense.  With re spec t  t o  

poe t i c  sense,  l o g i c a l  sense is a  kind of ll. . . f l u i d  va r i e -  

gated mattern(258/192),  which al lows poe t i c  sense ,  having 

transformed everything wi th in  i ts sphere,  t o  emerge i n ,  with 

and through every aspect .  While poe t i c  sense is  ll. . . an 

immanent meaning made up  of meaningsfi(258/192). We w i l l  f irst 

look a t  t h e  way i n  which immanent meaning pene t ra te s  t h e  v a r i e -  

gated matter  ( l o g i c a l  sense )  and makes i t s e l f  manifest ,  

There a r e  a v a r i e t y  of meanings which make up  t h e  

immanent meaning. Most immediately we come t o  know t h e  l o g i c a l  

o r  i n t e l l i g i b l e  meanings of t h e  words. These words a r e  no t  

s o l e l y  autonomous s i n c e  they  a l s o  have s ign i f i cance  a s  ca r r i ed  

by concepts o r  images. Closely r e l a t e d  t o  t h e s e  a r e  t h e  

3 imaginal meanings of words. Beyond t h e s e ,  t h e  more hidden 

meanings of "the musical r e l a t i o n s  between t h e  words, and 
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between t h e  meaningful con ten t s  with which t h e  words a r e  

ladenfl(259/192 1, These meanings form an inter-connected ne t -  

work, a complex of meanings held toge the r  and un i f i ed  through 

poe t i c  sense,  We d i scover ,  Mari ta in concludes t h a t  "the log- 

i c a l  sensew through which t h e  poem u t t e r s  ideas ,  is e n t i r e l y  

subordinate  t o  t h e  poe t i c  sense ,  through which t h e  poem ex- 

istsw(258/192 ) * 

We focus now upon one aspect  of t h e  poem: l o g i c a l  

sense.  What is  t h e  appearance of  l o g i c a l  sense  wheh t r a n s -  / 

formed? How does l o g i c a l  sense r e v e a l  its newness which it 

has become through i n s e r t i o n  i n  and d i f f u s i o n  of  poe t i c  sense  

which t a k e s  place through poe t i c  i n t u i t i o n ?  

A simple first reading  of t h e  poem may leave  an i m -  

pression of o b s c u r i t y  o r  c learness .  The common sense of na ive  

percept ion which des igna tes  poems q u i t e  e a s i l y  a s  obscure o r  

c l e a r  is  understandable,  A t r u t h  l i e s  hidden i n  t h i s  percep- 

t i o n  because we have discovered t h a t  t h e r e  is a va l id  and nec- 

e s sa ry  reason why poems a r e  obscure o r  c l e a r ,  These terms 

revea l  a mode of  inca rna t ion  and a r e  only  considered a s  such. 

They a r e  f o r  P k r i t a i n  terms of e x p l i c a t i o n  d i r e c t l y  r e l a t e d  t o  

poet ic  sense and t o  t h e  whole c r e a t i v e  process executed. 

M a r i t a i n v s  not ion  of c l e a r  and obscure4 poem wi th  

r e spec t  t o  t h e i r  l o g i c a l  sense is  q u i t e  paradoxical ,  To make 

t h e s e  paradoxical elements understandable l e t  u s  consider  an 

i n t e n t i o n a l l y  hyperbol ic  example. The paradox o r i g i n a t e s  i n  

t h a t  poet ic  sense can be understood a s  being simultaneously 

both l i g h t  and darkness.  This aspect  of poet ic  sense  b r ings  
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out  more d i s t i n c t l y  t h e  poet ' s  dilemma and agony of c r e a t i v i t y .  

If t h e  sun is poet ic  sense and t h e  world l i m i t l e s s  

mat ter  a v a i l a b l e  t o  t h e  poet,  then,  t h e  incarnat ion  of t h e  sun 

is  t h e  poet 's  impossible d e s i r e .  Such is  t h e  na ture  of t h e  

l i m i t a t i o n  with which t h e  poet s t r u g g l e s  and which is v i s i b l e  

i n  t h e  poem. To attempt t h e  impossible,  knowing it i s  impos- 

s i b l e  and s t i l l  s t r i v i n g  t o  come es near  a s  poss ib le  t o  t h i s  

impossible goal  is t h e  i n e v i t a b l e  l o t  of t h e  t r u e  poet. 

But what does t h e  poem revea l  i n  t h i s  context?  Again 

we r e t u r n  t o  t h e  example. We recognize t h a t  t h e  sun is pure 

l i g h t  but  when we look a t  t h e  sun we a r e  bl inded:  a dark d i s k  

surrounded by t h e  f a i n t e s t  aura of l i g h t  appears i n  t h e  sun 

and l i t e r a l l y  "removesn t h e  sun by e superimposit ion.  The 

sun is  l i g h t  ( c l e a r )  bu t  cannot be "graspedn and a s  such is 

dark (obscure 1. 

If a t r e e  i s  s i t u a t e d  wi th in  t h e  d i r e c t  l i n e  from t h e  

person t o  t h e  b laz ing  sun, he w i l l  see  t h e  t r e e  transformed, 

having become a flaming t ransparency of embodied l i g h t .  The 

same paradox of l i g h t  and darkness occurs here i n  r e l a t i o n  t o  

t h e  t r e e .  The same can be sa id  of t h e  poem. If poe t i c  sense,  

however i n f i n i t e s i m a l l y  embodied, i s  l i k e  a sun, t h e  matter 

used f o r  embodiment w i l l  l i k e  t h e  t ree  be a flaming t ranspar-  

ency of embodied l i g h t .  The reader  may i n t u i t i v e l y  encounter 

t h e  poem. The experience of t h e  poem w i l l  be l i k e  exper- 

ienc ing  t h e  sun. The poem a s  pure l i g h t  w i l l  be obscure be- 

cause a dark "diskw a t  f i r s t  b l i n d s  t h e  reader.  In o t h e r  words, 

t h e  r eader  may f i n d  t h e  poem mute and dark, lacking  any kind of 



l o g i c a l  sense and seemingly incoherent,  It is  t h e  obscur i ty  I 

of too much l i g h t  which needs an in tense  pass iv i ty  t o  allow 

t h e  poem t o  speak its s i l e n t  word. f I 

The poet uses  a v a r i e t y  of matter and l o g i c a l  sense. 

Inevi tab ly  l o g i c a l  sense is present  i n  a poem s i n c e  it does 

not  seem poss ib le  t o  c r e a t e  t o  t h e  complete exclusion of 

l o g i c a l  sense. Since t h e  sun inf luences o r  penet ra tes  every- 

th ing ,  it u l t i m a t e l y  does not mat ter  s o  much what t h e  poet 

uses  s o  long a s  t h e  poet ic  sense is of except ional  i n t e n s i t y .  

Logical sense,  however, is t h a t  type  of matter  which seems t o  

r e s i s t  

use of 

S8n88, 

matter  

poet ic  

poet ic  

transformation. Nevertheless e i t h e r  through t h e  f u l l  

l o g i c a l  sense o r  through a des t ruc t ion  of l o g i c a l  

t h e  poet w i l l  be a b l e  t o  transform o r  super-impose t h e  

of h i s  choice so t h a t  what is  incorporated i n t o  t h e  

sense w i l l  become a s  poem, f u l l y  and t o t a l l y  imbued, 

sense. A s  such, a l l  a spec t s  incorporated by the  poet 

a r e  deprived of  t h e i r  n a t u r a l  form so a s  t o  r e v e a l  t h e  immanent 

meaning, thereby i l luminat ing  t h e  poem from within,  

Trans la t ing  t h e  foregoing paradigm i n  t h e  terms of 

c r i t i c i s m ' s  t a s k ,  we say  t h a t  t h e  reader  perceives t h e  qual- 

i t i e s  of what is obscure o r  c l e a r  i n  r e l a t i o n  t o  t h e  f l u x  of 

a t t r a c t i o n  which emanates from t h e  poem and simultaneously 

pu l sa tes  within t h e  poem. The most i n s i g n i f i c a n t  element may 

open up t h e  poem t o  t h e  reader  because i n  t h e  most minute com- 

ponent t h e  same f l u x  and pulsa t ion  has an impact s u f f i c i e n t  t o  

e n t i c e  f u r t h e r  discovery.  In  s h o r t ,  a poem's degree of obscur- 

i t y  i s  i n  r e l a t i o n  t o  t h e  i n t e n s i t y  of poe t i c  sense incarnated,  



123 

On t h e  o t h e r  hand, a poem's degree of  c l a r i t y  i s  i n  r e l a t i o n  

t o  t h e  prevalence of l o g i c a l  sense wi th in  t h e  embodiment, 

Only poet ic  sense  ma t t e r s ,  o b s c u r i t y  o r  c l a r i t y  a r e  modes 

through which q u a l i t y  appears because t h e y  des ignate  t h e  

manner i n  which t h e  poet has deployed l o g i c a l  sense.  

For example, l o g i c a l  sense  may be s o  predominant i n  

a poem a s  nea r ly  t o  hide t h e  poe t i c  sense.  C l a s s i c a l  t r a d -  

i t i o n  imposed l o g i c a l  c l a r i t y  which occasioned many mediocre 

poems because poe t i c  sense was subdued t o  accord with t h i s  

" t r ad i t ion  ," Of course,  g r e a t  poets  l i k e  t h e  neo-c lass ica l  

masters,  Pope and Dryden, remained obedient t o  Poetry and 

affirmed through t h e i r  work t h e  necessary primacy of poe t i c  

sense,  

S imi la r ly  t h e  modern period a t  t imes in tox ica ted  

and obsessed with Poetry is adamant i n  r evea l ing  t h e  primacy 

of  poet ic  sense,  Obscure poems have become t h e  prevalent  

mode a l s o  occasioning an i n f l u x  of mediocre poems because of 

a d e l i b e r a t e  d e s t r u c t i o n  of l o g i c a l  sense.5 Obviously de- 

s t r u c t i o n  i n  i t s e l f  does no t  provide t h e  p o e t i c  sense,  

Neither period has a monopoly on poe t i c  sense.  No 

period has,  But s o c i e t a l  condi t ions  do in f luence  u s  and make 

transcendence over  s o c i e t a l  norms e i t h e r  easy  o r  d i f f i c u l t ,  

I n  M a r i t a i n t s  opinion t h e  modern period i s  excep t iona l ly  fruit-  

ful i n  r e l a t i o n  t o  t h e  emergence of Poetry. I n  obedience t o  

poetry,  modern poets  have produced c l e a r  a s  w e l l  a s  obscure 

poems 

To desc r ibe  t h e  r e a l i t y  of  both obscure and c l e a r  



poems e n t a i l s  a  t h e o r e t i c a l  exp l i ca t ion ,  Such an e x p l i c a t i o n  

i s  i n  e f f e c t  a l s o  a  cons t ruc t  f o r  r e fe rence  i n  t h e  t a s k  of  

c r i t i c i s m  and a t  t h e  same time fu rn i shes  a  frame of  r e fe rence  

o r  gradat ion  of  o b s c u r i t y  and c l a r i t y .  I k r i t a i n  provides a 

t h e o r e t i c a l  e x p l i c a t i o n ,  t o  i n d i c a t e  c e r t a i n  important f e a t u r e s  

which come t o  t h e  a t t e n t i o n  of t h e  c r i t i c  o r  a r e  na ive ly  ex- 

perienced i n  reading. Since Mar i ta in1s  cons t ruc t  is b e n e f i c i a l  

t o  an e f f i c i e n t  manner o f  d i s c l o s u r e ,  w e  w i l l  consider  t h e  

h e a r t  of t h i s  cons t ruc t ,  Its terminology is not  e s s e n t i a l ,  

Gradation, it must be noted is only  an i n t e r p r e t a t i o n  f o r  t h e  

t a s k  o f  c r i t i c i s m  and of t h e  r eader ' s  experiences,  It is not  

intended a s  o means f o r  c l a s s i f i c a t i o n  which would be con t ra ry  

t o  M a r i t a i n t s  s p i r i t  and ob jec t fveO6 

Poems can be obscure i n  e i t h e r  appearance o r  easence. 

When poems r e v e a l  a  concentrated end complex l o g i c a l  p a t t e r n ,  
0 

connota t ive ly  interwoven o r  an in tense  preoccupatioh f o r  t h e  

power of  s ign i f i cance  through d e n s i t y  of t h e  poet ic  sense  i n  

which t h e  poem becomes, a s  it were, a  s i n g l e  word, then  we a r e  

considering d i f f i c u l t  poems. Their  obscur i ty  i n  appearance 

makes them d i f f i c u l t .  

When obscure i n  essence,  poems r e v e a l  only  a  t r a c e  

of  l o g i c a l  sense,  Their  o b s c u r i t y  is  loaded w i t h  t h e  power 

of f e e l i n g ,  not  with i n t e l l e c t u a l i t y .  A l l  t h e  elements which 

make up  t h e  poem need t o  be d i s loca ted  s o  t h a t  through f l e x -  

i b i l i t y  and t ransparency,  though paradoxica l ly  i n  darkness ,  

t h e s e  elements become instruments  o f  i n t u i t i v e  emotion, I n  

c o n t r a s t  t o  poems which r e v e a l  themselves a s  d i f f i c u l t ,  



Maritain des ignates  t h i s  p a r t i c u l a r  r e v e l a t o r y  aspect  of 

poems a s  nocturnal.? Poems which a r e  nocturnal  show a  con- 

cern with t h e s e  o b s t a c l e s  which wthwart i n  every s i g n  t h e  

funct ion  o f  signification~~(262/19r). 

Because of t h e  r e l a t i v i t y  of both poe t i c  sense and 

l o g i c a l  sense ,  a  more extens ive  c h a r a c t e r i z a t i o n  of what is 

meant by o b s c u r i t y  versus c l a r i t y  can be given. Clear  poems 

a r e  "condensed, t h e  expression is pure ly  r e s t r i c t e d  t o  essen- 

t i a l s ,  any d i s c u r s i v e  o r  o r a t o r i a l  development . . . has been 

replaced by a l l u s i v e  streaksn(264/196 1. Nevertheless,  t h e  

l o g i c a l  sense  is e x p l i c i t .  E i the r  expressed by nconceptual 

u t t e rancen  which c l e a r l y  encloses  t h e  l o g i c a l  sense o r  "car- 

r i e d  by images without t h e  intermediary of any expressed 

concept, . . . although s t i l l  e x p l i c i t  . . . ~ ( 2 6 4 / 1 9 6 ) ,  which 

leaves  t h e  l o g i c a l  sense open. When poems a r e  obscure i n  

essence,  t h e i r  embodiment may d i s c l o s e  t h a t  a  g r e a t  d e a l  has  

been taken up by concepts and conceptual u t t e rances .  Because 

such poems have been tlsubmitted t o  t h e  mental regime of 

imagination, no t  of l o g i c a l  connections,  and t o  t h e  nocturnal  

law which pres ides  over t h e  s t i r r i n g  of  images, t h e y  hard ly  

convey any m l i c i t n ( 2 6 4 / 1 9 6  1 l o g i c a l  sense. I n  these ,  t h e  

conceptual expressions seem t o  be dense ly  opaque, but  t h i s  

opaqueness s i g n i f i e s ,  which al lows t h e  evanescent l o g i c a l  

meaning t o  appear a s  i f  energized from wi th in ,  

Other poems obscure i n  essence may d i s c l o s e  an 

almost t a t a l  disappearance o f  conceptual u t t e rances .  The 

conceptual i s  reduced t o  a  minimum o r  is merely a l l u s i v e .  
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Again t h e r e  is an absence of e x ~ l i c i t ,  l o g i c a l  sense,  but 

here  even images a r e  void of it because t h e  l o g i c a l  sense 

i n  t h e  images is  only  i m p l i c i t ,  more l i k e  a dawning. Some- 

t imes t h i s  i m p l i c i t  l o g i c a l  sense poin ts  t o  an o b j e c t ,  even 

though i n  a merely i m p l i c i t  manner. However obscure,  t h e  

l o g i c a l  sense remains determined. Sometimes even t h e  hidden 

r e f e r e n t i a l  i s  absent  and t h e  l o g i c a l  sense  is  i m p l i c i t  and 

undetermined. The reader ' s  a t tempt  t o  come t o  understanding 

i s  merely pushed i n t o  a c e r t a i n  d i r e c t i o n  while nothing i n  

t h e  poem makes t h i s  d i r e c t i o n  c l e a r ,  it is r a t h e r  a prompting. 

We see nothing ye t  we *know,* and only i n  r e f l e c t i v e  a f t e r -  

thought w i l l  t h e r e  emerge i n  consciousness,  some surmise, If 

t h e  radiance i s  hidden so  deeply,  ye t  i s  present  a s  t h e  

flaming around a "dark d i s k n  before  t h e  sun, then understanding 

and d e l i g h t  a r e  possible .  Maybe t h e  enigmatic paradox is " tha t  

what is  s i g n i f i e d  by a s ign  is unknown is almost t h e  f a c t  t h a t  

t h e  s i g n  s i g n i f i e s  t h e  unknownn(266/198). We do not  exclude 

t h e  p o s s i b i l i t y  t h a t  t h e  s i g n i f i c a n c e  of t h e  s ign  may be 

f o r g o t t e n  through time and may e i t h e r  be t o t a l l y  absent  o r  

i n d i s t i n c t .  

To conclude t h i s  cons idera t ion  of poe t i c  sense,  we 

w i l l  b r i e f l y  look a t  t h e  t r i a d ,  concept-image-word which we 

have employed, Image and concept belong t o  two d i f f e r e n t  

realms, t h a t  of t h e  senses  and t h a t  of t h e  i n t e l l e c t .  The 

s t r u g g l e ,  more s o  now than  ever  before ,  is t o  l i b e r a t e  t h e  

image from t h e  concept. The elementary u n i t  f o r  t h e  poet is  

t h e  word. Now, t h e  word however disconnected '?is by na tu re  



a s i g n  a s  we l l  a s  an o b j e c t ,  and always makes present  some- 

t h i n g  o t h e r  than i t s e l f  . . . l1 (269/201), So, while t h e  

s t r u g g l e  cont inues t o  f r e e  t h e  image, poetry always uses  

words; hence t h e r e  is no p o s s i b i l i t y  f o r  l i t e r a l l y  a b s t r a c t  

poetry. 

The L o ~ i c a l  Image and t h e  I n t u i t i v e  - 
Aspects of t h e  poem a r e  i n  t h e i r  t ransparency eapec- 

i a l l y  reveal ing.  Mari ta in draws p a r t i c u l a r  a t t e n t i o n  t o  t h e  

metaphorical  u s e  of  images. He d i s t i n g u i s h e s  between t h e  

image which emerges from l o g i c a l  reason and t h e  image which 

emerges from i n t u i t i v e  knowledge. Let u s  c a l l  t h e  former a 

l o g i c a l  and t h e  l a t t e r  an i n t u i t i v e  imape, 8 

A s  we have seen, t h e r e  a r e  t h r e e  " e x i s t e n t i a l  con- 

d i t i o n s "  f o r  irnagese9 They could be p a r t  of  t h e  imagination 

centered on sense percept ion,  including conscious a c t i v i t y  

and r a t i o n a l  knowledge; they  could be p a r t  of automatic un- 

conscious a c t i v i t y ;  o r  they  could be p a r t  of  au then t i c  

unconscious a c t i v i t y .  I n  t h e  l a s t  s t a g e ,  t h e  images i l lum- 

ina ted  by t h e  i n t e l l e c t  can be used e i t h e r  i n  t h e  b i r t h  of 

concepts o r  a s  a c t i v a t e d  by poe t i c  i n t u i t i o n .  From t h i s  

l a s t  poin t  we s e e  t h a t  metaphorical  use  of images con t r ibu tes  

s i g n i f i c a n t l y  t o  Poetry because through t h e s e  t h e  poem becomes 

i n t e n s e l y  r eve la to ry .  

Ransom's i n s i g h t  i n t o  images, t o  which m r i t a i n  is 

indegted, focuses on t h e  core aspect  which needs t o  be 

brought out.  V h e  image," Ransom w r i t e s ,  



. . , cannot be dispossessed of a pr imordial  f r e shness  
which idea can never claim. An idea i s  d e r i v a t i v e  and 
tamed. The image i s  i n  t h e  n a t u r a l  o r  w i l d  s t a t e ,  and 
it has t o  be discovered t h e r e ,  not  put t h e r e ,  obeying 
i t s  own law and none of ours ,  We t h i n k  we can l a y  hold 
of  image and t a k e  it cap t ive  but  t h e  d o c i l e  cap t ive  
is not  t h e  r e a l  image but  on iy  t h e  idea ,  which is t h e  
image with i ts  charac te r  beaten ou t  of  it.10 

I n  i ts  demand f o r  freedom, poe t i c  i n t u i t i o n  r e s i s t s  any in-  

fringement o r  c a p t i v i t y ,  Its tendency is towards t h e  i n t u i t i v e  

image whose cha rac te r  i s  beaten o u t  of it, while t h e  

l o g i c a l  image i s  never q u i t e  f r e e  from t h e  idea of  which 

Ransom speaks. 

Images can be used metaphorical ly  i n  two d i s t i n c t  

ways, Through l o g i c a l  thought t h e  image r e v e a l s  a compar- 

i s o n  which is  purposive because t h e  mind has made a s e l e c -  

t i o n ,  I n  order  t o  i l l u s t r a t e  a known t h i n g  i n  a concept,  

formed and expressed i n  t h e  mind, another  t h i n g  se lec ted  from 

t h e  inner  world of emergent images i s  chosen because it par- 

t i c i p a t e s  i n  t h e  same common idea.  Then, t h e  first t h i n g  is 

l i k e  t h e  second. Two t h i n g s  both known a r e  brought t o g e t h e r  

i n  o rde r  t o  b e t t e r  o r  more s t r i k i n g l y  express  t h e  former i n  

r e l a t i o n  t o  t h e  l a t t e r .  Logical images a s  these ,  a r e  used 

but  such comparison i s  . . a r h e t o r i c a l  mode p e r t a i n i n g  t o  

t h e  d i s c u r s i v e  reason;  not  a c r e a t i v e  mode pe r t a in ing  t o  t h e  

i n t u i t i v e  ways of poetryn(327/227). The s i m i l a r i t i e s  i n  t h i s  

kind of comparison a r e  given i n  na tu re  and t h e  mind selects 

from among th ings  a r e a l i t y  joined t o  t h e  idea ,  ". . . a s  t h e  

concept of youth and t h e  concept of s p r i n g  a r e  uni ted  i n  t h e  

more genera l  concept of r i s i n g  v i t a l i t y "  (327/226 1. In  o t h e r  
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words, t h e  br inging together  i s  a l ready  en aspect  of na tu re  

a s  is revealed i n  t h e  concepts. The mind does not  c r e a t e ,  it 

d i sc loses .  

The i n t u i t i v e  image is  born out  of poe t i c  i n t u i t i o n  

and i s  unconceptual isable  i n  i t s e l f .  It emerges i n  conscious- 

ness  a s  a pure i n t u i t i v e  expression,  never conceptual ly  

grasped, a s  if t h e  b u t t e r f l y  becomes a b u t t e r f l y  without ever  

being a c a t e r p i l l a r .  Often r a t i o n a l l y  quest ionable ,  t h e  in-  

t u i t i v e  image emerges d i r e c t l y  from preconceptual irnaaination, 11 

a s  i n t e g r a l  with a u t h e n t i c  unconscious a c t i v i t y .  Used i r r e s -  

pec t ive  of t h e  a l r eady  known, t h e  image makes known and ex- 

presses  something which is  not  even named and t h e r e f o r e  a l l  

t h e  more f u l l  of  meaning: 

Wo th ings  a r e  not  compared but  r a t h e r  one th ing  is made 
known through t h e  image of another.  One t h i n g  a l r eady  
known is  not  brought near  t o  another  t h i n g  known. One 
t h i n g  which was unknown . . , i s  discovered and expressed, 
by means of another  a l ready known and by t h e  same s t r o k e  
t h e i r  s i m i l a r i t y  i s  discovered (324/226). 

In  t h i s  context Yeat's metaphorical  image: 

The winds t h a t  awakened t h e  s p y s  
Are blowing through my blood, 

i s  an obvfous i n t u i t i v e  image. The f i r s t  l i n e  is quest ionable  

on r a t i o n a l  ground ye t  brought near t h e  second l i n e ,  no t  be- 

cause both l i n e s  a r e  t h e  o b j e c t s  of  two concepts n a t u r a l l y  

joined toge the r  but  because i n  a u t h e n t i c  unconscious a c t i v i t y ,  

through t h e  imagination, t h i s  metaphorical  image names a s  

poe t i c  knowledge, a spark of r e a l i t y ,  l e t  u s  say ,  t h e  c r e a t i v e  

impulse as "seenw by Teats. 1x1 t h e  emergence of i n t u i t i v e  

images, everything comes about through t h e  i n t u i t i v e  power 
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of t h e  i n t e l l e c t :  

. . . two th ings  brought toge the r  a r e  n a t u r a l l y  d i s t a n t  
from one another ,  . . . t h e i r  br inging toge the r  is  u t t e r l y  
new, and f r e s h ,  and unforeseeable ,  i s  but a n a t u r a l  e f f e c t  
of t h i s  ( i n t u i t i v e  ) free power of t h e  i n t e l l e c t  (330/229) . 

Neither d e l i b e r a t e  e f f o r t  of t h e  w i l l  nor r e sea rch  br ings  

about t h e  i n t u i t i v e  image. 

It must be recognized t h a t  i n  a  secondary sense a l l  

images d i s c l o s e  i n  so  f a r  a s  they  a r e  ". . . touched and 

quickened by t h e  c r e a t i v e  a c t i v i t y  of t h e  i n t e l l e c t  and of 

poe t i c  in tu i t ionn(330/229) ,  Images from e i t h e r  t h e  e x t e r n a l s  

of  t h e  imagination o r  even from a u t h e n t i c  unconscious a c t -  

i v i t y  m y  play a  r o l e ,  but only  i f  poet ic  i n t u i t i o n  has quick- 

ened them from within.  Then t h e s e  images have been appro- 

p r i a t ed .  A poet may s i m i l a r l y  appropr ia t e  Wnages born out- 

s i d e  h inse l f  w(331/X?9) . He may even appropr ia t e  images from 

another  poet and b r i n g  t h e s e  wi th in  t h e  p r i n c i p l e  of h i s  own 

inca rna t iona l  i n t e n t i o n ,  through which they  become i n t r i n -  

s i c a l l y  uni ted  with a l l  t h e  elements of t h e  embodied, com- 

pleted product, 1 3  

Epiphanies of Poet ic  I n t u i t i o n  

When d i sc losed ,  t h e  revealed sh ines  f o r t h ,  The t a s k  

of c r i t i c i s m  is  t o  d i s c l o s e ;  then  what is  revealed w i l l  be 

t r ansparen t  i n  so  f a r  a s  t h e  poem is t r u l y  engendered i n  

beauty. The poem possesses a  t r i a d  of  c h a r a c t e r i s t i c s ,  con- 

s t i t u e n t  of beauty and d iscoverable  through a  process of  r e -  

reading and pass ionate  a t ten t ion .14  Mari ta in proposes t h a t  : 

. . . Poet ic  sense o r  i n n e r  melody15 t h e  a c t i o n  and theme, 
and t h e  number o r  harmonic s t r u c t u r e ,  a r e  t h e  t h r e e  



epiphanies  of poe t i c  i n t u i t i a n  . . . passing i n t o  
t h e  work, ~(369/264 ) 

and t h a t  t h e s e  epiphanous elements r e l a t e  d i r e c t l y  t o  t h e  con- 

s t i t u e n t s  of beauty. Let u s  then consider  how: 

radiance o r  c l a r i t y  . . . appears p r i n c i p a l l y  (. . . 
not  uniquely)  i n  t h e  poe t i c  sense o r  inne r  melody of 
t h e  work; i n t e g r i t y ,  i n  t h e  a c t i o n  and theme; and 
consonance, i n  t h e  number o r  harmonic s t ruc ture(370/264) .  

Action and theme a r e  r e l a t e d ,  bu t  before t h e  r e l a t i o n  

can be brought o u t ,  we need an understanding of t h e  two not ions  

i t s e l f .  Theme must no t  be confused with e i t h e r  t h e  sub jec t  o r  

what o t h e r s  have c a l l e d  t h e  "general  i d e a O w l 6  This idea is 

presented i n  t h e  poem and can be t r a n s l a t e d  i n t o  an i n t e l -  

l e c t u a l  statement.  Within t h e  context  of M a r i t a i n t s  explor-  

a t i o n  t h i s  would be impossible,  s i n c e  i n  such a t r a n s l a t i o n  

t h e  poem would l o s e  i t s  very n a t u r e  and poet ic  q u a l i t y .  Then 

any d iscuss ion  of t h a t  i n t e l l e c t u a l  statement would be ext ran-  

eous t o  t h e  poem. The ind ica t ion  i s  * tha t  t h e  theme does not  

p r e c i s e l y  r e l a t e  t o  what t h e  poem is, but  r a t h e r  t o  what t h e  

poem in tends  o r  proposes, what t h e  poem wil lsw(356/251) .  O f  

course,  t h e  poem does not  have a w i l l  of i t s  own, except meta- 

phor ica l ly .  There is  a correspondence: 

t a r y  agents ,  a c t i o n  i s  i n  non-voluntary 

although t h e  formative p r i n c i p l e  of  t h e  

such pre-eminently manifested i n  it, is 

what w i l l  i s  i n  volun- 

agents.  Action, 

dramatic work and a s  

an analogous concept 

va l fd  i n  t h e  whole realm of a r t  and a "necessary property of  

a& work of a r t .  (358/253 ) .I7 Taking i n t o  cons idera t ion  t h e  

wider meaning of a c t i o n  we can immediately look a t  a c t i o n  i n  

poet ry  i t s e l f .  



Action a s  an i n t r i n s i c  property of the  poem is not  t h e  

imi ta t ion  of l i v e d  a c t i o n ,  The " ' imi ta t ion  of  a c t i o n f  &- 

self an a c t i o n  which is  analonous t o  t h e  a c t i o n  performed i n  -- 
human l i f e ,  and which r e c a s t s  them i n  a man-born pa t te rn"  

(357/253). I n  o the r  words t h i s  a c t i o n  is a  property o f  t h e  

poem i t s e l f  and not  of t h e  th ings  t h i s  poem represents .  

Action belongs t o  t h e  being of  t h e  poem, and is na q u a l i t y  i n  

t h e  poem. The poem does not  only  e x i s t  "it a c t s ,  it does."l8 

Action i n  t h e  poem can be e i t h e r  t r a n s i t j v e  o r  i m -  

manent. T rans i t ive  a c t i o n  is  an e x t r i n s i c  a c t i o n  t h e  poem 

exerc i ses  upon t h e  r eader ,  Immanent a c t i o n  i s  i n t r i n s i c  and 

e s s e n t i a l :  a poem o r  novel not only  is, but  "does . . . moves, 

. . . ac t s .  And t h i s  a c t i o n  i s  p a r t  of its very substancew 

(359/255). The a c t i o n  is  an "&an o r  motion," developing 

within t h e  poem, "through which within i t s e l f  it a s s e r t s  it- 

s e l f  beyond itselfw(360/255).  Through i ts a c t i o n  t h e  poem 

"proffers  t h e  s ign i f i cance  of  t h e  a c t i o n ,  t h e  themew(360/255). 

As t h e  s ign i f i cance  and term of a c t i o n ,  t h e  theme does not  

e x i s t  i n  t h e  poem s e p a r a t e l y  from t h e  a c t i o n  but  i s  immanent 

i n  t h e  l i f e  of t h e  poem. Theme is  t h e  meaning of t h e  ac t ion .  

In  t h i s  context  thea1s l9  as d i s t i n c t  from t h e  theme i s  i n t r o -  

duced i n t o  t h e  poem from without and a s  such is  separa te  from 

t h e  ac t ion .  Conceptual a s s e r t i o n s ,  of which t h e  poet a v a i l s  

himself a s  required by e i t h e r  poet ic  sense or  a c t i o n ,  c o n t r i -  

bute  v a l i d l y  t o  t h e  expreasion of t h e  theme only  when these  

concepts emerge from t h e  ac t ion .  The theme, being the mean- 

i n g  of t h e  a c t i o n ,  presupposes t h e  poe t i c  sense and o r i g i n a t e s  
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i n  t h e  c r e a t i v e  i n t u i t i o n .  Of i ts own, t h e  theme has no 

c r e a t i v e  power. 20 

Action has a  proper e f f e c t  which stems from and l i e s  

wi th in  t h e  c r e a t i v e  process. Action t r a n s f e r s  poet ic  know- 

ledge from a  r a t h e r  nebulous s t a t e  of  i n d i s t i n c t  d i f f e ren-  

t i a t i o n  "to a more o b j e c t i v e  and more u n i v e r s a l  l e v e l  . . . 
disengaged from subjec t iv i tyw(360/256)  but  s t i l l  not  con ep- 

t u a l .  This motion towards o b j e c t i v i z a t i o n  i s  i n  terms of t h e  

s i g n i f i c a n c e  of a c t i o n ,  and "might be descr ibed a s  an ob jec t -  

i v f z a t i o n  . . . of t h e  content of c r e a t i v e  emotion"(361/256). 

The theme is  however, i r r e d u c i b l e  t o  any merely l o g i c a l  a t a t a -  

ment, y e t  it Can be t r a n s l a t e d  upon emergence i n  t h e  poem 

i n t o  such a  s ta tement ,  of course l o s i n g  i t s  very na tu re  a s  

"themen by t h i s  t r a n s l a t i o n .  The theme a s  t h a t  element n e a r e s t  

t o  l o g i c a l  reason reduces t h e  r eader  e a s i l y ,  Q u i t e  understand- 

a b l e  then i s  t h e  eagerness  of t h e  r eader  t o  s t a t e  t h e  theme i n  

a  l o g i c a l  formulation. 

In  na tu re ,  substance is  complemented by q u a l i t y .  

Analogically poe t i c  sense i s  s i m i l a r l y  complimented by a c t i o n  

and theme, In  na tu re  substance i s  extended by quan t i ty ,  

Analogically poe t i c  sense  and a c t i o n  is s i m i l a r l y  extended by 

Number o r  Harmonic Expansion. Extension impl ies  space. ht 

a s  i n  phys ica l  space t h e r e  i s  pre-exis t ing  emptiness i n  poe t i c  

nppace, w z 2  t h e r e  is no such emptiness. 

Mari ta in de f ines  poe t i c  space a s  t h a t :  

. . . i n  which t h e  u n i t y  of t h e  work a s  c r e a t i v e l y  conceived 
unfolds  i n  t h e  mutual e x t r a p o s i t i o n  of  p a r t s  extended 
e i t h e r  i n  t ime o r  i n  physical  space,  Not oniy e r e  t h e s e  
p a r t s  a l l  i n t e r r e l a t e d ,  but  t h e  very i n t e r r e l a t i o n  of p a r t 8  



depends on t h e  whole which precedes them i n  t h e  mind o f  
t h e  a r t i s t ,  and imposes on each of them i ts  own exigen- 
c ies  o f  uni ty(364/259) ,  

Now, harmonic expansion i s  t h e  a c t i v i t y  of p o e t i c  space be- 

cause  it does  no t  e x i s t  b u t  comes i n t o  be ing ,  Poe t i c  space 

a s  " v i t a l  concurrence o f  t h e  m u l t i p l e  . . ."(364/259) i s  t h e  

harmonic expansion o f  t h e  poem and b r i n g s  o r d e r  t o  " p a r t s  

s t r u g g l i n g  t o  a s s e r t  t h e i r  own i n d i v i d u a l  claimsn(36f+/259) . 
Obviously, harmonic expansion i s  t h a t  p rope r ty  which 

i s  most a c c e s s i b l e  t o  t h e  s enses  and appears  i m e d i a t e l y ,  It 

is o f t e n  t h e  f irst  c o n s i d e r a t i o n  of bo th  poet  and r eade r ,  

What is  first seen  i n  a  work is  t h e  a r r a n ~ e m e n t ~ ~  of  t h e  p a r t s ,  

p ropor t ion ,  correspondence and mutual  impact between them. 

Laws of arrangement a r e  o f t e n  t h e  t o p i c  w i th  which r e a d e r s  a r e  

most occupied. 

Harmonic expansion,  e s s e n t i a l  a s  it is, i s  neve r the l e s s  

a  t h i r d  i n t e n t i o n a l  va lue  o f  t h e  work, a q u a n t i t y ,  and wanly 

a  kind o f  e x t e r n a l  r e f l e c t i o n  o f  p o e t i c  sense . . 61v(364/259) 6 

It is an a c t i o n  of sense  appearance and no t  of i n t e l l e c t u a l  

pe rcep t ion ,  Poe t ic  space proper  t o  harmonic expansion r e s u l t s  

t h e n  from t h e  expansion of  t h e  v a r i o u s  p a r t s  of t h e  work i n  

t h e i r  mutual concurrence and compet i t ion  s o  t h a t  t h e  space is 

always f u l l ,  It i s  a  space f i l l e d  wi th  s i g n i f i c a n c e .  Wean- 

i n g s ,  t e n s i o n s ,  p r e s su re ,  . , . s i l e n c e s ,  vo ids ,  b r e a t h i n g  

s p e l l s ,  b lanks  reserved  f o r  t h e  unexpressed and t h e  non-exis- 

t e n t n  (365/260 1, a l l  t h e s e  s i g n i f i c a t i v e  e lements  f i l l  p o e t i c  

space  and have an  impact which is  equa l  t o  what i s  a c t u a l l y  

expressed,  
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Proport ion makes u n i t y  poss ib le .  Poet ic  space pecu l i a r  t o  

each work i s  both a v i s i b l e  and sonorous embodiment of t h e  

u n i v e r s a l  law of proport ion.  This i s  more c l e a r l y  brought 

ou t  i n  t h e  novel where t h e  p a r t s  of t h e  work a r e  cha rac te r s  

i n  mutual c o n f l i c t  on whose inner  depth t h e  i n t e r e s t  is con- 

cent ra ted .  In  t h e  novel ,  poet ic  space becomes a world and 

harmonic expansion becomes t h e  v i t a l  o rde r  i n  which d i v e r s i t y  

a t  i t s  peak conspi res  with t h e  u n i t y  of t h e  a r t i s t ' s  enigmatic 

purpose. 

A s  poe t i c  i n t u i t i o n  passes  i n t o  t h e  work through 

poe t i c  sense and a c t i o n ,  s o  is  harmonic expansion an epiphan- 

ous means. I n  t h e  c r e a t i v e  a c t i v i t y  t h e  interdependence be- 

tween poet ic  sense and a c t i o n  is  not  always i n  equilibrium. 

It may be t h a t  a c t i o n  and theme do not  accord with t h e  poe t i c  

sense ,  and "act ion may be f a l s e  t o  i t s  poe t i c  sensew(368/263). 

A t  t h i s  dynamic point  l i e s  t h e  source of t h e  law of proportion. 

From t h e  proport ion between t h e  poe t i c  sense  and t h e  a c t i o n ,  

harmonic expansion de r ives .  

To conclude we reco n i z e  t h a t  u s e f u l  a r t  is  merely 

nRrnctionall l  determined by requirements f o r  jaction of a t r a n -  

s i t i v e  na ture .  Btrt i n  f i n e  a r t ,  t h e  work i s  n s u b s t a n t i a l n  

and ( o r )  l fSe l f - subs i s t en t ;n  it i s  determined by poe t i c  sense  

f o r  a c t i o n  of an immanent na ture .  When t h e  work is a song, 

a c t i o n  is a manifes ta t ion  of i t s  essence; when a novel,  a c t i o n  

is its poe t i c  essence and i t s  harmonic expansion. I ts a c t i o n  

a s  w e l l  a s  i ts  poet ic  sense is involved i n  i ts very essence. 



The Poem, Drama Novel: Di f fe ren t i a t ed  Poetry -- -s - 
Of course,  var ious  l i t e r a r y  genres  had developed aa 

t h e  r e s u l t  of t h e  a r t  of w r i t i n g ,  but  s o l e l y  a s  technique* 

M a r i t a i n t s  poin t  i s  t h a t  "an i r r e v e r s i b l e  process  of d i f f e ren-  

t ia t ionft(388/281)  developed i n  Poetry i t s e l f .  This d i f feren-  

t i a t i o n  i n t o  " three  e s s e n t i a l l y  d i s t i n c t  types,"  is  an i n n e r  

n e c e s s i t y  " in  so  f a r  a s  . . . Poetry demands t o  make t h e  work 

i n t o  a r e a l ,  pure, and genuine expression of poet ry  i t s e l fn  

(388/281). A s  we have a l r eady  had occasions t o  make c l e a r , ,  

with regard t o  t h e  poem, t h i s  development, concurrent with t h e  

self-awareness of Poetry,  i s  i n  t h e  process of being achieved 

i n  t h e  l a s t  one hundred years*  

The d i f f e r e n t i a t i o n  of Poetry of verba l  expression 

r e v e a l s  i t s e l f  i n t o  t h r e e  s p e c i f i c  forms i n  accordance with 

an i n t r i n s i c  d i f f e r e n c e  i n  t h e  Poet ic  s t r u c t u r e  of t h e s e  works, 

a s  emerging from poe t i c  i n t u i t i o n .  The Poetry of Song, Drama 

and Novel a r e  not  t o  be confused with t h e  a r t  of w r i t i n g  i n  

t h e s e  genres. Not every piece of verse  i s  Poetry; while some 

pieces  of  prose a r e  a c t u a l l y  poems, because of t h e  i n t e n s i t y  

of t h e i r  Poetry. Here, Mari ta in recognizes  an i m p l i c i t  d i s -  

t i n c t i o n  i n  t h e  a r t  o f  wr i t ing ,  t h a t  i s  t o  say "between t h e  

many novels ,  plays and poems which have no poetry end those  

which have . . ."(394/287), i n  o t h e r  words between l i t e r a t u r e  

and non- l i te ra ture .  Where t h e r e  is  a  t r u e  absence of  Poetry 

t h e  work is e a s i l y  recognized a s  n o n - l i t e r a t u r e ,  a s  is  darkness 

from l i g h t ,  but  a  c r i t i c a l  accumen i s  demanded t o  d i s c l o s e ,  



r e v e a l  and i l luminate  t h e  t w i l i g h t  zone of l i t e r a t u r e .  

This t a s k  i s  enhanced through a recogni t ion  of t h e  

"poetry of t h e  Poem a s  t h e  p o e t ,  of i n t e r n a l  ~ ~ u s i c . ~ ~ ~  In 

t h e  poem, poet ic  sense i s  pro-eminently poet ry  of i n t e r n a l  

music and t h e  na t ive  and pures t  expression of poet ic  i n t u i t i o n .  

I n  t h i s  genre,  more than i n  e i t h e r  t h e  Novel o r  t h e  Play, 

poe t i c  sense alone,  a s  t h e  inner  melody, g i v e s  t h e  poem i t s  

essence and exis tence  before t h e  conscious awareness of t h e  

reader ,  A s  p roper t i e s  which a r e  e s s e n t i a l  and necessary,  t h e  

a c t i o n  and harmonic expansion abound i n  poe t i c  sense  but a r e  

never the less  an over-abundance i n  r e l a t i o n  t o  t h e  f u l l n e s s  of 

i t s  exis tence.  The n p ~ e m  does is. tt25 

For t h e  ~ o v e 1 ~ ~  t h i s  t a sk  i s  enhanced through a recog- 

n i t i o n  of t h e  "poetry of t h e  Novel a s  t h e  poetry of t h e  p i c t u r e  

of man"(395/288). Neither poet ic  sense  i t s e l f  nor a c t i o n  i n  

union with poet ic  sense a r e  i n  themselves adequate t o  g ive  ex- 

i s t e n c e  t o  t h e  Novel. I n  t h i s  genre "harmonic expansion . . . 
f i l l s  t h e  poet ic  space with p a r t s  i n  mutual tens ion  which a r e ,  

. . . charac te r s ,  human personsn(395/288). Only through har- 

monic expansion does t h e  Novel r ece ive  i t s  essence and exis- 

tence  before t h e  conscious awareness of  t h e  reader ,  

Harmonic expansion is t h e  entelechy of t h e  Novel. Its 

f u l l n e s s  of ex is tence  does not  allow f o r  overabundance because 

"a p a r t i c u l a r l y  powerful poe t i c  i n t u i t i o n  is requi red ,  capable 

of car ry ing  its i n f l u x  up t o  t h e  inner  r ecesses  of o t h e r  human 

s e l v e s  l i v i n g  i n  t h e  workw(397/289), Outstsnding n o v e l i s t s  

a re  capable of such c rea t iveness  because through poet ic  
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i n t u i t i o n  t h e y  have a poe t i c  knowledge of o t h e r  persons i n  

and through t h e i r  own. In  t h i s  l i g h t  we a l s o  understand 

t h a t ,  "the novel (and does ) & f i l l i n g  i t s  space. n27 The 

n o v e l i s t  accomplishes t h i s  c r e a t i v e  t a s k  through a concern 

no t  with a c t i o n  but  with t h e  cha rac te r s  o r  persons i n  t h e  

novel, The persons,  o r  c h a r a c t e r s f  l ived  r e a l i t y ,  emotions, 

d e s i r e s ,  events ,  d e s t i n i e s ,  form a composed whole, through 

and i n  harmonic expansion. It i s  obvious t h a t  both t h e  Play 

and t h e  Novel a r e  t r u e  and outs tanding  express ions  of  Poetry,  

but  t h e  poem i s  by na tu re  n e c e s s a r i l y  t h e  prime expression of 

Poetry because t h e  poem i s  t h e  c l o s e s t  t o  poe t i c  i n t u i t i o n ,  

Naive Perception g& Creat ive Innocence - 
When poe t i c  i n t u i t i o n  t a k e s  shape a t  a depth of  t h e  

person inaccess ib le  t a  most and becomes f u l l y  expressed i n  

t h e  work produced, such an a r t i s t  i s  one of genius,  Crea t ive  
28 Innocence is  t h e  e s s e n t i a l  a spec t  of  genius.  But innocence 

has a double connotation, The first is:  

na ive te ,  t h a t  s o r t  of t o t a l  simpleness and confidence i n  
gazing a t  t h i n g s  of which i n t e l l i g e n c e  a t  t h e  h ighes t  
degree of i t s  v i t a l i t  o r  c h i l d i s h  ignorance alone a r e  
capable . . .(370/265y. 

The second is " i n t e g r i t y ,  . . . untouched o r i g i n a l  p u r i t y  . . 
ontologic  s i m p l i c i t y  . . . lt(372/267). This innocence i s  

revealed i n  t h e  poem, t h e r e  alone it can be discovered,  

Naiveness belongs t o  t h e  fami ly  of Poetry. Naiveness 

i s  a s  w e  now recognize,  a q u a l i t y  of man's a b i l i t y  t o  dwell  on 

e a r t h  poe t i ca l ly .  Man can know and come t o  understand i n  a 

unique way, given i n  and through Poetry. Thus t h e  naiveness 
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o f  which we spoke a t  f irst ,  reappears i n  its h ighest  expres-  

s i o n  i n  the  man of  genius .  Ikre than ever we recognize  t h e  

cont inu i ty  o f  c r i t i c i s m  a s  a subs tant ia l  q u a l i t y  a t  t h e  root  

of its task  because the  c r i t i c  i s  l i k e  a poet i n  tha t  both l i v e  

i n  nearness t o  Poetry. 



PART TWO -- 
CRITICAL COMMENTARY 



A COMPBNTARY ON DISCLOSURE - 
Disclosure r evea l s  and unvei ls .  The revealed poem 

o r  aspects  of t h e  poem stand e i t h e r  i l luminated from wi th in  

through poet ic  sense o r  lack  t h i s  q u a l i t y .  Lacking it, t h e  

revealed i s  judged no t  by t h e  c r i t i c  but i n  i t s e l f ,  through 

what it is  a s  unveiled.  The ob jec t ive  and r e s u l t  of d i s -  

c losure is never a  conceptual s ta tement ,  Neither i s  it an 

evaluat ion i n  an over t  sense.  The c r i t i c  l i s t e n s  t o  t h e  in-  

t e r i o r i t y  of  t h e  poem. He makes a v a i l a b l e  what h e  rece ives .  

Ava i l ab i l i ty  is the  d i s c l o s u r e  of harmonic expension i n  i t s  

v i t a l  concurrence of t h e  mult iple .  Thus t h e  poem a s  i l lum- 

inated s t ands  a s  t ransparent .  To d i s c l o s e  t ransparency is 

c r i t i c i s m ' s  goal.  Paradoxical ly ,  c r i t i c i s m ' s  conceptual 

statement i s  d i sc losure  i t s e l f .  

To augment t h e  first p a r t  of t h i s  t h e s i s  we s h a l l  

now make various comments concerning d i sc losure ,  c r i t i c i s m ' s  

t a s k ,  In  doing so we a l s o  f u r t h e r  c l a r i f y  c e r t a i n  d i f f i c u t -  

i e s  a s  they  a r i s e .  Pr imari ly  our  p a r t i c u l a r  ob jec t ive  is  t o  

show t h e  r e l a t i o n  of c e r t a i n  c r i t i c a l  terms t o  Mar i ta in ' s  

poet ics .  

Disclosure is  an approach which is  simultaneously 

phi losophical ,  t h e o r e t i c a l  and n p r a c t i c a l , n  Cr i t ic i sm's  

t a s k  i s  t o  a c t u a l i z e  t h e s e  t h r e e  spheres  of knowledge i n  t h e  

a c t i v i t y  of d i sc losure .  That is t h e  p r a c t i c e  of d i sc losure .  

present1 t o  t h e  poem t h e  c r i t i c  engages h i s  f u l l  understanding 
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of these  spheres  of knowledge, They a r e  not t h r e e  f a c e t s  but  

concentr ic  perspect ives  which coincide i n  and with t h e  t a s k  

of c r i t i c i s m .  

C r i t i c a l  a spec t s  and terms stand out  d i f f e r e n t l y  

when seen through Mar i ta in ' s  poe t i c s ,  It i s  not t h a t  c r i t i c a l  

terms change d r a s t i c a l l y  i n  meaning, Rather, the  f u l l  s i g n i f -  

icance of  c r i t i c a l  terms can be brought out  through h i s  poet- 

i c s ,  A l l  c r i t i c a l  terminology could now be considered i n  t h e  

l i g h t  of Mar i ta in ' s  poet ics .  Obviously it is  impossible t o  

do so within t h e  l i m i t s  of our t h e s i s ,  Instead t h e  terms 

considered a r e  q u i t e  c e n t r a l  t o  c r i t i c i s m ' s  t a sk  and incor-  

porate  many o the r  aspects .  

It i s  poss ib le  t o  conceive d i s c l o s u r e  a s  a  dialogue. 

Dialogue is  personal,  In  dialogue t h e  Self  is i n  communion 

with another  S e l f ,  Dialogue t akes  place upon t h e  ground of 

encounter, 

The a r c ,  poet - poem - c r i t i c ,  is  analogica l  t o  t h e  

d i a l o g i c a l  s i t u a t i o n  between two persons. The d i a l o g i c a l  

presence of t h e  poet f i n d s  expression i n  and through t h e  poem. 

The Self of dialogue is  i n t r i n s i c a l l y  a  f a c e t  of t h e  poem, 

But j u s t  a s  dialogue is  impossible i f  t h e  o the r  refuse8 t o  so 

engage--so t h e  c r i t i c  must take  t h e  i n i t i a t i v e  t o  dialogue,  

Refusal of dialogue i n  t h i s  sense  makes t h e  poem inaccess ib le .  

S t y l e  i s  t h e  q u a l i t y  of  t h e  Self  emerging throughout 

t h e  poem. H i s  s t y l e  r evea l s  what t h e  person is,  Through s t y l e  

one person makes contac t  and inf luences  another  person with 
2 

a f f e c t i v e  persuasion, In  poet ics  t h i s  inf luence  is  a  presence 



which partakes of t h e  u n i v e r s a l i t y  which is t h e  human. In 

p o e t i c s  s t y l e  s i g n i f i e s  t h e  poet himself. S ty le  emerges 

through poet ic  i n t u i t i o n .  Not introduced from without a s  i n  

prose,  s t y l e  i n  poe t i c s  works g ives  access  t o  t h e  Self  and 

a t t a i n s  t o  dialogue. 

Through t h e  poem t h e  author  g ives  him-Self away. In 

a sense t h e  poem i s  t h e  only  confident of t h e  poet,  A l l  poems 

a r e  a con-fessionj  t o  corporate  humanity. The poet we r e a l i z e ,  

only knows t h i s  Self through an understanding of h i s  poem. He 

gains  t h i s  understanding through t h e  process of  d i sc losure ,  

Only then w i l l  t h e  poet come t o  d iscover  h i s  Self  which forms 

an i n t r i n s i c  aspect  of h i s  poem. 

The convict ions of t h e  Self emerge i n  t h e  poem a s  

r h e t o r i c .  Here r h e t o r i c  i s  au then t i ca ted ,  Here, r h e t o r i c  

makes s t y l e  t h e  persuasion of t h e  S e l f ,  True r h e t o r i c  has a  

pass ionate  i n t e n s i t y  because i t s  q u a l i t v  i s  personal ,  Rhet- 

o r i c  fa r  t h e  sake of r h e t o r i c  i s  embellishment and a hinder- 

ance t o  d i s c l o s u r e ,  Only i f  r h e t o r i c  through s t y l e  o r i g i n a t e s  

from poe t i c  i n t u i t i o n  is  t h e  persuasion an a u t h e n t i c  aspect  of 

t h e  poeml If r h e t o r i c  i s  introduced i n t o  t h e  poem from with- 

o u t ,  i ts  a r t i f i c i a l  dimension w i l l  be v i s i b l e  i n  d i sc losure .  

Embodiment means t h e  d i f f u s i o n  of poet ic  sense a s  t h e  

immanent meaning of meanings. In  t h i s  sense embodiment is a 

circumlocution because poe t i c  sense is  circumscribed by t h e  

per iphery of  embodiment, But out  of circumlocution emerges 

t h e  parabol ic  u t te rance .  Every poem is i n  one way o r  another  

a parabol ic4  u t t e rance .  In  a  graphic  sense  t h e  u t t e r a n c e  is 
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shaped l i k e  a parabola ,  t h e  r e a d e r  s i t u a t e d  i n  t h e  c e n t e r  a t  

t h e  open end of t h e  parabola .  A s  an i n d i r e c t  u t t e r a n c e  t h e  

pa rabo l i c  makes p o s s i b l e  r ecogn i t i on  and i n s i g h t ,  It is  t h e  

a c t  of r ecogn i t i on  through pa rabo l i c  u t t e r a n c e  which is  t h e  

d i d a c t i c  element emerging from p o e t i c  sense .  The pa rabo l i c  

through i t s  no t ion  of ve i l ed  t r u t h  demands d i scove ry  o r  un- 

v e i l i n g .  Moreover s i n c e  poet  and c r i t i c  need t o  d i s c o v e r  t h e  

poem, t h e  poem has  a  boomerang q u a l i t y  which i s  an  ex t ens ion  

of  i t s  pa rabo l i c  dimension. The process  towards r ecogn i t i on  

which l e a d s  t o  unders tanding  is  hazardous--an i n d i c a t i o n  of  

which can be seen i n  t h a t  t h e  poem may r e c o i l  on i ts  c r e a t o r  

through r ecogn i t i on .  F u l l e r  i n s i g h t  which fo l lows  recog- 

n i t i o n  is  o f  course  t h e  a t t r a c t i o n  which makes p o s s i b l e  t h e  

s t r u g g l e  and g i v e s  it i t s  impetus, 

As a  persona l  communion wi th  mankind t h e  poet  makes 

himself  a v a i l a b l e  t o  a l l  through t h e  poem. The poet g i v e s  

himself  t o  t h e  pub l i c  i n  a poe t i c  g e s t u r e  which l e a v e s  him 

t o t a l l y  vu lnerab le .  He has  no t  t h e  s l i g h t e s t  p o s s i b i l i t y  of  

c o n t r o l l i n g  t h i s  g e s t u r e ,  Not every  poet  is  i n c l i n e d  t o  

agree  t h a t  every  poem r e v e a l s  i n  some way h i s  Se l f .  Under- 

s t andab ly  so ,  s i n c e  poe t s  must d i s c o v e r  t h e i r  own poems, They 

know every poem has a  boomerang q u a l i t y .  To s a y  t h a t  a poem - 
i s  s imply a "fun t h i n g w  o r  j u s t  a  fvhumorous p iecen  is  an 

unders tandable  p r o t e c t i o n ,  This  response may be e s s e n t i a l  

f o r  t h e  poet  because t h e  Se l f  can o n l y  be revea led  i n  a person 

t o  person r e l a t i o n s h i p  o r  i n  p o e t i c  d ia logue .  I n  t h e  p o e t i c  

dimension t h e  Se l f  embodied i n  t h e  poem becomes a r ecogn i t i on  



o n l y  i n  persona l  presence t o  t h e  poem. The opinion o f  t h e  

poet  i s  s i g n i f i c a n t  on ly  i n  s o  f a r  a s  he unders tands  t h e  

c r e a t i v e  process  and i s  disposed t o  a  d i a logue  wi th  h i s  own 

poem. He then  d i s c o v e r s  both  r e a l i t y  and h imse l f .  Because 

j u s t  a s  t h e  poem r e v e a l s  r e a l i t y  a s  "seenv s o  t h i s  %eeingn 

person i s  r evea l ed ,  

I n  t h i s  con tex t  I r e a d i l y  admit t o  a  sense  of i n -  

adequacy, Disc losure  demands an uncommon s e n s i t i v i t y ,  What 

needs t o  p r e v a i l  is a  h e a l t h y  r e t i c e n c e .  Recognit ion of t h e  

poem's r e a l i t y  demands a  s t a n c e  o f  r e s p e c t .  For t h i s  reason  

it is e s s e n t i a l  t h a t  t h e  t a s k  o f  c r i t i c i s m  evolves from con- 

tempta t ion  t o  medi ta t ion  t o  r e c i t a t i o n ,  True read ing  a s  

r e c i t a t i o n  can on ly  t a k e  p l ace  through and i n  accord wi th  

unders tanding.  Rec iproca l ly ,  a c r i t i c ' s  developed s e n s i t i v i t y  

i s  a l s o  v e r y  keen ly  aware o f  i n s e n s i t i v i t y  on t h e  p o e t t s  

p a r t .  Aspects of i n s e n s i t i v i t y  s t and  o u t  from t h e  ~oern.5 

If t h e  r e a d e r  i s  a b l e  t o  be pe r sona l ly  presen t  be fo re  

t h e  poem wi th  t h e  i n s i g h t s  gained from an unders tanding o f  t h e  

c r e a t i v e  process  and t h e  n a t u r e  o f  a  poem, a  d i f f i c u l t  c r i t i c a l  

a s p e c t  has  a l r e a d y  been mastered. There is no o t h e r  p o s s i b i l i t y  

because t h e  n a t u r e  o f  t h e  poem i s  t h a t  it e x i s t s  i n  a  d i a log -  

i c a l  mode. Never theless  a  poem is s i t u a t e d  i n  a d i a l o g i c a l  

presence o n l y  i f  t h e  c r i t i c  i s  w i l l i n g  t o  s o  engage i n  h i s  

t a s k ,  He makes t h e  engagement a s  a w i l l i n g n e s s  t o  be p re sen t .  

Then t h e  d i a l o g i c a l  presence beg ins  t o  be a c t u a l i z e d  which is 

d i s c l o s u r e ,  

An a t t e n t i v e  r ead ing  is t h e  first s t e p  towards d i s -  
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c h s u r e .  I n  a t t e n t i v e  r ead ing  t h e r e  occurs  a l r e a d y  a  ce r -  

t a i n  opening up, a  f a i n t  glimmer o r  s i n g l e  r a y  of t h e  very  

r e a l i t y  and wholeness o f  t h e  poem. Even a mere g lance  a t  

the poem may have an effect i n  t h a t  a  minute spark  escapes  

from t h e  poem. This  spark i s  meaningful and p o t e n t i a l l y  

i n c r e d i b l y  s i g n i f i c a n t ,  dependent upon t h e  r e a d e r ' s  presence 

t o  t h e  poem. Here t h e  j .n tui t ivkimape6 is of s p e c i a l  impor- 

tance.  A t  times merely a j ux t apos i t i on  of two words whose 

world of meaning is  renewed i n  t h e  a m p l i f i c a t i o n  of cornpen- 

e t r a t i o n  forming a  cont inuous ly  extending au ra  f u r n i s h e s  a  

key. 

The en t r ance  t o  t h e  poem w i l l  be d i f f e r e n t  f o r  each 

r eade r .  This e n t r a n c e  i s  a n  adequate  guide t o  l ead  t o  f u r -  

t h e r  d i s c l o s u r e ,  Because a p a r t i c u l a r  d e t a i l  of t h e  poem is  

e i t h e r  an i n t e n s e  concen t r a t i on  of  p o e t i c  s ense  o r  problem- 

a t i c a l l y  appea l ing  t o  t h e  r e a d e r ,  d i s c l o s u r e  beg ins  i n  same 

i n s t a n c e s  wi th  r ecogn i t i on .  This  i n s i g h t  i s  e p a r t i c u l a r  

r e c o g n i t i o n  of a  f a c e t  whose t o t a l i t y  v i v i f i e s  and e n r i c h e s  

t h e  poem. Through t h i s  kind af r e c o g n i t i o n  t h e  c r i t i c  may 

d i s c o v e r  h i s  po in t  o f  e n t r y ,  We a r e  aware t h a t  such a begin- 

n ing ,  so e s s e n t i a l  t o  c r i t i c i s m  is  o n l y  p o s s i b l e  through a  

consciousness  which a l lows  f o r  an i n t u i t i v e  presence which is 

r e c e p t i v e .  

Once t h e  c r i t i c  has  found en  e n t r a n c e  t o  t h e  poem, 

h e  needs t o  have some sense  of d i r e c t i o n .  To wander a i m l e s s l y  

l e a d s  nowhere because d i s c l o s u r e  i s  t h e n  o d i s p l a y  of ignor -  

ance.  D i r e c t i o n  seems t o  connote a n  impos i t i on  and exclude 
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d i s c l o s u r e .  Tho p o i n t  i s  t h a t  t h e  c r i t i c  must first aim t o  

wander because t o  wander i s  t o  f i n d  d i r e c t i o n .  D i r ec t ion  is 

a  c r u c i a l  p r e r e q u i s i t e  t o  d i s c l o s u r e .  D i r e c t i o n  is t h e  a c t  

of  co inc id ing  wi th  t h e  a c t i o n  of  t h e  poem. The poem has  a 

po in t  o f  o r i g i n .  Disc losure  beg ins  a t  t h i s  po in t .  To wander 

is  a pre l iminary  t a s k  of c r i t i c i s m  i n  s e a r c h  o f  t h e  po in t  of 

o r i g i n ,  This  s i g n i f i c a n c e  i s  mul t i f ace t ed .  

We r e a l i z e  t h a t  d i r e c t i o n  is not  a n  impos i t ion  b u t  

an i n t r i n s i c  a s p e c t  o f  t h e  poem. Offered by t h e  poem, d i r -  

e c t i o n  i s  t h e  f i rs t  a c t  o f  d i s c l o s u r e  and a t  t h e  same t ime t h e  

first s i g n i f i c a n t  a s p e c t  d i s c l o s e d .  Since t h e  po in t  o f  o r i g i n  

i s  no t  always t h e  beginning and t h e  poem i s  always a n  u t t e r -  

ance t h e r e  must be i n  every  poem a speaker  and a  p o s i t i o n .  

Moreover t h e  speaker  i s  a  person,  communal o r  s i n g u l a r .  Both 

speaker  and p o s i t i o n  emerge from harmonic expansion through 

a c t i o n  o r i g i n a t i n g  i n  p o e t i c  sense .  Theme a s  conceptua l ized  

s ta tement  is q u i t e  removed from t h e  q u a l i t a t i v e  and quan t i -  

t a t i v e  a s p e c t s  of  t h e  poem. Thematization a l i e n a t e s  t h e  r e a d e r  

from t h e  poem, 

To f a c i l i t a t e  d i s c l o s u r e  en a p p l i c a t i o n  of  E la r i t a in ' a  

p o e t i c s  recognizes  two e s s e n t i a l  vantage p o i n t s  which a r e  nec- 

e s s a r y  f o r  an unders tanding  of  t h e  poem and from which a l l  

o t h e r  a s p e c t s  o f  t h e  poems f i n d  t h e i r  con f igua ra t ion .  These 

two p o i n t s  a r e  i n t r i n s i c  a s p e c t s  of t h e  poem. They a r e  n o t  

pos i t ed  bu t  d i s c l o s e d .  They a r e  t rpersonav and t h e  a u t h o r  a s  

" i n f e r e n t i a l  s e l f e w 7  To f u r t h e r  c l a r i f y  t h e  l a t t e r  term w e  

need t o  make a  d i g r e s s i o n .  
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Every i n d i v i d u a l  appears  i n  space  and t i r l e  a s  a  

pe rce ive r .  H i s  e x i s t e n c e  is  a  p e r s p e c t i v a l  mode. H i s  p rocess  

of growth from i n d i v i d u a l  t o  f u l l  p e r s o n a l i t y  i s  p a r a l l e l  t o ,  

o r  co inc ides  w i th  a  growth towards fill unders tanding.  It is 

i n  and through unders tanding  t h a t  t h e  person t r anscends  t h i s  

p e r s p e c t i v a l  mode i n h e r e n t  i n  h i s  appearance and g r a d u a l l y  

s t a n d s  o u t  from h i s  s i t u a t i o n .  Understanding g i v e s  t h e  person 

a u n i v e r s a l  pe r spec t ive .  8 

It is e s s e n l i a l  t o  look  a t  t h e  e f f e c t  o f  unders tand-  

ing i n  conc re t e  psychologica l  l i f e .  Understanding a s  self- 

possess ion  c r e a t e s  a n  independence from t h e  c losed  c y c l e  of  

n a t u r a l  even ts .  These e x t e r n a l  s i t u a t i o n s  cause an  i n d i v i d u a l  

t o  t a k e  a  d e f i n i t e  persona l  s t a n d ,  t o  make a  d e c i s i o n  and t o  

a c t .  This person could have made en  e n t i r e l y  d i f f e r e n t  de- 

c i s i o n .  He made t h i s  dec i s ion .  He has  made a  c r e a t i v e  begin- 

ning. We see t h a t  s e l f -posses s ion  of  t h e  human psyche a c t i -  

v a t e s  t h e  power of one ' s  own f r e e  d e c i s i o n .  A d e c i s i o n  opens 

w i t h i n  man a dimensioc i n  which  t h i s  Se l f  l i v e s ,  so t o  speak,  

a t  t h e  c e n t e r  of t h e  psyche. '&en t h e  S e l f ' s  a s c e n t  becomes 

t h e  b a s i s  of  h i s  l i f e ,  man is capable  o f  c r e a t i v e  freedom. 

This freedom provides  an expansion of conscious  awareness. A 

u n i v e r s a l  pe r spec t ive  is panoramic and sa fegua rds  presence 

t o  o t h e r s ,  t h i n g s ,  and e v e n t s  through i n t e r i o r  d i s t a n c e .  9 

It is c l e a r  

t h e  Se l f  of c r e a t i v e  

t h e  poem and emerges 

emerging Se l f  i s  t h e  

t h a t  t h e  S e l f  i n  M a r f t a i n t s  poetics is 

freedom. This Se l f  is o n l y  v i s i b l e  i n  

upon d i s c l o s u r e  from t h e  poem. This 

au tho r  a s  " i n f e r e n t i a l  S e l f e n  It may be 
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argued t h i s  Self' does  n o t  e x i s t  because t h e  poet  a s  pub l i c  

person does  no t  seem t o  r e v e a l  a Se l f .  The au tho r  does  e x i s t  

b u t  remains i i ~ r e c o g n i z e d  o r  unrecognizable  because t h e  a t tempt  

i s  always t o  i d e n t i f y  t h e  au tho r  w i th  t h e  b iog raph ica l  person 

The au thor  cannot be discovered through biography and cannot 

be equated simply wi th  t h e  i n d i v i d u a l  emerging from a b io-  

g r a p h i c a l  s tudy.  O f  course  t h e  au tho r  cannot be  construed a s  

f u l l n e s s  of t h e  Self. Unique t o  each poem t h e  cumulative 

" i n f e r e n t i a l  S e l f t t  emerging f r o n  t h e  complete works of  a poet  

i s  i t s e l f  o n l y  a f a c e t  of t h e  poet a s  a u t h o r ,  These a s p e c t s  

show ever  more f o r c e f u l l y  t h e  union and d i f f e r e n c e  t h a t  e x i s t  

between t h e  posm, t h e  a u t h o r  and t h e  r e a d e r ,  

To i n d i c a t e  t h e  presence of  an  a u t h o r  a s  a u t h e n t i c  

and r e a l  sa feguards  t h e  pe r sona l  dimension which poe t ry  i s  

and prevents  f a l l i n g  i n t o  e i t h e r  a u t h o r i a l  o r  c r i t i c a l  sub- 

Jec t iv i sm.  The a u t h o r  i s  a unique persona l  presence o f  be ing ,  

l i v i n g  and perce iv ing ,  No two persons  have an  i d e n t i c a l  mode 

of  presence,  It is  t h e  h e a r t  o f  dwe l l i ng  on e a r t h  p o e t i c a l l y ,  

This  dwel l ing  does  no t  exclude e c c e n t r i c i t y  and i d i o -  

syncracy.  I n  t h e i r  l i v e s  and a s  revealed i n  b iographies  poe t s  

may n o t  seem t o  dwel l  on e a r t h  p o e t i c a l l y .  Oftenan eccen- 

t r i c i t y  dominates t h e  poet  because of t h e  imperious p r i o r i t y  

o f  poe t ry  and c r e a t i v e  i n t u i t i o n ,  Then t h e  Se l f  is  n o t  

v i s i b l e  i n  r e l a t i o n  t o  mankind but on ly  i n  r e l a t i o n  t o  t h e  

poe t ' s  work, What seems to be egoism i n  t h e  l i f e  o f  t h e  poet  

i a  t h e  e f f e c t  of a p r i o r i t y  i n  which t o t a l  d i s i n t e r e s t e d n e s s  

belongs t o  c r e a t i v i t y .  It is n o t  neces sa ry  f o r  a poet t o  a c t  
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o u t  h i s  e c c e n t r i c i t y .  The i n q u i r y  i n t o  psychologica l  dimen- 

s i o n s  of  ac t ing-out  belong t o  psychology; t h e  e t h i c a l  i m -  

p l i c a t i o n s  t o  e t h i c s .  The moral l i f e  of t h e  poet is  of no 

concern t o  c r i t i c i s m .  lo What disclosure r e v e a l s  a Se l f  t o  be ,  

could c o n t r i b u t e  t o  a b e t t e r  unders tanding  o f  t h e  poet a s  

person. 

As a u t h o r  t h e  poet  is  t o t a l l y  o ther -cen te red :  t h e  

o t h e r  i s  t h e  poem. That is  why Baudela i re  can s a y  111 don ' t  

g i v e  a d a m  f o r  the human race."ll  What t h e  poet g ives  

through h i s  work t o  humanity is  i m e a ~ u r a b l e .  For t h e s e  

r ea sons  t h e  approach t o  t h e  poem needs an a t t i t u d e  which a l l ows  

t h e  r i c h n e s s  of t h e  poem t o  emerge, In  t h e  words of Goethe: 

If we t a k e  C poems] a s  t h e y  a r e ,  w e  make them worse. 
If we t r e a t  them a s  i f  t h e y  were what t h e y  ought t o  be ,  
we h e l p  hem t o  become what t h e y  a r e  capable  of  be- 
coming. 18 

These words a r e  i n  accord wi th  M a r i t a i n l s  i n s i g h t  t h a t  poems 

w i l l  and t h a t  t h i s  a c t i o n  emerges from p o e t i c  sense.  The paem 

always has an o r i g i n ,  a c e r t a i n  pe r sona l  p o s i t i o n ,  no t  t o  be 

i d e n t i f i e d  wi th  t h e  poe t :  . t h e  persona. Since t h e  poem a s  

a c t i o n  o r i g i n a t e s  a t  t h a t  p o i n t ,  t h e  d i s c l o s u r e  must fo l low 

t h e  i n h e r e n t  d i r e c t i o n  i n  t h e  persona.  From t h e  persona t h e  

whole poem becomes a v a i l a b l e  i n  a u n i f i e d  con f igu ra t ion ,  

The persona is  t h e  o r i g i n  from which t h e  u n i t y  of t h e  

poem a s  c r e a t i v e l y  conceived unfo lds .  Persona always i m p l i e s  

a . consc iousness ,  It fo l lows  then  t h a t  space  i s  a s p a t i a l  term 

f o r  consciousness .  The a u t h o r  o f  t h i s  consciousness  can be 

d i scovered .  A d i s c l o s u r e  of  t h e  poem r e v e a l s  t h i s  author--  
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through inference--who is  t h e  inner  p r i n c i p l e  of t h e  persona. 

The poemPs form, s t r u c t u r e  and shape is an expression 

of t h e  consciousness which r e v e a l s  i t s e l f  a s  poem: "Revealw is 

here  a  more accura te  term because e s p e c i a l l y  i n  modern poetry,  

t h e  u t t e r a n c e  is not  d i r e c t l y  a spoken word but  an al lowing t o  

s e e  what a  person t h i n k s ,  f e e l s  and sees .  In  t h i s  sense t h e  

p o e t i c  voice is  mute, 

Whatever f a c e t  of r e a l i t y  t h e  poem has a s  sub jec t  

t h i s  f a c e t  remains always t h e  u t t e r a n c e  of a person, even when 

t h e  poe t i c  voice  i s  a pe r son i f i ca t ion  because through person- 

i f i c a t i o n  t h e  person r e v e a l s  himself ,  I n e v i t a b l y  t h e  o r i g i n  

of every poem is  persohal.  The persona is animated from wi th in  

by t h e  poet who wi th in  t h e  poem is  t h e  author .  Disclosure 

occupies i t s e l f  with t h e  i n t e n t i o n  d iscoverable  a s  poem and 

i n f e r r i n g  an  author ,  The Sel f  a s  author  r e v e a l s  a s p e c t s  not  

otherwise knowable. Here we see  how t r u l y  personal ,  c r i t i c i s m  

is. Moreover t h e  t r u e  dimension of s t y l e  emerges more fo rce -  

f u l l y .  This  f u l l  r e a l i t y  of s t y l e  when recognized makes 

c r i t i c i s m  a dialogue.  Inev i t ab ly  evalua t ion  and mora l iza t ion  

l o s e  t h e i r  prominence. 

The use of  s p e c i f i c  terms was e s s e n t i a l  t o  convey a  

dimension of c r i t i c i s m  of t en  loaded with d i f f i c u l t i e s  and m i s -  

understanding. Ambiquity of  terms and a l ack  of foundat ions 

f o r  t h e s e  terms-especially person and individual- is  o f t e n  t h e  

s o k a  of c o n f ~ s i o n . ~ 3  I n  e f f e c t  Mari ta in shows how t h e  euto-  

nomous, personal  poem need not be a  problem f o r  c r i t i c i s m .  14 

Poems could be v i sua l i zed  a s  cyclonic  cones having a 
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d e n s i t y  of sweeping s p i r a l  fo rces  and tensions.  The base of 

t h i s  cone turned up i s  then a  physical  f a c e  of t h e  poem which 

c o n s t i t u t e s  i t s  shape, 

Disclosure i s  t h e  gradual  f i l l i n g  out  i n  depth of 

t h i s  cone. Cr i t i c i sm ' s  t a s k  is ,  a s  it were, t o  extend t h i s  

cone then al low it t o  be what it can be. The apex of t h e  cone 

a s  t h e  depth of t h e  poem remains openendsd. Moreover dynam- 

i c a l l y  t h e  poem a s  conic is  a  voluminous gyra t ion  whose a c t i o n  

w i l l s  an extension. This f a c e t  a t tempts  t o  expla in  t h e  poem's 

power of a t t r a c t i o n ,  

But t h e  gyra t ion  goes i n  both d i r e c t i o n s  hence t h e r e  

is an outward gyra t ion  emanating from t h e  depth of t h e  poem. 

The receprocal  gyra t ion  is  poss ib le  because t h e  very s i g n i f -  

icance of entelechy is both t h e  a c t  of e x i s t i n g  and t h e  f u l l -  

ness  of t h e  being, unfolding wi th in  i t s e l f  .15 

What t h e  poem w i l l s  i s  t h e  a c t i o n  while t h e  harmonic 

expansion is t h e  extension of t h e  poem i n  "space." The first 

element of t h e  l a t t e r  is  t h e  poe t i c  person whose u t t e r a n c e  has 

shape. This shape depends upon t h e  s t r u c t u r e  which is t h e  

order ing  of a spec t s  i n  space, 

In an empir ica l  sense  t h e  poem e x i s t s  a s  a phys ica l  

r e a l i t y ,  It has phys ica l  shape, But even i n  i t s  p h y s i c a l i t y  

t h e  poem is not  s t a t i c  because t h e  typographical  shape of i t s  

ex i s t ence  is  t h e  f i n a l  determinat ion of  incarnat ion ,  

I n  p r i n c i p l e ,  d i s t o r t e d  shape r e s u l t s  from a  poe t i c  

d r i v e  t o  d i f f u s e  poet ic  i n t u i t i o n  throughout t h e  poem. When 

d i s t o r t i o n  does not  o r i g i n a t e  from poe t i c  i n t u i t i o n  t h e  
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f rac tured  l o g i c a l  reason is a meaningless mesh of words be- 

cause t h i s  "poem'sw wholeness cannot be understood, In f a c t  

such a "poem" would be non-existent.  

To s u s t a i n  a c r e a t i v e  mode which cons tan t ly  f r a c t u r e s  

t h e  shape and typology of poems a poe t i c  i n t u i t i o n  of a unique 

s t r e n g t h  needs t o  be uni ted  with a knowledge and understanding 

of language and syntax, The poetry of e ,  e, cummings would 

f u r n i s h  an exce l l en t  example i n  t h e  realm of poe t i c  shape of 

Maritain 's  content ion t h a t  Poetry longs t o  be f reed  from log- 

i c a l  reason.16 Language formed and corroded by l o g i c a l  reason 

needs t o  be dis- located s o  a s  t o  l i b e r a t e  Poetry, 

The c r e a t i v e  power of Poetry i n  e. e, cummings sha t -  

t e r s  not  only  t h e  r e g u l a r  prosody but  a l s o  twists and f r a c t u r e s  

both syntax and typology a s  a s ign  stemming from c r e a t i v e  in -  

t u i t i o n .  How t h i s  type of poe t i c s  emerges and f i n d s  s t r e n g t h  

i s  t h e  ob jec t ive  of d i sc losure .  Cumminga' poems have a q u a l i t y  

sustained through f r a c t u r a l  a s p e c t s '  such a s  punctuation, s i g -  

n i f icance  of c a p i t a l i z a t i o n  through its predominant absence, 

use  of brackets ,  breaks and "empty" spaces. He f i l ls  space 

with i n t e n s i t y ,  Space speaks and i n  its wideness he allows 

Poetry t o  be heard, The s i l e n c e  of p o e t i c a l l y  created space 

symbolizes t h e  i l l i m i t a b l e .  A s  space i t s  meaning can be pro- 

foundly s e r i o u s  o r  humorous; r i d i c u l o u s  o r  i r o n i c ;  but  only  

d i s c l o s u r e  can r e v e a l  t h e  s i g n i f i c a n c e  i n  a p a r t i c u l a r  poem. 

What emerges from a purely poe t i c  perspect ive  is  

t h a t  s y n t a c t i c a l  and typographical  d i s l o c a t i o n  l o c a t e s  poe t i c  

space,  Logical reason is  t r u l y  a var iegated matter ,  
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Pr imar i ly  t h e  s i g n i f i c a n c e  of shape shows i t s e l f  t o  be t h e  

power of poe t i c  i n t u i t i o n ,  As poe t i c  i n t u i t i o n  a s s e r t s  i t s e l f  

dynamically, poe t i c  shape f i n d s  i t s  contour. 

This power of poe t i c  i n t u i t i o n  seen i n  shape is a  

n a t u r a l  outgrowth from a c t i o n  i n  and through harmonic expan- 

s i o n ,  Because shape is  t h e  end r e s u l t  of a c t i o n  does a c t i o n  

a l s o  d i s l o c a t e  t h e  harmonic expansion. Paradoxical ly  t h i s  

seems t o  be whet happens from t h e  c r i t i c ' s  poin t  of view. 

Crea t ive ly  we know t h a t  Poetry 's  l o g i c  i s  t h e  harmonic expan- 

s i o n ,  It i s  t h e  poet who through poe t i c  i n t u i t i o n  imposes 

un i ty .  The u n i t y  of a poem unfolds  i n  t h e  mutual ex t ra -  

p o s i t i o n  of  p a r t s ,  But t h i s  i n t e r r e l a t i o n  of p a r t s  depends 

upon t h e  whole, which precedes them: poet ic  i n t u i t i o n ,  The 

arrangement of  p a r t s  although f irst  discovered i n  reading do 

no t  n e c e s s a r i l y  coincide with t h e  shape of t h e  poem. Stanzaic  

o rde r  o f t e n ,  but  no t  always, is i n  harmdny with t h e  d i r e c t i o n  

of t h e  a c t i o n ,  When t h e  poet adopts  a  pre-exis tent  shape, 

say  t h e  sonnet ,  t h e  a c t i o n  must emanate through t h i s  shape 

and of n e c e s s i t y  acqu i res  a  d e n s i t y  of v i t a l i t y ,  A d i s l o c a t i o n  

of  p a r t s  may s t i l l  t a k e  place wi th in  t h i s  shape. Such a 

c r e a t i v e  a c t  demands an except ional  v i r u o s i t y  e s p e c i a l l y  if 

t h e  poet wants t o  remain f a i t h f u l  t o  every aspec t  of t h e  shape, 

These exp l i ca t ions  advance d i s c l o s u r e  and provide a  vantage 

poin t  t o  f u r t h e r  c l a r i f y  t h e  not ion  of arrangement. 

Ostensibly a d i s l o c a t i o n  of p a r t s  under l i e s  t h e  havoc 

of both typology and shape i n  t h e  poems of  e. e.  cummings. 

Cr i t i c i sm must r e v e a l  t h e  a s p e c t s  which u n i f y  t h e  seeming 
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d i s o r d e r  o r  d i s jo in tedness ,  A r e l a t i v i t y  o r  a r b i t r a r i n e s s  

of c r e a t i v i t y  becomes evident  i n  t h a t  p a r t s  a r e  cu t  out  o r  

inse r t ed ,  

Through b r i t a i n t s  poe t i c s  we a r e  a b l e  t o  speak of 

a  power of arrangement s t i l l  flowing from t h e  same poet ic  

i n t u i t i o n  through which t h e  poem is  cons t i tu ted .  The manner 

i n  which major poems l i k e  E l i o t ' s  became whole poems does not  

t ake  away from t h e  s u s t a i n i n g  power of  c r e a t i v e  i n t u i t i o n .  

Elimination of p a r t s  a l s o  forms an aspect  of making, governed 

by c r e a t i v e  i n t u i t i o n ,  

Constant r e v i s i o n  and reduct ion forms one important 

aspect  of t h e  c r e a t i v e  process,  Subsequent r ev i s ion  and r e -  

duct ion of t h e  same poem, although a f t e r  publ ica t ion ,  does 

not  necessa r i ly  make t h a t  poem a new one, Ezra Pound has made 

publ ic  h i s  c r e a t i v e  pruning of "In t h e  S t a t i o n  of t h e  Metro." 

What remains could well be t h e  bare ske le ton  of a  poem. 

These c h i s e l l i n g  a c t i v i t i e s  of  t h e  poet a r e  t o  

Mari ta in,  a  p a r t  of  t h e  opera t ive  a c t i v i t y '  A poem ul t im- 

a t e l y ,  i s  not  f in ished  u n t i l  t h e  poet s a y s  s o  and l e t s  go. 

Another example shows even more prominently t h e  c r i t i c a l  d i f -  

f i c u l t i e s  t h a t  could emerge, Marianne Moore's poem *Poetryn 

was first published i n  1919, Great ly  reduced and revised it 

was again published i n  1924, F i n a l l y  i n  1967 she reduced t h i s  

poem t o  t h r e e  l i n e s .  Reduction and r e v i s i o n  has become a p a r t  

of  modern c r e a t i v i t y .  Modern poems wi tness  t o  a continuous 

r e v i s i o n  a s  f o r  example a comparison of  t h e  var ious e d i t i o n s  

o f  Robert Lowell's poems shows, The ques t ion  is a r e  t h e  t h r e e  
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e d i t i o n s  of Moore's "Poetryw t h r e e  poems o r  one poem with 

va r i a t ions?  

These aspec t s  i n d i c a t e  t h e  dramatic f i s s u r e s  which 

Poetry designs through c r e a t i v e  i n t u i t i o n ,  so  a s  t o  u t t e r  i ts  

word o r  logos. While the  s t r eng th  of cuinmings shows i t s e l f  

i n  h i s  a b i l i t y  t o  p lay  havoc with syntax,  typology and shape, 

thereby reveal ing  a  concentrat ion of  immanent meanings, t h e  

s t r e n g t h  of T. S, E l i o t ,  e s p e c i a l l y  i n  The Wasteland shows 

i t s e l f  through a  f i s s u r e  i n  t h e  arrangements of p a r t s  i t s e l f .  

The poet ic  i n t e n s i t y  of E l i o t ' s  c r e a t i v e  i n t u i t i o n  develops 

i n t o  an o r c h e s t r a t i o n  of u n i v e r s a l  o r  even cosmic dimension, 

The scope of E l i o t ' s  poet ic  power makes it poss ib le  f o r  him 

t o  ga the r  wi th in  t h i s  i n t e n s i t y  of Poetry t h e  whole universe ,  

. . . bringing t o  complex o r c h e s t r a l  u n i t y  p a r t s  s t rugg l ing  

t o  a s s e r t  t h e i r  own ind iv idua l  claims . , ."(364/259) * Re- 

v i s ion ,  e s p e c i a l l y  i n  modern poems, a t t a i n s  major importance 

because Poetry a s  consciously discovered se rves  only poe t i c  

i n t u i t i o n .  L i t e r a l l y ,  poe t i c  power manifests  i t s e l f  through 

i ts impact causing an i n e v i t a b l e  abundance of growth. For 

these  reasons r e v i s i o n  and reduct ion a r e  a  continuous and in-  

t e g r a l  aspect  of modern poe t i c  c r e a t i v i t y ,  

The g i s t  of  t h e  foregoing cons idera t ions  presents  

t h e  following schema. S t r u c t u r a l l y  poems r e v e a l  t h r e e  i n t e r -  

woven pa t t e rns .  F i r s t ,  t h e r e  is  t h e  system of shape with a 

p a r t i c u l a r  s t r u c t u r e  incorpora t ing  amongst o the r  a spec t s ,  

l e n g t h  of verse ,  number of ve r se  per s t anza ,  s t a n a a i c  d i v i s i o n ,  

s y l l a b i c  l eng th  of words and l i n e s ,  manner of rhyme, manner of 
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verse  typography. I n  i t se l f  t h i s  s t r u c t u r e  g ives  knowledge 

about t h e  poem only a s  a  physical  th ing .  I n  r e l a t i o n  t o  t h e  

ga ther ing  of  t h e s e  f a c t s  t h e  poem a s  poem is i r r e l e v a n t .  

Second, t h e r e  is t h e  system of p a r t s  wi th  a p a r t i c u l a r  s t r u c -  

t u r e  incorpora t ing  t h e  v i t a l  concurrences of mul t ip le  a spec t s  

i n  accord with meaning, s ign i f i cance  and d i r e c t i o n ,  through 

metaphor, image and symbol. In  i t s e l f  t h i s  s t r u c t u r e  g ives  

knowledge about t h e  poem. Third,  t h e r e  i s  t h e  system of  p o e t i c  

i n t u i t i o n ,  t h e  on to log ica l  system, with a  p a r t i c u l a r  s t r u c t u r e  

incorpora t ing  a c t i o n  a s  t h e  q u a l i t a t i v e  dimension and harmonic 

expansion a s  t h e  q u a n t i t a t i v e  dimension of poe t i c  sense which 

c o n s t i t u t e s  t h e  very being which is t h e  poem. These s t r u c t u r a l  

l e v e l s  emanate one from t h e  o t h e r  through poet ic  sense o r i g i n -  

a t i n g  from poe t i c  i n t u i t i o n .  A s  seen from t h e  reader ' s  poin t  

of  view t h e s e  s t r u c t u r e s  f o l d  one i n t o  t h e  o ther .  When t h e s e  

systems a r e  t r e a t e d  independently from one another  o r  i n  f o r -  

ge t fu lness  of  poe t i c  i n t u i t i o n  t h e  r e s u l t  is  predominantly a  

t e c h n i c a l  s tudy,  not  c r i t i c i s m .  Only when t h e  reader  s e e s  t h a t  

every aspect  emerges from poe t i c  i n t u i t i o n  through poet ic  sense  

can he come t o  understand t h e  poem a s  t h i s  poem. 

This schema makes c l e a r  why poems can be revised  o r  

reduced without change i n  t h e i r  uniqueness, The s t r u c t u r e  of  

harmonic expansion incorpora tes  a l l  extension while a c t i o n  and 

theme belong t o  in tens ion  o r  q u a l i t y ,  Quan t i ty  can be l imi ted  

o r  extended without a f f e c t i n g  t h e  poem's essence. The a c t i o n  

o f  t h e  poem ttPoetryn is  and was present  i n  t h e  t h r e e  l i n e s  

r e t a ined .  The e a r l i e r  vers ions  sus ta ined  themselves through 
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because t h e  same poe t i c  i n t u i t i o n  d id  not  c a r r y  through what 

was accomplished i n  t h e s e  few l i n e s  of t h e  f i n a l  version. 

Some poems have a  minimum of extension and a  maximum 

of  in tens ion  o r  q u a l i t y ,  This is  a l s o  t r u e  of some unique 

l i n e s  o r  images. Sometimes one image conta ins  an i n t e n s i t y  

which cannot be shared through extension,  Poems which have 

never been f in i shed  e x i s t ,  we could say,  i n  s p i t e  of t h e i r  

p r iva t ion ,  If whatever aspect  t h a t  i s  created emer e s  from 

poe t i c  i n t u i t i o n ,  poet ic  sense  w i l l  be d i f fused  throughout 

t h i s  "fragmentv and cons Ute a  poem, These poems can be 

encountered and t h e i r  p r iva t ion  makes poss ib le  an understand- 

ing  o f  them, A t  most, t h e  experience of  understanding could 

be ja r red  because incompleteness mars comprehensive under- 

standing. = Canterbury Tales  although l e s s  than  h a l f  com- 

p le ted  i s  an i n c r e d i b l e  whole poem. Would its author  have 

been a b l e  t o  s u s t a i n  t h e  same poet ic  power i f  he  had had t h e  

opportuni ty t o  complete i t ?  A n a t u r a l l y  cr ippled poem can 

r e v e a l  a poet ic  beauty f a r  beyond another  poem completed i n  

a l l  i ts dimension, Poenis l i k e  Coler idgeTs  "Kubla Khan1' o r  

"Christabel" though "unfinished," do no t  diminish t h e  possib- 

i l i t y  of encounter; r a t h e r  t h e  r eve r se  because t h e i r  poe t i c  

power is  s o  in tense .  

It is f r u i t l e s s  t o  i n q u i r e  i n t o  a comparison with a  

completed poem, even of t h e  same author ,  whether an incomplete 

poem is of g r e a t e r  value a s  Poetry,  Poems a r e  unique i n  t h e i r  

p o e t i c  sense and uncomparable. Comparison a s  r e l a t e d  t o  a spec t s  
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embodiment do n o t  seem t o  lead  t o  an understanding of t h e  

poem a s  t h i s  poem. The l a t t e r  comparison is extraneous t o  

c r i t i c i s m  because it is  divorced" from t h e  poem a s  t h i s  unique 

poem. Comparison i l lumina tes  uniqueness. A given aspec t  o f  

a poem is  what it i s  because of  a uniqueness received through 

poet ic  i n t u i t i o n .  The impl ica t ion  is no t  t h a t  comparison is  

meaningless but  r a t h e r  t h a t  it is no t  d i r e c t l y  r e l a t e d  t o  

c r i t i c i s m .  Comparison belongs t o  l i t e r a r y  s tudy  which fu r -  

n ishes  t h e  i n t e l l e c t u a l  capac i ty  of  t h e  c r i t i c ,  18 

E l i o t ' s  The Wa,ste Land and Four Q u a r t e t s  exemplify 

t h e  soundness and impl ica t ions  of a poem's o n t o l o g i c a l  auto-  

nomy. These poems a r e  held t o g e t h e r  by a sus ta ined  poe t i c  

sense. The c r i t i c  cannot look f o r  t h e  common f a c t o r s  of  

language and thought processes t o  f i n d  un i ty .  The l o g i c  of  

The Waste Land i s  t h e  l o g i c  of poe t i c  sense.  It is  t h e  l o g i c  - 
of what t h e  poem i s  about. Surely Waste Land 's persona 

br ings  out  t h e  f r ac tu redness  of  a man severed from h i s  r o o t s ,  

broken and l i t e r a l l y  i n  pieces .  A t  l e a s t  t h i s  i s  one s i g n i f -  

icance ~f t h e  a c t i o n  which makes The Waste Land what it is ,  

In s p i t e  of o r  r a t h e r  because of  an  excess i n  f u s i o n  

of a c t i o n  and poe t i c  sense  through which t h e  harmonic expan- 

s i o n  unfolded i t s  p a r t s  i n  a voluminousness of space,  

Waste Land could no t  but  be an  abundance of overgrowth, It -- 
is not  s u r p r i s i n g  t h a t  Pound could c u t  away numerous a s p e c t s  

a i d  p a r t s ,  s i n c e  t h e  u n i t y  of  The Waste Land cannot be sought 

i n  simple e x t e r n a l  meaning but only  i n  t h e  d i s c l o s u r e  of t h e  

meaning of meanings immanent and co-subs tant ia l  with t h e  poem. 
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A poet ic  i n t u i t i o n  of  q u a l i t y  and magnitude t h a t  l i e s  behind 

poems l i k e  !P& Waste Land has t h e  capac i ty  f o r  a l l  i nc lus iv -  

ness. Here t h e  poet is  his own c r i t i c  a s  p a r t  of  t h e  c r e a t i v e  

process. Ezra Pound's Cantos r e f l e c t  t h e  same p r i n c i p l e  seen 

i n  Marianne Moore's "Poetry." Marianne Moore was most l i k e l y  

a b e t t e r  c r i t i c  than Pound was, i n  r e l a t i o n  t o  h i s  own poems. 

I n  t h e s e  cons idera t ions  we f i n d  subs tan t i a t ed  t h a t  a  

simple image, verse o r  any seemingly i n s i g n i f i c a n t  a spec t  

could revea l  poet ic  sense  and i n d i c a t e  t h e  presence of a  poem. 

Poet ic  sense could be e s p e c i a l l y  dynamic i n  c e r t a i n  images o r  

o t h e r  a  pects  while hard ly  present  i n  o t h e r  p a r t s  of  t h e  same 

poem. Language o b s t r u c t s  poe t i c  sense a s  does l o g i c a l  reason. 

Poetic i n t u i t i o n  needs t o  d is lodge  these  bas t ions  s o  t h a t  

poet ic  sense  may d i f f u s e  throughout t h e  poem, We could say  

t h a t  images a s  poe t i c  n c r y s t a l s n  pene t ra te  t h e i r  whole environ- 

ment. A l l  o t h e r  a spec t s  par take of t h e  c r y s t a l s '  pene t ra t ing  

e f f e c t  i n  d i f f u s i n g  poet ic  sense throughout. Some aspec t s  of 

embodiment may f ind  s ign i f i cance  only  i n  t h i s  kind of  osmotic 

c r y s t a l i z a t i o n .  It i s  t h i s  kind of inne r  dynamic t h a t  c o n t r i -  

butes  t o  t h e  eventua l  t ransparency of t h e  poem f o r  t h e  c r i t i c  

o r  reader .  

Disposed t o  r ece ive  t h e  poem t h e  c r i t i c  f i n d s  t h a t  

t h e  poem gives  access .  Every poem, a s  a t h i n g  of beauty,  in-  

e v i t a b l y  has a t  l e a s t  one aspect  of  transparency. O f  remarkable 

poems we could say t h a t  t h e y  have eyes through which we a r e  

brought i n t o  immediate presence of t h e  poem. These tteyestf a r e  

t h e  windows of t h e  poem's very being. Cer ta in  images, 



metaphors o r  symbols have t h i s  r e v e l a t o r y  power. Outstanding 

amongst t h e s e  is  t h e  i n t u i t i v e  image. 19 

In Marianne Moore's "The Monkey Puzzle, tt20 t h e  i n n e r  

v i t a l i t y  of  a l l  t h ings  uni ted  with t h e i r  a t e r i a l i t y  i s  seen 

through and i n  t h e  physical  appearance of th ings .  What comes 

through is  t h a t  a l l  ex i s t ence  is  a fundamental oneness of 

s p i r i t  and matter.  But t h i s  oneness can only  be expressed 

through Poetry. A l l  t h i n g s  and every aspec t  of  a l l  t h ings  

because t h e y  e x i s t ,  cannot he1 but  r e v e a l  t h e  r i chness  of  

exis tence.  To Moore appearance l i e s  i n  t h e  depth of withinness  

and is thus  perc ived. 

To g ive  expression t o  t h e  incomprehensible r i c h n e s s  

of  ex is tence  is  t h e  i n d i r e c t  r e s u l t  of  a medi ta t ive  f l a s h  

upon a t r e e .  The puzzle i s  t h a t  t h i s  t r e e  is. This monkey 

p ine ' s  d e f i a n t  i n p e n e t r a b i l i t y ,  r e s i s t a n c e  t o  upr igh t  growth 

and i s o l a t e d  environment is  by i t s  ex i s t ence  a l i v i n g  ques t ion:  

my e x i s t ? Z l  

The worth of t h e  a c t  of  e x i s t i n g  brought f o r c e f u l l y  

i n t o  consciousness through a recogni t ion  of  t h i s  unique t r e e  

becomes t h e  i n i t i a l  sub jec t  mat ter  of t h i s  poem, It seems a s  

if t h i s  t r e e  given i t s  l i f e ,  ought not  t o  e x i s t  but  by being 

s o  deprived r e v e a l s  t h e  work of ex i s t ence  and becomes i ts 

worth, I n  negation of l i f e ,  t h e  t ree  becomes t h e  quest ion of 

meaningfulness. I n  s h o r t ,  i n  being,  not  doing,  t h e  t r e e  does 

what doing cannot do: being t h e  absence of doing. 

What t h e  poem r e v e a l s  is  t h e  fundamental oneness of 

t h e  immaterial  and t h e  ma te r i a l .  The imagery a t tempts  t o  
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r e v e a l  t h i s  dimension of  t h e  monkey a s  t h i s  t r e e  s t ands  

o u t  from t h e  harmony of its mil ieu.  What we have s a i d  s o  f o r  

about t h i s  poem emerges from o r  is i l luminated  by t h e  unique 

r e v e l a t o r y  power of t h e  i n t u i t i v e  image i n  l i n e  16, "the l i o n ' s  

fe roc ious  chrysanthemum head seeming kind by c o m p a r i ~ o n . ~  

Here, i r r e s p e c t i v e  of  anything a l r eady  known, t h e  poet has 

brought i n t o  being a  complex, which u n i f i e s  "seeingw a s  i n t e l -  

l e c t u a l  a c t  wi th  emotion a s  causing t o  see ,  wi th  t h e  recog- 

n i t i o n  of t h i s  union i tself .  In  t h i s  image two t h i n g s  a r e  

n o t  compared but we d iscover  through recogni t ion  one t h i n g  

through t h e  image of another.  It is  not  t h a t  one t h i n g  known, 

vchrysanthemums, i s  juxtaposed t o  another  t h i n g  known " l ion ' s  

f e roc ious  , . . headow Rather,  one t h i n g  which was unknown, 

fo r  example, t h e  unique beauty of ex i s t ence  a s  ex is tence  and 

which was present  i n  t h e  poet ' s  Se l f  f i n d s  expression a s  t h e  

i n t u i t i v e  image. Only then ,  by t h a t  same token t h e  s i m i l a r i t y  

of  t h e  two th ings  r e v e a l s  i t s e l f .  That is  t h e  pure c r e a t i v e  

power of t h e  author .  

A poem l i t e r a l l y  r eve rbe ra tes  under t h e  repercussion 

of an i n t u i t i v e  image. Cognition of t h i s  image is a t r u e  

recogni t ion  of t h e  f lower- l ike  golden aura which forms a ha lo  

around t h e  l i o n ' s  head. The image r e v e a l s  i n  its primordial  

f r e shness  concentr ic  c i r c l e s  of meaning penet ra t ing  through- 

out  t h e  poem. The golden aura makes t h e  l i o n  a  g l o r i o u s  l ion .  

This g lor iousness  is a l s o  through comparison a t t r i b u t i v e  of 

t h e  t r e e  even though not  made e x p l i c i t ,  This comparison i m -  

p l i e s  an e q u a l i t y  except f o r  a  degree o f  kindness but  admitted 
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i n  a  back handed manner. In  e f f e c t  t h e  poem says t h a t  t h e  

t r e e  is a c t u a l l y  more feroc ious  than t h e  l i o n  but both have 

t h e  beauty of  exis tence.  The i n t u i t i v e  image b r ings  ou t  t h e  

beauty of ex is tence .  

Levels of meaning i n  t h e i r  interwoven p a t t e r n s  a r e  

i l luminated  through t h e  gradual  d i s c l o s u r e  of t h e  poem by 

means of t h e  i n t u i t i v e  image, The most immediate l e v e l  i s  

t h e  very r e a l i t y  of t h e  monkey pine i t s e l f ,  but  through per- 

s o n i f i c a t i o n  another  l e v e l  opens up. The f i rs t  l e v e l  can be 

abs t rac ted  i n  terms of ex i s t ence  a s  we have done. The second 

l e v e l  can be in teg ra ted  with t h i s  a b s t r a c t i o n .  Then t h i s  

poemts dimension becomes t h e  in ter -personal  and personal  i n  

r e l a t i o n  t o  t h e  Self ,  o t h e r s  and s o c i e t y  i n  which it is af f i rm-  

ed t h a t  it i s  not  a c t i v i t y ,  a v a i l a b i l i t y ,  involvement t h a t  

mat ters  t h e  most, but  t h e  q u a l i t y  of being, t h a t  g ives  f u l l  

meaning t o  t h e s e  a c t i o n s ,  This is  another  p o s s i b i l i t y  and 

here  a  t h i r d  l e v e l  could be t h e  symbolic meaning. Each of 

t h e s e  l e v e l s  f ind t h e i r  o r i g i n  of d i s c l o s u r e  i n  t h e  i n t u i t i v e  

image. Extension of d i s c l o s u r e  becomes poss ib le  because t h i s  

image s tands  i n  r e l a t i o n  t o  t h e  monkey pine through t h e  "kind 

by  comparisonn emphasis, 

Robert Lowell's "skunk ~ o u r ~ l 2 3  provides an oppor tuni ty  

t o  show a  road which d i s c l o s u r e  could t a k e ,  In  t h i s  ins t ance  

my concern is t o  i n d i c a t e  t h e  approach of d i s c l o s u r e  i t s e l f .  

The o b j e c t i v e  i s  no t  t o  g i v e  an example of  c r i t i c i s m  but  t o  

c l a r i f y  c e r t a i n  main a reas  d i r e c t l y  r e l a t e d  t o  t h e  t a s k  of 

d i s c l o s u r e  and connection with a  p a r t i c u l a r  poem. 
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A first reading of t h i s  poem is a bewildering exper- 

ience ,  A l l  t h e  p a r t s  seem d i s j o i n t e d .  One half  does not  seem 

t o  belong t o  t h e  o t h e r  h a l f  of t h e  poem, There is doubt a s  t o  

whether t h i s  is a whole poem and not  j u s t  two juxtaposed poems 

under one t i t l e ,  An o b s c u r i t y  of r e l a t i o n s  and p a r t s ,  r a t h e r  

than  language makes access  a t  first very d i f f i c u l t ,  

This i n t r i g u i n g  problem demands s o l u t i o n ,  To under- 

s tand i n  some degree t h e  oneness of t h i s  poem becomes t h e  

quest .  This quest  g ives  impetus t o  t h e  t a s k  of  d i sc losure .  

The problem posed by t h e  seeming d i s j o i n t e d  n a t u r e  of  t h e  poem 

becomes a means of en t rance  t o  t h e  poem, Disjointedness  on 

a s u p e r f i c i a l  l e v e l  may t u r n  ou t  t o  be a q u a l i t y  which t r u l y  

beckons t h e  reader ,  A s  a f r a c t u r e  t h e  d i s jo in tedness  may be 

an i n t e g r a l  dimension of t h e  poem. 

Awareness of t h e  dichotomy inf luences  subsequent 

readings,  Clues now become more obvious and awaken c u r i o s i t y ,  

A uni fy ing  p r i n c i p l e  from wi th in  t h e  poem must govern t h e  out- 

ward l inks .  Amazingly numerous l i n k s  do emerge once t h e  poem 

i s  read with a t t e n t i o n  focused on u n i t y ,  

For example, i n  t h e  first s tanza  of "Skunk Hour," 

"sheepn and "bishopv has an immediate a s s o c i a t i o n  independent 

of t h e  s u b j e c t  mat ter  of  t h e  poem, The poss ib le  l i n k  between 

t h e s e  words is no t  n e c e s s a r i l y  o f  s i g n i f i c a n c e  i n  t h e  poem, 

These words a r e  employed i n  two juxtaposed sentences with no 

obvious grammatical, s y n t a c t i c a l  o r  s u b j e c t  connection, Never- 

t h e l e s s  t h e  r eader  could make a l i n k  from "bishopw a s  shepherd 

t o  "sheepw as f lock ,  In  s tanza  s ix  t h e  r ad io ,  which seems t o  



be t h e  voice of t h e  people, "bleatsvt emphasizing t h e  previous 

l i n k  and a l s o  extending i t s  a s s o c i a t i v e  meaning thereby prof- 

f e r i n g  c r e d i b i l i t y  and s ign i f i cance .  The l a s t  s t anze ,  given 

t h e  l i n k s  a l r eady  brought ou t ,  extends t h e s e  first d e t e c t i o n s  

even f u r t h e r .  The s t r a n g e  d i c t i o n  of llcupff i n  connection with 

nsour  creamn and ngarbage p a i l w  a r r e s t s  us.  This word seem- 

i n g l y  out  of  context  makes u s  look back from "skunkw t o  "sheepw 

t o  "bishopn and then  t o  t h e i r  ac t ions .  The sheep/flock a r e  

f ed  by t h e  bishop/shepherd and through ncupw we make t h e  l i n k  

t o  t h e  continuous commemoration of  t h e  Lord's supper,  a func- 

t i o n  of t h e  bishop and t o  t h e  Last Supper of Chr is t .  If we 

allow these  a s s o c i a t i o n s  t o  emerge, although they  may shock 

our  s e n s i b i l i t i e s ,  t h e  p o s s i b i l i t y  of a connection between 

"cupv and t h e  Chr i s t i an  "cupv o r  c h a l i c e  i s  no t  f a r  fe tched.  

We may not allow t h e s e  a s s o c i a t i o n s  t o  emerge because they  

make u s  ill a t  ease ,  being d i s t u r b i n g  and w s i c k . ~  May t h i s  

not  be an aspec t  of t h e  poem? A s i ckness  seems t o  p r e v a i l  

throughout t h e  poem emphasized through t h e  connection between 

wseasonrs  ill," i n  t h e  t h i r d  s t anza ,  which not  only  r e f l e c t s  

t h e  atmosphere of  t h e  town i n  t h e  poem but  a l s o  colours  t h e  

tone  of t h e  poem, and " i l l - ~ p i r i t , ~  i n  t h e  s i x t h  s t a n s a ,  which 

extends t h e  c l imate  of  d i s e a s e  and ill hea l th  on both t h e  

phys ica l  and moral-rel igious plane t o  t h e  personal  sphere.  

The l a t t e r  is  epitomized i n  t h e  a l l u s i o n  f lock/sheep/skunk who 

a r e  f e d ,  not  wine a s  t h e  blood of C h r i s t  and l i f e - g i v i n g ,  but  

%our creamn from t h e  "cup," not  from t h e  Lord's t a b l e ;  from 

t h e  garbage p a i l .  
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These and o t h e r  a s s o c i a t i o n s  a r  echoes i n d i c a t e  and 

argue f o r  a  wholeness which t h e  poem does no t  make d i r e c t l y  

a v a i l a b l e .  The i n t r i g u i n g  l i n k s  which emerge upon a t t e n t i v e  

reading  demand t o  be pursued s o  t h a t  a  r e s o l u t i o n  of a l l  t h e  

a s p e c t s  may r e v e a l  t h e  poem i n  i ts u n i t y .  T h i s  t a s k  of d i s -  

c losure  may a l s o  lead  t o  o t h e r  a s p e c t s  and a s s o c i a t i o n s  

hidden behind t h e  too  obvious first impressions which now may 

need t o  be r e j e c t e d  s i n c e  t h e y  l ack  any connection of s i g n i f -  

icance t o  t h e  whole of t h e  poem. Most o f t e n  l i n k s  which r e -  

ce ive  l e s s  s i g n i f i c a n c e  o r  recede i n t o  t h e  background where 

they  funct ion  i n  a  subordinate  r o l e .  Obviously t o  advance i n  

d i s c l o s u r e  it is e s s e n t i a l  t o  proceed from a vantage point .  

Are t h e  a s p e c t s  considered organized around a  c e n t r a l  poin t?  

Does every poem have a  vantage po in t?  

These a s p e c t s  and o t h e r s ,  random f a c t s  taken out  of 

t h e  poem, need a  conf igura t ion .  What is a s  y e t  absent  is  t h e  

vantage poin t  from which t h e  poem o r i g i n a t e s  and from which 

d i s c l o s u r e  r ece ives  i t s  d i r e c t i o n .  The o rde r ing  p r i n c i p l e  

l i e s  wi th in  t h e  poem. Frequent re reading  does r e v e a l  a  sub- 

j e c t  matter .  Ten ta t ive ly  we maintain t h a t  t h e  poem is about 

a l i e n a t i o n  with emphasis upon i s o l a t i o n  and consequent decad- 

ence. The s u b j e c t  mat ter  shows a progressive d e t e r i o r a t i o n .  

External  d e t e r i o r a t i o n  i n  t h e  first f o u r  s t a n z a s  cont inues a s  

i n t e r i o r  d e t e r i o r a t i o n  i n  t h e  f i f t h  and s i x t h  s tanza .  The 

seventh s tanza  could be a s t a r k  symbolization of  t h e  u l t i m a t e  

a l i e n a t i o n  process.  Having read t h e  poem i n  t h i s  perspect ive  

t h e  opening statement of t h e  e i g h t h  s tanza  i s  a  dramatic 
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climax and becomes a  Mount Everest ,  It is l i k e  an af f i rmat ion  

of  man's i n d o m i t a b l e  s p i r i t ,  The culmination of an indefa t ig-  

a b l e  continuous reaching, an  e t e r n a l  ques t ,  i nexpress ib le  i n  

words is a soundless  emotional musical stir made by t h e  whole 

poem, epitomized i n  "1 stand on top." 

Captivated by t h e s e  dynamic a s p e c t s  t h e  poem has 

become a  personal  communication i n  i t s  very  being. A thou- 

and d i v e r s e  a spec t s  of  t h e  poem a r e  simultaneously present  

and clamor f o r  ascendency, Disclosure a s  d ia logue  commences. 

Aspects of the  poem a r e  mostly unconnected f a c t s  a s  

long a s  t h e  vantage poin t  from which t h e  poem o r i g i n a t e s  

remains hidden. &laybe t h e  climax a t  t h e  opening of t h e  l a s t  

s tanza is t h e  o r i g i n a t i n g  point  of t h e  poem, Could it be s o  

considered? There is  no guarantee t h a t  a  c e r t a i n  vantage 

point  discovered is  t h e  o r i g i n a t i n g  poin t  of t h e  poem, Only 

t h e  at tempt  a t  d i s c l o s u r e  from t h a t  point  and a s  d i rec ted  by 

t h a t  point  r e v e a l s  i t s  v a l i d i t y ,  

Assuming t h e  a f f i rma t ion  "1 stand on t o p n  t o  be t h e  

point  of view and o r i g i n  of t h e  poem ob l iges  d i s c l o s u r e  t o  

fol low a  c e r t a i n  d i r e c t i o n .  A l l  a spec t s  of t h e  poem upon 

d i s c l o s u r e  must r e v e a l  a  r e l a t i o n s h i p  t o  t h e  o r i g i n ,  Only 

from t h e  vantage poin t  does t h e  poem r e v e a l  i ts conf igura t ion ,  

Opinions about t h e  poem d i s rega rd ing  t h i s  vantage poin t  need 

t o  be reconsidered i n  view of  t h i s  pos i t ion ,  

S t r u c t u r a l  p a r t s  change i n  accord with point  of 

o r i g i n  which is  t h e  first s i g n i f i c a t i o n  of harmonic expansion. 

Wkunk Hour* from t h e  perspect ive  adopted revea l s  s t r u c t u r a l  
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r e l a t i o n s h i p  o t h e r  than i t s  typographical  sequence. S tanzaic  

sequence does no t  govern t h i s  s t r u c t u r e ,  Stanza e i g h t  is t h e  

o r i g i n ,  Stanzas one t o  seven follow i n  a parabol ic  contour 

present ing  i n  a graphic manner a f i e l d  of consciousness. 

A s  a  con-fession t h i s  consciousness r e v e a l s  more than  

t h e  persona may know o r  understand. Disclosure of t h i s  con- 

f e s s i o n  provides f o r  an understanding of t h e  persona. D i s -  

c losure  comes t o  s e e  both t h e  persona and h i s  confession,  

Since t h e  confession ss not  s o  much a spoken u t t e r a n c e  but 

a r e v e l a t i o n  of consciousness t h e  poem conveys t h e  whole person 

i n  experience. The experience,  a s  revealed through t h e  persona 

who s tands  %aked," i s  ambiguous. Although time forms an 

aspect  of t h e  poem, t h e  whole poem is  one experience,  one in-  

s t a n t ,  

What does t h e  poem r e v e a l  concerning time? Gram- 

mat i ca l ly  t h e  poem i s  i n  t h e  present  t e n s e ,  There a r e  two 

except ions,  otherwise t h e  time is  now. The f irst  exception i s  

t h e  pas t  t e n s e  i n  s t anzas  t h r e e  and f i v e .  In  t h e  t h i r d  s tanza  

t h e  pas t  t e n s e  encloses  a p a r t i c u l a r  ske tch  of a m i l l i o n a i r e  

who has been l o s t  t o  t h o  town. The f i r s t  and l a s t  l i n e  of 

t h i s  s tanza  a r e  i n  t h e  present  t ense .  These l i n e s  a l s o  rhyme 

and form a u n i t  enc los ing  t h e  ske tch  i n  a frame, Stanza f i v e  

p resen t s  another  ske tch ,  t h i s  t ime of  t h e  persona himself 

( a l s o  i n  t h e  pas t  t e n s e ) .  Again t h i s  ske tch  is i n  t h e  present  

through t h e  a f f i r m a t i v e  present  of i t s  l a s t  l i n e .  The o t h e r  

except ion i s  t h e  s i n g l e  ins tance  of t h e  f u t u r e  t e n s e  i n  t h e  

l a s t  s ta tement  of t h e  poem, 
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The experience which t h e  poem r e v e a l s  is now. It i s  

an i n s t a n t .  T h i s  i n s t a n t  seems t o  be of considerable  duration. 

A s  dura t ion  we could name t h e  experience a journey, The 

poem r e v e a l s  then a journey of unknown chronological time, 

Although a time sequence occurs ,  t h i s  presenta t ion  is simply 

an ind ica t ion  of t h e  journeyls dura t ion ,  From t h e  emphatic 

"Spartann connotation, t o  t h e  Victor ian century,  t o  a pa r t i c -  

u l a r  season, t o  one n i g h t ,  a time span o f  mil lennia  t h a t  is  

t h e  dura t ion  of t h e  skunk hour, A journey of one "hourv mea- 

sured i n  skunk time i s  an e t e r n i t y ,  This e t e r n i t y  is  a now. 

This now is  t h e  poem. 

What emerges a t  t h i s  point  is  an o u t l i n e  of t h e  person 

t h i s  persona must be. He g a t h e r s  t h e  pas t  of every now i n t o  a 

present .  This ga the r ing  i t s e l f  makes t h e  present  new. It i s  

not  s u r p r i s i n g  t h a t  t h i s  person experiences an elevated s t ance  

ahead of t h e  crowd. Goethe ls words concerning memory a r e  s i g -  

n i f i c a n t  i n  t h a t  they  express  s o  c l e a r l y  what t h i s  poem is 

about : 

I do not  recognize memory i n  t h e  sense i n  which you mean 
it, Whatever we encounter t h a t  i s  g r e a t ,  b e a u t i f u l ,  s i g -  
n i f i c a n t ,  need not  be remembered from ou t s ide ,  need not be 
hunted up and l a i d  hold of  a s  it were. Rather, from t h e  
beginning, it must be woven i n t o  t h e  f a b r i c  of our inmost 
s e l f ,  must become one with it, c r e a t e  a new and b e t t e r  s e l f  
i n  us and thus  l i v e  and become a productive f o r c e  i n  our- 
se lves ,  There i s  no pas t  t h a t  one is  allowed t o  long f o r .  
There is only t h e  e t e r n a l l y  new, growing from t h e  enlarged 
elements of t h e  p a s t ;  and genuine longing always must be 
product ive,  must c r e a t e  something new and bet ter .24 

Not from ou t s ide  but  from wi th in  t h e  person do we become a s  it 

were p a r t i c i p a n t s  of t h e  journey, 

It may be worthwhile t o  s tand back f o r  a moment and 



s t a t e  e x p l i c i t l y  what we have learned ,  This poem e x i s t s  by 

v i r t u e  of some inc red ib ly  s i g n i f i c a n t  experience brought out  

by t h e  c o n t r a s t  of skunks and I. I n  and through c r e a t i v e  

i n t u i t i o n  and c r e a t i v e  emotion, a f a c e t  of r e a l i t y  and an 

aspec t  of Self become connatural  and f ind  ex i s t ence  a s  poem, 

The whole c r e a t i v e  power does not  come from a theme--like 

al ienat ion--but  from t h e  c r e a t i v e  i n t u i t i o n  and emotion which 

fathomed, we would say,  t h e  abyss of t h e  se l f -centered  ego, 

This poet ic  experience a s  incarnated becomes t h e  poem, 

As poem t h e  poe t i c  experience has a m u l t i p l i c i t y  of f a c e t s .  

One f a c e t  r e v e a l s  i t s e l f  through a c t i o n  and can be s i g n i f i e d ,  

a s  i n  "Skunk Hour," by descr ip t ion--descr ip t ion  of  an exper- 

ience  allowing f o r  open-endedness. "Skunk Hourw r e v e a l s  t h e  

experience of a journey i n t o  t h e  abyss  a s  l i v e d  i n  every moment 

because present  i n  t h e  person 's  very being, The persona is  

t h e  o r i g i n  of t h e  poem and s i g n i f i e s  t h e  primary element of 

harmonic expansion. The whole poem unfolds i n  t h e  mutual ex- 

t r a p o s i t i o n  of p a r t s  which is  an emerging o r  growing of poe t i c  

space a s  discovered. In  "Skunk Hourn t h i s  space is a confes- 

s i o n a l  consciousness. The whole i n t e r r e l a t i o n  of p a r t s  a s  a 

u n i t y  depends upon t h e  persona through whom t h e  author  chose 

t o  inca rna te  h i s  poe t i c  experience.  

Through t h i s  c r e a t i v e  a c t  t h e  au thor ,  e s p e c i a l l y  i n  a 

confess ional  mode, makes himself f u l l y  present ,  It i s  a 

presence of Se l f .  As Se l f ,  t h e  a u t h o r ' s  unique experience 

becomes a s  u n i v e r s a l  i n  a concrete  poem a v a i l a b l e  t o  mankind. 



CONCLUSION 

We need no t  he re  g i v e  an ex t ens ive  review of t h e  

preceding exp lo ra t ions .  The a t tempt  t o  exp lo re  what w e  regard  

a s  t h e  p o s s i b i l i t i e s  f o r  an  approach t o  l i t e r a t u r e  implied i n  

t h e  a e s t h e t i c  o f  Jacques Mar i t a in ,  a l l ows  t h e  r i c h  p o t e n t i a l  

of h i s  major work, Crea t ive  I n t u i t i o n ,  t o  emerge. We now s t and  

back,  r e f l e c t ,  and c a s t  a  synop t i c  g lance  a t  ou r  f i n d i n g s .  

Our pass iona t e  i n t e r e s t  i s  l i t e r a t u r e ,  t h e  r e f l e c t i o n  

o f  t h e  s p i r i t  of  man. This we accepted;  exper ience was o u r  

t e a c h e r ,  Often l i t e r a r y  s t u d i e s  and c r i t i c i s m  seem t o  under-  

mine t h e s e  na ive  assumptions.  The r e s u l t  is  apathy and skep- 

t icism. We t h e n  f a i l  t o  s e e  t h e  o b j e c t i v e  ex i s t ence  of a  

l i t e r a r y  work and we c e s s e . . t o  a p p r e c i a t e  i t s  worth. It may 

w e l l  be t h a t  w e  become s o l e l y  concerned w i t h  t h e  nega t ive  o r  

f a u l t y  a s p e c t s  of  t h e  work. A t t en t ion  t o  t h e s e  d e t a i l s  l e a d s  

t o  a  preoccupation wi th  e x t r a - l i t e r a r y  f a c t s  of psychologica l ,  

s o c i o l o g i c a l ,  p o l i t i c a l ,  o r  an th ropo log ica l  na ture .  Before 

l o n g  we doubt t h e  s i g n i f i c a n c e  o f  l i t e r a r y  s tudy  and c r i t i c i s m ,  

We s u b s t a n t i a t e  t h i s  doubt wi th  t h e  a s s e r t i o n  t h a t  *Engl ishn is  

e a s y  because anyone can w r i t e  what he l i k e s ;  o r  t h a t  c r i t i c i s m  

i s  s imply t h e  s u b j e c t i v e  express ion  of one ind iv idua l .  These 

remarks r e v e a l  t h e  d e s i r e  f o r  a c l e a r  enunc ia t ion  o f  t h e  

o b j e c t i v e  norms--necessary f o r  t h e  guidance of any d i s c i p l i n e ,  

No one doubts  t h e  e x i s t e n c e  of t h e  l i t e r a r y  work. The 

ques t ion  i s  Wha t  i s  t h e  s t a t u s  of  i ts  ex is tence?"  An immediate 
171 



c o r o l l a r y  of t h i s  ques t ion  is 'Where i s  t h e  l i t e r a r y  work?" 

Na tu ra l ly ,  if t h e  l i t e r a r y  work is  o n l y  a c o n s t r u c t  of t h e  

mind o r  a  s t a t e  of  consc iousness ,  it becomes d i f f i c u l t  t o  

app ly  o b i e c t i v e  c r i t e r i a .  Of n e c e s s i t y  we need t o  know t h e  

n a t u r e  of t h e  work. That knowledge is t h e  beginning of c r i t -  

i c i sm 's  t a s k ,  

If t h e r e  i s  such a  t h i n g  a s  a  l i t e r a r y  work--and who 

can deny it-- and i f  t h e r e  i s  t h e  enunc ia t ion  of  truth--and t o  

deny it is  t o  a f f i r m  it-- t h e r e  is  no reason  why i n t e l l e c t u a l  

s k i l l  and t h e  d e s i r e  f o r  t h e  emei-gence o f  t r u t h  should no t  be 

a b l e  t o  d i s c o v e r  t r u t h s  about  l i t e r a t u r e ,  I n t e l l e c t u a l  acumen 

i s  no t  a  g i f t ,  bu t  a  v i r t u e  and l i k e  a l l  v i r t u e s  it must be 

p rac t i ced  t o  be pe r f ec t ed .  The d e s i r e  f o r  t r u t h  is  t h e  mother 

of wisdom and t h i s  d e s i r e ,  l i k e  v i r t u e ,  i s  rewarded, 

If h i s t o r y  shows no precedence,  a search  f o r  t h e  

n a t u r e  of  l i t e r a t u r e  would s t i l l  be t r u e  and rewarding,  a l -  

though a  l o n e l y  endeavor. But h i s t o r y  r e v e a l s  a  weal th  of  

evidence;  i n  Western t r a d i t i o n  a lone  t h e  s ea rch  has  been con- 

t i nuous  from P l a t o  t o  t h e  p re sen t ,  Modern advances l i k e  

Mar i t a in  ls Crea t ive  I n t u i t i o n  a r e  p o s s i b l e  because of  t h e  

e f f o r t s  of t h o s e  t h a t  preceded. An approach t o  l i t e r a t u r e  

which beg ins  wi th  t h e  n a t u r e  o r  o n t o l o g i c a l  s t a t u s  o f  t h e  lit- 

e r a r y  work is  a n c i e n t .  The e f f o r t s  of  t h e  a n c i e n t  c r i t i c s  a r e  

an e s t a t e  f o r e v e r  passed on, y e t  cumulat ive  because t h e  h e r i -  

t a g e  is cont inuous ly  renewed i n  l i g h t  of  new i n s i g h t s .  

Development and growth does  no t  mean cont inuous pro- 

g r e s s ,  Without v i g i l a n c e  t h e  g a i n s  of t h e  p a s t  e r r o d e ,  A t  
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t h e  same t ime undreamt d i f f i c u l t i e s  a r e  c r ea t ed  o r  emerge. 

It is  a t  such t imes  t h a t  a  renewed c o n t a c t  wi th  t h e  n a t u r e  of  

things-through t h e  p a s t  and i n  t h e  p r e s e n t ,  bu t  f o r  t h e  f u t -  

ure--becomes a v a i l a b l e ,  

I n  M a r i t a i n T s  a e s t h e t i c ,  s t u d e n t s  and c r i t i c s  o f  lit- 

e r a t u r e  may f i n d  a  comprehensive answer f o r  an unders tanding  

o f  t h e  l i t e r a r y  work because his a e s t h e t i c  is  based upon and 

proceeds from t h e  v e r y  be ing  of  t h e  l i t e r a r y  work. Mar i t a in  

i s  a b l e  t o  accomplish t h i s  t a s k  through an i n h e r i t a n c e  o f  a  

r i c h  p a s t :  t h e  Ar i s to t e l i an -Thomis t i c  t r a d i t i o n .  This  enabled 

him t o  fo rmula t e  s o  comprehensive an answer, t o  app ly  t o  a l l  

forms of  A r t .  

C rea t ive  I n t u i t i o n  i s  E l a r i t a i n T s  comprehensive answer. 

It c a l l s  f o r  a p p l i c a t i o n ,  Appl ica t ion  r e q u i r e s  exac t  s p e c i f  - 
i c a t i o n .  Our e x p l o r a t i o n s  a r e  t h e  a t t empt  t o  make a v a i l a b l e  

a  v i a b l e ,  normative approach t o  l i t e r a t u r e .  C r i t i c i s m  demands 

t o  proceed from a  conscious  awareness of  t h e  n a t u r e  o f  l i t e r -  

a t u r e  and t h e  r a m i f i c a t i o n s  which f i l l  o u t  such consciousness .  



APPENDIX A 

THE MONKEY  PUZZLE^ - 
A kind o f  monkey o r  pinelemur 

n o t  o f  i n t e r e s t  t o  t h e  monkey, 

i n  a  kind o f  F l a u b e r t l s  Carthage, it d e f i e s  one-- 

t h i s  nPaduan c a t  w i th  l i z a r d , "  t h i s  "t iger i n  a  bamboo 
t h i c k e t , "  

"An interwoven somewhat," it w i l l  n o t  come ou t .  

Ignore  t h e  Foo dog and it i s  f o r t h w i t h  more than  a  dog, 

i ts t a i l  superimposed upon i t s e l f  i n  a complacent h a l f  s p i r a l ,  

t h i s  p ine  t r e e - t h i s  p ine  t i g e r ,  i s  a  t i g e r ,  no t  a dog. 

It knows t h a t  i f  a  nomad may have d i g n i t y ,  

G i b r a l t a r  has  had morea- 

t h a t  Qt is b e t t e r  t o  be  l o n e l y  t h a n  unhappy," 

A c o n i f e r  con t r ived  i n  i m i t a t i o n  o f  t h e  g l y p t i c  work o f  jade 
and hard-stone c u t t e r s ,  

a t r u e  c u r i o  i n  t h i s  bypath o f  c u r i o - c o l l e c t i n g ,  

it i s  worth i t s  weight i n  g o l d ,  but no one t a k e s  it 

from t h e s e  woods i n  which s o c i e t y ' s  n o t  knowing i s  c o l o s s a l ,  

t h e  l i o n ' s  f e r o c i o u s  chrysanthemum head seeming kind by 
comparison, 

This  porcupone-quil led,  complicated s t a rkness -  

t h i s  is  beauty-- "a c e r t a i n  p ropor t ion  i n  t h e  s k e l e t o n  which 
g i v e s  t h e  b e s t  r e s u l t s . "  

One is  a t  a l o s s ,  however, t o  know why it should be  he re ,  

i n  t h i s  morose p a r t  o f  t h e  ea r th -  

t o  account  f o r  i t s  o r i g i n  a t  a l l ;  

b u t  we prove,  we do no t  e x p l a i n  o u r  b i r t h .  

174 Marianne Moore 



APPENDIX - B 

For El izabeth Bishop 

Nautilus Is land 's hermit 
h e i r e s s  s t i l l  l i v e s  through win te r  i n  he r  Spartan co t t age ;  
h e r  sheep s t i l l  graze above t h e  sea. 
Her son 's  a bishop. Her farmer 
i s  first selectman i n  our v i l l a g e ,  
she ' s  i n  he r  dotage. 

T h i r s t i n g  f o r  h i e r a r c h i c  pr ivacy 
of  Queen Victoria  's  century,  
she  buys up a l l  
t h e  eyesores f a c i n g  her  shore,  
and l e t s  them f a l l .  

m e  season 's  ill- 
we've l o s t  our  summer m i l l i o n a i r e  
who seemed t o  l e a p  from an L. L. Bean 
catalogue,  H i s  nine-knot yawl 
was auctioned o f f  t o  lobstermen. 
A red fox  s t a i n  covers Blue Hill, 

And now our  f a i r y  decora tor  b r igh tens  h i s  shop f o r  f a l l ,  
h i s  f i s h n e t ' s  f i l l e d  with orange cork,  
orange, h i s  cobbler 's  bench and awl, 
t h e r e  is  no money i n  h i s  work, 
he'd r a t h e r  marry. 

One dark n igh t ,  
my B d o r  Ford climbed t h e  h i l l t s  s k u l l ,  
I watched f o r  love-cars ,  Lights turned down, 
they  l a y  toge the r ,  h u l l  t o  h u l l ,  
where t h e  graveyard she lves  on t h e  town . . . . 
My mind's not  r i g h t .  

A c a r  r ad io  bleats 
'Love 0 c a r e l e s s  love  . . . I hear  
my ili-spirit sob i n  each blood c e l l ,  
a s  i f  my hand were a t  i ts  t h r o a t  . . . . 
I myself am h e l l ,  
nobody's here- 



o n l y  skunks t h a t  s e a r c h  
i n  t h e  rnooniight f o r  a bite to e a t .  
They march on t h e i r  s o l e s  up Main S t r e e t :  
whi te  s t r i p e s  moonstruck eyes '  red f i r e  
under t h e  chaik-dry and s p a r  s p i r e  
of t h e  T r i n i t a r i a n  Church, 

I s tand  on t o p  
o f  o u r  back s t e p s  and b rea the  t h e  r i c h  a i r - -  
a mother skunk wi th  h e r  column of k i t t e n s  s w i l l s  t h e  garbage 
p a i l ,  
She j abs  h e r  wedge-head i n  a cup 
of s o u r  cream, drops  h e r  o s t r i c h  t a i l ,  
and w i l l  n o t  s c a r e ,  

Robert Lowell. 
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Analysis of t h e  Aesthet ic  of Jac ues @ r i t a i n ;  Victor  If. Em, 
The p a t t e r n  T c r i t i c i s m ;  ~r*. Adler, Poetr  
m i w a x  J. Marcotte The God Within. d r i t a i n l s  
in f luence  on t h e  c r i t i c s  o i  consciousness o r  "Geneva Schoolw 
s e e  Sarah N. Lawall, C r i t i c s  of Consciousness. 

1 4 ~ e e  Creat ive 1ntui t ion(3/3 ) . 
15Frencis Fergusson, "Poetic I n t u i t i o n  and Action i n  

h r i t a i n ' s  Creat ive I n t u i t i o n  A r t  and Poetry," Jac ues  
Mari ta in:  ---- ~ m n d  H i s  Achievement, ed. Joseph * s ,  
p* 130. 

1 6 ~ a c q u e s  Mari ta in,  The Range of Reason, p. 19. 

l 7 ~ o  consider  Mar i ta in1s  i n s i g h t s  f u l l y  i n  r e l a t i o n  
t o  t h e i r  p o t e n t i a l  i s  beyond t h e  scope of t h i s  t h e s i s .  It i s  
t h e r e f o r e  necessary t o  l i m i t  t h i s  study. No at tempt  is made 
t o  be exhaustive.  The explora t ion  shows what is  poss ib le  if 
a u n i f i e d  comprehensive t reatment  of both M a r i t a i n l s  philo- 
sophy and t h e  l i t e r a r y  approaches of today i s  undertaken. 

ma or t h e  quest ioning,  searching a t t i t u d e  of c r i t i c i s m  
today see t h e  a r t i c l e s  i n  Malcolm Bradbur'y and David Palmer 
(eds.) ,  Contemporary Cr i t ic i sm,  e s p e c i a l l y  pp0.6-9. 

19~1f we cannot agree about what is  good, o r  what 
c o n s t i t u t e s  humane o r  l i t e r a r y  q u a l i t y ,  can we not  agree  t h a t  . . . developments i n  l i n g u i s t i c s ,  sociology,  anthropology o r  
psychology i l lumina te  l i t e r a r y  phenomena? But t h e  p o t e n t i a l  
danger with t h i s  approach is t h a t  c r i t i c i s m  tends  t o  seek i t s  
community and a u t h o r i t y  not  from i t s  c o m i t m e n t + t o  l i t e r a t u r e  
a t  a l l  bu t  from i t s  capac i ty  t o  i n t e g r a t e  and a s s i m i l a t e  
d i s c i p i i n e s  by na ture  a o r e  s c i e n t i f i c .  The r e s u l t  is  t h a t  
c r i t i c a l  a n a l y s i s  then  tends  t o  l o s e  i t s  po in t s  of  r e fe rence  
i n  l i t e r a r y  t e x t s  and t o  l o s e  i t s  own d i s t i n c t i v e  s tandards  of 
re levance ,  simply conducting a spec tacu la r  d ia logue  around 
1 iGera ture  i n  which any pure ly  l i t e r a r y  po in t s  of r e fe rence  
a r e  b o n u s e s 2  Malcolm Bradbury "Introduct ion:  The S t a t e  of 
Cr i t i c i sm Today," Contemporary Eriticisn, ads. Malcolm Bradbury 
and David Palmer, pp. 23-24. In  br inging  t o  t h e  f o r e  t h e  
na tu re  of t h e  poem, Mari ta in d r a s t i c a l l y  l i m i t s  t h e  p o s s i b i l i t y  
of t h e  implied danger, without e l imina t ing  t h e s e  d i s c i p l i n e s .  



2 0 ~ e c a u s e  t h e  poem i s  so  personal  a  being, terms 
associa ted  with l i f e  a r e  most conducive t o  express poe t i c  
r e a l i t y .  The f a c t  t h a t  I of ten  use t h e  terminology of 
organicism t o  descr ibe  poet ic  a c t i v i t y  does not  mean t h a t  
& r i t a i n t s  on to log ica l  view can be reduced t o  an o r g a n i s t i c  
philosophy. This i s  wrong. A s  an analogy of metaphor organ- 
ic ism is simply f a m i l i a r  and most a p t  t o  convey t h e  r e a l i t i e s  
of l i t e r a t u r e .  

21~ansom's most c a t e g o r i c a l  statement i s  t h e  f o l -  
lowing: "But Hegel's thought is a s p e c i a l  development of Kant's 
and t h e  f a c t  is  t h a t  I am obliged t o  th ink  of Kant a s  my own 
mentor. Kant is  c l o s e r  t o  our  c r i t i c a l  f e e l i n g  than Hegel is! 
So I t a l k  of Kantls  under-standing of poetryOr1 and wIf I read 
Kant c o r r e c t l y ,  h i s  i s  t h e  more poet ic  sou l ,  and t h e  g r e a t e r  
p ie ty .  I have come t o  th ink  of  him a s  t h e  most r a d i c a l  and 
u l t i m a t e  spokesman f o r  poetry t h a t  we have had ." from John 
Crowe Ransom, "The Concrete U n i v e r ~ a l , ~  a s  quoted by William 
J. Handy Kant and t h e  Southern New C r i t i c s ,  p, 3 ,  C f ,  Fabian 
Cudas, ittonCrete ~ n i v e r b ~ i n c e t o n  Encyclopedia of Poetry 
and Poet ics  ,ed, Alex Preminger, pp. 150-151, - 

221brr i s  Stockhammer, Kant Dict ionary,  p. 156. 

2 3 ~ e e  Cleanth Brooks, "New Cr i t i c i sm tt Princeton 
Encyclopedia of Poetry and Poet ics ,  ed. Alex hreminger, 
PP. 567-568. 

Z 4 ~ e e  Sigmar von Fersen, "Existent i a l  Philosophy 
Dict ionary of P h i l o s o ~ h e ,  ed. Dagobert D. Runes, pp, 102-103. 

25~hornas Aquinas , Swnma T h e o h ~ i a e ,  l a  2ae. 2 7 , l  ,ad3 ; 
a l s o  quoted i n  Creat ive In tu i t ion(160/122) .  See Thomas 
Cilby (ed . I ,  S t  T L o w  k u i n a s  : Summa Theologiae , Vol. 19, 
The Emotions na 2ae. 22-30 ) , t r a n s .  sr,d ed . mc D' Arcy. - 

2 6 ~ e s u t y  is derived from t h e  Greek ttkalos,fl t o  be 
ca l led .  The Greek word i t s e l f  is derived from t h e  a c t  of 
c a l l i n g .  C f .  James F. Anderson, In t roduct ion  to the 
Metaphysics of &. Thomas Aquinas, pp. 85-86, 

2 7 ~ r i t a i n t s  i t a l i c s .  See Creat ive 1ntuition(162/123 1. 

2 8 ~ e e  Creat ive I n t u i t i o n  (164/125 ) , 

2 9 ~ a e  Creat ive ~ n t u i t i o n  (l66/126 ) . 
3O~ornes F. Anderson, "The Role of Analogy i n  Mar i ta in1s  

Thought," Jacques Maritain:  The Man and H i s  Achievement, ed 
Joseph W. Evans, p. 91. 

31~ndareon ,  "The Role of Analogy i n  M a r i t a i n l s  
Thought, tf p, 90. Author's i t a l i c s .  



3 2 ~ f .  Anderson, p. 102. 

3 3 ~ a c ~ u e s  Mar i ta in ,  A r t  and Scholast ic ism,  n. 66, 
PP* 173-1740 

CHAPTER 

'F. C. Copleston, Aquinas, p. 43. 

* In f ra  n, 58, p. 63; a l s o  pp. 64-70. 

31 understand Dylan Thomasf remarks about poetry and 
p leasure  a s  a  t r u e  expression of t h e  profound. He a b o  equates  
enjoyment with f u l l  understanding s o  t h a t  whatever t h e  a spec t  
of t h e  poem is  about ,  t h e  reader  w i l l  f i n d  enjoyment, See 
Dylan Thomas, "Notes on t h e  A r t  of Poetry," Texas Quarter ly ,  
v o l e  4(Winter,  19611, pp. 44-53, 

b ~ n f r a  p. 95 i n  r e l a t i o n  t o  Keats'  "negative cap- 
a b i l i t y w  and p. 101 i n  r e l a t i o n  t o  "aes the t i c  d i s t anceml '  

 he foregoinp r e f l e c t  ions  f i n d  t h e i r  in t eg ra ted  
expression i n  t h e  l a s t  p a r t  of  t h i s  t h e s i s .  In f ra  pp. 141-170, 

6~ am indebted t o  t h e  i n s i g h t s  of Professor  Van Kaam 
f o r  t h e  explanat ion of t h i s  s e c t i o n ,  even though I do no t  u s e  
h i s  . i n s i g h t s  i n  t h e  same context .  See Adrian Van Kaam, 
E x i s t e n t i a l  Foundat ions  of Psychology, pp, 263-264. 

7 ~ h i s  contac t  with t h e  o r i g i n a l  f i n d s  a  c l e a r  ex- 
press ion  i n  P h i l i p  Wheelwright's Metaphor and R e a l i t  , 

wPhi lo log ica l  evidence r e v e a l s  t h r e e  kinds -+ o concre te  
experience on which t h e  ancient  Indo-European th inker  drew 
when he wanted t o  express  t h e  idea of ex i s t ence :  t h e  exper- 
iences  of brea th ing ,  of dwelling, and of growing. The ex- 
treme i r r e g u l a r i t y  of our  very ' t o  be1 is thereby l a r g e l y  
explained: asmi, '1 brea the , '  probably l i e s  back of both 'amt 
and ' is l ;  t h e o o t  bhu ' t o  grow1 l i e s  back of 'be t  ; and t h e  
r o o t  w, ' t o  d w e l l ~ i i e s  back of 'was. ' See F. Max Muller, 
Lectures on t h e  Origin and Growth of Religion of India  (London, 
1878) .p71-192,  lt p e T 3 ;  s e e  a 5 0  pp. 148-a9 .  Through- 
out  t h i s  t h e s i s  we make use of etymological i n s i g h t s  a s  an 
i n t e g r a l  aspect  of discovery.  O f  course we do not  imply a  
philosophy b u i l t  upon etymology, Rather philosophy t h a t  i s  
r e a l i s t i c  and remains i n  touch with r e a l i t y ,  a s  is  Mar i ta in ' s  
f i n d s  i n  etymological discovery a cor robera t ion  and a  source 
f o r  f u r t h e r  inquiry.  See a l s o  Professor  Bernard J. Boelen ". . . etymology a s  t h e  sc ience  of t h e  cons t ruc t ion  and de- 
r i v a t i o n  of 'word-objectst is both i n t e r e s t i n g  and l e g i t i m a t e .  
R u t  etymology a s  t h e  l o g i c a l  sc i ence  of words cannot a r r i v e  a t  
t h e  e x p e r i e n t i a l  f u l l n e s s  of t h e i r  e t  mon ( o r i g i n a l  meaning, 
t r u t h  1 ." E x i s t e n t i a l  --k Thinkin P* 2 s i " f t  is t o  t h i s  l a t t e r  
sense  of etymology t h a  w e  ma e  etymological re ferences ,  



8 
'Waive" i s  d e l i b e r a t e l y  used f o r  it,s double meaning 

of "inbornn and "showing l a c k  o f  informed judgement." The 
former meaning i s  r a t h e r  dormant and P i e s  hidden i n  i t s  e t y -  
mology; e .  g .  t h e  La t in  r o o t  n a t i v u s  from n a t u s ,  pp. of n a x i ,  
" to  be born. lV 

9Mari ta in  c h a r a c t e r i z e s  t h i s  n a t u r a l  r e a l i s m  a s  " . . t h e  n a t u r a l  metaphysics immanent i n  t h e  human s p i r i t . "  John 
J. FitzGerald  , W a r i t a i n ' s  C r i t i c a l  Realism l1 Jacques Mar i t a in  : 
The Man and H i s  Achievement, ed. Joseph W. &vans, pp. 59;60. ---- 

lowlt has t o  be  confessed t h a t  i n  many ways c r i t i c i s m  
today  has passed beyond being t h e  i n t e l l i g e n t  deba te  of soc- 
i e t y  about i ts l i t e r a t u r e .  Having a c q u i r e d ,  i n  t h e  academy, 
t h e  p r i v i l e g e  o f  a s p e c i a l i s t  aud ience ,  it has tended t o  grow 
more a rcane  and d i f f i c u l t ,  . . ." "Preface," Contemporary 
C r i t i c i s m ,  eds. Malcolm Bradbury and David Palmer, p.  6. 

l l ~ t i e n n e  Gilson , The Unity of  Ph i losophica l  Exper- 
i e n c e ,  p. 317. The whole of  Chapter  E e l v e ,  llThe Nature and 
Uni ty  o f  Ph i lo soph ica l  Experience," i n  t h i s  work of Gi lson is  
germaine i n  providing a background t o  what is  he re  s imply 
presen ted .  

1 2 ~ i l s o n ,  p. 317, That is', a r t  a s  one among a l l  t h e  
changing problems. I n  r e l a t i o n  t o  "beingw and "thoughtw both  
Mar i t a in  and Cilsor, c l a r i f y  a s p e c t s  which occupied Heidegger. 
Cf .  & I n t r o d u c t & ~  to l l e taphvs ics ,  e s p e c i a l l y  pp. 98-104. 
I n  s p i t e  of  cons ide rab le  d i f f e r e n c e s ,  t h e r e  is  a s i m i l a r i t y  
between Heidegger and Mar i t a in  i n  t h e  way t h e y  conceive o f  
Poetry ,  

l 3 ~ i l s o n ,  p. 318; a l s o ,  I n f r a  p. 117. 
14  Whether we say  with  Aquinas t h a t  t h e  o b j e c t  of 

knowledge i s  "being and i t s  p r o p e r t i e s v  o r  w i th  Jonathon 
Edwards "the consent  of  being t o  Beingv bo th  i n s t a n c e s  e n t a i l  
knowledge o f  t h e  f i rs t  p r i n c i p l e ,  i n  t h e  l i g h t  o f  which 
eve ry th ing  e l s e  fo l lows .  

CHAPTER II 
'see Crea t ive  ~ n t u i t i o n  (10/10 - 33/30 ) . The d i v e r s e  

b a s i c  a s p e c t s  of t h i s  c r u c i a l  r e l a t i o n s h i p  a r e  considered a t  
v a r i o u s  p o i n t s  throughout t h i s  t h e s i s .  For s p e c i f i c  r e f e r e n c e  
t o  t h e  a u t h o r ' s  i n t e n t i o n  and "presencew i n  t h e  poem s e e  
ppe l4 l f  f 

'supra, llForeword, l1 pp. xi-xv. 

3 ~ r i t a i n 1 s  motto might w e l l  be  " d i s t i n g u e r  pour 
u n i r e n  It i s  der ived  from t h e  French t i t l e  of h i s  important  



phi losophica l  work - The Degrees pf Knowled~e whose s u b t i t l e  is 
Dis t inguish  & Unite, 

5v~pir i t t t  i s  t h e  abundance of immanent energy and 
a c t i v i t y  which makes t h e  human being a l i v i n g  s p r i n g  of both 
cogn i t ive  and a p p e t i t i v e  l i f e .  A s  immaterial  r e a l i t y  s p i r i t  
des igna tes  a pe r fec t ion  o f  l i f e  which is  tt. . . charac ter ized  
by t h e  intimacy of personal  l i f e ,  by t h e  consciousness of i t s  
own d i s t i n c t i v e  a c t i v i t y  knowledge of and dominion over s e l f ,  
d e l i b e r a t e  and f r e e  deveiopnent of t h e  course of one ls 

ac t ions ,"  See Louis De Raeymaeker, P h i l o s o ~ h v  of Bein& 
P* 313. 

6 ~ o e t r y  i n  t h e  wide sense a s  present  i n  a l l  forms of 
f i n e  a r t  has received a t t e n t i o n  under d i f f e r e n t  names, For 
example, compare Pla to  l s mousikd and Coleridge 's poesy. 

7 ~ h e  s t r u c t u r e  of Crea t ive  I n t u i t i o n  is conditioned 
by t h e  r e a l i t y  of t h e  c r e a t i v e  process. The fa l lowing o u t l i n e  
can be abs t rac ted  from Creat ive  I n t u i t i o n :  

I, In t roduct ion  t o  c r e a t i v e  i n t u i t i o n  
A, Induct ive i n v e s t i g a t i o n  of t h e  world 's  a r t  
B, Consideration of a r t  a s  a p r a c t i c a l  v i r t u e  

11, Creat ive i n t u i t i o n  i n  t h e  a r t i s t  
A ,  EXficient cause 
B, Mater ia l  and formal cause 
C, F ina l  cause 

I Creat ive i n t u i t i o n  i n  t h e  work 
A, E s s e n t i a l  meaning 
B. Transmission of t h e  meaning 
C, The f u l l  meaning 

C f ,  Thomas R. Heath, "Review of Jacques P a r i t a i n  Creat ive 
I n t u i t i o n  A r , t  and Poetry,  lr The Thomist, vol .  i 7 ' m r ,  
19541, PP* 583-584. 

*~f. F. Coplestone, Aquines , "No one perceives t h a t  
he understands except through t h e  f a c t  t h a t  he understands 
something, f o r  t o  understand something is  p r i o r  t o  understand- 
i n g  t h a t  one understands," p, 27, See a l s o  Thomas Aquinas, 
Truth,  X,  8 ,  - 

9 ~ e a  e s p e c i a l l y  h i s  major work Degrees of 
Knowledge, 

''~f. William A. L u i  jpen, E x i s e n t i a l  Phenomenolo~ ,  
p * .  89. 

l1I?or example, a s  is  t h e  Kantian &stem. Kantls 
con t r ibu t ion  t o  man ? s  understanding of  "knowledge e s p e c i a l l y  
h i s  c r i t i q u e  o f  knowledge i s  not  dismissed but  h i s  a t tempt  t o  
u n i t e  Empiricism and Rationalism brought about t h e s e  



ci rcumscr ip t ions  and t h e i r  conseauences. C f .  Bernard J. F. 1 
Lonergan, insight ; Fernand Van ~ t ' e e n b e r ~ h e n  Epistemology; 
E. Cilson, The Unity of P h i l o s o ~ h i c a l  Experxence. - - 

121nfre p. l l 3 f f .  

13~hrough  both phi losophica l  and anthropologica l  
cons idera t ions  Mari ta in explores  t h e  making capac i ty  of  man, 
See pp. 58-62, 

14cf. A r i s t o t l e  Meta h i s i c s ,  A. 1025 b  25. See a l s o  
Creat ive I n t u i t i o n ,  p. ( b m m k -  

1 5 ~ p e c u l a t e  from t h e  Lat in specula tus ,  pp. of 
s p e c u l a r i  = t o  spy o u t ;  from specula = watchtower. Our 
emphasis is  on t h i s  aspect  of see ing  what r e a l i t y  w i l l  d i s -  
c lose  . 

1 6 ~ s  we s e e ,  Mari ta in--elaborately i n  h i s  p r i n c i p a l  
books, Three Reformers, The Person and t h e  Common Good, and 
i n  t h e  j o i n t l y  w r i t t e n  manifesto Wisdom--has put forward an  
understanding of t h e  human person which goes back t o  A r i s t o t l e .  
A main f e a t u r e  of t h i s  understanding is  t h e  mutual r e l a t i o n -  
s h i p  of i n t e l l e c t  and w i l l .  W i l l  i s  then a  t e n d e n t i a l  power 
capable of i n c l i n i n g  toward any ob jec t  t h a t  i s  presented by 
t h e  i n t e l l e c t  a s  good. As a  meaningful tau to logy we could s a y  
t h a t  t h e  person a c t s  t o  pursue t h e  personal ly recognixed good. 
The same could be s t a t e d  i n  a  d i f f e r e n t  manner f o r  poet ic  
c r e a t i v i t y  i n  t h a t  t h e  Self  a c t s  t o  pursue t h e  Self-recognized 
good. In  Bfar i ta in ts  view w i l l  i n  p r inc ip le ,  is s o  r e l a t e d  t o  
i n s i g h t  t h a t  choice should be t h e  expression of a  Self--or ex- 
i s t e n t i a l l y  of  a  loving  personal i ty .  The a c t i o n  of being is  
contemplation and primary t o  t h e  a c t i o n  of a c t i v i t y .  Reason 
end w i l l  work toge the r  a s  pe r sona l i ty  open t o  th ings  and 
o the r s .  The r e l a t i o n  between w i l l  and reason i s  not  a  v i c i o u s  
c i r c l e .  Rather we need t o  remember t h a t ,  ". . . i n t e l l e c t  does 
not  know, nor does my w i l l ,  w i l l ;  but I know and w i l l  through 
t h e s e  f a c u l t i e s .  The d i f f f  c u l t y  a r i s e s  from an exaggerated 
o b j e c t i f i c a t i o n  of t h e  f a c u l t i e s .  I n t e l l e c t  and w i l l  a r e  n o t  
substances but accidents .  It i s  not, r e a l l y  t h e  i n t e l l i g e n c e  
t h a t  l eads  t h e  w i l l  and t h e  w i l l  t h a t  inf luences  t h e  i n t e l -  
l igence ,  but f myself, a s  knowing lead myself a s  will- ing; 
and I, a s  w i l l i n g ,  inf luence  rnyseff a s  knowing. I n  an a c t  of 
f r e e  choice it i s  t h e  whole person, i n  h i s  most in t ima te  
o r i g i n a l i t y  and spontanei ty  who expresses himself .tt (Phi lo-  
soph ica l  Anthropology, p, 463 . It i s  t h e  r e f l e x i v e  a T 3 Z t y  
of the i n t e l l e c t  t h a t  c r e a t e s  the p o s s i b i l i t y  f o r  Self-deter-  
.mination, Thus w i l l  i s  determined by reason. The w i l l  
governs dec i s ions  a s  a  p o s i t i v e  r e f l e x i v e  a c t  t o  overcome a s  
such t h e  usua l  psychological au tomt ism.  

bhn is  not a  w i l l i n g  being i n  t h a t  t h e  i n t e l l e c t  i n  
r e l a t i o n  t o  t h e  w i l l  has only  a secondary and se rv ing  r o l e ,  as 



Schopenhauer maintained . Plar i t a in  ls view i s  p e r s o n a l i s t i c  
and r e j e c t s  voluntar ism.  I n  modern thought  t h e  n o t i o n  o f  
w i l l  has  no t  receded i n  importance whi le  t h e  term has  o f t e n  
been rep laced  by v o l i t i o n  because o f  t h e  wide r e a l i t y  com- 
p r i s i n g  t h e  no t ion  of w i l l .  For r e l e v a n t  i n s i g h t s  see: 
"Philosophy of  W i l l .  and Action,  " Paul Ricoeur Phenomenology 
o f  W i l l  and Action,  eds .  Erwin W. S t r a u s  and Richard M. - - - -  
G r i f f  i t h s ;  a l s o  Stephan S t r a s s e r ,  The Soul & I4etaphvsical  
and Empir ical  Psycho lo~y .  - 

1 7 1 b r i t a i n  means: lf. . . old  prudent ia  i n  i t s  genuine 
s e n s e ?  p r a c t i c a l  wisdom a t  t h e  h i g h e s t  deg ree  o f  p r a c t i c a l i t y ,  
t h e  v i r t u e  through which t h e  Bold make an  i n f a l l i b l e  d e c i s i o n ,  
n o t  o u r  bour e o i s  and t imorous prudence," See C r e a t i v e  
I n t u i t i o n  (46 S 3 5 1. 

1 9 ~ e e  n I n t r o d u c t i o n  : I1 ," pp. 11-20. 
20 

I n  Thomism a l l  be ing  a s  be in^ is  i n t r i n s i c a l l y  good, 
and va lue  is  considered n o t  i n  i t s e l f  b u t  a s  a n  a s p e c t  o f  
tlgood. See fo l lowing  and supra  w I n t r o d u c t i o n : I f ,  pp. 11-20. 

2 1 ~ o r  t h e  i n t r o d u c t i o n  of t h i s  express ion  s e e  P h i l i p  
Wheelwright, Metaphor and R e a l i t v ,  p. 30 f f .  

2 2 ~ h i s  exp res s ion  from Holder l in  has  become famous 
through Heidegger ls  d i s c l o s u r e  o f  t h i s  poet  ls t e x t .  "Ful l  of 
m e r i t ,  y e t  p o e t i c a l l y  dwells/Man on t h i s  ea r thv (VI .  25 ) . See 
Martin Heidegger , " ~ o i d o r l i n  and t h e  Essence of  Poetry,"  
Exis tence  and Being,, pp. 270-291. 

2 3 ~ n f r a  pp. 95-102, f o r  t h e  whole r e l a t i o n s h i p  o f  
Keat ' s  p o e t i c s  t o  Mari ta in .  

2 4 ~ e e  Crea t ive  1n tu i t ion(57/42  1. 

2514aritain g i v e s  a  d e t a i l e d  e x p o s i t i o n  o f  i n t u i t i v e  
knowledge i n  h i s  ~ e r g s o n i a n  Phi losophy Thomism. The f o l -  
lowing s u c c i n c t  summary i s  found i n  John W. Hanke, M a r i t a i n l s  
Ontolo o f  t h e  Work of Art, pp. 69-71 : 
d f ~ ~ r t i n t u i t i o n (  has  two b a s i c  meanings accord ing  t o  
h r i t a i n  : (I ) Immediate knowledge o r  pe rcep t ion ,  wi thout  i n t e r -  
mediary. This is  t h e  ph i losophic  u s e  of  t h e  term,  meaning t h a t  
t h e r e  is  no o t h e r  o b j e c t  known f i rs t  a s  a  cond i t i on  f o r  t h e  
knowing i n  ques t ion .  ( I n t u i t i o n t ,  I lfari tain s a y s ,  is etymo- 
l o g i c a l l y  c l o s e  t o  l v i s i o n ' ;  and t h e  l a t t e r  r e f e r s  t o  t h e  
obvious  c a s e  o f  t h i s  s e n s e  o f  t h e  word. 

(11) & d i v i n a t i o n .  This  i s  advanced a s  t h e  common 
nen-philosophic meaning o f  t h e  term,  a s  i n  t h e  express ion  $ i n -  
t u i t i o n s  of t h e  hea r t . '  Involved he re  i s  t h e  s p o n t a n e i t y  
r a t h e r  t h a n  t h e  immediacy wi th  which t h a t  a c t  o f  cogn i t i on  
a r i s e s ;  t h e  r i g h t  i dea  j u s t  seems t o  s p u r t  f o r t h .  Now i n t u i t i o n  



a s  d i r e c t  o r  immediate knowledge can be subdivided i n t o  t h r e e  
t y p e s  : 

( A ) ~ e n s e  pe rcep t ion  - a n  immediate knowledge of a con- 
c r e t e ,  i n d i v i d u a l  o b j e c t  i n  t e rms  n o t  of i ts  essence  o r  what 
it is a s  an organized whole bu t  i n  terms of  i t s  a c c i d e n t s  o r  
p r o p e r t j e s  'and i n  t h e  ve ry  a c t i o n  it e x e r t s  upon us. '  

(B) i n t u i t i o n  of t h e  s e l f  - an immediate knowledge of 
s u b j e c t i v i t y  i n  a  conc re t e  way, t h a t  is, i n  terms n o t  of i t s  
essence  bu t  o f  i t s  e x i s t e n c e  and i t s  i n d i v i d u a l  a c t s  o r  oper-  
a t i o n s ,  

( C  ) I n t e l l e c t u a l  percep t ion  - an a b s t r a c t  knowledge 
through concepts ,  which is immediate i n  t h e  sense t h a t  a l though  
t h e r e  is a  s u b j e c t i v e  in te rmediary  - namely a  means o f  p re sen t -  
a t i o n ,  t h e  concept - t h e r e  is no o b j e c t i v e  i n t e rmed ia ry  o r  
i n t e rposed  t h i n g  between t h e  mind and t h e  o b j e c t ,  
Dis t inguished from i n t u i t i o n  a s  immediate knowledge i s  i n -  
t u i t i o n  a s  i n c l i n a t i o n  o r  d i v i n a t i o n ,  Mar i t a in  does  n o t  sub- 
d i v i d e  t h i s  t y p e  i n  W s o n i a n  Philosophy and Thornism; b u t  it 
encompasses many s o r t s  o f  what can be c a l l e d  i n t u i t i v e  a c t i v i t y ,  
i nc lud ing  p o e t i c  exper ience ,  It i s  a  spontaneous,  non-con- 
c e p t u a l i z a b l e  knowing wi thout  d i s c o u r s e ;  and a s  such it i s  n o t  
possessed o f  t h e  kind o f  c e r t a i n t y  t h a t  a l o g i c a l l y  demon- 
s t r a t e d  knowing would have. I n  c o n t r a s t  t o  Bergson, Mar i t a in  
ho lds  t h a t  such an  i n t u i t i o n  r e q u i r e s  no s p e c i a l  f a c u l t y ;  it 
invo lves  i n t e l l i g e n c e ,  b u t  no t  e x c l u s i v e l y .  It is e complex 
a f f a i r  and r e q u i r e s  o t h e r  a c t i v i t i e s  a s  w e l l  a s  t h o s e  which 
might s t r i c t l y  be termed i n t e l l e c t u a l ,  Author's i t a l i c s ,  

2 6 ~ n f r a  pp, 70-73. 

2 7 ~ e e  Crea t ive  I n t u i t i o n ( 6 4 / 4 9 ) .  Mar i t a in  quotes  
from Co le r idge l s  Lec tures  and Notes on Shakespeare and o t h e r  
Dramat is ts ,  

*%f. Fernand Van Steenberghen,  Epistemolop,y, t o  
whom I am indebted f o r  t h e  p r e c i s e  exp res s ion  o f  t h i s  e p i s -  
t emologica l  view s o  important  f o r  an  unders tanding  o f  M a r i t a i n f s  
i n s i g h t s  and f o r  t h e  approach t o  l i t e r a t u r e ,  

2 9 ~ a n  Steenberghen,  p.  103, 

3 0 ~ e e  Crea t ive  I n t u i t i o n  (65/@). N a r i t a i n  quotes  
from Baudela i re  's "Richard Wagner e t  Tannhauser. 

315ee Crea t ive  I n t u i t i o n  (65/49). 

3 2 ~ n f r e  pp. 115-117. 

33Mari ta in 's  unde r s t and in  of " a r t n  is  A r i s t o t e l i a n  i n  
o r i g i n ,  See Crea t ive  I n t u i t i o n  (45 7 32 1, 

3 4 ~ n f r a  pp, 152-157. 



3 5 ~ e e  Crea t ive  I n t u i t i o n  (73/53 - 75/55 ) and I n f r a  
pp* 141-170. 

3 6 ~ r e a t i v e  I n t u i t i o n  was first presented a s  s ix  
l e c t u r e s  i n  1952. 

3 7 n ~ h e  n a t u r a l  pa th  o f  i n v e s t i g a t i o n  s t a r t s  from 
what is  more r e a d i l y  knowable and nore  e v i d e n t  &us, and more 
i n t e l l i g i b l e ;  f o r  it is  one t h i n g  t o  be kcowable t o  u s  and 
q u i t e  ano the r  t o  i n t e l l i g i b l e  o b j e c t i v e l y .  Th i s ,  then  is t h e  
method p re sc r ibed :  t o  advance from what i s  c l e a r e r  t o  u s ,  
though i n t r i n s i c a l l y  more obscure ,  towards what is  i n t r i n -  
s i c a l l y  c l e a r e r  and more i n t e l l i g i b l e e f t  We J. Oates ,  A r i s t o t l e  
and t h e  Problem of Value, p. 61. P ro fe s so r  Oates quotes  -- 
~ r i s t o t l ~ i c s  ,- 16. 

3 8 ~ o r  example, s u r r e a l i s m  i n  i t s  exces s ive  form when 
it shows t h a t  t h e  poet  has  been i n t o x i c a t e d  o r  overpowered by 
Poe t ry  becomes t r u l y  s u r - r e a l  and has  no th ing  t o  say.  Was 
Rimbaud no t  s o  a f f l i c t e d  i n  c e r t a i n  a spec t s?  

3 9 ~ r i t a i n t s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (72/52). 

40Mar i ta infs  i t a l i c s .  See Crea t ive  1n tu i t ion(72/52)  

41~ee  Et ienne  Gilson,  "The P o i e t i c  Being, 'I& Arts 
of t h e  B e a u t i f u l ,  pp. 90-91, f o r  a  c l e a r  e x p o s i t i o n  of t h e  -- 
metaphysical  p r e c i s i o n  which de te rmines  t h e  u s e  o f  t h e  word 
t tdeprived,  tt 

4 4 ~ o b e r t  Lowell, L i f e  S t u d i e s ,  pp. 39-40. See I u f r a  
wAppendix:B,w pp, . 

4 5 ~ o h n  Mil ton,  Pa rad i se  Los t ,  Bk. IV, 1.75. 

461t~11uden from i t s  La t in  r o o t  means " to  p loy  wi th , "  
(from ad+ludere:  t o  p l a y ) ,  

4 7 ~ n f  r a  pp. 152-170. 

4 B ~ h o n a s  Aquinas, Summa T h e o l o ~ i a e ,  l a .  117, 1. See 
Thomas Gilby,  (ed . ) , Thomas Aquinas : Summa Theologiae , 
Vol. 15 ,  & World 0rderXla.  110-119), t r a n s .  and ed. M e  J . 
Charlesworth. 

4 9 ~ n f r a  pp. 152-157. 

5 0 ~ n f  r a  pp. 145-148. 
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51 These concepts  a r e  he re  in t roduced t o g e t h e r  wi th  

some p re l imina ry  unders tanding.  For f u r t h e r  in format ion ,  
i n f r a  p. 93. How t h e s e  concepts  app ly  t o  an approach and 
determine subsequent c r i t i c i s m  is  d e a l t  wi th  i n  t h e  second 
p a r t  o f  t h e  t h e s i s .  I n f r a  pp. 141-170. 

5 2 ~ n f r a  pp. 156-161, where t h e s e  con ten t ions  e r e  
d i s c l o s e d  i n  some poems. 

53Mari ta in1s  i t a l i c s .  See C r e a t i v e  1ntui t ion(75/55 1. 

5 4 ~ e e  Crea t ive  1n tu i t ion(76/55) .  C f .  J. F .  Doncael, 
Ph i lo soph ica l  A n t h r o p o l w ,  p.  2&. 

5 5 ~ e e  Crea t ive  I n t u i t i o n  (76/55 1, C f .  Rol lo  May, 
" C r e a t i v i t y  and t h e  U n c o n s c i ~ u s , ~  E x i s t e n t i a l  Psychotherapy, 
PP. 41-50. 

5 6 ~ n f r a  p. 87. 

5 7 ~ n f r a  pp. 103-107. 

 he r e a l i t y  Mar i ta in  a t t e m p t s  t o  e x p l a i n  can be 
c l a r i f i e d  through an unders tanding  o f  t h e  words : "au then t i c ,  
ltautonomous,lt and rtauthor.ll  Juxtaposed i n  t h e i r  e tymologica l  
meanings a s  exp res s ing  o r i g i n a l  consciousness  of  r e a l i t y  we 
d i s c o v e r  i n  a  more ou t - s tanding  way t h e  dimensions o f  t h e  
r e a l i t y  P a r i t a i n  a t t e m p t s  t o  convey. 
a u t h e n t i c  - from Greek a u t h e n t i k o s  

from a u t h e n t e z  =master 
from a u t  ( au tos=se l f  ) + k e n t i s  

a k i n  t o  anye in  = t o  accomplish 
automat ic  - from Greek autornatos =self - a c t i n g  

t h a t  i s ,  i n  t h e  sense  of  
i n v o l u n t a r y  o r  under t h e  
power of  i t s e l f .  

autonomous - from Greek autonomous s independent  
from %+nornous = s e l f  ( o r  same ) 

+law 
t h a t  i s t  i n  t h e  s ense  of 
developing independent of  
t h e  whole o r  under i t s  own 
law, 

a u t h o r  - from Greek a u t o s  = s e l f  
t h a t  i s  m e  s e n s e  o f  
s e l f  -o r ig ina t ing .  

The a n t i t h e s i s  o f  *au then t icvT and t lautomaticv i s  d e l i b e r a t e .  
I t , b r i n g s  o u t  both t h e  r e s p e c t i v e  i d e n t i t i e s  o f  t h e  a c t i v i t i e s  
named and g i v e s  a  p roper  p e r s p e c t i v e  s i n c e  t h e  psychologica l  
unconscious needs t o  be seen  no t  u n l i k e  a  g e s t a l t  a g a i n s t  t h e  
ground,  t h e  l a t t e r  be ing  a u t h e n t i c  unconscious  a c t i v i t y .  A l -  
though t h e s e  a c t i v i t i e s  a r e  autonomous it must n o t  be  f o r g o t t e n  
t h a t  t h i s  dynamism is an a c t i v i t y  i n  t h e  union o f  t h e  person. 



59 See h i s  a r t i c l e  "Freudianism and Psychoanalysis,  '' 
Cross Currents,  vol.  6, No. 4 (1956) ,  pp. 307-724. 
-C--"- 

60 
Gustave Weigel and Arthur G. Madden, Knowledge: Its 

Values - and L i m i t s ,  p. 16: "Consciousness i s  t h e  b a s i s  of  a l l  
knowledge. That t h e r e  can be no unconscious knowledge i s  read- 
i l y  admitted. The Freudian unconscious i d e a s  a r e  not  knowledge 
but  determined urges t o  a c t i o n  which can be expressed by ideas .  
The Freudian lunconsc ious~  does not  'knowf what it wants It 
is  s t r u c t u r a l  dynamism." Freud was aware o f  t h i s  and acknow- 
ledged a  r e a l i t y  s i m i l a r  t o  Mar i t a in ' s  not ion  which we have 
termed au then t i c  unconscious a c t i v i t y .  C f .  Sigmund Freud, 
ltConscious and What i s  U n c o n s c i ~ u s , ~  The Standard Edit ion of 
t h e  Complete Psvcholoaical  Works of ~ E u n d  Freud,=97 - 
p. 18: We recognize t h a t  t h e  unconscious does not  coincide 
with t h e  repressed;  it i s  s t i l l  t r u e  t h a t  a l l  t h a t  i s  re -  
pressed i s  unconscious, but  no t  a l l  t h a t  i s  unconscious i s  r e -  
pressed. . . . When we f i n d  o u t s e l v e s  t h u s  confronted by t h e  
necess i ty  of p o s t u l a t i n g  a t h i r d  unconscious,  which ,is not  
repressed,  we must admit t h e  c h a r a c t e r i s t i c  of being uncon- 
sc ious  begins t o  l o s e  s igni f icance ."  A s  t o  t h e  o r i g i n  of 
a r t i s t i c  c r e a t i v i t y  Freud admit ted t h a t  psychoanalysis has no 
explanation. A t  t h e  end o f  ano the r  essay  Freud acknowledged 
t h a t  t h e  na tu re  of a r t i s t i c  c r e a t i v i t y  i s  psychoanaly t ica l ly  
inaccess ib le  t o  us.  See Sigmund Freud, "Leonard0 DaVinci and 
a Memory of His Childhood ," The Standard Edi t ion  of the Com- 

l e t e  P s ~ c h o l o n i c a l  Works of Sigmund - Freud, t r a n s r a n d  e r  k Strachery,  ~ o l T , p .  136: l T I n s t i n c t s  and t h e i r  t r a n s -  
formations a r e  a t  t h e  l i m i t s  of  what is  d i sce rnab le  by psycho- 
a n a l y s i s  . . . . Since a r t i s t i c  t a l e n t  and capac i ty  a r e  in -  
t ima te ly  connected with subl imat ion  we must admit t h a t  t h e  
na ture  of t h e  a r t i s t i c  f u n c t i o n  ( is  1 i n a c c e s s i b l e  . . . along 
psychoanalyt ical  l i n e s  . . . . We w i l l  no t  l eave  t h e  ground 
of purely psychological r e sea rch .  Our aim remains t h a t  of 
demonstrating t h e  connect ion a long  t h e  path of  i n s t i n c t u a l  
a c t i v i t y  between a  person 's  e x t e r n a l  experiences and h i s  
r e a c t  ions.  

''see Creat ive ~ n t u i t i o n  (93/6$ ) n. (33 /2 l )  ; a l s o  see  
Rollo May, W r e a t i v i t y  and t h e  U n c o n s c i ~ u s ~ ~  i n  E x i s t e n t i a l  
Psychotherapy, pp. 41-50. Both Mar i ta in  and HoLlo May r e f e r  
t o  t h e  l i f e  of J. H. Poincare'(l854-1912) t h e  French math- 
ematician. Hollo May a l s o  r e f e r s  t o  h i s  own experience.  
Mari ta in quotes  from Wathemat ics  and t h e  Arts, f1  Marston bforse, 
The Yale Review, Vol. 40(Surnmer, 19511, pp. 604-612. To s t a t e  
f o r c m l y  t h a t  the  a u t h e n t i c  unconscious i s  aware of beauty 
even i n  t h e  discovery of  s c i e n t i f i c  and mathematical i n s i g h t s .  

6 3 ~ o r  a  d i s c u s s i o n  of  t h e s e  a spec t s  i n  r e l a t i o n  t o  
modern philosophy see  William Lui jpen, E x i s t e n t i a l  Phenomenolo~~;  



Char les  Winckelmans de  C le ty ,  
Stephan S t r a s s e r ,  The Soul & 

The World of 
m a  p h y s i c a l  

Persons ,  and 
and Empir ical  Psych- - 

be d i s t i n g u i s h e d  from s u b j e c t -  
ivism which is a s u p e r f i c i a l  f e e l i n g  o r - s e n t i m e n t .  It does  
a t  t imes  appear i n  works of a r t  bu t  most o f t e n  it is a  sen-  
t i m e n t a l  r e c o g n i t i o n  by t h e  r e a d e r .  See Crea t ive  I n t u i t i o n ,  
1 1 3 / 1 1 1 4 / 2  . For an  indepth  a n a l y s i s  o f  s u b j e c t i v i t y  
s e e  Jacques I h r i t a i n ,  "The E x i s t e n t ,  Exis tence  and t h e  
E x i s t e n t ,  py. 70-91. 

6 5 ~ e e  C r e a t i v e  I n t u i t m ( l l & / * 3  ) . ~ f .  Corne l i s  A .  
vl:n Peursen, Phenornenolo~y @ R e a l i t y ,  p. 103. 

6 6 ~ o n n a t u r e l i t y  is  c l a s s i c a l  i n  Thornism. Aauinas 
r e f e r s  t o  p s e u d o - ~ i o n ~ s i u s ,  Divine Names, chap. 11 and t o  
A r i s t o t l e ,  Nicornachean E t h i c s ,  chap. V. ??I have no 
doubt." F i r i t a i r ,  con t inues  " t h a t  t h i s  no t ion ,  o r  equ iva l en t  
no t iohs ,  had a long  h i s t o r y  i n  human thought :t1(115/84!. See 
Jacques Marita i n ,  "On Knowledge Through Conna t u r a  l i t y  , lt 
Range of H e a p s .  Also n o t e  t h a t  c o n n a t u r a l i t y  has  a  number of  
ve ry  proximate terms.  In  Aquinasl w r i t i n g s  we f i n d  most o f t e n  
i n c l i n a t i o n .  Others a r e  svmpathy and c o n ~ e n i a l i t y .  Cf . 
Jacques Mar i ta in ,  "On Human Knowledge, 111: Poe t i c  Knowledge, lf 
The I i a n p ~  & Reason. - 

6 7 ~ o u l d  t h i s  he  seen  a s  a  v i a b l e  unders tanding  of 
Keat 's "half  -knowledgev? I n f r a  pp. 99-100. 

68V?e need t o  go t o  t h e  r o o t  of  t h i s  word because $he 
words emotion, f e e l i n g ,  and a f f e c t  a r e  c i r c u l a r l y  i n t e r -  
r e l a t e d  s o  t h a t  n o t  even a d i c t i o n a r y  t r u l y  c l a r i f i e s  t h e  
mat te r .  Emotion from t h e  La t in  gmovere, '? to move o u t , "  is 
employed a s  l1to move o u t  from t h e  narrow s e l f  t o  meet t h e  whole 
o f  r e a l i t y  and by imp l i ca t ion  t o  r e t u r n  t o  my Se l f  i n  o r d e r  t o  
exper ience  t h i s  r e a l i t y  a s  s u b j e c t .  lt A. Van Kaam, Emergent 
S e l f ,  Vol. 4 ,  p. 32. - 

69 Shapra pp. 23-32. 
70 These and t h e  fo l lowing  remarks s u b s t a n t i a t e d  by 

t h e  foregoing  d i s c u s s i o n  b r i n g  aga in  i n t o  focus  and g i v e  
suppor t  t o  t h e  s i g n i f i c a n c e  of t a l k .  Supra pp. 23-37@ 

7 1 ~ r i t a i n t s  i t a l i c s .  See Crea t ive  I n t u i t i o n ( l 2 5 / 9 1 ) .  

7 2 ~ h e  connota t ion  intended i s  t h a t  lllove of  wisdomft 
r e v e a l s  r e a l i t y  t o  a  g r e a t e r  dep th  i n  Poe t ry  than  i n  h i s t o r y .  

73Mar i ta in t s  i t a l i c s .  See Crea t ive  1ntui t ion(127/93) .  



74Mar i t a in t s  i t a l i c s  i n  t h i s  parapraph.  See 
Crea t ive  -- ~ n t u i t i o n  (128/93 1. The poem always r e t a i n s  i t s  own 
cons i s t ence  and va lue  a s  an  o b j e c t  a l though  it is  s imul tan-  
e o u s l y  a  s i g n :  " 
and t h e  r e v e r s e  
s i g n s  wi th  which 

. . . t h e  d i r e c t  s i g n  ( i n d i c a t i n g  an o b j e c t )  
s i g n  (making mani fes t  t h e  s u b j e c t  1. A l l  t h e  
we have been concerned i n  t h i s  s t u d y  a r e  

d i r e c t  signs. The l e t t e r  A s i g n i f i e s  t h e  sound A ,  mourning 
s i g n i f i e s  death .  But t h e  s i g n  can a l s o  a c t  i n  a  r e v e r s e  sense :  
wh i l e  making mani fes t  an  o b j e c t ,  it can--by an i n v e r s e  o r  
r e t r o v e r s e  s ign i f i ca t ion - -deno te  t h e  ve ry  s u b j e c t  who makes u s e  
of t h i s  s i g n :  h i s  c o n d i t i o n s ,  h i s  d i s p o s i t i o n s ,  h i s  s e c r e t s  
which he does no t  even admit t o  himself - - the  s u b j e c t  be ing  then  
t aken  a s  o b j e c t  by  some observer .  It i s  i n  t h i s  sense  t h a t  
Freud and h i s  d i s c i p l e s  unders tand t h e  word symbol, wherein 
t h e y  no longe r  g i v e  c o n s i d e r a t i o n  t o  d i r e c t  s i g n i f i c a t i o n  b u t  
o n l y  t o  r e v e r s e  s i g n i f i c a t i o n .  . . . But even i n  normal thought  
t h e  s i g n s  of which a man makes use t o  s i g n i f y  t h i n g s  ( d i r e c t  
s i g n s )  a l s o  s i g n i f y  him ( r e v e r s e  s i g n s ) .  It i s  t h e  province of 
poe t ry  t o  s i g n i f y  t h e  world by s i g n i f y i n g  and i n  o r d e r  t o  
s i g n i f y  t h e  c r e a t i v e  s o u l  i t s e l f .  For t h e  subs tance  of  man is 
obscu re ly  grasped--by a  knowledge which w i l l  have i t s  word i n  
t h e  work of  a r t - -on ly  a t  t h e  same t ime a s  t h e  r e a l i t y  o f  t h i n g s  
is ,  s o  t o  speak,  p ierced by c o n n a t u r a l i t y  and emotion, Every 
work of a r t  is  an  avowal, bu t  it is by uncover ing t h e  s e c r e t s  
o f  being (divined by f o r c e  of' s u f f e r i n g  t h e  t h i n g s  of  t h i s  
wor ld )  t h a t  t h e  work of a r t  con fes se s  t h e  s e c r e t  of t h e  poet .  

The d i s t i n c t i o n  between t h e  t r u e  s i g n  and t h e  r e v e r s e  s i g n  
i s  o f  g r e a t  u t i l i t y  f o r  t h e  K u l t u t s s e n s c h a f t e n _ ,  It i s  above 
a l l  w i th  t h e  r e v e r s e  s i g n  t h a t  i n v e s t i g a t i o n s  a r e  concerned 
wherein t h e  work of a r t  i s ,  f'or example, s t u d i e d  a s  s i g n  of  t h e  
c u l t u r a l  backgrounds which engross  t h e  psychic l i f e  of  t h e  
a r t i s t  and of  h i s  epoch ,  and a s  s i g n  of the f o r c e s  which c l a s h  
i n  him wi thout  h i s  even being aware of them." ( ~ u t h o r ' s  i t a l i c s 1  
Jacques Mar i t a in ,  "Sign and 'Syr.ibol, tt Ransooinq t h e  Time, 
pp. 253-254, 

75.4n hype rbo l i c  example i s  Goethe ' s  c r e a t i o n  of  Faus t ,  
which was accomplished over  60 yea r s  o r  F l a u b e r t ' s  c r e a t i o n  of  
IJladame Bovary, T. S. E l i o t ' s  c r e a t i o n  of  t h e  Waste Land i s  no t  
s o  f a r  removed from e i t h e r  of t h e s e  au tho r s .  

76Mari ta in1s  i t a l i c s  i n  t h i s  paragraph.  See Crea t ive  
1n tu i t ion(135/99) .  For f u l l  d i s c u s s i o n  of t h e s e  a s p e c t s ,  
i n f r a  pp. 130-135, he re  t h e  e~nphas i s  is  on p o e t i c  i n t u i t i o n .  

77 
II Ier i ta ints  i t a l i c s .  See C r e a t i v e  1ntui t ion(1)6/100) .  

wI g e n e r a l l y  c a l l  e v e r y t h i n c  t h a t  i s  i n  ou r  mind by t h e  name 
' i d e a , '  whenever we conceive a  t h i n g ,  i n  whatever manner we 
conceive it ." L e t t e r  t o  Mersenne, Ju ly  1641, Descar tes  Dict ion-  
a a ,  t r a n s .  and ed. , John M. Morr is ,  p. 87. An " ideaw was never  
a "conceptv u n t i l  I l escar tes  f a i l e d  t o  make t h e  d i s t i n c t i o n .  
Descar tes '  l t ideatT became t h e  unders tanding  of  " idean  a s  used by 
P la to .  Hence, lVidear1 seen  a s  wconceptlr  gave b i r t h  t o  t h e  n o t i o n  
t h a t  t h e  a u t h o r  o f  f i n e  a r t  had a n  i d e a l  model i n  h i s  mind. 



Then of course ,  t h e  work produced i s  a  copy; i m i t a t i o n ,  t h e  
copying of  t h e  "idea." The no t ion  of p o e t i c  i n t u i t i o n ,  more 
keen ly ,  expresses  t h e  r e a l i t y  of t h e  coning t o  be of a  l i t e r -  
a r y  work. In  r e a l i t y ,  poe t i c  i n t u i t i o n  involves  and c o n t a i n s  
w i t h i n  i t s e l f ,  i n  an ou t s t and ing  manner, a l l  t h a t  e x i s t s ,  i n  
t h e  c r e a t i v e  idea  of  t h e  craftsman. Actua l ly  it c o n t a i n s  i n -  
f i n i t e l y  more, s i n c e  it is  both c o g n i t i v e  and c r e a t i v e .  It 
i s  a s  cogn i t i ve  - c r e a t i v e  t h a t  p o e t i c  i n t u i t i o n  i s  gene ra t ive .  

7 * ~ h e s e  and t h e  fo l lowing  remarks r e v e a l  a s p e c t s  
which a r e  r e l a t e d  t o  K e a t s l s  p o e t i c s .  I n f r a  pp. 96-97 a t  
which po in t  I g i v e  f u r t h e r  e x p l i c a t i o n .  

7 9 ~ i i r i t a i n t s  i t a l i c s .  See Crea t ive  I n t u i t i o n ( l 3 7 / 1 0 1 ) .  
80 

Supra pp. 23-32, 76; I n f r a  p. 151. Mar i t a in  c l a r -  
i f i e s  t h i s  d i s t i n c t i o n  on grounds which a r e  o n t o l o g i c a l ,  The 
human being i s  bo th  an  i n d i v i d u a l  and a  person.  I n d i v i d u a l i t y  
is  a  l i m i t a t i o n ;  p e r s o n a l i t y ,  an  expansion.  Without even en- 
t e r i n g  t h e  metaphysical  d i s t i n c t i o n s  neces sa ry  t o  g r a s p  f u l l y  
t h e  v a l i d i t y  of  l b r i t a i n l s  i n s i g h t ,  we can accep t  i n d i v i d u a l i t y  
a s  . . . t h a t  which excludes  from o u r s e l v e s  t h a t  which 
o t h e r s  a r e  . . ,"(142/105 1. It can a l s o  be thought  of  a s  
" . . . t h e  narrowness of  t h e  egow(142/105 ). P e r s o n a l i t y  i s  
rooted i n  t h e  p r i n c i d e  of  l i f e ,  whi le  i n d i v i d u a l i t y  i s  de r ived  
from ma t t e r .  P e r s o n a l i t y  is  t h i s  p r i n c i p l e  communicated t o  
t h e  whole o f  t h e  human being and ho ld ing  it i n  u n i t y  wh i l e  
unfolding through l i f e .  A s  bo th  v i t a l i t y  and c reaGiv i ty ,  per-  
s o n a l i t y  t e s t i f i e s  t o  expansiveness .  P e r s o n a l i t y  ". . . means 
i n t e r i o r i t y  t o  onese l f  . . ."(142/106) and goes o u t ,  i n  
presence,  t o  a l l  t h a t  i s  and r e t u r n s  enr iched  wi th  r e a l i t y  
rece ived  w i t h i n  t h e  S e l f ,  The ". . . c r e a t i v e  Se l f  of t h e  
a r t i s t  is  h i s  person a s  person,It  no t  h i s  person a s  i n d i v i d u a l .  
& r i t a i n T s  i t a l i c s .  See Crea t ive  I n t u i t i o n  (l42/106 1. 

* b f ,  Jacques Mar i t a in ,  The Person and t h e  Common - 
Good , PP* 31-46, 

"1nfra pp. 95-102, i n  r e l a t i o n  t o  Kea t s l s  poe t i c s .  

L13~s  quoted by M a r i t a i n ,  Crea t ive  ~ n t u i t i o n  (l4&/107), 

B 4 ~ e e  Crea t ive  ~ n t u i t i o n  (144/108 ) . 

'1nfra p. 97 i n  r e l a t i o n  t o  K e a t s l s  Sensa t ion  and 
empathy. 

2 
A s  quoted by I h r i t a i n ,  C r e a t i v e  I n t u i t i o n  (229/169). 

Cf .  Rimbaud s l e t t e r  t o  Paul Demeny, 1 5  ~aY,-1871,Rimbaud : 
Complete Wo,rks, Se lec ted  L e t t e r s ,  t r a n s .  and ed. W. Fowlie. 



3 ~ o r  example, Ezra Pound's w e l l  known account  o f  h i s  
i n t u i t i v e  p o e t i c  g e n e s i s  i n  r e l a t i o n  t o  t h e  w r i t i n g  o f  "In a  
S t a t i o n  of t h e  Metro." To be found i n  h i s  a r t i c l e  wVort ic ism,n 
F o r t n i g h t l y  Review, Vol. 96 (September 1, 1914) ,  pp. 465-467. 
See a l s o  t h e  In t roduc t ion  t o  William P r a t t ,  The Imagis t  Poem, 
PP. 30-32. 

' ~ a r i t a i n ' s  i t a l i c s  throughout t h i s  paragraph.  
5 Supra pp. 57-60; 82. 
6 See Gerald F. E l s e ,  l l Imi ta t ion ,  Pr ince ton  h c y c l o -  

ped ia  of Poe t ry  - and P o e t i c s ,  ed. Alex I'reminger, pp. 378-381 
f o r  t h e  r e c e n t  r e - i n t r o d u c t i o n  o f  t h i s  no t ion .  e s p e c i a l l y  
through t h e  i n f l u e n c e  of t h e  Chicago schoo l  o f  c r i t i c i s m ;  

'see Crea t ive  In tu i t i on (224 /164) .  C f .  A r i s t o t l e ,  
P o e t i c s ,  chap.- a  28. Wy t h e  rhythms o f  h i s  a t t i t u d e s , "  
t h e  dancer  r e p r e s e n t s  " the  c h a r a c t e r s  of men, t h e i r  a c t i o n s  
and pass ions  together ."  A l l  a r t  forms both i m i t a t e  and r e v e a l  
i n n e r  r e a l i t y .  

'Mari ta inls  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (224/164 ) . 
9 ~ f .  supra  p. 62. See Crea t ive  ~ n t u i t i o n  (75/45 1. 

Mar i t a in  u s e s  t h i s  term,  in t roduced by A r i s t o t l e  i n t o  ph i lo -  
sophy, i n  i t s  double  s i g n i f i c a n c e  o f  l l a c t u a l i t y  a s  pe r f ec t ion .  li 

Ente lechy extends  t h e  no t ion  of  e x i s t e n c e  a s  t h e  a c t  of  being.  
S u b s t a n t i a l  form, c ~ n c e i v e d  a s  essence  designates t h e  a c t u a l i t y  
o f  a t h ing .  Each subs tance  i s  one,  , . . n o t  a s  . . . a  kind 
of  monad o r  p o i n t ,  b u t  ( a s )  an en t e l echy  an a c t u a l i t y  and a  
c e r t a i n  p a r t i c u l a r  na tu re .  lt A r i s t o t l e ,  f k t a p h i s i c s ,  H,  1044 a 
7-9; But a s  t h e  complete and a c t u a l  p e r f e c t i o n  of  a t h i n g ,  en- 
t e l e c h y  a l s o  i n c o r p o r a t e s  a t t r i b u t e s  which have t o  do wi th  o r  
c o n t r i b u t e  t o  t h e  a c t u a l i z a t i o n  of  t h e  t h i n g ' s  p e r f e c t i o n  o r  
completeness. To possess  an i n t r i n s i c  f i n a l i t y  o r  t e l o s  i s  an  
extended s i g n i f i c a n c e  which t h e  term en te l echy  adds t o  t h e  
a c t u a l i t y  o f  e x i s t e n c e ,  Also n o t e :  en t e l echy  means %+te los+  
eche in  and may be t h e  equ iva l en t  of  en ean to  t o  t e l o s  e m ,  
meaning +?having i t s  end i n  i t s e l f . l t  - ? i ? e ~ t ~ Y ~ a t e s ,  
A r i s t o t l e  -- and t h e  Problem of Value pp. 82-83. Rather  n a i v e l y  
expressed,  t h e  poem e x i s t s  e x t e r n a i l p  both  a s  t h i n g  and a s  t h e  
f u l l n e s s  of embodied knowledge. To Mar i t a in  t h e  unders tanding  
o f  a  poem i s  never  a  c o n s t r u c t  of  t h e  mind; n e i t h e r  is  t h e  poem 
i t s e l f  pu re ly  an  e x i s t e n c e  i n  consciousness ,  Whatever t h e  
unders tanding  ga ined ,  it i s  of n e c e s s i t y  i n t e g r a l  t o  t h e  poem. 
Both a s  o b j e c t  and a s  a f u l l n e s s  of  s i g n i f i c a n c e ,  t h e  poem 
e x i s t s  e x t e r n a l  t o  t h e  mind, 

1 • ‹ l l r i s t o t l e ,  & Anima, 414 a  19. 
11 

Supra "Foreword, lt pp. xi-xv. 



194 
12 

The a f f i n i t y  between t h e  p o e t i c s  of Mar i ta in  and 
Keats is a l s o  considered by P ro fe s so r  Hazo, who a l s o  r e l a t e s  
t h e  p o e t i c s  of  Coler idge and Hopkins t o  H a r i t a i n .  See S .  J. 
Hazo, ttAn Analysis  o f  t h e  Aes the t i c  of Jacques Elar'itain,lt 
D i s s e r t a t i o n .  

13cf. Hyder Edward R o l l i n s  (ed. ) , The L e t t e r s  of John 
Keats,  181 1 8 2 1 ,  vo l .  2 ,  pp. 193-194.h thne-ezs- 
wrote  t d s  b r o t h e r s  George cnd Tom, December 21, h . 7 .  

1 4 ~ o r  views which have helped t o  form my opin ion  s e e  
e s p e c i a l l y :  W. J. Bate,  lie a t i v e  c a p a b i l i t y ,  and- John KeaCs; + S t u a r t  M. Sperry, Keats the o e t .  

l 5 ~ e e  W. 3. Bate (ed. ) , C r i t i c i s m :  The b%.-ior Texts ,  
p. 347. Professor  Rate cons ide r s  t h e  p o s i t i v e  and nega t ive  
a s p e c t s  o f  t h i s  not ion.  

16supra pp. 73-77. 

1 7 ~ s  quoted i n  W. J. Bate,  C r i t i c i s m :  The Major Texts  
P. 347. 

l c t  
S ince man l i v e s  i n  f o r g e t f u l n e s s  of  being t h e r e  i s  

no u s e  t o  t a l k  o f  on to logy  t h e  s t u d y  of being qua being! phen- 
omenology main ta ins .  Ontoioey i s  now a phenomenology whlch 
l e a d s  t o  d i s c l o s u r e  o f  being.  Being i s  t h e  e x i s t e n t  i n  t h e  
f u l l n e s s  o f  i t s  p a r t i c u l a r  e x i s t e n c e  and a s  e x i s t i n g ,  b u t  a l s o  
s imul taneous ly  drawing a t t e n t i o n  t o  t h e  p a r t i c i p a t i o n  i n  a l l  
Being. Thus a l e t h e i a  is t r u t h  when be ing  i n  d i s c l o s u r e  s t a n d s  
o u t  from ~ e i n m h i s  unders tanding  o f  Heidegger i s  cor-  
rect t hen  M a r i t a i n ' s  no t ion  of  Poetry  seems t o  i nc lude  t h e  
s ea rch  f o r  a l e t h e i a .  The l a t t e r  i s  of  n e c e s s i t y  implied s i n c e  
Poe t ry  i s  no t  p o s s i b l e  wi thout  t h e  appearance of  a l e t h e i a  
which man i f e s t s  i t s e l f  i n  the concre teness  of  a  Thing. t o  
paraphrase  Aquinas i n  terms of Heidegger: t r u t h  i s  t h e  conform- 
i t y  of  t h e  mind wi th  aletheia*.  For a  comprehensive s t u d y  o f  
Heidegger ts  thought see W. J. Richardson,  H e i d e e :  Through 
Phenomenology t o  Thought; a p a r t i c u l a r  e s say  t o  t h e  po in t  is  J, 
Glenn Gray, ??Poets and Thinkers:  T h e b  Kindred Roles i n  t h e  
Phi losophy-of  Martin Heidegger," Phenomenolo and Exis ten-  
t i a l i s m ,  ed. Eklward N. Lee and Maurice ~ a n d e g a u r n .  

l9h]athan A. S c o t t ,  Negetive C e p a b i l i t x ,  pa  x i i i .  

'Ohergence governs a l l  d i s c l o s u r e  because man is 
capable  t o  r e t a i n  and expand t r u t h  by r a i s i n g  t r u t h  t o  con t in -  
uous ly  more o r i g i n a l  un fo ld ing ,  A cont inuous invoking and 
c a r e l e s s  a p p l i c a t i o n  o f  t h e  f o r g e t f u l n e s s  o f  t r u t h  cor rodes  
and concea ls  t r u t h .  "The o r i g i n a l  remains o r i g i n a l  on ly  if it 
never  l o s e s  t h e  p o s s i b i l i t y  of  be ing  what it is:  o r i g i n  a s  
emergence . . . . 'There i s  a r e c i p r o c a l  bond between apprehen- 
s i o n  and b e i n  r w  Mart in  lleidegger; I n t r o d u c t i o n  Meta- 
physics, p. l$i. 



CHAPTER - I V  
1 

See Crea t ive  I n t u i t i o n  (45 /3 l ) .  

211er i ta in t s  i t a l i c s .  See Crea t ive  I n t u i t i o n  (300/202 1. 

3 & h r i t a i n t s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (300/202 1. 

4 ~ h e  complete exp lana t ion  can be found i n  t h e s e  suc- 
c i n c t  l i n e s  of Keats:  "1 was t a u g h t  i n  parad ise /  To ease  my 
b r e a s t  o f  Melodies .lt See -- Crea t ive  I n t u i t i o n  (306/208). 

5 ~ a r i t a i n  s i t a l i c s .  See Crea t ive  I n t u i t i o n  (300/202 1. 
6 M a r i t a i n f s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (302/206) 

7 ~ r i t a i n ' s  i t a l i c s .  See Crea t ive  Intultlon(304/206). 
8 Mar i t a in  is indebted t o  L o u r i e t s  i n s i g h t  which he 

quotes  wi th  some e x p l i c a t i o n .  See Crea t ive  ~ n t u i t i o n  (252/186- 
253-187) . lt 'Every melody, ' Lourie p u t s  it, 'has t h e  p rope r ty  
of r e v e a l i n g  some i n t i m a t e  t r u t h ,  and o f  d i s cove r ing  t h e  o r -  
i g i n a l  r e a l i t y ,  bo th  psychologica l  and s p i r i t u a l ,  of  t h e  ope 
who c r e a t e s  t h e  melody. Melodv d i s c l o s e s  t& n a t u r e  & the 
s u b j e c t ,  and n o t  t h a t  of t h e  o b j e c t .  To be s u r e ,  it can es- 
pouse t h e  o b j e c t ,  and become t h e  exp res s ion  o f  it, b u t  its 
e s s e n t i a l  p r e d e s t i n a t i o n  l i e s  i n  t h e  r e v e l a t i o n  of  t h e  v e r y  
n a t u r e  of t h e  s u b j e c t  from whom i t  proceeds.  . . . The 
q u a l i t y  o f  t h e  melody depends on c a t e g o r i e s  o f  mora l - ae s the t i c  
u n i t y .  . . . Nelody is  i n a c c e s s i b l e  t o  t h e  l o g i c  of  o u r  con- 
s c iousnes s  ( c o n t r a r y  t o  harmony and rhythm);  i n  t h e  f a c e  of it 
o u r  r ea son  remains powerless,  f o r  melody i s  e s s e n t i a l l y  ir- 
r a t i o n a l .  There can be an  a n g e l i c  melody, bu t  no t  an a n g e l i c  
rhythm, because i n  e t e r n i t y  t h e r e  i s  no longe r  t ime,  bu t  t h e r e  
i s  and t h e r e  w i l l  e v e r  be p r a i s e .  . . . t 

A s  a g a i n s t  t h e  m o t i f ,  which is ,  s o  t o  speak,  'an a b o r t i v e  
melody, stopped a t  a  c e r t a i n  moment of i ts growth, ' and t h e  
theme, which is ,  on t h e  c o n t r a r y ,  'a melody a t  a  secondary 
s t a g e  of  i t s  development, ' and embodied i n  t h e  musical  a c t i o n  
'melody i t s e l f  is l i nked  t o  no a c t i o n ,  and Leads t o  no a c t i o n .  
It is  a kind of t h i n  i t s e l f .  The mot i f  s e r v e s  t o  j u s t i f y  
t h e  a c t i o n .  The --I? t erne is  a  means of developing a thought .  But 
melody is of  no use  a t  a l l .  Melody g i v e s  l i b e r a t i o n .  A t  any 
moment whatever of a  l o g i c a l l y  complex musical  s i t u a t i o n ,  t h e  
advent  of melody immediately b r i n g s  l i b e r a t i o n ,  t o  t h e  v e r y  
e x t e n t  of t h e  importance o f  t h e  melody which a r i s e s .  Melody 
i s  .one t h i n g ,  and a l l  t h e  'music ' is ,  i n  t h e  l a s t  a n a l y s i s  
q u i t e  ano the r  %hirig. For w i th  melody 'one can do no th ing ,  1 

'Melody is ,  a s  it were, a n  i n s t a n t  where t h e  cond i t i ons  of 
t ime  and space  a r e  brought t o  naught ,  and t h e  mus ica l  being i s  
perceived a s  f r e e  from them. Melody g i v e s  t h e  i l l u s i o n  of 
be ing  a stopped i n s t a n t ,  and s o  g i v e s  t h e  impress ion of 

7 



belonging t o  t h e  ca t ego ry  of t h e  e t e r n a l .  . . . It i s  a Rood 
through i t s e l f ,  being an  express ion  of t h e  t r u t h  of t h e  one 
who produces i t .  It appears  a s  a p u r i f i c a t i o n  by confess ion ,  
from t h e  f a c t  t h a t  it r e v e a l s  t h e  nondisf igured essence  of 
t h a t  which is ,  and no t  any l i e  imagined by i t s  au tho r . t t 1  
h r i t a i n g s  i t a l i c s ,  

9 ~ h e  r rmsical i ty  of words is  an a n a l o g i c a l  concept 
which a l s o  expresses  a  q u a l i t a t i v e  a s p e c t  of words. 

10  
Mar i ta in  ' s  i t a l i c s .  See Crea t ive  ~ r i t u i t i o n  (304/?06) 

l l ~ h e  c r i t i c a l  t a s k  of  d i s c l o s u r e  may analogously  
beg in  wi th  a musical  s t ir  which t h e  exper ience  o f  a  poem 
occasioned.  Infram, 

121nfra  p. 113, 

1 4 ~ h i s  term covers  t h e  whole meaning and imp l i ca t ion  
o f  b r i t a i n ' s  s ta tement .  In  t h e  l a s t  decade t h i s  word has  
rece ived  t h e  s p e c i a l  meaning found i n  t h e  o r i g i n  of  t h e  word; 
from t h e  La t in  in+cont ra  = Itto meet i n  a foreward manner." 
I n  a primary sense  encounter  means i n t e r s u b j e c t i v e  r e l a t i o n  
between persons  and on ly  i n  a  secondary sense  between persons  
and t h e  infra-human. The word i s  employed i n  a hybrid sense 
because of t h e  uniqueness  of t h e  l i t e r a r y  work. See Hemy G. 
Kwant, Sncounter,  pp. 53-63. 

" ~ u p r a  p. 75. 

161nfra pp. 143-144, where t h i s  term is  f u r t h e r  
c l a r i f i e d  . 

1 7 ~ e o r g e  A. Schrader ,  "The S t r u c t u r e  o f  h o t i o n ,  " 

I n v i t a t i 3 2  & Phenomenoloa, ed, James 11. E d i c ,  p, 264. A s  
i n d i c a t e d  p rev ious ly  ( supra  pp. 101-102, e s p e c i a l l y  n. 161 ,  
some o f  & r i t a i n t s  views a r e  c l o s e  t o  o r  d i s c o v e r  a s p e c t s  
s i m i l a r  t o  t h e  e f f o r t s  of e x i s t e n t i a l  phenomenology. The i n -  
s i g h t s  o f  Heidegger especially seem t o  r e l a t e  t o  M a r i t a i n t s  
n o t i o n s  about  Poetry.  See Eugene F. Kae l in ,  t tPoesis  a s  
Pa rabo l i c  Expression:  Heidegger on How a Poem bleans lt AJ& a d  
Existence: Phenornenoloaicel A e s t h e t i c s ,  pp. 234-280. 

Ibli"sritain9s i t a l i c s .  See Crea t ive  1n tu i t i on (n . l2 ,  
309h.6, 210). 

2 0 ~ h i s  q u o t a t i o n  exempl i f i e s  any express ion  w i t h i n  
t h e  contex t .  



' lC .  E. M. Joad Mat t e r ,  Life  and Value, p. 396, a s  , ---  
quoted by I b r i t a i n .  See Crea t ive  - 1 n t u i t i o n 7 ~ 2 1 0 ) ,  

2 2 ~ u p r a  pp. 23-37, e s p s c i a l l y  p. 26. 

23N!5!ritnin1s i t a l i c s .  Sea C r c a t i .  I n t u i t i o n ( n . 1 2 ,  
309/n.6, 2101, 

2 4 ~ u p r a  pp. 23-97. 

2 5 ~ .  S. E l i o t ,  *The P e r f e c t  C r i t i c  The Sacred Wood, 
p. 7,  a s  quoted by i l a r i t a in . .  See --- Crea t ive  f n t ~ i o n ( 3 1 2 2 6 T .  

% J i l l i a r n  Blake, "Auguries o f  Innocence, lt Engl ish  
Romantic Wr i t e r s ,  ed. David Perk ins ,  p. 113, 

27~1qx-a pp. 53-55. 

2 * ~ u p r a  pp. 8 0 4 1 .  

h a r i t a i n ' s  i t a l i c s .  See C r e a t i v e  ~ n t u i t i o n  (258/1?2 1. 

h a r i t e i n  ls i t a l i c s .  See C r e a t i v e  1ntui t ion(259/192) .  

5 ~ a d a i s r n  d i d  f o c u s  on t h e  d e s t r u c t i o n  of  l o g i c a l  
reason  and s tandard syn tax ,  b u t  t h e y  went t o o  f a r  i n  r e j e c t i n g  
man's c o g n i t i v e  power through t h e i r  emphasis on d e s t r u c t i o n .  
The means became t h e  end, The i r  c r e a t i v i t y  became a t e a r i n g  
down through an absence of  p o e t i c  i n t u i t i o n .  "Nothingw was 
t h e  b a s i c  word of t h e i r  vocabulary.  See Anna E. Ralokian,  
ttDadaisrl~,w Pr ince ton  Encyclopedia of Poe t ry  and Poe t i c s ,  ed , 
Alex Prerninger p. 180. Sur rea l i sm a s  t h e  school  of  a r t  which 
a l s o  a t t acked  i o g i c a l  reason and i n  poe t ry  d i s l o c a t e d  language,  
bu t  t o  r e v e a l  Poetry ,  They were poets  who had t h e  language 
o f  p o e t i c  intuition even thoagh some of  them became i n t o x i c a t e d  
o r  overpowered by Poetry.  The i r  wautomatismtt was an a b d i c a t i o n  
o f  t h e  knowinq person,  through i n t o x i c a t i o n .  The t h i r s t  f o r  r the new may have caused a r e j e c t i o n  of t h e  important  i n t e l -  
l e c t u a l  a s p e c t s  and b a s i c  o r i e n t a t i o n  o f  c r e a t i v i t y .  Auto- 
matism does  n o t  produce freedom and newness bu t  o n l y  d i s p e r s i o n ,  
Sepa ra t e  from i n t e l l e c t u a l  l i g h t ,  c r e a t i v i t y  can no t  b r i n g  
f o r t h  anyth ing  truly new. I n  s o  f a r  a s  S u r r e a l i s t s  c r e a t e  
poems of  Poe t i c  q u a l i t y  t h e y  d i sobey  t h e i r  own manifes to .  See 
Crea t ive  ~ n t u i t i o n  (79/5f-82/59). Cf . Jacques Hardre, t tSur rea l -  
i s m , *  P r ince ton  Enc c l o  e d i a  of P o e t r y  P o e t i c s ,  ed. Alex 
Pren inger  , pp . 8- 



6 
See Crea t ive  I n t u i t i o n  (258/191-268/199), A l l  i t a l i c s  

i n  t h i s  s e c t i o n  a r e  14a r i t a in t s .  

' ~ a r i t a i n ' s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  ( 2 6 l / l 9 4 )  

 h he so terms,  my i t a l i c s ,  a r e  n s u b s t i t u t i o n  f o r  
Marf t a i n t s  purposive _corn a r i s o n  and immediate1 i l l n m i n a t i n g  
ima e. See Crea t ive  I n t u i t i o n  325/224-)27/226T. I n f r a  pp. 
d 4 7 .  

---7 

9 ~ u p r a  pp. 64-73. See -- Crea t ive  1 n t u i t  i o n (  106/75- 
110/80 ) and (325/225 ). 

'O~ohn Crowe Hansom, The World's Body, p. 115 .  See 
Crea t ive  In tu i t i on (325 /224) .  

11 Mar i t a in ' s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (328/227 1. 

12see  Crea t ive  I n t u i t i o n  (328/227), a s  quoted by 
h r i t a i n .  

.I r 

"see Crea t ive  In tu i t i on (324 /223  ). That t h e  c r i t i c ' s  
primary t a s k  is t o  d i s c o v e r ,  and n o t  t o  judge t h i s  c l a r i f i c a t i o n  
i n d i c a t e s .  

14 For t h e  s o u r c e  of  t h i s  phrase  s e e  Richard L. McGuire, 
Pass iona te  A t t en t ion ,  p. v i i - v i i i ,  "The phrase  ' p a s s i o n a t e  
a t t e n t i o n T  i s  not  my own; I have borrowed it from W. H. Audeafs 
"Making, Knowing, and Judging," a n  essay.  . I s e e  t h e  a c t s  
of l i v i n g  and of  r ead ing  and s tudy ing  l i t e r a t u r e  a s  having 
va lue  o n l y  i f  t h e y  a r e  motivated by l o v e  and i n t e r e s t ;  'pas- 
s i o n a t e  a t t e n t i o n t  i s  t h u s  t h e  r i c h e s t  s h o r t  d e s c r i p t i o n  o f  
l i t e r a r y  c r i t i c i s m  I know. It r e p r e s e n t s  t h e  two most impor- 
t a n t  human q u a l i t i e s  involved i n  a  person ' s  r e l a t i o n s h i p s  w i t h  
o t h e r  persons  and w i t h  l i t e r a t u r e . "  

1 6 ~ l e a n t h  Brooks and Robert Penn Warren, Unders tandinq 
Poe t ry ,  p. 141. See Crea t ive  ~ n t u i t i o n  (355/25l) .  

1 7 ~ r i t a i n ,  reminding u s  o f  A r i s t o t l e ,  d i s t i n g u i s h e s  
between two obvious i n s t a n c e s  of  a c t i o n s .  We recognize  ' ? t rans-  
i t i v e  a c t i o n n  through which one t h i n g  modif ies  ano the r  and 
ttirnmanent a c t i o n w  through which a l i v i n g  agent  p g r f e c t s  i t s  own 
be ing .  I n  t h e  human be ing ,  t h e  l a t t e r  e s s e n t i a l l y  a c t u a t e s  t h e  
S e l f  whi le  a t  t h e  same t ime producing a  c e r t a i n  e f f e c t  which 
n e v e r t h e l e s s  remains w i t h i n  t h e  S e l f ,  f o r  exampledthe concept  
produced i n  t h e  i n t e l l e c t .  For Mar i t a in  t h e  donnse a t  t h i s  
p o i n t  is t h e  A r i s t o t e l i a n  no t ion  o f  a. I n  Crea t ive  I n t u i t i o n  
M a r i t a i n  s t a t e s :  lrAssuming t h e  A r i s t o t e l i a n  n o t i o n  o f  act a s  
f u l l n e s s  o r  completion i n  be ing ,  and o f  e x i s t e n c e  a s  a c t u s  
primus,  pr imary a c t ,  Thomist phi losophy s t a t e s  t h a t  a c t i o n  o r  



o p e r a t i o n ,  e i t h e r  t r a n s i t i v e  o r  immanent, is an a c t u s  secundus,  
an emergent t e r m i n a t i v e  a c t ,  . , . through which be ing  a s s e r t s  
i t s e l f  beyond s u b s t a n t i a l  e x i s t e n c e .  For t h i n g s  a r e  and e x i s t  
be fo re  a c t i n g .  . . . a c t i o n  i s  d i s t i n c t  from t h e  essence  o f  t h e  
agent  and from i ts  a c t  of  e x i s t i n g  "(358/255). ( E I a r i t a i n V s  
i t a l i c s )  These no t ions  a p p l y  accord ing  t o  Mar i t a in  i n  an  
a n a l o g i c a l  way t o  t h o s e  q u a l i t i e s  which a r e  t h e  o n t o l o g i c a l  
elements of t h e  poem, 

Mar i t a in  develops  t h e  concept of  a c t i o n  t o  c l a r i f y  t h e  
o f t e n  misused not,ion o f  "theme." Itany problems a s s o c i a t e d  
wi th  t h e  theme a r e  resolved through h i s  e x p l o r a t i o n  o f  t h e  
c r e a t i v e  process  i n  which he shows how s c t i o n  compliments 
p o e t i c  sense  because bo th  f i n d  t h e i r  o n t o l o g i c a l  f u n c t i o n  i n  
c r e a t i v e  i n t u i t i o n .  The d i f f e r e n c e  of  o n t o l o g i c a l  f u n c t i o n  
between p o e t i c  sense  and a c t i o n  must be understood by reason  
of t h e i r  r e l a t i o n  t o  t h e  c r e a t i v e  source  and of t h e i r  " in ten-  
t i o n a l  va lue  . . . a s  conveying t h e  c r e a t i v e  sou rce  i n  v i r t u e  
o f  t h e  invnater ia l  and pu re ly  t e n d e n t i o n a l  e x i s t e n c e  proper t o  
t h e  meaningtt (359/255 1. The primary and n o s t  b a s i c  i n t e n t i o n a l  
va lue  i n  t h e  poem i s  p o e t i c  s ense  because i t  i s  c l o s e s t  t o  t h e  
c r ea3 ive  source.  Action emanates from t h e  c r e a t i v e  source  a s  
t h e  second i n t e n t i c n a l  va lue  i n  t h e  poem, presupposing p o e t i c  
s ense  and complimenting it. See Crea t ive  ~ n t u i t i o n  (354/250- 
362/257) 

18Mari ta in1s  i t a l i c s  i n  t h i s  paragraph. See - -  Crea t ive  
1ntuitio.o(3 57/253-359/2~5 1. To c l a r i f y  "ac t ion"  i n  o t h e r  Eerires 
Mar i t a in ,  i n  --- Crca t ivc  I n t u i t i o n  f i r s t  d e s c r i b e s  a c t i o n  i n  t h e  
dramat ic  wrirk. He r e l i e s  upon f i rancis  Fergusson, The Idea  of 
a Theatre ,  a coclparative a n a l y s i s  o f  A r i s t o t e l i a n  P o e t i c s ,  - 
Action is  basi.ca1l.y an immater ia l  v i t a l i t y  and wessen t i a l l . y  
r e f e r s  t o  ' t h e  changing l i f e  of the psyche' a s  p ro j ec t ed  i n  a  
c e r t a i n  di rect ion. ' !  Tragedy a s  t h e  i m i t a t i o n  of  an a c t i o n  must 
be  understood i n  r e f e r e n c e  t o  t h e  f o c u s  o r  aim of  psychic  l i f e ,  
frm which t h e  e v e n t s ,  i n  t h a t  s i t u a t i o n  r e su2 t .  Action does  
no t  r e f e r  t o  t h e  even t s  of  t h e  s t o r y ,  and must no t  be c ~ n f u s e d  
w i t h  t h e  p l o t .  Dramatic a c t i o n  i s  t h e  ". . . s p i r i t u a l  e?an . . . emanating from a c o n s t e l l a t i o n  of  human agents ga thered  
t o g e t h e r  i n  a c e r t a i n  s i t u a t i o n ,  . . . I f  c a r r i e d  a long  and a s  a 
r e s u l t  commanding a  c e r t a i n  development of  even t s  i n  t ime ,  
permeating it wi th  a  d e f i n i t e  s i g n i f i c a n c e .  X a r i t a i n  draws 
p a r t i c u l a r  a t t e n t i o n  t o  t h e  A r i s t o t e l i a n  formula " i m i t a t i o n  o f  
t h e  act,ion" i n  which any dramat ic  work c o n s i s t s .  This  i m -  
i t a t i o n  "does no t  r e f e r  t o  a merely succes s ive  p i c t u r e  o r  image 
of  t h e  a c t i o n  performed i n  human l i f e  . .'. a s  t h e  p i c t u r e s  of  
3 r a c e  . . . offe red  by t h e  moviesmW The a c t i o n  under  d i s -  
cuss ion i s  t h e  a c t i o n  of t h e  work i t s e l f  and needs t o  be under-  
stood as  analogous t o  t h e  a c t i o n s  o f  human l i f e .  S i m i l a r l y ,  
and a s  an example," t h e  ' t r a g i c  rhythm o f  a c t i o n t  t h e  t h r e e  
rr,oments which Kenneth Burke c a l l  s Foiema , Pathema Hathema, 
ar,d M r .  Fergusson , Purpose, ~ a s s i o ~ ~ ~ u f  f ering! m c e p -  
i o n  obvious ly  belong t o  t h e  work a s  an i n h e r e n t  p rope r t  o f  t h e  
l a t t e r ,  n o t  t o  t h e  human l i f e  ' i m i t a t e d 1  by i t t t (356/254  '5 . See 



Crea t ive  1ntuitioq(356/252-3$7/253 ), 

1 % i i A t a i n i s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (36U/256). 

2 0 ~ l e a n t h  Brooks and Robert Penn Warren, Understand- 
Poetry ,  p. 521, N a r i t a i n  d i s a g r e e s  w i t h  Brooks and Warren's 
a n a l y s i s  of Donne's "Sonnet I X . v v  The poet  does no t  have t o  
i nven t  any argument a s  t h e s e  men sugges t  because t h e  poet  does  
no t  begin wi th  any argument--but wi th  c r e a t i v e  emotion o r  
p o e t i c  i n t u i t i o n .  

21Maritairtts i t a l i c s .  See Crea t ive  1n tu i t ion(363/259) .  

2 2 ~ 4 a r i t a i n t s  i t a l i c s .  See Crea t ive  1n tu i t ion(364/259) .  

231%r i t a in f s  i t a l i c s .  See Crea t ive  - Int ,u i t ion(364/259) .  

2 4 ~ a r i t n i n f s  i t a l i c s .  See Crea t ive  I n t u i t i o n  (396/287 1. 

* f i ~ a r i t a i n ' s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (395/286 1. 
26 Although we have no t  considered Erama, f o r  t h e  sake  

o f  coherence and c l a r i t y - - s u f f i c e  it t o  s a y  t h a t  t h e  lvpoetry 
o f  t h e  Theatre  is t h e  poetry  o f  a c t i o n  v1(395/288). Action i s  
t h e  en t e l echy  o f  t h e  drama, Harmonic expansion abounds i n  
p o e t i c  sense b u t  i s  n e v e r t h e l e s s  a n  overabundance i n  r e l a t i o n  
t o  t h e  f u l l n e s s  of i t s  a c t i o n .  Therefore ,  " the  drama i s  i n  
doingvv ( 395/288 ) . 

27 h r i t a i n f s  i t a l i c s ,  See Crea t ive  1ntui t ion(395/288 1, 

28Mar i t a in f s  i t a l i c s .  See Crea t ive  ~ n t u i t i o n  (370/265 1. 
This express ion  i s  o f  t h e  o n t o l o g i c a l  o r d e r ,  no t  t h e  moral 
o r d e r ,  

PART TWO -- 
A COMMENTARY OhJ DISCLOSURE - 

1 
P h i l i p  Wheelwright, tvHeal i ty  is  P r e s e n t i a l ,  Metaphor 

and R e a l i t y ,  pp. 154-164. - 
2 
F. C. Lucas, S t y l e ,  pp. 38-39. vtLiterarv s t y l e  is  

s imply a  means by,which one p e r s o n a l i t y  moves another .  The 
problems o f  s t y l e ,  t h e r e f o r e ,  a r e  r e a l l y  problems o f  person- 
a l i t y  . . ." p. 38. 

3 ~ h e  etymology of  confess ion  h i g h l i g h t s  well t h e  dim- , 

ens ion  we a r e  a t t empt ing  t o  c l a r i f y .  C o n f i t e r i ,  from t h e  L a t i n ,  
means " to  confessn and is de r ived  from comrn+fateri. The l a t t e r  
is  a k i n  t o  f a r i ,  " to  speakst t  Con-fession r e v e a l s  i n  i t s  origin 
a s  word t h e  a c t  of  "to speak t o g e t h e r n  o r  more a c c u r a t e l y  " to  
acknowledge toge the r .  



4  Supra p. 123 and e s p e c i a l l y  n. 5 .  

5 ~ t  what about  nega t ive  a s p e c t s  of poems? In ten-  
t i o n a l l y  t h e  n e g a t i v e  has  been ignored o r  r a t h e r  r e l e g a t e d  t o  
i t s  proper  p lace .  I n  some poems because of  a  weak o r  under-  
developed p o e t i c  s ense ,  t h e  embodiment w i l l  r e v e a l  f l aws ,  i n -  
cons i s t ency ,  i n s e n s i t i v i t i e s  o r  even o s t e n t a t i o u s  a s p e c t s .  
A l l  of t h e s e  h i n d e r  d i s c l o s u r e  and could mar even tua l  under-  
s t a n d i n g  o f  t h e  poem i n  a  comprehensive manner. Disc losure  
would r e v e a l  j a r r i n g  a s p e c t s  which would be  u n r e c o n c i l a b l e  
w i th  t h e  wholeness o f  t h e  poem. Judgment needs t o , b e  kep t  i n  
abeyance because u n l e s s  a  weakness is  v e r y  obvious ,  it could 
be  t h a t  t h e  poem has no t  revea led  a l l  i t s  r i c h n e s s  i n  s p i t e  of 
a  s i n c e r e  e f f o r t  a t  d i s c l o s u r e .  

6 ~ u p r a  pp. 127-126. 

' ~ n f e r e n t i a l  Se l f  i s  a  term which need n o t  be employed 
if t h e  r e a l i t y  conveved by t h i s  term i s  unders tood.  Rather  t h e  
name a u t h o r  could be  reserved  f o r  t h i s  r e a l i t y ,  e s p e c i a l l y  i n  
view of i t s  o b j e c t  i n  an etyfilological sense .  Supra p. 65 and 
e s p e c i a l l y  n. 58. 

*~f. William A. Luijpen,  E x i s t e n t i a l  Wenomenoloa~ ,  
p. 128. 

9 ~ f .  Joseph Goldbrunner, R e a l i z a t i o n ,  pp. 20-24. 

losupra  pp. 46-48. 

" ~ e e  Crea t ive  I n t u i t i o n  (l44/l07 1, a s  quoted by 
Mar i ta in .  

1 2 ~ h i s  q u o t a t i o n  i s  from Vic tor  E. F rankl ,  
Doctor and t h e  Soul ,  p. 96. Since a n a l o g i c a l l y  what is t r u e  
 approach t o  persons i s  l i k e w i s e  t r u e  o f  a  pe r sona l  
approach t o  poems, l lpeoplet t  has  been changed t o  "poem." The 
q u o t a t i o n  i s  o r i g i n a l l y  t o  be found i n  Goethe ls  Wilhelm 
M e i s t e r T s  apprentices hi^. 

133upra pp. 71-73. 

14C,f, W. Ki Wimsatt and Nonroe C. Besrds ley ,  "The 
I n t e n t i o n a l  Fa l l acy , "  The Verbal Icon pp. 2-18 and t h e  whole 
con t rove r sy  of " i n t e n t ~ ; ; ; ; . ~ i t a i n ! s  i n s i g h t s  provide a  
v i a b l e  a l t e r n a t i v e  which e l i m i n a t e s  much o f  t h i s  problem. 
See a l s o  t h e  va r ious  e s s a y s  i n  Gregory T.. P o l l e t t s  (ed ._) , 
Issue6 ig Contemporary Literary G r i t i c i s m ;  Malcolm Bradbury 
- a v i d  Palmer ( e d s . ) ,  Contemporary C r i t i c i s m ;  and Frank 
Brady e t  a 1  (eds.  1, L i t e r a r y  Theory and S t r u c t u r e .  
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Supra p, 123 and e s p e c i a l l y  n. 5 ,  i n  r e l a t i o n  t o  

t h e  e f f o r t s  o f  Dadaism and Sur rea l i sm t o  d e s t r o y  l o g i c a l  
reason.  

18 
Shpra pp, 115-117, 

19supra pp. 127-130 

" ~ e a n  Clarrigue, Marianne Moore, e s p e c i a l l y  pp. 8; 31. 

2 2 ~ e r n a r d  P, Engel, Marianne Moore, e s p e c i a l l y  
PP* 76-77, 

2 3 ~ e e  ltAppendix Bol t  I n  r e l a t i o n  t o  llSkunk Hourf1 and 
t h e  i n s i g h t s  developed,  s e e  Richard Wilbur and o t h e r s ,  "On 
Robert Lowell ' s  ' Skunk Hour, l1 I s s u e s  Contemporary 
C r i t i c i s m ;  P h i l i p  Cooper, . The ~ F ~ p h i c a l  M t h  of Robert 

P a t r i c k  Cosgrave The b i c  o e t r y  o f h e 5  -, we1 
Fein, Robert ~ o w e i l ~ e ~ s z a r o ,  = P o e t i c  

Themes - of  Robert Lowell, 
24 

Erns t  G. Schachte l ,  ltOn Memory and Childhood 
Amnesia," Metamorphosis, pp, 279-322. 

APPENGLX - A 

'Marianne Moore, The _Complete Poems of Marianne 
Moore p. 80. - 9  

APPENDIX 
1 

Robert Lowell, Life S t u d i e s ,  p, 89, 
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